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EYXAPI~TIE~

H Ex6eo'l xm 0 OUfLnA'lpcufLa,""XO<; xa'taAoyo<; rtou 't'J

ouvooeue" oev 6a dXav npaYfLa,",onOL'l6d xwp(<; 't'Jv
O'lfLWUPY'X~ OUfL~OA~ oAcuv OOCUV oUfLfLe'te(xav, n(o'tet/Jav xm
ev6appuvav ano 't'JV apx~ 'to eyxdp'lfLa. MOLpao,",~xafLe fLas[

'tou<; '"''lv ao'tafLa't'l'"''l EV'ta0'l, 't,<; ouoxoA[e<; aMa xm 't,<; XapE<;
't'l<; Ex6eo'l<;. Tooc euXap,o'toufLe oAou<; 6epfLa.

Io,a('tepE<; euxapw't(e<; oCjJdAOUfLe o-rov nwpyo lipaywva,

'1 unOfLOVe'tD'~ unOO~p'S'l xm '1 nOAU'""fL'l apcuy~ 'tOU ortotou
xa,",Eo't'loav eCjJ'x't~ 't'JV UAOnO('l0'l, xrxt O't'l Xpuotx MaA'tEsou,
y,a 't'l CjJ,MSev'l unooox~ ,",ou Ivo-rrroo-cou BusaV't'vwv X<XL
Me'ta~usaV't'vwv ~nouowv 't'l<; BEVe't[a<;.

liEV fLnopoufLe, CjJumxOt, va A'lOfLOV~OOUfLE 't'lv euYVCUfLOOUV'l
fLa<; o'tou<; na'tEpE<; 't'l<; Mov~<; !~~pcuv, 't'J<; orcotc«; '1 (o,a '1
unaps'l ouv,o'ta xp~mfLo n'l0OtAW 't'l<; fLUO,",'X~<; scu~<; oe fLOtXPO<;
10 <XLwvcuv.

N.A., r.r,
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I1POAOfOL TOY Yl10YPfOY 110AITILMOY

H EM'1VLX~ aUI-lI-lE,OX~ o"1v 52'1 Biennale ''1S BEvE,Las
EXEL Eva ouyxpovo 0,6xo. ME "1v n:pbwuaa n:pOOOX~ xm

LOLa£-cEp'1 waw8'1aLa ° NLXOS AAES£OU xm OL oovEpy,hES ,00
En:EsEpyaO''1xav, I-lE oLa'P0PE1:lXOUS ,p6n:ooS, ,0 ejJ'1'P(oOl,6
oan:Eoo ''1S IEpas Mov~S IP~pwv (HoS mwvas) ,00 Ay(oo
'OpOOS, n:apoooLasov,as ,0 0,0 EM1')V(x6 Ileprrcrspo.

'Eva ,.:,ow, n:AOUOW OE 0'1llao[ES, 0n:ovooAw,6 EPYO OEV
aVa(pE( ,0 auyxpovo, aAAa av,LeE,a ava,pEXEL a1:lS n:'1YES
,00, En:ava,0n:08E,wv-cas Eva an:6 ,a I-ldsova s'1~l-la,a

rcov auyxpovwv XOLVWVLWV, ,0 EpW"1lla "1S n:oAm01:lX~S

,ao,6"1'as. H ,ao,6''1'a ao~ OLaIlO()(pwvE,aL an:6 n:POOOOX£ES
xaL n:apao60ELS, 6n:wS En:LO'1S an:6 "1V av-caMay~ xm "1V

aI-lOLpm6"1,a. ZOUIlE OE I-lLa En:OX~ OUVOE0'1S xm ouv8w'1S'
AV'L v« oLaxwpLsoOIlE ,oos n:OAmoIl06S n:pEn:EL vo; ,DOS
oOOXE,[S00I-lE, va n:oAAan:Aamas00I-lE ,a a'1llda oovav,'10'1S xm
owMyoo.

H OuyxpOV'1 ,EXV'1 I-ln:OPE£ va 00l-lpaAEL an:ocpama1:lxa OE
«oro rov oLaAoyo, EVLoxuov-cas, ,ao,6xpova, Eva n:AaLaw
ao,oyvwa(as. Ao,6 dvm ,0 omM a,OLX'1lla ,00 ouyxpovoo
n:oAm0l-l0u. Nee ELl-laa,E aVOLx,oL a,'1 acpmpLx6"1,a xm
0' 6," oOIlPa(vEL orov xoopo xoa, ,ao,6xpova, va ELllao,E

oOYXEV-CPWI-lEVOL o-rov Eao,6 Ilas. N« LXV'1Aa,OUI-lE VEOOS
Op61-l0uS xm ,ao,6xpova va XaM(EPyoUI-lE "1V aL08'10'1 "1S
OovEXELas. IIpoxwpal-lE oovav-cwv-cas pLsLXES IlE,apOAES xm
w,op(xa an:08Ella,a, avaAalln:':s ,00 I-lEAAOV-C0S xm xvap(a
aMwv.

Av, I-lE -cov ,p6n:o ao,6, '1 ouyxpOV'1 ,EXV'1 y[vE,aL mo y6VLI-l'1

xm sOlv,av~, ,6,E '1 EAA'1V(X~ OOIlI-lE,OX~ o''1v 52'1 Biennale
''1S BEvE,Las Iln:opd va a"01:EAEOEL Eva EYXOPO xm aLa8aV-CLx6
p~lla oLaMyoo an:6 ,0 ortoto EX00I-lE vrx l-la800I-lE n:oMa.

rtnrros A. BOYArAPAKH:E
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KO~MOAOrIA

«0 oooavoc Ell/at f.1.UX 7r£pto(vYjor; (Ybrtex) nov 0 -raSlolWrrjl;
7:Yjt; AlWVlOTYjTfX.;' iX£t ~o"fj tieoaoei, £VW Yj yr; dl/at f.1UX

m~plo{vYjaYj olaf.1.iaou TYjt; ottoico; rcooxectai va nsoaoa.»
William Blake, Milton (15:21)

1. TA METAIXMIA

~E fua 1tEPLOOO OLEUPUV0'1S XaL ava1tpooaVa1:0AWfLOU 1:'1S

ouYXPOV'1S 1:EXV'1S, '1 EM'1VLX~ OUfLfLE1:0X~ 01:'1 52'1 Biennale 1:'JS
BEvE1:[as a1to!3AE1tEL 01:'l ouva1:o1:1j~a 1:0U i5uxrpopov, O~'lV XpL­
1:LX~ E1taVaOLa1tpaYfL<x.w0'l 1:CilV evvouov 1:'lS 1:au1:o1:~as" 1:'1S
E1taVaA'l<l>'lS 1:0U LO[OU CilS oLacpopa, 1:'lS vEas XELP01:EXVLX~S ouv­
8~x'lS XaL 1:'1e; 1toMa1tM1:'11:ae; 1:CilV XaML1:EXVLXWV 1tpaX1:LXwv. °
Nlxoc AAES[OU dvaL Evas XaML1:EXV'1S 1tOU 1tpooo(OEL Ena0'l OE
au~a 1:a xapaX~'1PL01:LXa, aVn1tpOOCil1tEUOnas 1:'1V aVaOELS'1 1:'1S
E1:opOrr}Tar;, X<XL xa1:a ouve'1tELa ~LS afLCjlL0'1fLLoS xaL ~LS vapXCilfLE­
VEe; ouva~01:'11:Ee; OUfLfLE1:0X~S 01:0 OLE8v~ oLaAOYO 1:'lS «EyxwpLas

OX'1V~S»·

Av xa~L xapaX1:'1p(sEL ~'l OUYXPOV'l XOUA1:0Upa O1:'1V EMaoa
dvaL or 1WLXLil{0r; ~OV fJ.E:7;aLXfJ.{OV. IIpOXEL~<XL YLa fLLa fLE80pLax~

xa~ao~ao'l, yLa 1:a 1tOpw0'1 oovop« 1:0U OU1:LXOU XoofLOU XaL

fLLas ava~OALX~S 1tOAm01:LX~e; Lowouyxpexo(as, o~'1 oLeX01:aUpCilO'J
1:PLWV '11tdpCilV, avafLEOa OE Boppo; X<XL Nom. 'Evas 1:E1:mOS 1tOAL­
1:LOfLOS OEV oLaxp(vE1:<XL YLa 1:a u<I>'lAa 1:EXVoAoy,xa -cou E1tL1:EUY­
fLa1:a, OU1:E, OfLCilS, aVn1tpOOCil1tEUEL xa1:' ESCil1:'XO. rca 1:0 Myo
cW'to 1tCXA~\lo(Jo!-Ld oe oLaxEva X<X.1. c' evav aOI.EUxp[Vl.o'to «rprro
xwpo», avaoELxvuov1:as 1:0 1tapaoE'YfLa 1:'1S EXXpEfLo~~as (: 1:'Jv
XLV'l0'11:0U EXXPEfLOUS). 0, xaM'~EXv,Xe'S1tpax1:'xe's 1:0U fJ.HaLX­
uioo, fLOAOV01:' anAouv coco au~e's 1:LS Lowouyxpao[ES, OEV av~­

xoov a1tOXAELO~'Xa OU1:E o1:'Jv XOUA1:0Upa 1:'1S AVa1:0A~S, OU1:E

1:'1e; U1tEpaVE1t1:uYfLEV'1S MO'1e;. H ouvaLpEO'l ~'lS u<I>'1A~S fLE ~'1v

xafL'lA~ XOUA1:0Upa, 1:'JS aonx~e; (urban) fLE 1:'lv 1tapaoooLax~

<XL08'1nx~, 1:0U op80AOy'xou fLE 1:0 avop80Aoy,xo, 1:0U EV01:LX1:W­
OOUS fLE 1:0 oLaV0'1nXo av~xouv o~a 1tAEOVEX1:~fLa1:a 1:'lS ouy­
Xpov'1e; 1:e'XV'1S 01:'1v EMaoa, 1tapayov~as oUAAoy,Xe'S OPfLe'S X<XL
VWpWOELS, aVafLLSELS X<XL U!3P,oLOfLoUS xa8E doous.

!:lEV dv<XL, Aomov, U1tEp!3oA~ va U1tOO1:'1p(SEL xavds 1tCilS 0,1:'
XaAU1:EpO oLa8E~oufLE !3pLOXE~<XL OE au~a ~a o,a1:apaYfLe'va ue­
ra{XfJ.La. °apXL1:e'x~ovas !:l'lfL~1:P'1S IlLx,wv'1S xapax~~pLOE xa1to­
't'E 'to: «1toi\u~l.yfj» o-rOLxe:ta 'TWU auo'tYjvouv exO'tES 'tLS cx.v-n6e:"nxEc;
swve<;, «CXMocpuAa», «(xvLao't'EA~» XCXL «ciLX6:-CPpOVEOV'tCX»2, rcoo

o» UW8E~ouoafLE ouYXpovouS opOUS 8a a1toxaAOuoafLE «OXLSO­
EL01}». Ka't'cX aUVbtELa, I-lLCX 'tE'tota x(X'tcXo'tcxoYj eXE:!. 'tD:. xa(JaX1:Yj­

pL01:LXa fleas 1tOAmOnX~e; VEUPCil0'1S, EcpOOOV 1tEpLe'XEL fLLa oELpa
oUfL!3oALXe'S EXCjlpaoELe; 1:CilV oUyXpOUOECilV X<XL 1tOMa1tAES OUVaL­

pEOE'S avafLEOa OE Em8ufLLEe; XaL afLuvES. ~~fLEpa ma, fL1tOPOU­
fLE va avnA'1CP80UfLE fLE oLacpopE1:LXO 1:P01tO 1:'1V E1tLO~fLavo'1 1tOU

oFtdJpyos T{tp-r{t?td1Cl}s eivai

apXtT:E1C-r:DVas Kat €1nfJ-fArrdJ';

€1dJirJ€WV, ETC. KatJrjY7JnJS cto

Tf./,r,/-la APXt"t'EK"COValV TOU

IIavmtaTf/f./,{ou BEO-alZAtaS'.

ZEt Kat Epyd{ETat rIT1]V Aihlva

Kat etc BOAO.
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ixaVE 0 Rolland Barthes O1:a 1tpOl1:a Xp6vw 1:'1S OEXaE1:(as 1:0U

1970: «1:pdor; Oc:v 1:0 p1tOPW, yspor; OSV 1:0 xaTaOixofl.a<, eiuca

veopooixoc»? 'OrcWC; XL txv EXEL, /-uex 1:'E't'OLO: XCX-rO:01:CXOYj 1tCXpa­

yEL 1:aU1:61:'11:ES, 0'1fLaO(ES X<XL ypafLfLis <puy'ijS. Ll.La6i1:EL Opao1:Lx6

XaL aVaOpao1:Lx6 xapaX1:'ijpa, 1tpW1:apXLxis XaL «fLE6U01:EPES»

(Nachtraglichkeit)' <paV1:aaLWOELS, 1tOU ouvouai;;ouv [.lE aM6xo­

-roue; ,tp61tOUc; 1:'0 7T:plV XCX(. 1:'0 ueio; 1:'YjV npOEA£VaYl xat "t'YjV etta­
vakfJ</Jrj.

2. TO EAA:EEON

Tuhpyos TI)pTltItdKfjS As COU[.lE 6[.lwS 1tWS OUVOEE1:<XL [.lE 1:'1V EAA'1VLx'ij OU[.lfLE1:0X'ij

01:'1v 52'1 Biennale xaL yW1:1 [.las a<popa [.lLa 1:i1:OLa o1:a0'1. 0
AAE~(OU av'ijxEL 0' Exdv'1 1:'1 yEvLa XaML1:EXVWV 1tOU xa1:a T!)

CEXaE1:1a 1:0U 1980 E1tix1:ELVaV 1:0 aV1:Lxd[.lEVO 1:'1S 1:ixv'1S 01:0

1tE010 1:'1S e::yxa1:ao1:a0'1S, O'1Aao'ij, OE iva 1tAalow evrovo; <XL­

06'1aLax6 xaL u1t0~A'1nx6, XP'1aL[.101tOLWnas OWcpopE1:LXa uALxa,

xa1:aoxsuis X<XL 1:EXVLXiS ws aV1:LOpa0'1 01:'1 <pUaLx'ij X<XL a1t1:Lx'ij

EX[.l'1OEVW211tOU E1XE 001JY'ijOEL '11tp01:Ep<XL61:'11:a 1:WV ELX6vwv 1:'1

ouyXPOV'1 1:ixv'1. H u1t66w'1 xa6E aMo 1tapa <paV1:ai;;EL U1tEp­

~oALx'ij: '1 1tOOO1:LX'ij xa1:axp'10'1 1:WV ELX6vwv [.las 00'ijY'10E 01:0

xa1:Ol<pAL T!)S «1:ucpA61:'11:a<;», 01:0 va [.l'1V iXOU[.lE 1:L1t01:a va oou­

[.lE. Tr' aU1:6, su6uS E~ apx'ijs 01:piCPE1:<XL 0' ivav Eu6pauo1:0 X<XL

ECP~!J.EPO )(60(.1.0, -rov orcoio EvcaaOEt oro EOc.lYtEfnxo 't'YjC; Xo:.Mt"t'E­

xvLX'ijs YAOlooas, xa6w1:wnas 1:'1V E1t(fLOV'1 xp'ijO'11:WV [.l'11tapa­

01:a1:LXOlV OO[.lWV, 1:a OLaXOO[.l'11:LXa o1:OLxda, 1:0US xava~ous X<XL

1:a E1taVaAafL~av6fLEva [.l01:1~a OE iva dooS U1tap~Lax'ijs [.lE1:acpo­

pas. !W vo; XUpLOAEX1:'ijOW, 0 AAE~(OU av'ijxEL 01:0US XaAAL1:iXVES

1tOU '1 lOLa '1 u1taPS'11:0US -Exdvo 1tOU OL <pLMoo<pOL a1toxaAouv

Dassein- E~W1:EPLXEUE1:<XL [.lioa coro fLLa 1tUPE1:W0'1 XELP01:EXVla

xaL fL6vo [.lioa a1t' aU1:'ijv.

H E1:U[.lOAoyLx'ij aAuoloa 1:0U opoo dv<XL EVOELX1:LX'ij: [.lLa 1:i1:0W

XE/PO-1:qv{a dv<XL [.lLa E1taVaAa[.l~av6[.lEV'1 xs/po-vop{e< ut/J'1A'ijs

axp(~swS 1tOU Xa6L01:a 1:0 ipyo spyo-xs/po. Me 1:0V 1:p61t0 aU1:6

xaAALipy'1os 01:aOLaXa iva XaML1:SXVLX6 LO(W[.la s~aLpEnxa ouy­

xpovo -xwp£S 1:LS OU[.l1tAEY[.la1:Lxis a1tW6'ijoELS 1:0U 1tapEA66nos­

ava[.lOx7o.Euonas 1:LS mo y6VL[.lES X<XL 1tapa[.lEA'1[.livES 1tspLOXiS

1:0U qxxvrccotcexoo fLas. 0 AAE~£ou, dv<XL a1t6 1:0US A(youS iAA'1vsS

XaML1:iXVES 1tOU fLaS xaAd va 1tpO~A'1[.la1:L01:0u[.lE~ava o'ij[.lspa

yupw om6 1:L [.l1topd va O"I)fLaLVSL ivas daoowv 1tOAmOfL6s, [.lS

W1:0pLX'ij <p'ij[.l1], 01:0 ouYXpovo x60fLO. LE [.lLa 1:i1:OLa 1tPOO1t1:LX'ij,

aU1:6 1tOU iXSL [.lEyaAU1:Ep'1 0wao(a Ikv dv<XL SXE(VO 1tOU 6a

«OWOOU[.ls» 'ij 6a OpW6E1:'ij00U[.lE 1tsp(cpo~a, aAAa exstvo 1tOU 6a

[.lOLpa01:0u[.ls X<XL 6a oLaxLvouvSuOOUfLs OT!) ouvav1:'1o'ij fLas [.lS

1:0V aAAo.

na 1:0 Myo «oro 1:a ipya 1:0U ouvoLaAiyon<XL OLaXpL1:LXa [.lS

1:LS rno ounpOVEs ExooXiS 1:'1S «[.lE1:a-a1tOLXLax'ijs 1tPOOiYYL0'1S»,

O'1Aao'ij, fLE 1:'1 ouva1:61:1]1:a va «<pana01:0u[.lE SX veoo 1:0V 1tOAL­

1:w[.l6 xaL 1:0V 1tAav'ij1:1J [.las»' [.laXpLa a1t6 1:LS a1tW6'ijosLs X<XL 1:LS

01:PE~AOlOELS 1:0U OU1:LXOU VSW1:SpLXOU 1tapaodyfLa1:0S. 0 AAs~L­

ou av'ijxEL 0' sxdv'11:'1 yEvLa 1tOU oLao1:aupw6'1XE fLS [.lLa oELpa
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[J.a:"a.WaELS 't'lS VEW'tEpLXO't'l'tas xa. aV'tLA"ijep8'lXE 't1jV avc<yx'l vo;
EnEsEpyaO'tEL 11' Eva oLaepopE'tLXO 'tpono 't'l axfta'l aVC<IlEoa o't'lv

«evrorno-orco;» 'Kat oe au-r6 rtou ovo!J.cXSOU!J.E «uovrcpvo» ~ auy­
Xpovo xoouo, npoooLoOV'tC<S 'tOUS 'to ~c<80S EVOS oLaepopE'tLXOU
ouvouao[J.ou xa. nponc<v'twv [J.Las cxvaAoyLas. Ll'lAao"ij IlLa «xaA"ij
aMo[w0'l» (V08E00'l).

Emo'tpEepov'tas o't'l OU[J.~OAOX"ijEnESEpyaoLa 'twv xOL'tao[J.C<'twv
xaL rrov Bpauo[J.C<'twv [J.Las aVEepLx't'lS Evo't'l'tas, 0 AAESLOU Em­
XELpd, IlLa OXEOOV apxa.oAoYLx"ij IlLXpooxomx"ij BEWP'lO'l: onws

oro aouvdo'l'to, 'to XBES xaL 'to o"ij[J.Epa oU[J.nLn'touv, 'to anwB'l-

[J.EVO EnLo'tpEepEL. To [J.'l opa'to ~pLaxEL EXeppaO'l. rvwpLi;;OU[J.E O'tL KOUf.l0)lOyta

yLa nOMous ouYXpovouS o'tOXao'tES xa. xaAAL'tEXVES '1 «apxC<L-
OAOyLX"ij [J.Lxpooxomx"ij BEWp'lO'l» anEx't'loE LOLaL'tEP'l 0'l[J.ao[a.

IlpoxEL'taL yLa Evav opo xa'tC<AA'lAO va nEpLypc<<pEL xa'taoxEOES,
ouo't"ij[J.a'ta xaL XWpLXES EllnELpLES rrou OEV ELVC<L ESOAOXA"ijpOU
EVLa[ES aMc< OX'llla't[t;ov'tC<L [J.Eoa ano oLao'tpwlla'twoELS, svcoto-
BEOELS XC<L mXEwnm"ijoELS. EnELo"ij, oxrroco, 0 opOS ouxvc< XP'l-
at[J.onmd'ta. xa'tcxXP'l0'tLXC<, OLEOXpLV[t;W O'tL EOW OEV EXOU[J.E vo;
XcXVOU!J.E !J.E !-ltD:: O:1tA~ auaawpe:uoYj O't'OLXELWV, aAAa, cx1tEvaV'tlo:.c;,
[J.E [J.La OELpc< xa'tao'tc<oELS xa. a't[J.ooepC<LPES rtou ouo't"ijvouv fltC<
OLX"ij 'touS xoolloAoy[a.

3. TO TETPAMEPE:E

o AAESLou EO'tpE<pE ano VWpLS 't1jV npooox"ij 'tou O'tLS Eep"ijIlE­
pES xaAa[J.W'tEs xa'taOXEOES xa. O'tLS xaA6~ES 't'lS napaALas, rtou
napcxnE[J.nouv o't'lv «npw'toyoV'l xaAu~a» 'tOU Laugier xaL cerro­
'tEAEOav ouo-rccnxo lluBo 't'lS apXL'tEx'tOVLx"ijs 'tOU Ap'l Kovo-r«­
v'tLvLO'l. To yEyOVOS «oro llaS OLVEL 't'lv C<VEO'l vrx unoo't'lp[Sou­
{.J.E Q-n YJ U1t0!lOVE'tLX~ XctPOrr:OlYj7:£X-q 'tOU -rEeVE!. vn xcx'tao'tSL tHO:

au'touata XWPOrcOl'l/'tlX~E[J.nELpLa xa'tOLX'101JS 'tOU EPYOU 'tEXV'lS
«E11:C<VW o't1j Y'l xaL U11:0'tOV oopovo». 0U[J.Lt;W ML, a't'lv EM'lVLX"ij
yAwooa, 11:0l{j (ep'tLC<XVW) xa. rcOt'l/O'l/ EXOUV 't'lV [OLa E'tU[J.OAOyLX"ij
pLt;a. 1'11:' aU't"ijv 't'lV EwoLa, Eva avayvwpLatflO xapax't'lpw'tLXO
"tOU tyXEf:t'CtL o"t'YjV EIlI.lOV~ 1"OU vo:. «cp'tLO:XVEL» npaYiJ.<X'ta, va E1t:L­

XEV'tpWVE'tCH, o'tYjv U)LO:: TY1V XO::AAL'tEXVLX~ npaSll, o-ro «nOLE-Lv»

xaBEau'tou. 'EXEL xove«; 't'lv EV'tU11:W0'l O'tL °AAESLOU OXEep'tE'tC<L
xaL C<.LoElavE"to::t (lEaD: CX1t' o:u-ro TWU cp't'tO:.XVEL xcr, !J.E 'tOY -cporco
«o-co, E11:ESEpyc<t;E'tC<L 't1jv «E11:W'tPOep"ij -cou anW8'l[J.EVOU» XL EXEL­
vo TCQU 0 Holderlin o::7tOXO:Aeoe: XcXrcO'tE « ...7tOLYj1:LXa xccrotxet 0

C<vBpwnos.. ..».

~'ta npw'ta XPOVLa 't'lS OEXaE'tLas 'tou 1950, 0 Martin Heidegger
nEpLEypa<pE 't1jv avaop0[J.Lx"ij omo11:La EVOS 'tE'tOlOU xcx'tolxdv 11:0U
«Emou[J.~aLvEL WS 'to 'tE'tPC<11:'tUXo epELOEOBa. 'tau 'tE'tpaIlEpouS»
(das Ceviert)": «o't1j OLc<owa'l 't'lS Y'lS, o't'l OESLW0'l 'tou oopovoo,
o't'lv 11:pooooxLa 'twv BEO't"ij'tWV, o't'lv 11:pooaywy"ij -rcov Bv'l'twv».
IIpC<Y[J.cx'tL, 'to EPYO 'tou AAESLOU (coro 'tLS npw'tES xLoAas xa'ta­
OXEOES flE xaAC<[J.L o't1jv 11:apaA[a) OUVLa'tC< Eva dooS EVOl""~­

{lCX'tO<;, 0'lAao"ij Evav -rorco auyxEv'tpW[J.EV'lS EOW'tEpLx6't1j'tas xa.
nEpLaUAAoy"ijS 11:0U U11:00'lAWVEL Evav 'tpono 11:apa't"ijp'lo'lS xaL
OU[J.11:EPLepOPC<S·
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8a il1tOpOUaE xa1tOWS va LOXl)pLa,EC 6,L ilLa ,e,ma '01toGe­
TYJaYj Iha,peXEL ,ov x(VOI)VO '"'IS ESLoav(xwaYjC; ,01) XELP01to(Yj,OI)
1tpof3wil'1xaVLXOU 1tOAmailOu, al)vaV-COlv-cas "S mo oLcpOPOUilE­
VES 1tAWpeS '"'IS ax€ljiYjS ,01) Heidegger xoa, rtporrnvrcov, '''Iv ap­
xci[Sol)aa EililOV~ ,ou. Evrourou; ° 1tpoaEx"x6c; 1tapa,YjpYj'~S

Ga oLama,OlaEL 6" ° AAES(OU a,aoLaxa aVe1t,USE ilLa aELpa
,p61touS OLacpop01to(YjaYjS a1t6 ilLa ,e,Ola a,aaYj. IIpoaOlpas,
w"a1;Ci> o-ro 0("0' ,01) epYol) ,exvYjs, oYjAao~ a,Yj 1;Ci>0yovYj"xlj
ouva,6'Yj,a ilLaS «1tOlYj"x~s xa,o(xYjaYjC;», Yj orcot« cpavEpOlve-caL
1tAeov 1tPOaaVa,OALaileVYj 1tEpLaa6'tEpo a' EXECvo 1tOU a1toumaSEt

Ttwpyo, TI)p,(,tItdK'f), xm ''1 cpepVEL rno xovr« orov xa,axEpila"ail6 xaL 'YjV a1toa1ta­
aila'tLx6'tYj,a.

Y1tapXEL evas cpe-cLXLa'tLx6s a1t6YjXos a' al),lj ,Yj AOYLxlj ,au
CUW01t0:'01l<X1:0C;, "'1 orrottx U1t0XPEuYtLXa 7tCqJCX1tElJ.1tEL GTO lXnoil.e­

aeiv nAOV; -xc 01to(0 «OEV Ga il1tOpeaOUilE va a1tox,ljaOl)ilE».
Ev oAtyms, eXOUilE va xavouilE ilE wa «Epyaa(a ,01) 1tevGOUS»
(Trauerarbeit)", Yj orcot« ilaS a(VEL 'Yj 0I)va,6,Yj'ta va U1tEp"Epa­
oooue ilLa, aELpa OLa1;EI)x"xes av,,8eaELS, 61tCi>S availEaa a,Yjv
1tapaooaYj «<'to 1tpLV aWila ilaS») xaL ,Yj «cpaaila"x~» lji'1CPLaxlj
'tExvoAoy(a (1tOI) al)Yxpo,EC eva «veo aWila av8pOl1tol»».

4. TO 6AKTY AD

To 1tpof3aowila '''IS Xs,po-vop,{aq (oYjAaolj '''IS olaol"aa(aq),
a1tox,a ilLa vea oLaa,aaYj xaL OI)VailLxlj a,Yjv E1tOXlj ,YjS ile-ca­
f3wil'1xavLxljs xaL ile-cacpopv"xljc;8 al)v8ljxYjS 1tOU oLaVuOl)ilE. 0
AAES(OI) avaoELxvuEL ,Yj XELpOvoil(a a' eva ECoos axa,a1tal)a,YjS
«ypacpljs», 1tOU oxa EM'1VL>,a a'1ila(VEL «yMcpCi>, axaA(1;Ci»> il'
eva «aCP'1VOELOes EpyaAdo (stilus)»." TL oLacpopo1tmEC 6ilCi>S ,Yj
xapasYj «01tOlV ,OU 1tVEUila,os» oe I)ALXa, ,0 ail(Awila ,01) xa­
Aailwu, lj ,0 1)1t0ilOVE"x6 X6ljiLilo ,01) xap,wu a1t6 ,0 X,U1t'1ila
rcov 1tAljx,pwv,01) l)1toAoYLa,~ <<nOI) ilELOlVEL ,0 XepL ae oax,I)Ao
(eOXa,Yj XELp01tpaSLaxlj 'EXVLxljl»;1O

'Eva ,e,mo EPOl'"'Iila oEa1t61;EL xaL ,pocpooo,EC oMxA'1po ,0
epyo ,01) AAES(ol), cpepvov-raS a'"'lv EmcpaVELa Wa al)ilf3oALx~ oo­
OXe"aYj ,01) l)1toiloy,a,~ ilE ,ov apyailslo, '''IS aXEQ(aa'f)q ilE 'Yjv
6<pava'f), E1tava1tpoaowp(1;ov,as "S aV"AljljiEtS ilaS YLa 'ov vil,,,o
xm ,ov al)ilo xOlpo. Ka8E epyo il1topEC va xa,aa'tE( 1tAeSYj, Epy6­
XELpo. Av eva xap"vo 1tAeYila lj xa1tow aAAo I)CPaaileVO I)ALx6
y(vov"" aV"A'11t,a ilE a1t7:lxo -XaL 6xL il6vO ilE 01t",,0- ,p61to
,0 (ow il1t0pEC va al)ilf3EC xaL ilE '"'Iv 086v'1 ,01) l)1toAoYLa~. :E,Yjv
1tEpbt1:woYj (xU1:~, OL «01tEe; 1:0U 7tVEUIl(X1:'O<;» E7tEX1:eLvO\rraL oe
«oax,I)Ao 1tOI) <l>'1AacpEC ileaCi> ,01) f3Aeilila,OS». H E'tl)ilOAOYLxlj
oLacpopa il1topd va il'1v dVaL ailEA'1,ea: To ljiYjcpLax6, a,Yjv EMYj­
VLXlj yAOlaaa 1tPOePXe-cm a1t6 ,Yjv ljiYjcp(oa (ljiYjcpLOCi>,6) EVOl a"s
AcmvoYEvE(S yAOlaaES a1t6 ,0 digitus (oax'I)Ao).

o (OWS ° XaAAL'teXV'1S, axoALa1;ov-ras 0PWileVa epya 'OU, ilLAa
yLa ,0 SE1tepaaila ,YjS E1)xAdoELas AOYLxljS. 0 Gilles Deleuze xaL
° Felix Guattari, a,o Milles Plateaux, al)VeOEaaV, '"'Iv Llita ,ou
UcpaaileVOU uALxou, '"'Iv LOea ,ou mA~ila-cos (xe-cae), ilE ,0 1tepa­
aila a1t6 '''Iv EUxAEtoELa YECi>ile-cp(a a,o xOlpo ,ou ila8'1ila"XOU
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Riemann. Tee [L1tC<Aw[La'ta (patchwork) dvC<l Yj LoewlhJ<; [Le'twpopa
evo<; 'te'tmoo xwpoo: [LLC< aOMoy~ coco 1tapC<1te'ta[Levc< xO[L[La'tLa

1t00 [L1tOPOUV vc< allvoe80uv [Le a1teLpoll<; 'tp01too<;. Ss» dvC<l [LL­

xpo'tepYj~ OYj[Lc<aLC<~ Yj e[LCjlll'tYj XALOYj 'tOll AAeSioo a'tYj urrouove'n­

x~ vOYj[La'to06'tYjaYj, Yj 01tOLC< EVLaxueL 'tYjv aAAYjAollXic< 'twv epywv

'tOll XC<l 'tL~ axeaeL~ [LC<<; [LC<?;L roue. Aivw LOLai'tepYj aYj[Lc<aLC< o-ro

yeyovo~ O'tL 1tapC<'tYjpd~ c<o'ta 'ta epyc< [LE OLaXpL'tLXo'tYj'tC< XC<l

7T:poooxiJ. "Entrez Lentement" (EweA8e'tE apya): H emypc<Cjl~ 1tOO

eypwjJE 'to 1938 0 Le Corbusier a'tYjv doooo 'tYj<; 1tc<pa8C<Aaam­

C<~ xa'tmxLa<; E-I027 'tYj<; Eileen Gray crro Cap Martin, 'tC<LpLa?;EL

XC<l eow. Av c<vc<yvwpi?;oo[Le eva doo<; C<W8Yj'tLX~<;, c<m~ oev exeL Koouosovta
va xaveL [Le 'tYj 8ewpic< 'too Qpc<iOll, co-re [LE 'tYjV 01tOXEL[LEVLXO

xapax't~pa 'tYj<; 10lOCjlo'ta<; (rroo 0 Jacob Burckbardt allveoeae [Le

'tOll<; xc<Mt'texve<; 'tYj~ AvayEwYjaYj~). Ileproooreoo exeL va xavEL

[LE [LLC< [LopCjlo7T:oiYjaYj 't~~ E[L1tELpic<<;, [L' evc< eioo<; 7T:poooxiJ, XC<L
6caxYJoYJ, rtou dvC<l cmo'teAEa[LC< XC<l, aoyxpovw<;, 1tpoo1t08eaYj

'tYj<; YC<A~VLC<<; 1tpOOAYjljJYj<;. L'taoLaxa, sxetvo rrou 1tC<PC<'tYjpou[Le

oev eivaL [Lovo m AE1t'tollepeLE~ 'twv epywv aAAa XC<l oi XLV~OEL<;

[LC<<;, xa8w~ XaL ot XLV~OEL~ 'twv aMwv. Ev oAiym<;, YLVo[Laa'te

rrpocextaxoi oe OAc<. H (a,a YJ 7T:poooxiJ y(ve'ta, tpyo.

Y1t' all't~v 't~v evvorc, ~ YJollx(a 1tOO allVOOeUEL ama 'tC< epyc<

dVaL EUyAW't'tYj. Em1tAeov, xaMLepyeL [LLC< a't[LOaCjlC<Lpc< allyxe­

V'tpwa~~ rcou yLVE'tc<L C<V'tLAYj1t't~ -rcooo xa8eall'tou, 000 XaL o-eov

'tP01tO rtou opa c-eo ljJllXLa[LO [La~- [LEac< C<1t0 xouccta EVTaoewv.

«<Aev eXEL axolla'ta xC<VeL<; 't~ CjlpaOYj, va /lcxv'aI;El YJ YCXAiJVy/;»l1)
nc< vrx xllplOAex't~ow, [LovaXC< 01t0 'tYj [LOPCP~ c<o'twv 'twv evtaoe­
wv xaL -rov OLCXxu[J.cXvoewv 'to.: Epyex au-ro:' 7tSPVOUV cx7t6 'to anueio
o-ro voqua. loou YLC<'tl 0 AAeSioo E1tEsEpya?;E'tC<l 't~v UAYj, 'tYjv aCjl~,

'to Cjlw<;, 'tC< [Lo'tl~c<, 'tOll~ xc<va~oll<;, 'ta pattern XaL 'tC< mantra 't~~

8p~axEO't"'~<; 'texv~~ [L' evc<v C<l8eplO 'tP01tO 1tOO «emo'tpeCjlEL
o't~ xp~a~ 'twv c<v8pw1twv»12 [LLC< aElpa Lepa aU[L~oAc<. 0 Giorgio

Agamben o1tOa'tYjpL?;eL O'tL «C<ll'tO eLVC<l 'to 1tOAL'tLXO xa8~xov 't~~

YEVLa<; rcoo EPXE'tC<l». Oa'tooo, o-rov AAESLOll [LLC< 'tE'tma «em­

o'tpocp~» [LC<<; emlLvELoayEL OE [LLC< xC<'taa'tc<aYj 1tVEO[LC<'tLX~~ pa8ll­

[LLC<~ XaL C<1tOAallo~<;, a' Eva doo<; pe[L~~~ XaL XPOVO'tPL~~~, yupw

a1t' O,'tL op(?;oo[Le w~ eAc<aaov, a'tLY[LLc<io, eu8pC<lla't0, oLacpavo,
E1tOUmwoe:c;, C<(1EAi1'teo: «1:'0:: 'tEAEU'tCXLCX tfJUXOUAeXxLCX nova' au't'c:X
1tavw ?;eL 'to LX~[Lc<».13 H Oll'tLX~ ewmc<x~ 1tlxpaooOYj allvolla?;E­

'tC<l [LE 01taLVLY[LOU<; [LeaoYELC<x~<; aL8p(c<~, ~ aW[LC<'tLxo't~a [LE 'to

[Llla'tLxw[Lo, 'to a'toxao'tLXO [LE 'to c<vE[LeAo, 'to c<va1tc<pc<a'ta'tLxo

[LE'tO [LYj c<vC<1tc<paa'taaL[LO, ~ 1tA~O[LOV~ 'tOll ElvC<l [LE 'to aOLaAEL­

=0 ylyvea8C<L, 0 XOO/lO, ue 'to (j,a-xoof.1o.

5. H IIEPlalNHEH (TO aAIIEW)

To a1tOVOllAW'tO epyo-EyxC<'taa'tc<aYj rcou 1tapOoma?;E'tC<l o-co

EMYjVLxo 1tEpi1t'tepo C<V'tAd C<1t0 'to EmoC<1teOlO ljJYjCjlLOW'tO 'tOll

Kc<80ALXOU 't~~ Mov~<; l~~pwv 'tOll Ayioll 'OPOll~ (110<; C<lwvc<~). 0

XC<AAL'tEXVYj~ EmaxeCjl8~XE 1toMe<; Cjlope<; 'to AylO'Opo<; XC<l CjlLAOSe­

V~8YjXE o'tYj Mov~, aE oLacpopc< XPovLxa oLC<O't~[La'ta C<1t0 'to 1995

[LexpL a~[LEpc<, 01tOll eLXE 'tYjV EOXC<lpLa vc< yvwpLaEL 't~v 1tVEU[Lc<n-
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xonytcx. TIJV t/JUXlX~ Em1:tixuVaYj X<Xl 1:lS aAMxo1:ES Ola1tpOaUlmXSS
EfL1tELPLES auvu1tapSYjS 1:0U fLOVaXLXOU XOLvO[3LOU, a' sva 1:01tLO
oltia1:lX1:0 CX1tO U1t<XlvoYfLOUS. 1:0 orcoto 0 Rolland Barthes, a1:CX

fLcx8~fLa1:ti 1:0U a1:0 College de France, 8EwpYjaE U1tOOElYfLa 1:0U
fMC; va !;OUf-lC fla!;{ (Comment vivre ensemble). 0 1tOlYj1:YjS TtixYjS

IIcx1tcx1:awvYJS 1tEpLSypCXt/JE [lE axpi[3Ela 1:Yj aUfL1tEplCjlOpti 1:0U Em­
axs1t1:Yj 1:0U 'OpOUS oo» fLLa «xcx1:tia1:aaYj cxa1:cx[lti1:Yj1:YjS sxa1:cwYjS
XCXl OXEODV 1ttiV1:01:E sSaMYjs».14

Kcx1:ti 1:Yj OltipXEW aU1:wv 1:UlV XpOVUlV, 0 AAESLou, fLsacx CX1tO

aUVEXELS «cxnLYPCXCjlsS» X<Xl E1tCXVCXOXEOWa[lOus 1:0U t/JYjCjllounou
TufJpyo, T(lP1:I)Ad7(~, OCX1tSOOU EmxElpYjaE va x,naAtij3El 1:CX fLUa1:~plCX 1tOU E[l1tEPlS­

XEL, cxvasYj1:wv1:as 1:Yj aYj[laaLDAoYlx~ 1:0U OOfL~ cxMti XCXl TIJ oLvYj
1:OU. EStiAAou, OEV 1tPS1tEl VCX SExvtifLE 01:l 1tpOXEl1:<Xl Y"CX Oti1tEOO.

llYjAaoYj, Y"CX 1:YJV CX1t08sUlaYj 1:YjS E:oarp,x~c; Opl!;OV1:'Or~rac;, tipa
1:YjS 1tp(i)1:apXlX~S a6.Jfla"x~c; auv8~xYjS X<Xl 0Xl 1:YjS oparOT',!Tac;
(op8~ X<Xl xti8E1:Yj 1:01t08s1:YjaYj). To xoafLoAoYlXO aUa1:YjfLcx 1:0U
OCX1tSOOU OEV aV1:aVaxAti x6m opcero aAAti xaiuota ooccio E:XelVO

7WU oell €X£l Buxotaoeu; Ken ETIO[1.EVWS !J.7tOpeL vex dvo:~ astetpo,
1tA~PEC; X<Xl attooouetpnro, oorxexouuivo X<Xl aUAO. 0cx [l1t0­
pouos VCX optaEl XCXVELS TIJV XtvOUflE:V,? coavnoia 1:0U Oa1tEOOU occv
sva aUV8E1:0 lOEoypafL[la, oo» Eva aUfL[3oALxO aua1:YjfLcx Ut/JYjAYjS
1tEPlEX1:lX01:Yj1:CXS, wa aUfL1tUXv(i)aYj 1:0U 'OAOU, 1tOU a~[lEpCX a1tO­
xaAoufLE «cx1t08YjxwaYj OEOOfLSV(i)V».

IIcxpa1:Yjpwv1:CXS 1:0 xavELS aYjfLEpcx ouaxoAa aV1:"'1:SXE1:"" a1:0V

1tELpCXa[lO T'IS EsYjyYjaYJS 1:(i)V aUfL[3oA"'fLwv X"" 1:(i)V ypiCjl(i)v 1:0U,
1tOU avcx1toCjlwx1:a 1tCXAlVOpO[louv avti[lwcx a1:O Oa7l:E:OO-7I:OU­
eivai-xoouc»; xat OLOV XOO/iO-rcou-y{veTal-octJreoo. Ev't'olrtmc;:,
ELfL<Xl 1:YJS yvW[lYJS 01:l 1:0 aUfL[3oAlXO 1:0U aUa1:YjfLa fLcxS OlEYELPEl
0Xl E1tElOYj 7I:pOaCjlEpE1:<Xl 1tpOS CX1tOX(i)OlX01totYjaYj, cxMti E1tElOYj
1:0 vOYJ[lti 1:0U 7I:apCXfLSVEL aVOlxro X<Xl tupccto. na1:t tipayE; llEV

XPEltisE1:"" ESELoLxwaYj aTIJ [lUa1:lXla1:lX~ 1tcxptiooaYj 1:YjS Ava­
1:0AYjS Y"CX v« u1t0t/Jlaa1:0UfLE 0" SVCX 1:E1:OLO aU[l[3oALxo aUa1:YJfLa
OEV ESYjYEL1:CXl, 0Xl fLOVO yLa1:t ELfLaa1:E [ltiAAov CXVLXCXVOL VCX [3LW­
oooue "t'Yjv cxnoXWOlX07tOLYjOYj 1:'OU llUa1"LxOu "'tOU, ~ yw~"'t'[ o:.noyo­
Yj1:WOfLCXa1:E a7l:0 1:YJv 7I:Evta 1:(i)V a7l:Ao'ixwv EPfLYjVElWV 1:0U, aAAti

1tp01ttivr(i)v y"CX vcx aCjl~aEl xwpo a1:YJv cxuAaicx 1:0U [3lwfLa1:0S 1:YJS
1tpcxYf'a1:lx~s SUlYjS. 07l:0U 1:0 aUfL1tav (1:0 'OAov) OEV aU[l[3oAtsE1:<Xl
aAAti aUfJ.(3a{vEt. To YEYOVOS CXU1:0 ElV<Xl EXELVO 1tOU OW1:YjPEL 1:YJv
aLVlYfLa1:lX01:Yjrcx Yj o1toLa OW1:PEXEl CX1t' tixPYJ a' tixpYj 1:0 fLUa1:~­

pLD XCXl TIJv xoafLoAoylXYj 1:0U xALfLaxa,

IIp01:ELv(i) v« 1tCXpcxxtifLt/JOU[lE 1:0US 8EoAoy"xouS 1:0U ooveip­
[lOUS, in sensu strictu, X"" vo; 1tCXpcx1:YJpYjaoufLE 1:0US E7I:aVCXOXE­
olcxafLous 1:0U OCX1tEOOU orxv EVCX ELOOS 8liaa,?c; 1tOU EmXElpEL vrx
Ol<X1tPCXYfLa1:W1:EL 1:YJv cxupcx 1:(i)V auyxlv~aE(i)V 1tOU 1tEPl[3tiMEl 1:0
fLUa1:lXO 1:0U, a1toa7l:wv1:as SVCX xti1tOLO 080S. 0 Gilles Deleuze, fLl­
Awncxs yLa 1:0V Pierre Klossowski, 1tEpLSypCXt/JE SVCX 1tAaLaLD 1tpO­

aAYJt/JYJS 1tOU fL1tOpEl vrx a1t00Elx8EL XP~al[lo: «Ka1:ti Wa tiAAYj EV­
VOLa, YJ E1tOX~ [lcxS cxvCXXaM1t1:El 1:Yj 8EoAoyLcx. AEV XPEltiSE1:CXl ma
vcx ma1:EUOUfLE a1:O 0EO. AvcxSYj1:0UfLE 1:Yj "OOfL~", oYJAaoYj EXELVYj
1:Yj fLOPq>~ 1tOU OUVCX1:<Xl vcx 1tAYjPUl8EL coro 1tOAUEloYj 8PYJaXW1:lxti
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[lOp<pW[laTa, [la 1] orroto; (58V EX8' (5,oAou 101] xpda aUT~<; 101]<;
nA~pwCJ'Y]<; y,a va xapaxT'Y]pwTd "8wAoyox~". 2;10'<; [lEP8<; [la<; 1]

8wAoy[a dva, 1] 8maT~[l1] [l1]-unapxouawv OVTOT~TWV».15

OaToao, TO aA1]8,vo napo:(5oSo dvm 010' [lOA'<; napa[l8p,aOU­

[l8 TOU<; 8wAoyoxou<; auv8,p[lOU<;, 8maTpE<poU[l8 unoXp8WT'''0: oc
aUTou<;, o1]Aao~ aTOV «xrrr' 8S0X~V AOyW[lo» "m 01;0 «o'<popou­
[l8VO rrou dvm 1] npoai(500: Mva[l~» 'tOU<;. 'Onooo<; 8vo,a<pEp8TO"
yoo: 't1]V t/JUX'x~, ~ 't1]V t/JuXOX'V1]T'X~, 8[ln8,p[a 't1]<; xaM'T8XvoX~<;
npaxT'x~<;, dvm oua"oAo va ano<puy8' 't1]V ava<popo: oe au'tE<;
'to<; «[l1]-uno:pxoua8<; OVTOT1]T8<;», rtou ~p[a"ovTm nav-rou.

6. H ANTlrPAlDH

Av 'to t/J1]<p'OWTO oc<n8(50 't1]<; Mov~<; anapT'1;8Tm ccrco Ta­

xTonoo1][lEVa XPw[la'tOo'tO: A,8apo:x,a, 1] 8TU[loAoy[a 't'Y]<; 8M1]VO­
x~<; AES1]<; «t/J1]<p,a"o oU[lnav» -07l:w<; axoA,o:aa[l8 npo'YJYoU[lE­
VW<;- [la<; 871:ava<pEp8' 08 aUTO, uno~O:MOv-ro:<; [la<; T1]V aVO:Y"1]
anOOEa[l8OO1]<; ano [l,a 08'pO: VO'Y]T'XO: o[noAa, onw<; TO uA'''O

xm TO aUAo, 1] QUV'II",x-q npcxYfJ.CXT'XOr'lTCX xm 1] ev eveoreia

ttpccvucctixotrrr«, 0 Jacques Derrida U7I:00T~P'S8 010' [l,a 'tE'tooa
anon8'pa [la<; <pEpVS' savo: av-r'[lETWnou<; [l8 't'Y]v <<8pyaa,a 'tou
nEv80u<;» xa' 101] «<paO[laTLxono[1]o1]» (spectralisation) 71:00 <<00­
yxpo't'eL, xcx"t'a xcXn:ow -rp67to, eva VED aWl-ux av6pw1tou».16 Qa-ro­
ao, 0 Tpono<; [l8 'tOY orroto 0 AAss[ou «av'tOYPO:<pSL» 'to (5<xn800
't1]<; [lov~<; (onw<; xm Ta nspL'YJY'Y]TL"O: OXEOLa TOO Ouxprxvou [l0­

vaxou -roo 1800 mwva BamAdou lP1]YoPO~L't<; Mmxpoxt) EXS'
S8xwpLa~ o1][lao[a. Ileprooorepo a7l:0 fJ.lfJ.ljalj EXOU[lS [l<XMOV va
xo:voo[ls [l8 fJ.i8sSlj· 0 AAsS[ou «avnYPO:<p8L» 07l:w<; [l8Ta<ppo:1;s­
'tm 1] nO'1]a1], o1]Aa(5~ ano~AEnov-ra<; va OU[lnEoS' 1] [l8'ta<popo:
!J.E -ro n:pc.Yto-tU7to: «ME1:'Cappaorp>, a-r1Jv 1tEpC7t-rwaYj cxu't~, «ELVCtl

1] [lSTo:~aa1] [J.'a<; yAwoaa<; 08 [lLa <XM1] [lEaa a7l:0 [lLa 00VEX8,a
[l8TaOX1][laT,a[lWV», oL8O"p"[1;8' 0 Walter Benjamin. Exstvo AOL­
nov rtou XaAOU[laoTs va aswAoY~OOU[lSdvm a"pL~w<; aOTo[ 0'
«ouvEXdc; llE'taaXtlllcx'tLoIlOL ».17

Iloioe; dva, 0 pOAo<; -coo "aAAL'tExv1] a' aOT~v 't1] [l8To:<ppa01],
a' aOT~v 't1]v «av-r,ypa<p~» (onw<; T1]V anoxO:A808 0 lLwPYo<; L:s­
<pEP1]<;); Ex npWT1]<; ot/Jsw<;, OTOX0<; TOO dVaL 1] OUM1]t/J1] 101]<; OL­
o:pxs,a<;, 1] [lsTaOTOLxdwo1] 101]<; 00vEX8La<;, 1] orroirx, O[lw<;, yLa v«
sm't8Ox8d XPsL<x1;8TaL vo;napo:ysL 6<cxrpopa, vo: «a08svTLxonoo~­
08L TO O,O:<popo». Movo [lEoa ano T'Y]v srccxvaAlj(/J'tJ [lnopou[ls vo;
xa'tavo~ooo[lS 101] Quxrpopa. lLa 'to Myo aOTO sxsivo rcou ertcc­
VaAa[l~o:vSTO" OSV 'taO't[1;STaL [ls T1]V naVO[lOLOTOn1] smaTpo'P~

'tOO LO[OO aMO: [l8 't'Y]V napaywy~ o,a'Pop<Xc;. Av «1] t/Juxav<XAoa1]
[la<; E[la8s nw<; vooouocqre ano T1]V snavO:A1]t/J1]» 08V [lnopOU[lS
napa. vex «8e:pa1tEu'tOUllE !-Lovav !J.EOW au"t'~c;».18

Asv npEn8' va S8XV<X[l8, 8n,a1]<;, T'f) aovo:<p8La rrou (5La't1]pOUas
aVExa8sv aTL<; Ava'toAoxE<; XOOATOUp8<; 1] SVTanx~ sso:a"1]a1] aT'Y]v
snavO:A1]t/J1] [ls 10'<; TSXVOXE<; 't1]<; EX-OTaCJ'Y]<; (rroo n0:8' v« n8L ESW­
'OTa[laL, ~ya[vw ano TO 8YW [l00). Kavd<; 08V [lnopd va a[l'P'­

a~1]T~aS' OTL «1] snavO:A1]t/J1] y8WO: 1] [o,a T1]V 1]oov1). To;88voypa­
<pLXO: napaodY[laTa a<p80vouv; p08[l0<; OaL[lOvLO[lEVO<;, [loomx~

K00f.10Aoyla
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oaY'lVEo'm,~, A'1:avdES, ,EP01:EAEa1:[ES, ~OOOlXO "VE[l11:01J-c000",
XA1t.: va E1tavaAa[l~6(vE'S[lexpl 1:'I)v 01tEP~OA~ O'l)[la[VEl va [l1ta[­

VElS 01:0 xa[lO, O~O [l'l)OEV 1:00 O'l)[la'VO[lEVOO».19
Mrropet AOL1tOV v« axouyE1:a, 1texpaSEVO, exMa 'I) E1texvaA'I)tjJ'I)

1:00 lOLOO ws o,wpopa xex~exAWEl vex ex1tEAWeEpwoE' 1:0V xexA­
Al1:exv'I) ex1tO 1:'1) olwpopa. Nrx yw~[ 'I) «exV~lYPex<p~» XCXL (y,ex1:[

OX';) 1j <<1texpexvayvwo1j» 1:00 oex1teOOO 1:'I)S Mov~S [lexs O[VEl 1:'1)
oovex1:0~1:ex vex En01t[OOO[lE 1:ex Xexpexx~pW1:lXa [lWS WpU1:E­
P1jS [lE1:ex~oA~S 1t00 1tOMo[ XCXL [lE ola<pOpoos opOOS oox[[lexoav
vex 1tEplypatjJoov 1:a 1:EAEO~a[ex XpOVlex. ° «[lE1:a1tapexywyoS»20

Ttwpyo, T(lp-r:/)JtdK7)<; xaM'1:exv1jS OEV dVCXL evex EnEAws XexlVOUPYLO <pCXLVO[lEVO aAAcX
exV~XE' 0' eva [lov~eAo 1toAmo~lx~sOO[l1tEpUpOpa rtou 1tPO()1t~p­

XE XCXL Ola1:pEXE' OA1j 1:1jv w~op[a 1:WV XElp01:EXV'XWV 1tpaX1:'Xwv:
dVCXL Exdvos 1t00 -xa1:a 1:0 1tP01:01t0 1:00 NL1:0E~ E1tESEpyaSE1:CXL
1:'S EV1:aoi:li;, 1:'S ex1tOpOe[l[OE'S xex, 1:'S a1toxA[oElS 1:1jS «alWVLas
Em01:po<p~s» 1:00 lO[OO' Exdvos 1t00 [lexs EW6<yEl «01:0 xa[lO, 01:0

[l'l)oev 1:00 01j[lCXLVO[lEVOO».
E1to[levws OEV E[VCXL asLO a1top[exs 01:l OL olaOOVOE1:lXes aM1j­

yOpLES ~1jS «aV1:lypa<p~s» mesoov 1:a xAovw[levex opw ava[lEaex

01:1jv ex<pCXLPE1:lX~ 1tapaOOO'l) 1:'I)S [lonepvexs ~exv1jS (1j 01tOLa xce­
1:aYE1:CXL ceno ~'I) o,aXOO[l1jO'l)) XCXL 1:'I)V EOpCXLW[leV'I) ep'l)OXEOnx~

1texpaOOO'l), exva[lEaa 01:0 opcero XCXL 1:0 [l1j opcero, 1:'I)V E<p~[lE­

P'l) WCXLOerjO[ex XCXL 1:'1) [lE1:a[lOP<Pw~,x~ E[l1tE'p[ex 1:'I)S EXO~ex1:lX~S

1tVEO[la1:'X01:~as· IIpoXEl1:CXL y,a [l,a 'I)[ll1:EA~ xex, E1texvaAex[l~ex­

VO[lEV1j owo,xexo[ex 1t00 [l1topd a1tOX1:~OE' XOLVulVLX~ Oova[l'X~

XCXL vex oovooexo1:d axo[l'l) XCXL [lE ~OV [A'TIO ~S OlWp0[leV'I)S 00­
vdo'l)o'l)S, ~o XOO[lOAoy,xo <pexv~amexxo, 1:a 01t1:lXa 01:OLXELa 1:1jS
rave culture ~ 1:WV ~Exvo-<lJOXEoEAlxwv ~lW[la~wv. Em1:ELVOV1:as 1:ex
OOVOU[lEVa axeolex 1:00 oa1teOOO, 0 AAESLoo olEpwva 1:ex opla 1:1jS

aVepwmv'I)S opexO'l)S O~ OW01:exupwo~ 1:'I)S [lE 1:'I)V '!JOXoyEwypa­
<pLa ~S E[l1tE,p[as O~V E1tOX~ 1t00 OlexVUOO[lE.

7. H ITE:ETPOll)A

H O'l)[lLOOPY'X~ ,xexvo~1:a 1:00 AAES[oo OEV OOXl[laSE1:al [lOVO
oro Cow 1:'0 EPYO. aM&' 81tLOYjC;, XIXt. 1tp01teXv't'wv, a' sxervo TWU

CXLOeavE~CXL xexvdS i5,cx{liuov 1:00 epyoo 1:00. A01:~ 'I) Xp[OL[l1j 'Ol­
(XL1:EP01:'I)1:CX OEV En01t[sE1:CXL Aoy,xa ~ avaAo1:,xa, E<pOOOV rrpo­
XE'1:al 1tEPWOO1:EPO y,a euxeipta XCXL 0Xl y"a (lOPrp~. Av Em[ld­
VOO[lE 01:0 1tapaoE'YWx 1:00 tjJ1j<P'OW1:0U oa1teooo ~'I)S Mov~S, 6ex
OOU[lE o~, oi ola<popES mXEL01tm~Uo'S XCXL OL avcxaxoOl<W[lOL 1:00
om~E~CXLwvOOV 1:'I)V 1tPO~EPCXLO~1:CX ~S euiteipiac; 1:00 01tOXEl[lE­
vou 1t00 1tapa~poL 0, 1toMex1tAes E1tESEpy<:<aLES 1:00 tjJ'I)<plOW1:0U
a01:ou cxva1tapayoov 01:0 Ol'l)VEXES 1:'I)V CXLv'Y[la1:,xo~1j~a XCXL 1:'I)V
avayvwpw'[lo~1j1:a 1:00: 01jAexo~ 1:'I)V avaywy~ 1:00 OE [l'ex «exola[­
pE1:'I) 1texpaooU'l) 1:00 xoouoo» 1:'I)V orroux 0 XaAAl1:exv1jS EmXElpd
vex «CXVCX1tAeuae/,» CtVrLotpocpa, «61twC; Yj 1tEO't'POcpc:x».21

Avex<pepex[lE ~o'l) 01:' 01:'I)V tjJoxexvaAoo'l) [lla 1:e1:ma E[l1tE,p[a
ava<jJ1jAc<<pw1jS OVO[lasE1:CXL "[lEeUU1:EpO ~[w[la». Ilexpex1:1jpwnas
xexvdS 1:a «cito'a» [101:[~ex XCXL ax~[la1:ex 1:00 oa1teooo exvexyvwp[­
SE' 01:l av~xoov OE [llex olau1:aA[lev1j lOEex ~'I)S <<1texpaooU'l)S 1:00
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XOO{lOU», 1WU 1:a xa6La1:a yEcpUpa (lE aAAou<; 11:oAmo{lou<; 11:0U
~p(oxonm «aVa{lEOa Ava1:oA"Ij<; xm t..00Y)<;, Boppn xm MWY){l­
~p(a<;». Mso« coco aU1:"Ij 1:YJ 0""01:01.'1, Y) mv,y{la1:,xo1:YJ1:a 11:a­

pa{lEVE' 1:0 'OEWOE<; OXY){la 1tPOXE'{lEVOU va aV1:'AY)cp60u{lE TljV
XOO{lOAoy,x"Ij 1:0U<; Enaoy). H E1tC{lOV"Ij O'tY)V aEvay) 00{lY)0Y) aU1:00

1:0U aAAy)yop,xou ox"lj{la1:o<; {l11:opd va {la<; OOY)y"ljOE' OE {lU01:'­
XLa1:'XE<; 1tpaX1:,xt<; xm OUOXE1:La{lOO<; 1:Y)<; E{l~a6uvoY)<;. E1tE,o"lj

axp,~w<; 0,1:' aAAa1;E' E11:avaAa{l~avo{lEvo OEV 11:E6a(VE', or E11:a­
vaOXEO,aO{lo( ouvEX(1;ona, E1t' a11:E'pov. 0 E. M. Cioran rrspt­

Eypo:<jJE EOO1:0xa 1:0 11:Aa(Olo aU1:"Ij<; 1:Y)<; E{l11:E'p(a<;: «v« cp1:aOE'

01:0V (A,yyo o,a 1:Y)<; E{l~a6uvOYj<;, EOW ~p(OXE1:m 1:0 {lU01:'XO». KOOfl-OAoyia

1000 Aomov y,a1:( °AAES(ou Em{lEVE' OE Ecp"lj{lEpE<; xm Eu6pau­
01:E<; E1tESEpyao(E<; xo:< 1:0 EPYO 1:0U 1:dVE' OE (lLa EXAE11:1:Uo{lEvy)

EX{ly)OEVLOYj 1:Y)<; f.1EUoA6:[3YjOYj<;, 01:0 apyo u[3~alf.10 'wv xaAkri­

XVYj fl-iua o·w em1:~. To o~"Ijo'{lO O{lw<; 1:Y) cpopa aU1:"Ij dvm "Ij1tCO,
{lma1;E' {lE {lcc" «xaA"Ij aAAo(woy»> (v06woy) 1tOU E11:aAy)6EoE1:a,
{lE 1:Y)v V1tO{lOVE1:CX"lj aV1:'ypacp"lj -xm EnEAE' «11:apavayvwoY»>­

1:0U !jJy)Cp,OW1:ou. IIpo1:Epmo1:Y)1:a coroxro; E1:Ol ° 1tapa1:Y)py)'t"Ij<;, °
OLa11:pOOW1tCXo<; xapax't"Ijpa<; xm Y) ,owovyxpao,ax"lj 01:a6{lY)1:ou

!jJUxw{lou, EVW 0 xaAA'1:EXvy)<; avaAa{l~avE' 1:0 pol.o exetvoo 11:0V

E1tCXE,pd va ava~aAE' 1:0 ox(o{la aVa{lEOa 01:0 X£lpomao,o ('1
1:0y"ljcvo) xm 1:0n:vWf.1aTwo£<;, ava{lwa om ovYXpovo xt exeivo
n:ov iX£1 n:apiA8£l. ME 1:0V 1:P011:0 aU1:o Ev'oxona" aMa xm
o,acpop01tmE(1:m, Y) {lE1:a11:apayWYLx"lj (postproductive) o,aO'taoY)

1:0U EPYOU 1:0U xm 0 aMy)AE1tCopao'tCxo<; 1:0U xapax1:"ljpa<;, {lE 1:Y)v
Ewma 11:0U EXOVV 11:pOOAa~EL ot opoi aU1:o( o"lj{l£pa.

AV1:o<; 0 Ecp"lj{lEPO<; xm E11:avaAa{l~aVO{lEvo<;xapax1:"Ijpa<; 11:a­

paYEL Eva V1tO~AY)'tCxo 11:EpL~aAAov 11:0V 1:poCPOOO1:EL {l,a 1tapaSEvy)
EXE{luBELa xaL {l,a as(a XPV1t'tCx"lj. OL E11:£SEpyao{lEvs<; {lE OESW­
1:Exv(a spyOXELpOV xa1:aOXsvE<;, DC ouvap{loy,,,, 1:a SXAS1t1:w{lEva
1tETaa!J.(X't'cx, 'tex Qw:.ypCq.qlCX-rCX, 1:'ex cut-outs, or 1t'tuxwaE~S, 01. E){'W­

moos,<;, DC avaomAaOlao{lo( xm DC svaMaooo{lSvs<; 1tPO~oAE<;

y(vov1:m {lLa oxs06v a~ap"lj<; oLa{lwoAa~Y)oY) Y) orcot« Olya-mya
a11:oppocpa1:a,. Ae-ro 11:0U U11:EpEXS' ELvm Y) ssw11:paY{la'tCx"lj XVpL­
oAsS(a 1:Y)<; S{l11:ELp(a<; 1:0V ox"lj{la1:o<; xm 1:0U xwpov, Y) 6Eao"lj 1:0V

w<; OO{l~OAo. 'OAs<; aU1:E<; 0' AE11:1:S1t(AS1t1:s<; xa1:aOxwE<;, axo{lY)

xm 1:0 (ow 1:0XEpL 11:0U {lopcpo11:md s11:({lova, OSV dvaL 1tapa Eva

avacpopLxo ooo1:mxo 1:Y)<; 1tpaY{la'tCxo1:Yj1:a<;, 11:pOEpXOnm xccrsu­
6dav a11:o aU1:"Ijv, oy)Aao"lj 1:0V xoouo 1:0U ~LW{la1:o<;.

8. llYKNOMATA ENTAtHI

H !jJVXOXLVY)'tCX"lj EnaoY) xaL Y) «{laVLaO{lEvy) yaA"ljvy»> 11:0V OL­
a1tspVOUV 1:a Epya aV1:a oLaow1;onm 0'tC<; «s{lcpavs,s<;», oy)Aao"lj
01:YJV S11:sSspyao(a 1:WV anueicov xrxt 1:WV Mn'Wf.1£psu/Jv xm OXL
os {laxpooxomxE<; xaMC'tsxvLxE<; acpy)y"ljos,<; xaL LOsoAoy"lj{la1:a.

AU1:0 {lma1;sL va dvm 1:0 1tpW1:apXLXO vOYjf.1a-f.1Yjoiv 11:0V OSV {l11:0­
pd vo; avaxBd as xa'tC aAAo. 0 AAsS(ou OUyyEvsosL {lE xaMC'tE­

XVS<; 11:0V Y) n:AOX>j (xc« Y) n:Ati!,Yj) 1:Y)<; {lLXpOoxomx"lj<; A81t1:0{lEpsLa<;
0,a11:01:(1;sL 1:0U<; xwpov<;, ~p(oxov1:a<; 01:0V 1:P01tO «oro 1:Y)V LOSWOy)

apXC'tsx1:0V,x"lj 1:Y)<;. H E1tC{lOV"Ij 01:0 XiPI nov uootponotei, {la<;
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Au,oe; ELVaL °Myoe; 7tOU [lE xavEL va ma'tEUW 0'tL ,0 7toAm­
o-nxo 1l0V'tEAO C::Xe:LVOU nov !J.(Xa'topE:6E~ npoa<pepE't'O:L :x.o:L rrpoo­

OLOEL oa,OPLXO ~aBoe; a,'1v 7tAouma XaML'tExvLX'lj 7tapaywy~ ,OU
AAE!;Lou. EivaL q>avEpo 0'tL ao,o 7tOO OLaxo~Eue,aL ELVaL '1 OLa­
a,oA'lj '''Ie; avBpw7toAoYLx'lje; aovoa,waae; "1e; VEW,EpLXO''1,ae; xaL
'1 avaywy'lj -eoo horror vacui OE 06yXpov'1 yAwaaa. H ava[l'''P'1~

[lae; [lE ''1 oLa-XOafJ.1a1 -11:0U, 611:we; yvwpi1;ou[le, a7to,EAeae Eva
a7t6 ,a [lEyaM,epa ,a[l7tou '''Ie; [loV-CEpvae; ,E)(\I'1e;- [loLa1;eL ava­

7t6q>wx,'1.
Tee 11:apa7tavw, [lae; oivoov ,0 oLxa(W[la va LOXOpW,Ou[le, 6'tL °

AAE!;(oo e7te!;epya1;E,aL, [le bav OXe06v [lEAarxoALx6 'P07tO, Eva Koap.oAoy(a

a7tO ,a xEnpLxa xapax''1pw'tLxa "1e; 11:oAma'tLx'lje; [lae; LOLOao-
yxpaa(ae;: '''Iv emBO[lLa vo q>pov,(1;OU[lE XaL va E7te!;epya1;6[la-
a,E ,a aV'tLXEL[lEVa, wa,e va xp6tjJOO[lE "1V OOUV'1 YLa '''Iv rrpo-
aWpLVO''1,a ,OUe;. Av BEAa[le va EL[laa,e 7tLO axpL~eie;, Ba Mya[le
ML oLao,EAAEL ''1 q>pov,(oa '''Ie; Ae11:,o[lEpeLae; os aruoatpaipo:
(apa '''Ie; 11:pOaOLOeL Bea,pLx6 XaL OU[l~OALXO xapax-c'ljpa). Ao,'lj '1
aOL6pa''1xa,a11:pauv'tLx'lj oLaoLxaaLa eiVaL eXELv'17tOO 7tpOao(oEL
ax6fl<X KaL rrtrx rrto «e:U'tEA:fj» UALXcX "t'Ol)"t'WV 'tCi)V EpyWV Evav 1tO-

AU'tL[lO xapax,'ljpa. Ilpoxerrm YLa [lLa XaML'texvLx'lj e7tesepyaoLa
wa(oB'1''1 o''1v 07t0[lV'10'1 ,00 Bava,ou, '''Iv orroio; °Tax'1S IIa-
7ta,awv'1e; opioe, [le 7tapaA'1p'1[la'tLx6 ,p611:0, we; «[lEM,'1 Bava-
'OU» (o'1Aao'lj 7tpO~aoLO[la "1e; 1;w'lje;). !lev eiVaL avw a'1[laaLae;
eow 0'tL ao,o ,0 aAyoe; '''Ie;7tPOOWPLVO''1,ae; -7tOO, we; Eva ~aB[lo,

7tapa11:E[l11:eL XaL 0,0 «aAyoe; ,00 apxeiou>>- [lae; xpa,aEL Esap-
''1[lEVOOe; a7t6 '''Iv eustetpia, apa XaL a11:6 "1V eAnLoa.

'Onwe; av'tLAa[l~avea,e, ~pLox6[laa,e a"1v emxpa,eLC< '''Ie;
arrwAELaq, o'1Aao'lj oe [lLC< «oLepyaaLa ,00 nEvBoue;», rtou AEL­
,00pyEL ,au,6xpova a7tEAwBepw'tLxa, enELo'lj axpL~We; [le,a­

,pEneL '''Iv apXLx'lj o06v'1 oe 'ljPE[l'1 En(yvw0'1 6'tL [lnopou[le vo;
anoonaaou[le «reo ,a npaY[la,a Eva OEOe;. MLa ,E,ma a,aa'1

auvLa,a, ,p6nov 'tLva, '''Iv nLO eXAen,oa[lEv'1 [lOpq>'lj ,00 xaML­
,exvLxou [lae; aaovELo'lj,OO. !lO[l'1[lEVO es apx'lje; oo» Eva BEa,pLx6
~LW[la, ,0 aaOVELo'1'O au,o a,aoLaxa yive,aL ,6noe; [lua,'1p(oo.

No; yLa,L ° AAESioo ayyi1;EL ,0 mo anWB'1[lEVO 0'1[leio '''Ie;
nOAma'tLx'lje; [lae; LOLoauyxpao(ae;, npoaoioov,ae; 0,0 EPYO ,au
OLEBv'lj xapax,'ljpa XaL, ooYXpovwe;, 'to xupoe; [lLae; aSLae; xpurrn­
x'lje;. H euBpaua,'1 orr'tLx1 XaL arr'tLx1 '10ov'lj ao,wv 'wv Epywv
aoa,'ljveL, [le -rov xaAu,epo ,p6no, "1v avBpW11:0YEwypaq>Lx'lj [lae;

onoo,a0'1 XaL aovoLaAEyE,aL [lE [lLa urraPsLw<1 oLaO,a0'1, 0'1­
AaoYj tJ-E 'tov Xo::6ECXU-COU 1tup~va sxslvou nov IX1tOXCXAEacq.LE «XC{­

,0LX'1a'1 'au EPYOU ,EXV'1e;».
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xaBapo X<XL yoaAwflivo, eLV<XL 0 oopnvoc.
0, npc.'l'tm XaM'1:ixve<; rrou yvwpLl;w eXeLVa 1:a xpov,a, 1:0

1979-1980, X<XL fl' apiaoov -X<XL fle1:a orov n'1yaLvw a1:'1v
Eopwn'1 1:00<; pAinw- eLva, 0 Fontana, 0 Tax'1<;, 0 Tingely,
01.'1 a01:~ '1 napia fle 1:a «1l,aa1:'1!'uxa ipyc<».

XM: AnD 1:'1v Arte Povera oev en'1peaa1:'1xe<;; °aV1:cx1:ono<; rrou
eLXe a1:'1v eM'1V'x~ 1:ixv'1 1:'1<; enox~<; npine, va ~1:av apxe1:a
EV1:'OVOS;.

NA: 'OX' De VO[lLl;w. To rp1:'1VO oA,x6 oev eLV<XL <p1:'1vo. H
XaP1:01:<XLVLa 1) 1:a rpuAAa xpoaou eLV<XL 1:0 tow noM1:'[la.

H EtKOVa 'no XaA( XM: Kpa1:ouae<; o'1Aao~ anoa1:aae,<; anD 1:'1v xOpLapx'1 a01:~

-raoYj.

NA: l1ev xpccrouorx- anAa De [loo n~Y<XLve.

XM: Iloroix; iM'1Ve<; xaAA'1:ixve<; BewpeL<; aovooomopoo<; coo,
1:6ao O<pqAoy,xa ooo X<XL aov<XLa6'1[la1:,xa;

NA: Y<poAoy,xa oev i;ipw. ELV<XL ot avBpwnm rroo I;ou[le a'

a01:~ 1:'1v nOA'1 X<XL xavoo[le npaY[la1:a. A01:oL rrou <peuyoov,
aUToL TWU Eopauav 'A£yo xo:.~ qJuyavE, au"to[ nov 1'tapcqJ.EvOUV,

a01:ous rtou exn[la<; npaY[la1:,xa, a01:ou<; rtou ayana<;.°"wpyo<; Aanna<;, 0 Elavaa'1<; Torotxccc, 0 MavwA'1<;
Zaxapwooax'1<;.

XM: 0 N[xoC; M1tO:Lxac;;
NA: AAA'1 yew". l1e ppe6~xa[le n01:i [le 1:0V Mna,xa a' iva

xoivo nep,paMov. Evw [le 1:0V Aanna, anD vwpc<;, 0'1Aao~

anD 1:0 1986-1987, ae nOMi<; exBiae,<; ixoo[le ppeBeL [lal;L
Me aAAo u<po<; 0 xaBiva<;. YrpoAoy,xa, [le npoyevia1:epoo<;,
[lnopw va v,waw [l,a axia'1 [le 1:'1v MnLa N1:apoo. Enca'1<;,
xanma ipya 1:'1<; Naomxa<; l1aa1:pa [l' apeaav noM. 'Onw<;

1:a ne'pa[la1:a X<XL 1:a axio,a 1:00 l1aV1:eA~ Sayopap'1. MiXp"
pip<XLa, rcoo apXLl;w va xa1:aAapaLvw 1:'1 oooAe,a 1:00 Ntxou
KeaaavA~ - 1:0V xopuqxxro auyxpovo iAA'1va XaM'1:ixv'1,
coto nCtv't'o:: tawe;. To screen, "'l aXLex, "to 1tCXLXV[OL eLvcu au-ro
rrou [le yOl']1:eue, oe oAa 1:00 1:a ipya. Ao~ '1 Meyakfj AeOX~
Xeipovouia, '1 rpw1:oypa<pLa [le 1:'1 Xpoo« a1:'1 axaAa [le 1:a
OEV-rOVLCX, e:LWXL x.a1:'a1tAi1x:"t'LX~.

XM: AnD i;ivoo<; xaAA'1:ixve<; nmoo<; aAAoo<; Ba i;exwp'l;e<;;
NA: 0 Yves Klein [le eLXe [layi<!>e" [le 1:a [lnAe X<XL 1:,<;

Xe'povo[l[e<; rcoo ixave. };1:'<; apxi<; 1:00 1980 1:0V eLXav

avaxaM<!>e, naA' [le 1:'] [leYeXA'1 ix6eO'] Ilccoiai-Mooyo:
rroo eLXe yLve, a1:O l1apLm. Exet 1:a eLxe<; oAa. 0, xa1:aAoym
1:WV exBiaewv IIcxp{m-Moaxcx, Ilapioi-Ilaotoi; Ilapiai-Nea
Y'oPX'II ~1:av wayyiA,a. Axo[l'1 napa[livoov noM a'1[lav1:,xoL
'Orov [le1:a n~ya a1:']v Auo-rpicc, [loo apeae 0 Herman Nitsch
xen DAm aULoe ot performers.

XM: Moo <paLVe1:<XL nepcepyo rtou ooo apeaav or B,evvil;m
Ai;wv,a1:i<;, y,a1:L oev axe1:cl;oV1:<XL xa60Aoo [le 1:'1 oooAe,a
aou.

NA: l1ev axe1:Ll;oV1:<XL, aMeX [le YO'11:euoov. M' apiaoov. Bip<XLa
(.LE'"CO: aUVEL~hrr01tOLW, XL cw-ro 1:'0 8EWpW 1tcXpa 1tOAu

a'1[lav1:'XO, nOla eLV<XL '1 axiO'] 1:00 xaAAnixv'1 1:00 opO[lOO,
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~OU A(;((XOU XG<AAm'xV'l ~OU opofLou, ~ou AG<Ixou OpWfLEVOO

X<XL ~OU TIG<V'lYUplOU O~L~ XWPE~ TIJ~ KEV~PLXYj~ EupwTI'l~.

'O~L G<TIO G<U"tO ~O TI'lyaoL, G<TIO G<U~OV ~O XWpO, TIOU dv<XL 'l
fLaYLa, ~o TIPW"tOYEVE~ OALXO "tOU OUyxpOVOU XG<AAL"tEXV'l, 8G<
~ETI'lOYjOEL 0 performer, 0 XOPW"tYj~, 0 'l80TIOLO~, 0 ELXG<O~LXO~.

H p(SG< O'fjAaOYj yLa ~O OUyxpOVO 8EG<"tpO X<XL "tOY ouYXpovo
performer dv<XL 0 AG<'(XO~ XG<AAL"tEXV'l~ X(XL "to OpWfLEVO.
K<XL OEV dv(XL "tuxa(o O~L "to ~AETIOUfLE G<XOfL'l OYjfLEPG< OTIJ
rlOUYXOOAG<~iG<.

XM: ME IaTIwvE~ Yj :APG<~E~ XG<AAL"tEXVE~ (XL08aVEO(XL 0"tL
fLOLpaSW(XL xa"tL XOLVO; To EpyO oou 'PG<iVE"tG<L VG< OUVOfLLAd
fLE fLO"t(~G< TIOO ouvG<v"tafLE o"t'lv G<OLG<"tLXYj SWypG<'PLXYj.

NA: M' apEoEL, 0 Issey Miyake, X(XL ro MEyailo KUf1a -cou
Hokusai, Eva EpyO TIOU yE'PUpwVEL "t'l OXE<jJ'l "tOU OU"tLXOU fLE
rov ava"toALxo XOOfLO. AAA&. "tQ ~AETIEL~ X<XL O"tOV Miyake. /lEV
dv(XL "to pOUxo. Tov EvoLa'PEpEL xa"tG<PXYjv "to TIAEYfLa, 'l iva.
To aAAo axoAou8d. 'OA'l -cou 'l Epwva, fLE "t'l ~lOfL'lxavia, fLE
"ta ouyxpova uALxa, dv(XL TIavw o-ro TIAEYfLa, 0"t0 grid - dv(XL
'l TIap&.oooYj ~ou~. lTIaPXEL fLE"ta Eva ~L~A(O "to OTIOLO Yj"tavE
yLa fLEva wayyEAlO: "to ApXL'rEx"toV(X~ xwpiC; apX'Te,"OVEC;
"tOU Bernard Rufofksy. Meotx cerro TIG<A(XLO"tEPOU~ OLXLafLOU~

~AETIEL~ "t'lv oPY&.VWO'l "tou OLXW"tLXOU xwpou. Ilou EV"tEAEL,
sb:s dvaL o"t"flv Aoto; S[1:8 OTtj NEa Y6pxi'J e:l"tE O"tO KOAWVcXXL,

dv(XL Eva X(XL "to au"to. /l'lAaoYj, d"tE TIpLV aTIO 3.000 XPOVLG<
d"tE "twpa, OEV OTIapXEL xafLLG< oLG<'Popa O"t'lV oPY&.VWO'l "tou
OLXLO"tLXOU xwpou. L:"tOV "tpOTIO TIOU O'lfLlOUPYEi"tE 'l KU<jJEA'l'

XM: To ~(~Aio -coo Rudofsky TIOTE ETIWE o-nx XEpLa OOU;
NA: 'Orccv YjfLOUV 18-19 XPovwv. ME"t&., o"t'l BLEW'l rnrx, ~AETIW

"t'l oUYXpov'l aPXL"tEx"tOVLXYj o"t'lv EupwTI'l, yvWpLsW
apXL"tEx"tOVE~ TIOU fL' apEoouv TI&.pa TIoM. 0 Richard Neutra,
o"t'lv KaAL'PopvLa, ExaVE xa"taTIA'lX"tLXa Epya. TO~E fLE dXE
EnUTIWOL&'oEL TIOAU X(XL 0 Luis Baragan. ME"t&. OXL "tooo.
AAAa au~oL TIOU fLoU EfLELvav dVG<L 0 Neutra, 0 Alvar Aalto,
TIOU TIapafLEVEL xopu'PaLoC;. Axouo; XG« "twpa, "tOY Aa"tpEuw.
ELV(XL Eva~ apXL~Ex~OVG<~ o-rov OTIo(o 0'PdAoufLE TI&.PG< TIOAAa.
To ouYXpovo oxavoLVa~Lxo design ~G<O(O"t'lXE TIavw o"t'lv
Epwva "tou Aalto! ATIO EAA'lVEC;, 0 :Ap'fj~ Kwvo"tav"tLvio'l~ dVG«
X(XL TIG<pafLEvEL 0 xopu'Paio~.

XM: /lEV ~EPW «v OUfL'Pwvd~, aAAa OL OfLOLO"t'l~E~ avafLwa
o"t'lv avwvUfL'l aPXL~Ex"tOVLXYj "too Kwvo"tav"tLv(o'l XG« "t'lv
vernacular apXL'tEKtOvm1j -rou Rudofksy etvC<L Ev'!'u7CWaL(XXE~.

IIpoowmxa, dv<XL OUO ava'PopE~ OL OTIOiE~ fLE ~0'l80uv

va «~EXAELOWOW» "to YEO 000 EPYO, "t'l OTIOVOOAW"tYj
eyxa"CO:.o1:cxoYj rrou E[J.7tVEua't"fJXE~ ooro 1:0 E1tLO<X7tEOW

<jJ'l'PLOW"to "t'l~ IEpa~ MovYj~ I~Yjpwv "tou AyCou 'Opouq, "t'lv
OTIOLa TIG<POUOL&.SEL~ O"t'lV Biennale BEvE"tCa~. EmTIAEOV, 'l
LOEa rou Kwvo~av"tLvCo'lyLa "to Epyo-x"t(OfLa W~ «ooXdo
swYj~» oOVO<jJisEL LoavLxa au~o TIOU xavEL~.

NA: L:LyOUpG<. 'OfLW~ OE~ XG« "t'lv D/5uoof:(a X(XL "t'l Aaf1</J'fJ "tOU
Stanley Kubrick. To EpyO yLa "t'lv Biennale, TIOU "to OVOfLaSW

Mw (JV\~7:YJUTJ 7:OV
NiKOV AilE~iov fl.E ·wv
Xpw-ro<popo Mapivo
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The End, CPEPEL Xa8E1:t f,lE 1:0 01t0[0 EXW xC<1:<xmao1:d oAa
aU1:a 1:0. XPovLa a1to 1:1'] OEXaE1:[a 1:0U 1980, xm A[yO 1tpLV,

f,lEXpL 1:wpa. 'OAES OL avacpopES 1:1']S oouAE,as 1tOU xavw,
a1to 1:0. oupavw 1:0Sa, 1:0. cpw1:a, 1:0US yaAastES, [lEXPL 1:0.
[lap[lapa, 1:0. 1tp[o[la1:a, 1:0. «tjJUXEoEALxa», dvm oAa EOW.
'OA1'] 1'] oouAE,a 1tOU EXW xavE' a1to 1:LS apXES 1:0U 1980

[lEXP' o~[lEpa, E[vm oo» Eva EPYO 1tOU ouvExii;E1:m, 1tapo'"
f,lEp,xa 1tpaYf,la1:a 1:0. 1:EAEU1:aLa XPovLa EXOUV O[3~OEL 0' Eva
1tEpL[3aAAov 1tW ouYXpovo. ~1:a Epya 1tOU Exava 1:0 1980, 1']
[3ao1']1]1:av 1tapa 1toM ouxva a Kubrick, xm ouyxEXpL[lEVa

H EtKOVa om XaAi OUO 1:mVtES: 1:02001: H Oouoowx 1:0U !Juxo1:1p.a1:OC;,
1tOU dvw 1'] aya1t1'][lEV1'] [lou, xaL 1'] Aap.</J~. ~1:1']V 1tpw1:1']
[lou Ex8w1'] 01:0 dIEO[lO», 1:0 1985, 1]1:av xm 01']AW[lEV1'] 1']

avacpopa 01:0V Kubrick, [lE 1:EOOEpa Epya, 1:EOOEpLS Ot/JE'S 1:0U
OEA1']VLODWU [lOVOAL80u 1:1']S OouooE,as. II 1']AaO~ O1:1']v 080v1'],
01:1']v 1top1:a 1tOU 001']YEL OE [lw aAA1'] OLa01:a01'], 0' aU1:o 1:0
opro,

XM: To [lE1:acpuOLxo 1:0U MOVOA,80u.

NA: «<!>ua,xa» lowS 1:0 xa1:aAa[3alvw xaM1:Epa' 01:L, 01']Aa01],
O:U1'O:. eLvca cpUatx6: cp(X~v6~e:va. AS; 1tOl)/-lE, 'to auyxExp~!J.E:VO

animation, yLa 1:0 YEO EPYO, dvaL [lea eX[lE01'] avacpopa 01:1']V
'CcHvCa. L'ti1 axYjvYj nov 0 1tpu}"1:ay(,)v~cr1:YjS; XeXVEL 'to 'tEAEU'tcdo
1:aSLoL.

xa: IIpaY[la1:' «uro 1:0 xaAELoooxomxo animation 8u[lLsEL
1:1']v 1tEPLcp1'][lO star gaze sequence 01:1']v Oouoo«a, 1tOU

1tEp'ypacpEL 1:01:aSlo' 01:0 Xpovo.
NA: Noa, Eixovovpcrpouce OA1']1:1']V E1t0X1] 1:1']S tIJUXEOEAELas, 1:0U

LSD xa, OX' [lOVO. 'EXEL 1tp01']Y1']8El 1'] [layELa 1:0U 1:aS'OWU 01:1']
~EA1]V1']. Elvm 1:0 [la1:' 1:0U XaA a1tO 1:02001.

XM: Kc« YW1:L OVO[laSELS 1:0 EPYO The End (To TEAoS);
NA: Tov'tL'tAO The End "'wv E~(xAa «oU/-l1t"t(u/-lccnxcb>, oo» 'tL"'t'AO

EpyaaLas, orrxv 1:EAELwoa 1:0 OXEO'aof,lo 1:OU. '01tWS aU1:o

1:0 EPYO CPEPEL OAES [lou 1:LS aya1tES [laSE[lEVES, E1:0' xm 0
1:L1:AOS. Y1tapxouv ouo xd[lEva, 1:0 1tPW1:0 1:0U M1tEXE1:, 1tOU
dvm E1tlo1']S aya1t1'][lEVOS, [lE 1:[1:AO «To 1:EAOS». 0 1]pweXS
1:0U cpEuyOV1:as a1to 1:0 aouAo, SEC ESW a1tO 1:1']V 1tOA1'], OE
Eva 1tapa1t1']Y[la, O1:1']V axp08aAaoOLa. M,« f,lEpa, ALyo 1tpLV

VUX1:WOEL, SE'XVeXEL y,a va Xa1:E{3EL 01:1']V 1tOA1']. NUX1:a rn«,
cp1:aVEL 01:0 ALf,lavLL, [l1taLvEL OE [l,a [3apxa, xaL 1:1']V acp1]VE' vo;
1tapaoup8d a1to 1:0 pEUf,la. Ka8ws a1to[laXpUVE1:m XOL1:asE'
1:1'] CPW1:W[lEV1']1tOA1']. KouxouAwvE1:m [lE 1:0 [louoa[la 1tOU

1]1:aVE OXE1taOf,lEV1'] 1'] [3apxa xoa, acpou EXEL ma [3yE' ESW a1to
'to AL!J.cXVL, avo[yEL 'tY/V -rO:no:., !J.1tCdVEL 'to vEp6... x(Xt 01'0 'tEAOc;,
«v 8u[la[la.L xaAa, a M1tEXE1: 1:01tEpLypacpE' oo» [lLa aX1:tva,
oo» Eva «xovno vex ExacpEvoovLsE'tCU 01:' ao-rEpta.

To aAAo Xd[lEVO dva.L 1:0 OEU1:EPO f,lEyaAo 8Ea1:p,XO EPYO

1:0U 111'][l1]1:p1']ll1'][l1']1:pLao1'], [lE 1:L1:AO H vea ExxA~o{a 1:0U
cduccroc (1983). ~' «oro 1:0 EPYO, Aomov, cp1:LaXVE' Eva
oMXA1']po 8Ea1:pO 01tOU 1'] 1tAa1:da, OAO 1:0 ouyxpO-r1'][la, OAO
1:0 X1:tpW xm 1'] OX1']v1], 1ta[sEL [lEOa 01:1'] 0pO:f,la1:oupyLo:. ~1:0

36 NIKO:E AAE:::IOT THE END



1:EAOS xcmxA-{IYE' vo; yxpsfl";E1:W 01.0 1:0 8Ea1:pO xw a1:0

~u80S-~u80S, sfl'PaVC~S1:w flea «7tPO~oA~» -xum"s E1:a, 1:YJv
7tSp,ypu'Ps,-, flw xoouovovt«, ~av flea flaupYJ 1:pu7ta, 7t00
d 1:S 1:a EXS' poo'P~Sa oAa, d 1:E 1:a Savaysvvus,. rca flEva,
«oro 1:0 EPYO. 1:0 The End, 8a urropoooc v« dva' YJ s,xova
1:00 1:EAOOS a' a01:o 1:0 8sa1:p'xo EPYO 1:00 LlYJflYJ1:P'UOYJ.

XM: °XwpOC; 1:1C; AoyoTsxv{ac; 1:00 Maurice Blanchot -Eva
~'~A[o 7t00 Exa flS1:a'PPUOS, crto: EAAYJV'XU 0 LlYJflYJ1:P'UOYJS­
Ssxwus, flS 1:YJV sS~S 'PpuoYJ: «T01:E flOVO 'PaCvs1:a, m"s
XU1:, fla8aCvoofls yea 1:YJV 1:EXV'~, ornv o7to~aAMflaa1:s01:YJV
o,ao,xao[a «uroo rrou 8EAs, va sX'Ppuos, YJ AtSYJ flovaS'U».
~oo Efla8s npuyfla1:a yea 1:YJV 1:EXVYJ YJ flovaS'U;

NA: Noa, flovuxa flOVOS· Axou« xw YJ Sflns'pCa flas flS 1:a
Epya 1:EXVYJS flOVO ano flW anoAma flovax,x~, npoowmx~

sflns,pCa 8' apx[as, va X1:i~s1:w. Mux OXEOYJ rcou flOVO sou
1:YJv SEpS'S, dva, o,x'u oou, osv flOlpU~S1:W. Ll,a~u~ooflS,

fla8aCvoofls, aovavaa1:pE'P0flaa1:S aAAu 1:0 xAs,oC 8a 1:0 ~ps,

xavds flOVOS 1:00 xw 1:a ~~fla1:a 8a 1:a xuvs, xavds flOVOS
1:00. To flooodo, oYJAao~, 1:0 ~AEns, xavds flOVOS 1:00.

XM: H o'x~ oou Sfl7tS,pCa fls 1:0 SV Myw EPYO rcoi« dvw;
NA: M' apEos, va 1:0 Atw oo» napaflu8" oo» flea fl'XP~

,01:opCa onws dvw 1:a I'epovnx« ~ or W1:0pCSS 1:00 X01:~a;

N,w8w 01:' ouro ~oYJ8us, xw 1:YJv Coca 1:YJ oooAs,u a1:YJv

ernxotveovirx 1:YJS. 'OX' flOVO flS s,o'XOUS aAAu xa, fls flYJ
s,o'XOUS' A01:o yea flEva AEs, nsp'aao1:spa npuyfla1:a coro
1:'0 va xcX1:aw vrx avcxAuaw xa~ va AEW 8eWptEC;. Ervrxt AOLnov
XE'flwvaS 1:00 1995 ... ExdvYJ 1:YJ XPov'u EXOOVS OOfl~d nupa
7tOAAa. npOaW7tLXa -«xo:.x.ij ~w1j» !J:Twpdc;: v« 1'0 7tELc;- GOV
nupa 7tOAA~ oooAs,u, flS nOAA~ xoupaoYJ. IIEpa ano 1:'S
SX8EOS'S, dxa xuvs, 1:a oXYJv'xu yea S'P1:U 8sa1:p,xu Epya.
To 'P8,vonwpo floO ~'~1:UVE coco 1:0 8Ea1:pO TEXvYJS vo;
xuvw 1:0 xwvoupYlo 8sa1:p,xo rcou dxs ypu<jJs, YJ AouAa
Avayvwo1:uxYJ. Asyo1:avs To Ta/;{ol uaxoui. Me 1:0 rrou
1:SAS'wvw 1:0 EpyO, YSVlX~ oox'fl~, onoo EXW ma xa1:appsuas,
1:EAEtWC;:, yupiSw 01:0 01tt'tL -nou OEV eiX<X 01t't't'L, EtJ.EVO: o'
Evav 'PCAo uou 01:YJv IIs1:pounoAYJ- xa, nE'P1:W va xOWYJ8w.
'E1:<1l onws dflm SanAwflEvoS fl' aVOlX1:U 1:a flU1:,a, flS1:aSU
U7tVOU xar.. ~U7tVWU, vLw6w EVa. TCpCq.J.CX... Eva axo-caoL, /-lw:
xaflflEvYJ YYJ, xup~oova, XU1:' oo» YJ<flwouaxES nE1:pES. Ka'
npoona8w va souuaw 01:0 flaupo. noM napuSsvo, Kunma
a1:'Yfl~ aV1:'Aafl~Uvoflmou dflm XU1:W ano 1:0 VSPO. aAAu
XU1:W coto Eva OXsoov snsAws axCvYJ1:o vspo, Ka1:aAa~a[vw,

EV-rW!J.E-raSU, o-n sLV(U VEpO, ytCX-rL e01:LaSEL 'to [J.a-n !J.ou
as flea xCvYJaYJ eves [XVOOS, oo» 1:plx[wa - onws a1:a
fl,xpoaxoma rtou ~AEns,s va xtvouvroa ot fl,xpooPyavwfloC.
A01:o ~av rrou floO EOWOS 1:YJv aCa8YJoYJ 01:1 dvw vspo. TYJv
uAAYJ flEpa E'Poya xm 7t~ya a1:O AylO 'OpOS. A01:o, Aomov, 1:0
!frYo nou qJ-WXXVE'tCH 'twpa. dvexr.. Eva epyo axo'tELv6, EVa. tpyo
flaupo.

XM: Ms nOla EvvOla. 1:YJS apv'~,xo1:YJ1:as; Eau OSV EAsySS os flea

Mu: uv~-Ij'r1U1 TOV
N{KOV AAE~{OV ue TOV

Xpunocopo Mapivo
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npoo<pon:'] OUVEV1:EUS~ OOU 0" 1:0 EpyO coo 1:0 xapax1:']piseL
'] xa1:a<pao']:

NA: 'OXL fle wn~v 1:']v EWQLa. Koir«, '] sw~ eLvext flta <paV1:aoia.
Liev U1t<XPxeL npaYfla"x01:']1:a. MaBaiveL xaveis 1:0 nm~pt,

'to oni", 'to OPOflO, 1:0US avBpOlnooS, yLa va <p"aset xanOLO<
o"Yfl~ Eva no<pO<flUeL 01:0 ozroto eLvext npw'taywvL01:~S.
Kcx~ /-lEO'a. EXEt e:[vcx~ ro 1t01:~PL, 'to 1:<XaaxL, ot Ai'jO"tEC;, OL

ayo<rr']flEvOL. Auro eLVO<L. Orrors, 'to 'to,oS eLVaL 1:EAOS.
Li']AO<o~, 'to flO<UPO eivext flO<UPO. To xap~ouvo eLvext xap~ouvo
xcu 1:'0 axo-reXoL aX01:aoL. Kat /-lEan cr' exu-ro 'to axo-reXoL

H ELKOVa 01:0 XaA' <p"axve1:ext O<U1:0 'to napafluBL.
XM: Omooo, au'to 'to napafluBL, o<u't~ '] flaYLx~ xat

flU01:,]ptOlo,]S «Erxov« 01:0 XO<Ai» -yw VO< XP']atflOnoL~ow 1:0V
'ti'tAo 't']S nepi<p']fl']S vou~EAas 1:0U Henry James- <pEpeL xat
xa" 'to Q!J1:omxo, fle 1:']V EWOLa, o» ees, 1:']S LoWppoeflio<S,
01:']V orroio; o<va<pEpe']xe xext a Roland Barthes o't'] oLaAeS~

'tou II<J, va Soup.e p.ast. ESaMou, oev dvext 1:uxaio O1:L
npw1:aPXtx~ EflnvEUo,]1:0U Barthes ~1:av 0 aBwvLxoS
'tpono,; sw~S. To The End eLvext Eva EpyO rcou rrpoxurrre;
arro 't'J OWflov~ xext nepL1!Aav']o~ coo 01:0 'OpOS· 0 'tporros
eneSepyaoias 1:0U, 1:000 '] xuorpopt« 't']S tOEas, 000 xext ']
arrmunwo'] 't']S xa1:0tP']s 1:00 oanEoou, npoooflOLaSeL o't']v
E7tL't01t:LC< EpEuva nov xeXVQUV or cx.V8pW1tOA6yOL xat TYjV

fle1:Errena xa'taypa<p~ 't']S eflneLpias 'tauS. Ao't~ 1:'] O"Yfl~
~pioxeoext 01:0 1:eAEU'taio o'taow ao't~s 't']S owotxaoias.

NA: Au'to~wypa<ptxoeLVaL 'to EpyO. 1\pa oev ~p'OXe1:aL o-ro
'tEAOS 1:OU.

XM: TL Ba flrropouoe o']Aao~ va AeirreL; Evvos«; aMa ~LOlfla'ta;

NA: 'OXL ~LOlflO<1:a fle au't~v 1:']v EWOW. IILmeuw 6n fle 'ta
xpovLa xaveis xa'tavoeL npaYfla1:a xw <pEpeL nA']po<popieS
rroo oev "s ExeL EvaS eLxooap']s. Aev eLvext eEfla YVOlo']S, 000
eEfla ~LOAoytX~S YVOlOl]S, o']Aao~ flV~fl,]S rcou 't']v SEpeL ']
<pBaPflEVl] uA'].

XM: Lav flLa ao'tpo~LOAoYLx~ yvOlo']nepwoo1:epo;
NA: Next, fle evov 1:E'tOLO 1:porro flaAAov. Li']AO<o~, Eva xUTIapo

1:0 anoia BEAeL va avarr1:uxBeL ExeL aAA'] eVEpyeLa arro Eva
xUTIapo rcou <pBeLpe'taL. Me aU1:~ 'tl]v EWOLa. Ap«, au'to
oUfl~aiveL 'tOlpa.

XM: na1:i OflwS mo'teueLS 0" oe oe oAoxA']pOlveL; Iloooccmx«.
oe ~AErrw EU1:UXLOflEVO xext evBouowOflEVO xext VOfl'sw rrwS
au-cij '1 EuoaqJ.ov[a.: <X7tO"tU7tWVE1:at xcn o-ro EpyO. Tr' exu-co xea
floU xaveL eV1:unwo'] orrxv 'to rrapaAA']AiseLS fle 1:0 oxmaoL.

NA: EivaL xa" rrou oev EXW xa1:aAa~eL. Lil]Aao~, a ~ioS 1:0U
flOVO<XOU eLVaL 1:a<pos: v« flaBeL xaveis 1:0 xpe~a" -roo v«
eLVaL a 'ta<pos, 1:0 xeAi 1:0U v« dvext 1:a<pos. Av oLa~aOetS

'tLC; E7t'LO-rOAEC; "tou 1!C<:'tE(Jex IIatawu, nov dvc<t Xd/l-EVex­

oo']yieS rrpos vau"AoflEvoUS, EXOOV rroM evoLa<pEpov. To
«cXAcpa» 'tou IIdtawu ytCX Evav vEo /-lovaxo 1tEpLypacpEL
!-lUX ELxao-rool e:yxcx-rao1:cxffi1. AEEL, (XC; 1tOUlJ.E, qJ.cxupo
'tpaneSOflaV1:,]Ao». A01:o eLvext xa" OflwS rroo eyOl oev 'to
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SEPW, AU1:6 1:0 fl0:80:ivELe; 61:O:v TIEp6WELe; 1:'ljV 6X8'lj O:U1:Yj. AEV
1:0 SEpEL o:u1:6e; TIOU dVO:L O:TI' ESW. ETIOflEVWe;, OEV SEpW 1:L
dvo:L. YTIo<j.na<;OflO:L 61:L dVO:L °EpW1:o:e; 1:0U 80:va1:ou. A'ljAO:OYj,
'tt <T!1[J.CX(VSL va spw'tEu8w ao'to 'to aXO'teXoL, va e:pw'tEu8w
1:0 8avO:1:0 Xo:L YO: aOfl!3o:ivEL 6AO o:u1:6, 6Ao: o:u1:a 1:a
TIUP01:ExvYjfla1:O:, 1:0: 1:EAELO: TIpayflO:1:O:, 6Aa va dVO:L cpW1:ELVa,

6Ao: flO:YLxa, 6AOL 6flOPCPOL.
XM: AMa yLO:1:i O:LaBaVEOo:L 6n oev flTIopde; YO: 1:0 xO:1:O:Aa!3ELe;;

!IpETIEL YO: ExeLe; TIpooEyyioEL OE flEyaAo !30:8fl6 a01:Yj 1:'ljv
EflTIELpio:, YLo:1:i E<;'ljOEe; flEao: a' «orov 1:0 xwpo yLO: TIapo:
TIoM flEyaAo OLaa1:'ljflO: Xo:L EioEe; 1:'lj aU[.LTIEpLcpopa 1:WV

[.LOVO:XWv.
NA: Tot»; doo:, o:AAa OEV doo: aAAo: TIpaYflO:1:O:, OEV doo:...

eSwyYjLVOUe;. Eioo: XO:VOVLXOUe; o:v8pw1t00e;. ATIAWe; dvo:L
aM'lj 'lj OO[.LYj 1:'lje; <;wYje;. Eau XL EYW TIPE1tEL vrx ooUAt<pOU[.LE,
TIPETIEL YO: auvo:vo:a1:po:cpoU[.LE XOLVWVLxa, 1:0: 1:0U !3(OU [.Lo:e;
O'ljAo:OYj. AU1:a a1:0 [.LOVO:XLa[.L6 OEV u1tapxouv. To mayyeA[.LO:
roo [.Lovo:xou d VO:L 'lj TIo:pO:1:Yjp'lja'lj Xo:L fl6vo. IIo:pO:1:'ljpEie; 1:0V
Eao1:6 coo [.LEao: O:TI6 1:0Ue; aMoue;, flEao: «rro 1:0 TIp60WTIO
1:WV aMwv XL E1:aL [.L0:80:ivELe; 1:0V Eam6 aou. 0 Xo:BpEcp1:'lje;
EivO:L 1:0 TIp6awTIo 1:0U aMou. AEV U1tapxOUV X0:8pEcp1:Ee;
a1:O: flovo:a-rYjPLo:. KL o:u1:6 1:0 aUVEXEe; «[.LTIEe;-!3yEe;», 1tOU
xaBEVo:e; OEV SUTIVaEL xa8E flEpa [.LE 1:0: (OLO: XEcpLO:, aO[.L!3o:iVEL
oe 6AOUe;. BE!3O:LO:, O:01:Yj 1:'ljv <<1:aAaV1:Wa'lj» ExdvOL 1:'ljv
OVO[.La<;ouv Ihwa'lj. ~U[.LCPLALWVEaO:L [.LE «oro XO:L dao:L
O:TI0:8Yje;. 'Exw TIaBEL o:AAa OEV dVO:L ,,<XL 1:iTI01:O: 1:POflEP6.
Ei[.Lo:L aYLOe; o:Ma OEV dVO:L "a1:L SEXWPLa1:6. To EVOLO:cpEpOV
Eivo:L O:U1:Yj 'lj 1:o:Aav-rwa'lj, 1:0 YO: 1:'ljv 1to:po:xoAou8de;. T'lj
!3AETIELe; xO:1:O:PXYjv a1:0Ue; aMOOe;, 1:'lj !3AE1tELe; a1:OV Xo:BEVO:
SEXWpLa1:a, 1:'lj oLo:"pivELe; 01:'ljv "OLv61:'lj1:0:, ,,<XL [.LE1:a dao:L
oe BEa'lj YO: 1:'lj oLo:"pivELe; X<XL 01:0V Eo:u1:6 cou, O:XpL!3we;
YI.D:'tl ELVCU, rttrx, ql1tELp[a. Kr. o» EXEL<; 1:'0:. XCt.AW. oou, ASC;

«EV1:aSEL, EXW 1:0: xaALO: floU o:Ma 80: "avw UTIO[.LovYj, O:U1:6
Ba 1:EAELwaEL». E(vo:L O'ljAO:OYj [.LLa cpaa'lj. Am6 dVO:L 1tOU oc
[.L0:8aivEL. AMa O:U1:Yj 'lj 1:O:AaV1:Wa'lj, ,,<XL 'lj a1:0[.LLxYj Xo:L 'lj
aUMoyL"Yj, OEV LaXUEL fl6vo a1:O: [.Lovo:a1:YjpLO:, LaXUEL 1tO:V1:ou.
ea 1:'lj OELe; Xo:L a1:'ljv TI6A'lj o:e; TIOU[.LE, flE 1:00e; 1:o:SL1:<;YjOEe;.
Byo:ivELe; ESW, d1:E dvo:L [.LEpo: d1:E !3paou, "O:L dVO:L 6Aa
1:EAELa X<XL !3AETIELe; 61:L "L o:u1:oi 1:0 VLw80uv. 'R oev 1:po:!3aEL
1:iTIo1:O: "O:L dv<XL aE xooco xaAL. Ko:L 1tOAAEe; cpOpEe;, 1:0Ue;
(Juno:w yLa va. 'to E1tL~E~(XLWaw. «IaxuEL;» Koa flOU 1:'0

Em!3E!3o:LWVOUv. EivO:L flEpEe; 1:pO[.LEpEe; XO:L [.LEpEe; X6AO:O'lje;.
XM: Eiv<XL oo» 1:0: acpooyyapLO: oUOLo:an"a 1:'lje; fl'lj1:p6TIOA'lje;.
NA: 'EPXOV1:O:L oe e1tO:cpYj [.LE 1:'ljV "(V'ljO'lj, [.LE 1:0Ue; av8pwTIoue;,

,,<XL "a1:aAo:!3o:(vOuv xa1:a rrooo E(Vo:L 8E1:LXYj Yj apV'lj1:LxYj 'lj
0:1:[.L6acp<XLpa. To iOLO aO[.L!3o:ivEL XO:L 01:0 'Opoe;. R OLo:cpopa
ELva/. 01:1. 'to «E1tayysA[J.a» 'tau !J.ovaxou siva/. uovo aUn1ll

1tapo:"ouAou8'lja'lj, 'lj TIO:pO:-rYjp'ljO'lj.
XM: Ap« ,,<XL a XaAAL1:EXV'lje; 80: [.L1tOPOUOE vo; 1to:iSEL «urov 1:0

p6AO 1:0U 1tapO:1:'ljp'lj1:Yj.

Mta (JV(~TfJO'l 1:0V
NiKOV AMtiov flE 1:OV
XpunoqJ0po Mapivo
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NA: °XaeE aVepW7tOS. Av a xaAAm:xv\')s acp\')vE 1:a -roo [3iOll.
o\')Aao~ YlV01:aV m01:oS, OEV 8a ElXE 7tpo[3A\,)!la 7tWS 8a
i;;~OEL. «lIEV aaxOAOO!lW IlE 1:0 7tWS 8a i;;~ow. To 8EIla 1l0ll
OEV E(VW all1:0, OEV ElVW \') oOllAELa 1l0ll all1:·~. AAA\') ElVW
\') oOllAsLa 1l0ll ». Av 1:0 SExvaYE rxuro, «urov 1:0 cpo[3o, 01:L
«1t'p6tE~ VO: OOUAEtj>W ~ 1tPE1tE~ va x<xvw aU1:'6», -rQ-tE 80: ~1'av

7tpaYlla1:LXa XaAAL1:Exv\')S. H 7t(a1:\') ElVW 1:0 (ow 7tpaYlla' vee
[3ll8(i;;0IlW a1:O 8EIla 1l0ll, va 1l\')IlE vmai;;ollv aAAa 7tpaYlla1:a.
Av apxiow va -rrx Il7tSPOEOW, r« Xavw. Kw 001:S 01:\,)IlLa
IlSpLa 1:a xa1:acpEpvw 001:E ornv aAA\').

H ELKOVa O'W XaAi Emo1:Ecp0V1:as a7to 1:0 'OpOS, 7tpoocpa1:a, 7t~a a1:O xacpE-
E01:La1:0pW rou Tax\') T'Lyollp1:ax\') Ilai;;i IlS 1:\') cp(A\') 1l0ll 1:\')v
A.. <Payalls x«t ~mallE xaAa xw xa7tma 01:LYIl~ 1:\')S AEW:
«BAE7tSLS OllO xa1:\')Yop(SS av8pw7twv oLayouv 7tOAU1:SA~ [3(0:
OL xai\7v.'1;~ExvEC; xcn ot f.lovaxoL Apxct vrx seveu 1tW-rOL xcu
qycwxoh>. Kat siven E"'COL 'tEALxa. To; xo:ALl"tEpa 1:'0: EXEL<; -ro'te:.

XM: 'EXELS oxscp1:d 1:0 EPYo va 1:0 OllVOOEOSL 1l0llOLX~, Eva
soundtrack;

NA: 'OXL. H 1l0UOLX~ s(vaL ouvaw8\')lla1:Lxo 7tpaYlla. To The
End OEV s(vw allvwa8\')lla1:Lxo. H 1l0UOLX~ 000 XEV1:p(i;;EL
auvw08~lla1:a, [30\')8asL' osv ll7taPXSL 1:EAE1:~ xwp(S 1l0llOLX~.

AAAa EOW OEV 1:wpLai;;sL. To Epyo ELVW 7t(XpalloeL. AS 7tOOIlE
\') Ilov\') 1l0llaLX~ 7tOll 8a 1:a(pwi;;s ELVaL 1:0 «MES a1:\')S 7tOA\')S
1:0 xallall». E(vw a7tOAU1:a all1:o! E(vw ot mLm ot 0pollm.
'Eva apyo 1:OLcp1:S1:EAL ELVW a pu81l0S.

XM: Elvw Eva Epyo IlE aa1:po[3wAOYLXES LOL01:\')1:SS, 07tWS 1:a

XOIl7tOAOYLa 7tOU cp1:Laxvouv ot !l0vaxo( yw va 7tpOaEOX0V1:W
xw va all1:00llYXSV1:PWVOV1:W - Eva IlEOO yaA~v\')s 1:\')S <jJuX~S

XW 1:0U 7tVSOlla1:0S. Eou 7tWS axpL[3ws 1:0 [3AE7tSLS, 1:0 8swpElS
i;;wypacpLxo EPYo, oav IlLa lleyaA\') i;;wypacpLx~ syxa1:aa1:ao\');

NA: Asv SEpw. lIEV 1:a 7taw xaAa Ils 1:LS OPOAoy(SS. SEpw
01:L EXEL 7tOAAa 7tpaYlla1:a. E(vaL xaM 7tOU 1:0 SAA\')"XO
7tSp(7t1:SPO a1:\') BsvE1:(a s(vw otxv ExxA\')oia. lI\')Aao~ 1:0
a1:~OLIlO EPxs1:aL xw XOUIl7tWVSL 1:EAEw. E(vw 000 aSovES
7tOll O(VOllV 060 owq>0PS1:LXES OllVa1:01:\')1:ES. 0 7tPW1:0S
ElVaL \') 080v\'). H 080v\') ELVW IlEya eElla. ITana ~1:av IlEya
8Ella. Kw \') YO\')1:ELa 1:\')S 080v\')S. L:1:0V 200 wwva ELXallE
Xa1:a7tA\')X1:LXa 1:E1:ma 7tapaoELY!la1:a, a7to 1:0V xa8pEer1:\')
1:0U Koxn», IlEXPL 1:ooa aAAa. 0 MOvoAL80S 1:0ll KOOIl7tPLX
dvw IlLa 080v\'). Eivw 1:0 7tapaellpO yw v« Il7tSLS a' aU1:~v

1:\')v aAA\') OLa01:ao\') rou 1:aSLowo. Kw acpoo Il7tSLS IlEoa
01:\')v 080v\'), IlE1:a ElVW a OE01:SPOS aSovas, \') «yxaAaX1:LXa»
1:0 aa1:p07tAmo. E(aw IlEaa ma 01:0 0X\')lla xaL 1:aSLOEosLS.
E(vw Ssxa8apm VOllli;;w «urot or 060 aSovES.

XM: <PAEp1:apEL 7tOAO xw IlE 1:0 Y<jJ\')AO, E1:OL OSV ELVW; 'EXSL xa1:L
U1tVuYtW'tLXO ciA.A&. xca !Lua1:'LXW"t'LXO.

NA: Noa, llaAAov. NOIl(i;;w 01:L 8a s(vaL Mua1:~pw. 'E7tsL1:a ELVW
xw Ilw aAA\') OXEo\') 7tOll syw EXw Ils 1:a Epya. MLa AOS~

oxe:aYj. Aev a-rb<ofl{Xt C<TCEvavTL o' Eva EPiO XOL'twVtaS 'to.
ME 1:\')v 7tAa1:\')1:a "w8w XaA01:Spa. Ka7tows !lLAaSL yLa 1:\')
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)3(J3~91'(XJlL30)3X3O1gXJ~XJ~1XJXO1'9lLXJ~XJ1J')OdO.O~O

O1'9lLXJ~XJ1A~ridOdlXJ!J.~XJ~~XJ1gfwXJ~'9wy'0)'(9'9XJ~f3:i:VN

:13d9)3X)3XJ~90ll''<x
')odO.oa.oO1'9lL~1dlL'~X1~X3~

~Iu~~HlXJsrl'XJ01"''9dA01~XJ~XJ3XJ~1xod'9lLWooa,XJ1gfwXJJ.:VN

:131\>pXS3Xj3'lJ1..3:L91L1XDd)}llLW001-DAd?:0.1:wx
')!J.M'9,AOdxXJW3~XJ~9~OM

''9~3riXJ1~9dX9:LXJX3OOlL)XJ~01d9H)ogd9V°)01lL9')I.t~)3X3

)~XOlL3)I.t~9X1W1dluxXJdXJXXJ~f1X3~XJ:L~XJ~)010)'9Y:1.Y

'''3~XJ~90g0lLJ.'oo'9dO:L3AXJd9'"1:L9XJ)oXJril.to13Xf~3g1:L913f'(
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9lLXJ'9:L3ri1XJXXJ)~01'(OIl~!J.w~~:L1000I.tI~01:LXJ)ril.tgXJxXJ~luo

13lLri3X)3~XJ:L9"')130'9'")13d:Loog3ri90gXJ9om0)9ow

1XJ}l'l.to!J.ri)ril.t:L3ri331XJlLf1xod'9lLW0')XJ'(91X01~'910riOO:L

1:L0.'1xod'9lLW0)01g)°1XJri)31:L9·~gXJ'(l.tg'XJ~OOri9~011DXJ:L~XJ<!J

'1xod'9lLW013~)AXJX)31xod'9lLWOO:LXJ1gfwXJ:LXJ03,(90g

OOlLOgO)d3lL~1.tJ.'9WXJ,1A133'91~d>O1XfOOlL'99riXJdXJlL

O:L1XJXoAdfoa,O1g)O:L)3Ado01ri!J.gO:Loow')XJ):L3~3H

)1.t:LoAdfoa,srl~riAnoIu~wXJ1X01~aOUllJ!010:Lf~XJ'3.

')0~frioXJ1DXJWX3XJ~oori~OOlLXJ~fri3'9'('(XJXJAdfXJ:L3lL3,(9f

~3'i7')3900'(oxXJdXJlL3ri1XJX)3900'(oXXJarl)OlL9:L)XJ~f1~9
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13'9lLXJX)3OOlLXJdfriIu~9lL10'(1.t~)3X3'RAOCj0~9riXJlL3,(9f

XJ9)3dfri)3'('(¥-'JaJDQOO:LXJ)d>XJdAOlL0100dlLOWXJXJ1ri

'OoaJCjOO~XJ1X'9gXJXXJ1AXJ:L3riXJ:L)XJd:LdOlL'9dX1riXJ:L'OO:L

XJ:L)XJd:LdOlLXJ:L'aO[AQliRAJaladomO:L)XJd~dolL9'(lL1gXJ~f

1XJX9~oriXJ~f3~XJ:L~'13d'9X30:LXJX)3XJJ.'«XJ:L)XJd~dolLO1gXJ9

XJd3ri~0»XJA3'(f1XJXXJrif9XJ~fXJ~XXJ1~d>3.'XJdfri39'9x0PRJd

ojsonoriowXJMXJA~lL1XJX'l.tg)X1gd3ll)!J.~f:LN)1.t:L(OPlAIO

apRFOwaw)Sug~Vuri~,WOAdfO~O1o)"'XJdAO~!J.XOXJ~

XJ1A1.t:L)dgXJWI.t~o~00ri9XD1d9OOlLXJl'9dX9lLXJ'9:L3riXJX)3

XJ)d13lLri3!J.d3:L93gXJ1W'~X1:LXJriAXJdlL~x1"'XJdA01~')XJ~01df1XJX

I.t~Xf:L1XJX0)3000ri13lLXJ~13'9lL1:LXJ9XJ'('9~XJX)3x3'1.t:L)dgXJW

!J.w'XJ1~9dX9lLXJ'9:L3riXJX)3XJ)d13lLri3I.td3~93gXJ1W'01gO:L

XJ~XJxl.tlL'9d~~1:L93lL)3nor]'I.tX'9'(1~:Ld1~J.~O:LOXJA3'(foa

OOlL)39X'OO:LlLf'(od3:L03gOO~XJrio'9,(XXJ~fXJ1A0~9ri'9Y:1.XJ
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ExoOaELS. Tee E(XCX {3pEL, ~OYl CXTIO 1:0 1985-1986, a1:OV OEU1:EpO
1:0flO 1:Y1S aELpas J:XtOla S'tvwv neplYJrrrrwv rIa 1:YJV EAAcdJa,
cmo 1:LS ExooaELS OAXOS. Tc dxcx TIav1:cx flCX?;( floo. :E1:LS
CXPXES 1:00 1990 EXCXVCX 1:Y1v TIpW1:Y1 CmOTIELpCX, flE CX(poPfl~ EVCX
BECX1:pLXO cno: TplxaAa, Eva TIapafluBL, oe aovEpyaaia flE
flLa EpaaL1:EXVLX~ oflaocx Y1BOTIOLWV. Ta flEYEBuvaflE TIoM, 1:a
xavaflE aXYlVLxa xw 1:a ?;wypCX(p(aavE 1:a TIWOLa. E(XE {3YEL
TIoM wpa(cx oooAELa.

XM: H LOta yLCX vcx xavELS Eva EpyO TIavw a1:O <jJYI<PLOW1:0
oanEoo 1:Y1S Mov~S I{3~pwv, TIWS TIpOEXO<jJE; MwS XCXL 1:0

H euoiva trio XaAi EpyO dvw CX01:o{3wypaqnxo, Ba ~BEAa va uou a<PYlYYlBdS 1:Y1V
TIpoawmx~ aoo EflTIELpla aTIO 1:"1 oLaflov~ aoo a1:O floVCXa1:~pL

xw 1:0 ",.0S {3iwaES 'to OaTIEoo.
NA: EmaxE<p"Y!xcx yw TIpW1:Y1 <popa 1:0 floVaa1:~pL. 1:Y1S Mov~S

I{3~pwv >'?, XELflWVCX 1:00 1995, apXES LlExEfl{3PYl, xw EflEIVCX
YLa CXPXE1:0US fl~VES' Ilpoortofiouoc va Xa1:aAa{3w n dv(XL
GAO cxu-ro nov yiVE1:'CH exEi 1tSpa. 061:'8 xcv aou !.uAaVE yLCX
TI(a"Y!. 0 xaBEVCXS aou AEEL 1:"1 oLxLa 1:00 W1:0p(a. 'OflwS 1:0
XEV1:PO'1:00 flovaXLXOU {3[00 dVexL CX01:0S 0 aOYXEXpLflSVOS
1:0TIOS. A01:o 1:0 1:E1:paywvo OYlACXO~ 1:00 i5aTIEi5oo 1:Y1S Mov~S,

AEL1:00pyd xaBYlflEpLVa EOW X(XL i5Exa exLWVES, aVEMmWs.
IIoMES <pOpES, 0XL floVO flLa <popa 1:"1 flEpa· X(XL DUO XCXL
1:pELS. XwplS a01:o i5Ev OTIaPXEL floVaa1:~pL. LlYlAao~, av i5Ev
avolSEL "I EXXAYlalcx, OEV UTIapXEL floVaa1:~pL.

XM: Fux 1:00S flovaxous, 1:L aOfl{3oA(?;EL 1:0 aoyxExpLflSVO oanEOO;
NA: LlEV 1:0US EVi5LCX<pEpEL cxv aOfl{3oAi?;EL Xa1:L. LlEv aOfl{3oA[?;EL

''CLrro-rcx. EivCXL 'to o1cL'tL '1"ou<;, 'to aaAOVL TOUr;. Fux /-lEva
dv(XL 1:0 1:aTI( 1:00 flTICXAE1:00. 'OXL flOVO "I axYlv~ TIOO Ba
{3YEL 0 Y1BOTIOLOS, CXAAa 1:0 i5aTIEOO 1:00 flTICXAE1:00. nCX1:i EOW
TIavw ylVE1:aL flLCX Xopoypcx<pla OEOOflEVYI, aOYXEXpLflEVES
XLv~aELS Sava X(XL Sava. A01:0 ~1:av axa1:cxvoYl1:0 yw flEVCX.
'EflTIexLVa a"Y!v ExxAYla(a, xcxBOflOOVCX XexL 1:00S s{3AETIa. Eyw
OEV flTIOpOUaa va xavw 1:0 {3~flCX. 0a TIspcxaav E1:aL 1:pELS,
1:PEW~flLaL fl~VES. AxpL{3wS a1:CX flsacx 1:Y1S :Eapcxxoa1:~S E(VexL
flLCX aypoTIv(cx TIOO MYE1:exL 1:Y1S «:E1:CXopoTIpoaxuvYlOYIS», "I
axoAooBia sExLvaEL yupw a1:LS SV1:EXa 1:0 {3paoo X(XL XpCX1:aEL,
avaAoya 1:a xs<pw, flTIopd XexL flSXPL 1:0 TIpwL Exsivo 1:0
{3paou Aomov, o-rrx flwa 1:Y1S cxYPoTIvlas, {3yaivEL 0 HYOUflEVOS
aTIO 1:0 LEPO <pspov1:as flLXPO sUALVO a1:cxopo CXXOUflTIWflSVO
TIavw a' SVCX flLXpO oiaxo flE {3aaLALXous. 'EPXE1:exL a1:0
XSV1:PO axpL{3ws 1:0U OaTIEOOO, OTIOO SXoov {3aAEL svcx XCXflYiAO
1:pCXTIE?;axL ESaywvLxo XexL aXOOflTIaEL Exd 1:0 a1:aopo.
To 'tU7CLX6, npoaxuveXsL EXEivor; np&r't'or;, 't(JEL<; I-lEL'O:VOLSC;

flTIpOa1:a, Sava 1:pELS flE1:aVOLES X(XL <pEUyEL. Kw LEpcxpXLxa 0
ETIOflEVOS, 0 ETIOflEVOS, 0 flEBETIOflEVOS· 'HoYi dfl(XL -cooo XexLpO
XL EYW aU1:0 flE 1:a {3~fla1:a OEV 1:0 SXw xaVEL. KaBoflw X(XL
xavw 1:0 a1:aopo floo. ME 1:0 TIOO {3ASTIW 01:L Bcx TIaEL cxAoa(oa
ASW «CXTIO<jJE OE y(VE1:exL, OEV 1:"1 yAL1:WVW, Bcx 1:0 xavw XL
EyW». :E1:SXOfl(XL a1:Y1v apLa1:Ep~ flTIpOa1:a ywvia 1:00 oaTISOOO
XCXL Eifl(XL S1:OLflOS VCX xavw 1:0 {3~fla.
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EpXe-ccu 0 II. XCXL I-'OU AeEL: «Ntxo I-'E1:O: va 1tO:I-'E 01:'1v
xousiva vo; xa8apiooUI-'E 1tanso:p,a yea 1:'1v TpO:1tEsa
1:'0 n:pwb>. Too AEW «"t'wpa;» Kcx~ !J.ou AEEt «n:poaxuv"Ilae:
XCXL I-'E1:O:». TeAELa!!! AVO:~E' 0 I-'EYO:Ao<; 1toAueAaw<; - I-',a
a1:I-'OorpaLpa xa1:avux1:'x'i). A1tio1:EUTIJ 01:,YI-''i), 1tapal-'u8ev,a.
IIw<; dVCXL '1 Xoavn, 1tOU 1tE1:O:E' XCXL ~Ae1tE' 01:'1v EA~E1:ia,

1:a 1t01:O:Wa XCXL 1:ou<; xO:I-'1tou<; a1to rrto <1>'11.0:; Earpv,xo:
Em~pai'luVE1:CXL 0 xpovo<;, O'1XwVOl-'aL 01.0 XCXL rno <1>'11.0: XCXL
1:0 i'lO:1tEi'lO yiVE1:CXL OL XO:I-'1tOL 1:'1<; EA~E1:ia<; XL EYW '1 XO:,n,.
'01tOU xO:vw 1:0 I-'1tAOVSOV, xavov,xo:, XL aU1:0 'i)1:avE. KCXL
vOl-'isw on 1:EA'xo: aU1:o dVCXL '11tio1:'1' LlEV exec O:MO.

XM: Au1:'i) 1:'1v ai08'10'1 TIJ<; 1tioTIJ<; 8eAE'<; va I-'E1:arpepE'<; xa, 01:0
epyo 1:'1<; Biennale;

NA: lILo1:'1 yea f.leva dVCXL vn XO:VEL<; xaAO: 1:a ~'i)l-'a1:a: va
cx.VCX7tVEEt~ aWG"t'cX, vex 1tE(Jncx"t'cXC; GWG-rD:, va X6:VE~<; (.uex

xiv'1O']. H l-'il-''1o'1. Exef I-'eoa xa1:O:Aa~a 01:' 1:0 1:'1<; l-'il-''1o'1<;
1tPO:SEW<; o1touoaia<; XCXL 1:EAda<;, OEV exec 1tE80:VE'. H 0da
AE'1:0upyia EivCXL iow<; 0 I-'0vo<; 1:01t0<; 01:0V ortotov ~'WVE1:CXL

«uro. H o,arpopo: EOW Eiva, 01:' 01:'1V opx'i)o1:pa EX1:0<; a1to 1:0
'Epa1:do, AE'1:oupyd xa, 0 1tW1:o<;.

XM: IIo:nw<; 0 1:P01to<; 1tOU 1:0 ~iWOE<; EiXE va XO:VE' I-'E 1:'1V
Efl7tELPLU aou 01:'0 BECt"t'pO, E'tO!. OEV e(vcu;

NA: IIporpavw<;, «oro, Be~CXLa i'lEV Sepw ov 'i)1-'0UV '1801tOLO<; 'i)
XOPEU1:'i)<; 1tw<; 8a 1:0 e~AE1ta. A1to TlJV EI-'1tE,pia 0l-'w<; 1tOU
exw a1to 1:0 8ea1:po, ELI-'CXL oiyoupo<; 01:L I-'eoa a1to eva 1:e1:ow
1tEP'~O:MOV OL '1801towi XCXL OL xopw1:e<; 8a EX1tCXLi'lEuonav
1tOAU OW01:01:Epa xa' 8a 'i)1:av xaAu1:EpOL EPI-''1VEU1:e<; a1to
"t'Yj oUVCX"CO'tl1'tCX nov 1:0U<; OLVEt as 7tOV!-1E 'to vex xavouvE
tal chi 'i) y,oyxa 'i) XL EYW OEV Sepw 1tOLa O:AA'1 1:EXVLX'i) 1tOU
epXE1:aL Ei'lW a1to 1:'1v Ava1:oA'i) I-'eow Nea<; YopX'1<;. Meo«
Exd, 1tapaxoAou8wv1:a<; 01.'1 aU1:'i) TIJ l-'u80Aoyia 1tOU EivCXL
ypal-'l-'ev'1 orouc 1:0LXOU<;, '1 1:0:0'1 1:0U oWl-'a1:o<; xa, 1:0U
xErpaAwu, dVCXL vrx XOL1:O:SE' <1>'11.0:, va xonO:SE' I-'1tPOO1:O:.
AMo: 1:0 oUV'18E<; EivCXL 1:0 1tp0<; 1:a xO:1:w.

'Eva a1to 1:a 1tpO:Yl-'a1:a 1:a o1toia rpepw I-'E1:O:,
Em01:perpov1:a<; a1to 1:0 'Opoc, dVCXL oAa ama 1:a patterns,
1:a 1:piywva, 0 xuxAo<; xa, 1:a 1:E1:paywva. ~1:0 XCXLVOUpyW
epyo, 1:a ~Ae1tw oAa, I-'E 1:'1 I-'£a. KCXL i'lEV EivCXL 01:L 1:a ~Ae1tw,

dVCXL 01:, exw aU1:'i) 1:'1v 1tpoowmx'i) XCXL OWl-'a1:Lx'i) EI-'1tELpia.
XP'1OLl-'o1toi'1oa 01:OLXEia XCXL 1-'01:i~a coco «oro 1:0 pattern
1:0U oa11:eoou yea I-'La ex8EO'] 11:0U dxa xavE' oTIJv yxaAEpL
1:'1<; PE~exxa<; Kal-'x'i) 1:0 2003. EiXa XO:VEL eva i'l,xo I-'OU
axei'lw, 1:0V 1tEpLf3o:MOV1:a xwpo 1:0U 1-'0vaoTIJpwu, 1:0 11:01:0:I-'L
XCXL 1:a uopaywyda. To epyo I-'E 1:0 ortolo oUI-'I-'E1:dxa 01:'1v
eX8E0'1 Breakthrough 01:'1 MaopiTIJ 1:'1v E1t0I-'EV'1 XPovLa
dVCXL I-'EYe8uvO'] 1:0U epyou 11:0U ei'lELSa 01:'1v Kal-'x'i)·
IIapO:M'1Aa 1:0 axeoiasa, 1:0 a1to1:u1twva O'1Aao'i), XCXL 'i)sEpa
01:L xO:11:OLa 01:,YI-''i) 8a erp1:ava 01:0 The End, apxd va
xcna:<pspw va -co tX1to't'u7twaw. Ilpoxevroa yta Eva epyo rtou
11:EpLAal-'~O:vw1tepi1tou 100.000 <I>'1rpiOE<;. Ka1tma 1-'01:i~a

Mw. OVS*1:TJOTJ 1:0V
NiKOV AMt(ov f.J.E 1:0V
Xptcn:6rpopo Mapivo
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81taVaAoq.J.[3avovTcu, Yj88AaV /lETPYlIJ.a xa~ «rotxr-rotxi».
E[llm AE11:1:oMyo<;, ~AE11:Et<;, xm 11:(JE11:Et va xavw Eva 11:(JaYlLa
11:EV1:aXomE<; <po(JE<; yta va xa1:aA"ljsw xa11:ou. Auto 1:0 AEw
oo» CXVEXOOTO xa~ dvcx~ xa't"~ nov 't"o 1tW't8UW, ax8't~xa /l8
1:0V 1:p611:0 11:0U oouAEuw: 1:0 E(JYo 11:a(JayE,m, 011:w<; 1:0 AEEt

°O(JWIl0<; 1:')<; <pumx"lj<;, Ota 1:')<; 1:(Jt~"Ij<; "Ij ota 1:')<; OUV-1:(Jt~"Ij<;.

2;av 060 IlE(J') 11:0U xAE[vEt 1:0 Eva 11:(J0<; 1:0 aAAo. il')Aao"lj

1:0 oWlLa xm 1:0 UAtxO 11:0U EXEt<; E1ttAEsEt. AU1:"Ij ')1:(Jtf3"1j
11:0U 11:a(JayEt aU1:"Ij ,')V EVE(JYwx, ') E11:a<p"lj aU1:"Ij, 11:E(JvaEt
1:')v 11:A')(Jo<po(JLa 1:0U EVO<; IlE(J0u<; 0,0 aAAo Xat aU1:o 11:0U

H EtKOva (no xi1At yEvvtE,m <pE(JEt 1:')v 11:A'q(J0<po(J[O: xm 1:WV OUO IlE(Jwv. To
UAtxo o')Aao"lj SE(JEt xaAthE(Ja o:no IlEva 11:w<; n(JEnE( v« yLVEt,

1tWC; 1tPE1t8~ va dva~ yw~ v« V1t6:PXE~.

XM: EVVOE[<; 01:( xa11:ma 01:tYIl"lj <pEuyEt 0:11:0 1:(<; a(JIlOOtO''l'E<;

1:OU o')lltQo(JYou 1:00;
N A: /lEV <pEUy~t cxx(Jt~W<;. Au1:"Ij dvm Ilta 11:paS') yEvv')o')<;. A01:o

rrou 8a 11:a(Jax8EL EXEt Ilta 1:a01:o,')1:a Otx"lj 1:00, ') o11:o[a 0IlW<;
xoo~aAaEt 1:(<; [Lv"ljIlE<; a01:wv 1:WV 060 IlEpwv. Au,"Ij ') X')lltx"lj
EV(r)0Yl dva~ 1tOU 'to yEvva xcu 't"o X6:VE~ /lETa /l~a OVT6TYlTCX
rcou ELvm EAEu8Ep') xat i;wv1:av>j 01:0 X(Jovo. Mi« OV1:01:'),a

rtou, y(a va na(JCXlldvEt i;WV1:av>j, XPEtai;E1:at Sava 1:')v
E11:a<p"lj. 'Eva E(JYo 300 xpov(a OE Eva Ilooodo, OEV dvm 1:0
[ow. SavayEvvtE,m a11:0 1:0U<; vEoo<; av8pw11:oo<;, 1:0U<; [owo<;
nov 8cx 't"o Davv. 'Ero: 08V 8£va~;

XM: Net, a11:0 1:a vEa ~AEIlIlO:1:a.

NA: To; vEa ~AElllla,a.

XM: Ot 011:0[E<; tmoptxa aAAai;ouv, otC<<poponowuv1:m.

NA: Axpt~w<;. Q<; EX 1:0U1:00, o')Aao"lj, 1:0 xmvoupyw ELvm 11:aV1:a
xmvoupyw. Ttrcor« OEV dvm naAto. To; XOlllla1:ta 1:00
nai;A, 1:a XOlllla1:(a 1:')<; t01:0(JLa<; ,')<; 1:EXv')<; 1:00 av8(Jw11:oo,
napcxllEvoOV 11:aV1:a 01:0 1:w(JO: w<; 11:(JW1:oyevE<; OAtxo. 2;1:a

XE(Jta Ila<;.
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TO BYZANTINO MAPMAP00ETHMENO
~AIIE~O TOY KA00AIKOY THL: MONHL:
IBHPQN AflOY OPOYL:'

'H OE: ToD E:06"povc; eta de; S"WWY !.wpqJae; "al 0XYf/J.tX-rWY aililae;
iotae; Tale; TCoilv{J.6pqJOlC; tjJ~qJ{Ol OtafJ.opqJwedoa eaVfJ.aOTI;Y
Ttya -roD TSXy{-rov T~Y ootpiav napeo-rqoccto, ME Ta MyLa aUTa

o IIaTpLaPX~e; <po:moe; TO 864 TCEpLypacpEL O~V 10~ 0IlLA(a TOV
1:0 ocmEoo 1:0U vaou Tl1e; IIavay(ae; 1:0U <Papou, TIOV X1:(01:~XS

IlEOa 01:0V xwpo 1:WV aU1:oXpa1:0pLXWV avax1:6pwv ~e; Kcovcr«­
V1:LVOUTIOA1)e; IlE1:a!;u 1:WV E1:WV 864-866'. H TIEpLypacp-lj aU1:'lj dva<
xapaX1:1)pL01:Lx'lj we; TIpOe; 1:1)V EV1:UTIW01] TIOV TIpOXaAOuoE 01:0V
BEa1:'lj 1:0TIOAU'tEAEe; xa< TIAOUOLa OLaXOOIl1)IlEVO OaTIEOO Ev6e; au­
1:oXpa1:0pLXOU vaou xaL O(VEL IlLa yEVLX'lj ELx6va 1:0V BSlla1:0Aoy(­
ou xa< 1:1)e; TIoL61:1)'tae; 1:WV OaTIEOWV 1:WV vawv 1:1)e; TIEpL600u.

To oaTIsoo 1:WV ~U1;aV1:LVWV vawv, TIOU aVarpEpE1:aL ouxva O1:a
xdllEva we; TCCtTOe;' 'lj toaqJoe;3, TIpOOCPEPE'ta< yLa avaTI'tu!;1) oLa­
xooll'l)'tLXOU AEsLAoy(OU IlE IlEyaA1) TIo"'LAia BElla1:WV (avBpwm­

VEe; 1l0pcpEe;, 1;wLxa BElla1:a, YEWIlE1:pLXa 1l01:(~a x.a.) xa< OE oLa­
cpopoue; ouvouaoIlOUe;, EVW 1:au1:6xpova 1:0V(1;EL ~v apXL'tEx'tOVLx'lj
oLapBpwo1) rtov vawv IlE 1:1) OLa1:a!;1) 1:WV OUV8EOEWV'.

'Eva wpu1:a'ta oLaoEoollEvo dooe; oLax601l1)01)e; 1:WV OaTIEOWV
01:1) ~U1;aV1:Lv-Ij TISp(ooo dva< 1) 1:EXVLX'lj opus seciile", 1) orrot« EIl­

cpav(1;E1:aL -Ij01) 1:0V 20 a<. TIoX.6 2:ullCPwva IlE aU1:-Ij, TIoMxpWlla
IlCcpllapa -Ij aAAa uALxa (TIoX- yuaAO x6~0V1:a< OE ox'ljlla1:a avBpw­
mvwv 1l0Pcpwv, 1;wwv, cpu'tLxa 'lj YEWIlE1:pLXa xa< 1:0TI08E1:0UV'ta<

IlE 1:1) 1l0pCp'lj 1:~e; EvBE01)e; -Ij 't1)e; TIapaBw1)e; OE ~aBoe; xpWlla1:LXa
oLacpopOTIOL1)IlEVO, o1)IlLOupywv1:ae; TIOLX(AEe; OUVBEOELe; OE Emcpa­
VELSe; OaTIEOWV, 1:o(xwv, aAAa xa< aV'tLXE'I1EVWV IlLXP01:Exv(ae;7
2:'t1)V EAA1)VLX-Ij ~L~Awypacp(a YLa 1:a OaTIEOa opus sectile ouv«­

V1:a1:"" 0 6poe; fJ.apfJ.apoetT~fJ.a, TIOU EXEL ~E~a<a TIEptopLoIlEV1)
o1)llao(a, xaBwe; aTI6 1:1) IlLa TIpOOOtop(1;E1:aL 1l6vo 1:0 Ilapllapo we;
UALX6, EVW aTI6 1:1)v aAA1) aV'tL1tpOOWTIEUEL [16vo 1:1)v TIapaBE1:Lx-Ij

[10PCP'lj 1:1)e; 1:EXvLx-Ije;'.
H 1:EXVLX'lj o'toue; pWllaIxoue; xcct TIaAaWxpW1:LaVLXOUe; xp6voue;

oUVUTIapXEL [1E 1:0 tJ.>1)cpLow1:6 o't1)v xa1:aoxw-Ij 1:WV OaTIEOwv"'
ME1:a 1:0V 70 aL. 6[1we; 1:0 tJ.>1)cpLow't6 TIEpwp(1;E'ta< awB1)'ta xa<
1) 1:ExvLX'lj yvWp(1;EL [1EyaA1) aXIl-lj 01:1) oLax601l1)01) 1:WV OaTIEOWV
xa1:a 1:1) [1E01] xa< U01:EP1) ~U1;aV1:Lv-Ij TIEp(OOOIO, OE av'ttew1) IlE

1:1)v EV1:0(XLa OLax60[11)01), 6TIOU XP1)at[1oTIOLd'ta< OE TIEpWpLO[1EV1)
EX't'CXOYjtl,

Brxctxo xapaX1:~pL01:LX6 1:WV OaTIEOWV opus sectile TIOU ou­
vav"t'wv-ro:.L coco -cov 100 <XL. xat E1tE:I:i:CX, g[vcu Yj npo'd(1.YjaYj o-ro
YEW[1E1:pLX6 BElla1:oMyw, xupiwe; O1:a 1l01:(~a 1:WV XUXAWV, TIOV
IlTIopd vee OUVOEOV1:a< [1E aAAa ox'lj[1a1:a 'lj IlE'taSu 1:0Ue; aAu­
atow1:a, 01)[1wupywV1:ae; TIOLX(AOUe; ouvouaoIlOUe;12. LlEv AdTIOUV
61lwe; xa< 1:a OaTIEOa, TIOU XOOIlOUV1:a<, [1s1:a!;u aAAwv, xa< [1E

1;wtxa BE[1a1:a". To OLaxooll1)'ttx6 aTI01:EAW[1a ETIL'tuyxaVE1:a<

o !JW1:IjTpWS A. AtaKOO; eivax

iJp. apXatoA6yo,; Kat €pyd(aat

U7YJ iw<at1j Erpopia Bv(avrtvwv

APXaWnl1;WV T1JS eWUaAOv(K1]s.
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d,s [.lE '1) excpex(pw1) ,exlVlwV exnu EVlex(O xO[.l[.lom [.lexP[.lO<pou
xm '1)V nldlP(01) ,wv EVO,o<[.lWWV XEVWV ,OU<; [.lE [.l'xpO< 'E[.lO<X'ex
nOAUxPW[.lWV [.lexWexPOOE,WO<'WV (EVOETLXi) [.lOpcpi) d,s [.lE '1)V
C<1twOdex<; ,0noOE'1)01) ,mv,wv xm [.lexP[.lexPOOET1)[.lO<'WV no<vw OE
UTeUO'pW[.lex coto xovlex[.l<x (TeexpexOSTLxi) [.lOpcpi)". ~1)[.lElWVE,exl,

UTL O'1)V hexAiex ,ex Oo<TeEOex exu,ou -rou s(oou<; yvwp,oexv [.lEyO<A1)
a:XfJ.~ xat e[v<xt yvwa-rci we; cosmati, ovou« nov ocpeo..E't'lXL O't"!lV

yvwo,i) mxoYEvEw 'wv 1,exAwv [.lexP[.lexpO<owv TeOU oouAst/Jexv -cov
120 m. oe [.lv1)[.ldex '1)<; PW[.l1)<; xm '1)<; TeSpwxi)<; '1)<;".

18w,(,spex 8,excpw,wTLXE<; Eivex, ot [.lexpTUpis<; -rtov ypexTe,WV
f1TJ1.J.~'PLO' A. A,aKo, Te1)Ywv Ylex ,ex 00<TeE8ex '1)<; Tesp,u80u exnu -cov 80 EW<; ,ex [.lEoex

,ou 100u m., y,ex '1)v orrolo; ,ex 8lexowOEv,ex Teexpexody[.lex,ex d­
vm A(Yex, svw mo onopexolxE<; dvm or [.lexp'up(s<; y,ex TL<; 8,ex­
XOO[.li)OE'<; oexnEowv O,OU<; STeU[.lEVOU<; mwvE<; (110<;-140<;)16. Ot
TeA1)pocpopis<;..\Xu,E<; OU[.lTeA1)pWVOUV '1)v E'XUVex rrou o(vouv ,ex
iOlex ,ex OWi;U[.lEVex oo<Tesoex OE expxE'E<; TeEpWXE<; Enu<; xm EX,U<;
'1)<; exu,oxpex,oplex<;, TeOU XPovoAoyouv,ex, exTeU -rov 100 m. xm
ETeSLTex. ~,ex o1)[.lexVTLXU'EPex Teexpex8s(y[.lex,ex TeEPlAex[.l~O<vov,m ro;

Oo<TeEOex ,00 vexou '1)<; Desiatynna 0,0 K(E~O (TeEPLTeOU 996)17,
,OU xexOoAlxou '1)<; [.lOvi)<; Elxomcpo(vwoex<; 0,0 IIexyyexio (yupw
0,0 1000)18, '1)<; Ay(ex<; ~ocp(ex<; N(xmex<; ([.lETO< ,0 1000)19, T1)<;
IIexvexylex<; o,Ov'OOW Aouxo; <l>wxeoex<; ([.lE'O< ,0 1033)20, -cou xce­
OOAlxou '1)<; NEex<; Movi)<; Xtou 0043-1056)21, roo Ayiou 1wo<vv1)
IIpoopu[.lOU T1)<; [.lovi)<; ~,ouoiou ([.lS'O< ,0 1059)", '1)<; KO([.l1)o1)<;
'1)<; 8so,uxou 0'1) N(xmex (110<; exl.)23, 'au vexou T1)<; Veljusa o'1)v
II.r.LI.M. (080)"', ,ou VUTWU vexou '1), [.lovi)<; IIexvmxpo<,opo<;
o'1)v Kwvo,exv,WOUTeOA1) (TepW,O [.lwu 120u m.)2', -roo ,p(xoYXou
vexou 0,0 Koxxivo Nepo KlOOO<~OU (osu,spo [.lWU 120u m.)26,
-coo TexSlO<PX1) MWexPlO<<; Avopou (158)27, -coo vexou '1)<; Zwo06­
xou II1)yi)<; 0,0 ~ex[.lO<Pl Mwo1)viex<; (13o, m.)'8 x.O<. Llo<Tesoex ,wv
[.lwo~ui;exvTLVWVXpuvwv ouvexnwv,m ETe(01), 0,0 xexOoAlxu '1)<;
[.lovi), Ootou MEAE,(ou crtov K'Ompwvex, O'1)V IIEp(~As=o -rcov
IIoAmxwv Eu~mex" 0,0 xexOoA'xu '1), AEXo~ex<;, aT1) BAexXEpvex
Ap,ex<;, 0T1) [.lovi) ~exY[.lex,O<, O'1)V IIexvexy(ex '1), Kp(vc<<; 0'1) Xto,
0,0 xexOoA'xu '1), [.lovi), Monte Cassino x.ex."

Tov nexpexno<vw EVOElXTLXU xex,O<Aoyo oU[.lnA1)pwvE' 1) o[.lo<oex
rcov [.lexP[.lexpoOE'1)[.lEVWV oexnEowv ,wv [.lwo~ui;exv"vwvXpuvwv
rrou owi;ov,m OE exPXE'OU<; exywpEmx06, vex06<;: crto: xexOoA'xo<
rcov [.lovwv Bex,onEo(ou (,.01.1) 100u - expXE, 110u m.)3°, Mevt­
0'1), Aexupex<; (1020-1060)31, XEAexvoexp(ou (110<; exl,)32, 2EVOCPW­
vms (11o, m.)33, KexpexXO<MOU (11o, m.)3', 1~i)pwv ([.lEoex 110u
«t.), rroo [.lex, exnexaxoAd EOW", 0,0 xUp'c<xu '1), ~ex,OTeEOlVi),

oxi)T1), ,ou Ay(ou Ll1)[.l1),piou (11o, m.)36 xex' crrov vexu rou nex­
pexOexAO<oowu ouyxP0-rl][.lex,o<; ,ou Ayiou BexmAdou 0T1) [.lovi)
XSAexvoexplou37 (110<; «i.). EmnAEov, '[.li)[.lex,ex [.lexP[.lc<poOET1)[.lE­
vou oexnEoou -coo ,EAou<; ,ou 100u i) ,wv exPXwv ,ou 110u ex,.
EnOneo'1)xexv 0'1) [.lovi) Ayeou IIexuAou xm mOc<vw, npoEPxonm
exnu ,0 oo<nEoo ,ou npw,ou xexOoA,x06 '1), [.lOVi)<;38. Tc< oo<ns­
oa 'tu)V 1tSpwao't'Epwv exywpet-rtxwv vawv EKtEAOuvro:t I-LE 't"Yjv
TeexpexOETLXi) [.lOpcpi) 'ou opus seetile, EVW 1) svOSTLxi) [.lOpcpi) '1)<;
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1:EXVL)(ljs OLanW1:OlVS1:aL 01:0 oLaow8EV 1:[.lljIW 1:0U OOmEOOU 1:'1S

[.lOVljs Ay(ou IIauAou39• 0 OLa)(OO[.lOs 1:0US ouv(01:a1:aL OE YEVL)(ES

ypa[.l[.lEs 01:'1 ouv8w'1 yEW[.lS1:pL)(OlV [.101:(~WV, rtou ~ao(i;E1:aL 01:a
oxlj[.la1:a 1:0U op80ywv(ou )(m 1:0U )(U)(AOU )(m EXSL SU01:0xa xa­
pa)(1:'1pw1:d «rro 1:0V )(a8'1Y'11:lj MUAwva ws «)(Aam)(lj», OS aV1:L­

oLao1:oAlj [.lE 1:'1V )(O[.lvljvELa OLa)(OO[.l'11:L)(01:'11:a 1:WV OanEOWV 1:0U

120u m. [.lE xapa)(1:'1PL01:L)(O napaoELy[.la aU1:0 1:0U vortou vaou

1:'1S [.lOvljs Ilrxvroxpceropoc 01:'1V Kwvo1:av1:LvounoA'1".

EmXSLpOlV1:as Emypa[.l[.la1:L)(a [.lLa 0)(Laypacp'10'1 1:'1S ESEAL­

S'1S 1:WV [.lOPCPwv )(m 1:0U OLa)(OO[.lOU 1:WV aylOpSm)(OlV OanE­

OWV 01:0US [.lS1:a~USaVnvous XPOVOUS, [.lS OEOO[.lEV'1 1:'1V EAAmlj

aV1:mpooOlnw0'1 napaOSLY[.la1:WV oAwv 1:WV nspLOOWV, avacpE­

pOU[.lE 1:0 oanEOO 1:0U )(a80ALxou 1:'1S [.lovljs L1:aUpOVL)(lj1:a, rtoo

npEnEL va )(a1:ao)(wao1:Y)xs [.lE1:aSU 1:WV E1:OlV 1540-1545 01:0
nAa(mo 1:WV aVa)(aLVW1:L)(OlV EpyamOlv 1:0U IIa1:pLapx'1 IEps[.l(a

A'''. L1:0 )(EV1:PL)(O 1:0U 1:[.llj[.la OL E)(~a8uvOsLS rroo o'1[.llOupyouv

01:'1 [.lap[.lapLV'1 smcpavsLa anM YSW[.lE1:PL)(O OLa)(OO[.lO (nAa1:us

OX'1[.la1:0nOL'1[.lEVOS pooa)(as 01:0 XEV1:PO, EvaAAaooo[.lSVSS sOlvES

a)(1:LVW1:OlV )(m 1:S1:paywvwv [.101:(~WV, SOlV'1 1:pLyWVL)(OlV )(00[.l'1­

[.l(X1:WV )(.ct.), yE[.l[SOUV [.lS [.lap[.lap08s1:lj[.la1:a lj [.lOM~L. 0 OLa)(O­

O[.loS aU1:0S, wAa[.lLxljs E[.lnVEUOSWS, EyypacpE1:m 01:0 )(A[[.la 1:'1S

xaAAL1:ExvLxljs O'1[.llOupy[as 1:'1S nEpLOOOU, [.lE napO[.lOLa 8E[.la1:a

OE aMss [.lOpcpES 1:EXV'1S, onws 01:'1 [.lap[.lapoyAun1:L)(lj" xm 01:'1v
SUAoyAun1:L)(lj".

IIpoxwpOlv1:as 01:0V 180 )(m 190 m. '1 sm~(wo'11:'1S ~UsaV1:Lvljs

napaooo'1S dvaL cpavEplj 01:0 oanEoo 1:0U xa80ALxou 1:'1S [.lovljs

E'1Pono1:a[.lou (1762-1763), orroo '1 [.lOpcplj )(aL '1 ySVL)(lj oUX1:a­
S'11:WV YSW[.lE1:PL)(WV OUV8EOEWV ava)(aAoov 1:a npoavacpsp8EV1:a

~UsaV1:LVa oansoa aylOpEm)(OlV )(a80AL)(Olv (XsAavoap(ou, Bee­

1:onso(ou KaY". EV1:EAOlS OLacpopE1:L)(lj SL)(OVa mxpoumaSSL [.l[a

aM'1 O[.laoa anAOlv oanEOWV ana [.laPflapLVES nAa)(ss, xwp[S LOL­

a(1:spSS )(aAAL1:SxvL)(ES aSLOloELS, [.ls [.lOVaoLXo ouvlj8ws OLa)(OO[.lO

Evav avayAucpo oL)(EcpaAo aS1:o, 8E[.la rtou npooAa[.l~avsL omAlj

0'1[.lao(a, S8VL)(lj )(m 8P'10)(W1:L)(lj, 01:'1 ouvd0'10'1 1:0U EAA'1vL­

O[.lou O1:a ooo)(oAa XPovLa 1:'1S 1:0upxo)(pa1:(as',5. Xapa)(1:'1PW1:L­

xO: 1tapcxody[J.cx'tcx «urou -roo 'tunDu ouvav-cwv-rcxt crro 1tCXpe:xxi\Y)­
m 1:'1S IIavay[as IIop1:dt1:Looas 1:'1S [.lovljs I~ljpwv (1785)"', 01:0
naps)(xAljoL 1:0U Ay(ou AvopEa 1:'1S [.lovljs Ba1:0nEo(ou (1788)47

xm 01:0V sSwvap8'1)(a 1:0U )(a80AL)(ou 1:'1S (oLas [.lovljs (OSU1:EPO

[.lwo 180u mY".

To oanEoo 1:0U )(a80AL)(oo 1:'1S [.lovljs I~ljpwv, [.lE 1:a 8uxrpopo:
AO:{1npa "m nav8O:V{1O:0TO: {1ap{1O:po:, onws avacpEpsL 0 Iwavv'1S

Ko[.lv'1voS", dvm Eva ana 1:a )(aM1:spa OLa1:'1p'1[.lEVa )(aL mo

aSLoAoya [.lap[.lap08S1:'1[.lEva aylOpsm)(a oansoa, )(a1:ao)(wa­
O[.lEVO [.lE 1:'1V 1:SXVL)(lj opus sectile 01:'1v napa8En)(lj 1:0U [.lOpcplj,

07tWS aAAwo1:E xaL 1:a 7tEPLOOO1:Spa oa7tsoa 01:0 AylOv 'OpOS.

LWsS1:m 01:0V )(Up[WS vceo, 01:'1 AL1:lj )(m 01:0 7tapE)()(Aljm 1:0U

Ay[ou NL)(OAaou50 .

A1tO'tEAEL-rCXL cx1t6 E1tL{.LEpOUC; aUV6E't'LXES Evo"trrCEs <X1tOAU"CCX

To f3v[avnvd
;.tap;.tapo{Jer'l;.tf.vo oa7rEOO

ro» Ka{JoAtK01) T'1S ;.tovfJs
If3fJpwv Ay(ov'Opovs
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evaPllovLolleves ae Ilia evw:ia 1l0pcplj. H OLW(Qoll"YJ,Lxlj ,ou (JI)V­
8w"YJ xa80pa;e,m oe lleyaAo l3a81l0 a7to ,0 oxljlla 'ou xwpou
x(X~ cx7t6 't'Yj Stay! 1:WV O~XOOD[1tXWV o'TOLxeiwv TOO vaou 51. H XE­

npLxlj eVO-r1J1:a 'au oa7teoou 'au xupiwS vooo, 7tOU opise-r<Xl a7tO
,0uS ,eooepLS xiovsc, elV<Xl au-rlj 7tOU eV,U7tWOLaseL wS 7tpOS ''IV
7tUxvo''1,a ''IS ouv8e<Tl]S X<Xl 1:1Jv 7tOAUXPwllia ''IS' T"YJ ouv8w"YJ
a7tap,isouv, xa,a ''1 ouvlj8wx '"YJS e7t0X>1<;", l3aoLxa yewlle,pL­
xa oxljlla,a (XUXAOS, ,e,paywvo, op80ywvw) oe ouvouaollo Ile
ow,epeuov,a 1l0,il3a (ao,epoeLolj, 7tUpOO,pOI3LAOL x.a.), oe ap­
1l0VLXOUS X<Xl WOPP07tOUS ouvouaolloUs. H l3aoLxlj apxlj 1:1JS ou-

I1rJfLi}rpw, A. A,aKo, vio,a,m o''1v 1tA<Xloiwo"YJ ,au xsvrptxou 0{1CPO<A(OV53 a7tO ,pELS
swveS: aM'IAOoull1tAeXOlleva xuxALxa OLaxwpa (7tpw,"YJ swv'l),
a7tAlj ,mvia a7tO op80ywvLa 'Illjlla,a llapllapOu (oeu,ep"YJ swv"YJ)
X<Xl evaMaooOlleva xuxALxa, op80ywvLa xm ,e,paywva OLaxw­
prx 7tOU oUIl7tt,exonm lle,a1;u ,0us (,pi,"YJ sWv"YJ). Xapax'"YJPL01:L­
xlj elV<Xl "YJ XPWlla1:Lxlj aV1:L7tapaBeo'l 7tOU O"YJllwupyei,aL Ile ''IV
XUpLaPXia '"COU XOXXLVOU llapllapOU oro lleyaAu,epo '"Cllljlla 1:1JS
ouv8w"YJS X<Xl '"COU AWXOU a,"YJv e1;w,epLxlj SWV'l.

KENTPIKO OMlllAAIQ - "POTH znNH

To xevrpo '"YJS auvBeOY)s xa'"CaAalll3aveL XUXALXO 0ll'paAW a1to
XOXXLVO llapllapO, mBavws Tmvapou, 7tOU 7tepLl3aMe,m a7to
XaAXLVO oax,uAw Ile 1:1Jv eyxapax'"C"YJ IlEyaAoypalllla,'1 emypacplj
Ern ETEPEQEA TOTE STYAOY£ AYTHl: . KA1 ElE TON AlONA or EAAEY0H­

I:ETAI rEQPrIOE MONAXOS . 0 IBHP KAI KTHTnpS4, "11 orro!o; avnyp6:­
cpeL cppaaeLs tjJaAllwv". Tov xaAxLvo oax'"CuAw 7tepLl3aMeL '"C<Xlvia
Aeuxou llapllapOu Ile yxpises cpAel3waeLS xm '"Cmvia Ile Ilaplla­
poBe''1llevo xooll"YJlla a7to ouvexollevous XUXAOUS 7tOU OX'llla,i­
sonm a7to ,eaaepa alluyoaMOX"YJlla ,ellaXLa XOXXLVOU lj 1tpa­
orvou Ilapllapou X<Xl 01taVLo'"Cepa wXPOXi'"CPLVOU. :E,o xevrpo '"Cwv
xuxAWV 'to1t'o8e'teb;tXt '"tE1:PO:Ywvo -rE:[1O:XLO X6XXLVOU ~ np6:atvou
Ilapllapou. To; '"Ceoaepa IlLx'"Coypalllla '"Cpiywva 7tOU O'lllwuPYou­
vror IlE'"Ca1;u rcov alluyoaAOOX'lIlWV o,OLXelWV xm -rou xevrptxou
,e,paywvou yellisouv Ile ,ellaxw AWXOU lj wXPOXi,PLVOU Ilap­
Ilapou. To; lle,a1;u 'wv xuXAwv IlLx,oypalllla ,piywva yellisouv
Ile eva xevrpixo '"CpLyWVLXO '"Cellaxw 7tpaOLVOu llapllapOu xm ,pia
,pLywvLxa AWxou Ilapllapou yupw coro amo.

To xenpLxo 0llcpaAw 7tEpLl3aMeL '"CpLllepljs '"CaLVia 7tOU 7tAe­
xe,<Xl, xa,a ,0 ouo'"YJlla '"Cwv O"YJPLXWV ,POXWV56, yupw a7to ow­
oexa xuxALxa oLaxwpa, 7tOU oLacpop07tOLOUV'"C<Xl lle,a1;u rou; wS
1tpOS -ro lleyeBos. T'Iv '"CPLIlEplj amlj ,mvia ouvBe'"Couv ouo Awpi­
oes XOXXLVOU Ilapllapou Ile aVOLX,oxpwlles cpAEl3waeLS, mBavws
XaAxioas, 7tOU 7tEPLXAEiouv Ilia aAA'I Ile llapllapoBE'"YJllevo OL­
a:x.oo!J.o.

o oLaxoallos '"C"YJS ,mvias amljs 7tapOUmasEL 7tOLXLAia ouv8e­
oecov, :Ee 0pwileva '"Cllljlla,a '"C'IS ,0 xoall'lila dvm 0IlOW Ile amo
''IS ,mvias 7tOU 1tepLl3aAAeL '"Co xevrptxo 0llcpaAw, Ile xpWlla1:Lxes
oo-rooo oLacpop01tOLljaeLS.

:Ee aMa 'llljlla'"Ca '"C'IS ,0 xooll"YJlla a7tO'tEAd ,pmAlj oeLpa
,pLyWVLXWV '"Cellaxiwv Ilapllapou 7tOLxiAWV XPWlla1:LXWv '"Covwv
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(lXvmxwu XOXXLVOU, TIpamVOU, f.llXUpOU, WXPOXi'tpLVOU). OL 1:pL­

yWVLXOL xwpm TIOU O'l)f.lLOUPYOUV'taL f.lE1:G<SU 1:0US YEf.li~OUV f.lE EVG<

XEVCpLXO f.lLXpO'tEPO 'tEf.laXLO f.lG<pf.lapOU 'tpLyWVLXOU ox'l]f.lG<1:0S
a't'l)v LOW XPWf.llX1:LX'I] TImXLALG<, EVW 1:G< f.lE'tlXSU 1:0US xEva YEf.li­

~ouv f.lE 'tpLywvLxa ETIia'l)S 1:Ef.laXLlX AWXOU [J.G<p[J.apou.
H EUxoA[r.l x.o:~ "fJ CtVEO"fj -rwv avwvu!J.wv -rEXVnwv 'tou Oa1tEOOU

VG< <<TIlXL~OUV» [J.E 1:G< OX'l][J.lX'tG<, 'tOUS Em1:pETIEL VG< TIG<pG<Masouv

1:'1) [J.opcp'l] 1:'I)S TIG<pG<TIavw auvBw'l)S, lXv'tLxG<BLa1:wvcG<S 'tG< 1:pLYW­

vLxa xoa[J.'I][J.G<1:G< [J.E 1:E'tpaywvG<. 'E1:m, aE aMo 1:[J.'I][J.G< 1:'I)S 1:aLviG<S

lXU-r'ljS, 1:0 {3G<aLXO xoa[J.'I)[J.G< G<TIO'tEAd 'tPLTIA'I] aELpa 'tE1:paywvwv

1:E[J.lXXLWV TIpamvou, XOXXLVOU XG<L WXPOXL1:pLVOU [J.G<p[J.apou, 1:0­

TIOBE1:'I)[J.EVWV xG<1:a 1:'1) oWyWVLO. Tooc EvoLa[J.wous xwpOUSYE[J.i­

~ouv 1:pLywvLxa 'tE[J.aXLG< AWXOU XaL TIpamvou [J.G<p[J.apou.

ME [J.LG< TIEpLaa6'tEpo G<VlXAU1:LX'I] OLG<xoa[J. 'I)'tLx'Ij lXVCLA'I)<J.>'I), 1:0­

1tOBE"t'OUVL'CU EV aE~p6: xa~ xa"t'a "tYj OW::YWVLO 't'E'tp6:.ywva 't'E/-LG'XUX

[J.G<p[J.apou TIpamVOU XaL XOXXLVOU. OL EvoLa[J.Eam xwpm YE[J.L­

~OUV [J.E EVlX XEV'tpLXO 'tE'tpaywvo 'I] 'tpLyWVLXO 1:E[J.aXLO TIpamVOU

'I] XOXXLVOU [J.lXp[J.apou TIOU TIEpL{3aAAE1:G<L lXTIO 1:pLywvLxa 1:Ef.laXLlX

AWXOU [J.G<pf.lapou.

2:E aM'I) TIEPLOX'Ij 1:'I)S [J.lXP[J.lXpoBE1:'I)[J.EV'I)S 1:aLVilXS 'to {3G<aLXO

xOa[J.'I)[J.lX auvLa'tG<1:G<L a1:'I)v EVlXAAlXY'lj opBOywVLwv XG<L 'tE'tpayw­

VWV O""XWpWV. TG< EVG<MG<aaO[J.EVlX OLaxwpG< G<TI01:EAOUVCG<L d'tE

lXTIO EVG< XEV'tpLXO 1:E1:paywvo1:E[J.axLO TIpaaLVOU 'Ij XOXXLVOU [J.lXp­

[J.apou, 1:0TIOBE1:'I)[J.EVO xlX'ta 't'l) oLlXyWVLO, TIOU TIEpL{3aME1:G<L G<TIO

1:pLywvLxa 1:E[J.aXLlX XUpLWS AWXou XaL aTIG<VLO'tEPlX WXPOXL'tpLVOU

[J.G<p[J.apou, d1:E lXTIO 'tEaaEpG< auvlXp[J.oa[J.EVG< 1:pLywvLxa 1:Ef.laXLlX

AWXOU, [J.lXUpOU, XOXXLVOU XG<L TIpamVOU [J.G<p[J.apou.

KlX1:a EVG<V mo auvBE'to 'tPOTIO, 1:pLTIA'Ij aELpa PO[J.{30OX'l)[J.WV

1:E[J.lXXiwv TIpaaLVOU 'I] XOXXLVOU [J.lXp[J.apou G<TIO'tEAOUV 1:0 XUPLO

OLG<xoa[J.'I)'tLXO a1:OLxEio. OL EvOLa[J.Eam PO[J.{30OX'l)[J.OL XWPOL TIOU

O'l)[J.LOUPYOUVCaL, YE[J.i~ouv o-ro WW1:EpLXO [J.E auo PO[J.{3ooxwlX
XG<L ouo 'tpLywvLxa 1:E[J.aXLlX WXPOXi1:pLVOU 'I] AEUXOU [J.G<p[J.apou,

TIOU TIEpLXAELOUV [J.LXp01:EPlX 'tpLywvLxa 1:E[J.aXLlX f.llXUpOU [J.G<p[J.a­

pou O'l)[J.LOUpyWV1:lXS XPW[J.G<1:LX'I] lXv'tLTIG<paBw'l). 2:1:LS ESW'tEpLXES

TIAWpES 1:'I)S 1:G<LVLG<S, 'touS EvoLa[J.wous XwpOUS [J.E1:G<SU 1:WV pO[J.­

{30OX'l)[J.WV Xoaf.l'l)[J.a1:Wv YE[J.i~ouv G<TIAOUa1:EpES auvBEaELS G<TIO

EVlX 'tpLyWVLXO 'tE[J.axLO [J.lXUpOU f.llXp[J.apOU a1:0 XEV1:pO TIOU TIEpL­

{3aAAE1:lXL lXTIO 'tpLywvLxa 1:E[J.aXLG< AWXOU [J.lXp[J.apou.

TlX xuxALxa OLaxwplX TIOU TIAaLmWVOUv 1:0 XEVCpLXO O[J.cpaALO

XG<L yupw lXTIO 1:G< OTIoiG< TIAtXE1:G<L 'I)1:pL[J.EP'l]s 'tlXLVLlX, YE[J.L~OUV [J.E

oiaxous lXTIO TIpamVO [J.ap[J.G<po, mBG<vws AG<pia'l)S XaL XOXXLVO,

mBG<vws TaLvapou.

OL [J.lXp[J.apLVOL oLaxm TIEpLXAdoVClXL lXTIO 1:aLViES [J.E [J.G<p[J.lX­

POBE't'l)[J.EVO oLaxoa[J.O, 'I) OLlXTIpG<Y[J.a1:wa'l) 1:0U OTIOLOU, XG<pG<X1:'I)­

pi~E1:lXL oe yEVLXES ypG<[J.[J.ES G<TIO 1:'I)v LOLG< G<V'tiA'I)4>'I) [J.E G<u-r'Ij 1:0U

o""xoa[J.ou 't'l)S 1:aLviG<S TIOU TIAEXE'taL YUPW G<TIO G<U1:0US. 'Erot,
auvav-rwv-ccu -rptyWVLXO: ~ 't'E't'p6:.yWVO: 'tE(J.cXXLC< 1tpcXOLVOU Yj XDXXL­

VOU [J.G<p[J.apou 'tOTIOBE1:'I)[J.EVG< EV aELpa, 1:0US EvOLa[J.WOUS 1:pLYW­

VLXOUS XwpOUS 1:WV OTIOLWV YE[J.L~OUV 1:pLywvLxa 'tE[J.aXLlX [J.G<p[J.a­

pou xupiwS AWXOU, G<AAa XlXL [J.lX6pou, TIpaaLVOU 'Ij XOXXLVOU.

To fJv(avnvo
flapflapoOerfJflEVO Odnd,o
'tov KaOo1tu<ov 1:fJS flovi]s
IfJi]pwv Ayiov'Opovs
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ML<X fl.0pcp"lj <XTCAOO fI.<xpfl.<xp06e'Ylf'EVOU 0,<xx6afl.0u a"s ,m­
VLes yopw <XTC6 ..roue XUXA'XOOS OLaXOUS auvw,6r. YJ 1:0TC06E1:YJaYJ
oe 1;WVES 1:p'ywv,xwv 1:efl.<XX(wv fI.<Xpfl.6r.pou 0'<Xcp6pwv XPWfl.6r.'wv
(wXPoxC1:P'VOU, AEUXOO, fI.<X0POU, TCp6r.mvou, xoxxrvoo), 0, evo,6r...

fl.wm 1:P'YWV'XOL xwpm TCOU 0YJfl.Wupyoov-rm, YEfl.C1;ouV oe opt­
afl.EVes TCepm1:Wae,s fl.e EV<X xevrprxo 1:p,ywv,x6 1:efl.6r.xw, auv"lj6ws
7tpa<1wou xcu. anexvt6'ts(Ja f.LcxupOO Yj xoxxrvoo !.J.C<(Jl-l<:Xpou, TIOU
TCep'XAdE1:m <XTC6 1:pL<X 1:p'Ywv,x6r. ,efl.6r.x,<x AEUXOO fI.<Xpfl.6r.pOU. I:e
emowp6W1:'XES eTCefl.f36r.ae,s m6<Xvws ocpdAe1:m YJ TCA"ljpwaYJ opt..
O{lEVWV 0i1l.lSLWV -rWV EVOLcXflEOWV exu-rwv XwpWV !J.E 'tpl.ywvl.xa

LJ~f.1ij,pw, A. AtaKo, 1:efl.6r.x,<x fI.<Xpfl.6r.pou fl.ey<xA01:epOU fl.eyE60uS·
0, 1:Eaaep,s fI.'Xp6'Epm XUXA'XOC OLaxm TCep,f36r.AAOV1:m <XTC6

<xa1:epoe,o"lj xoou"ljfl.<X1:<X TCOU O'<Xfl.0pcpwvov-rm <XTC6 TCUP<XfI.,OW1:6r.
o'<X1:e1:<XYfl.EVES 1;wves 1:p'ywv,xwv 1:efl.<XXLWV fI.<XPfl.6r.pou, TCp6r.at­
YOU, xoxxrvouxoa AEUXOO XpWfl.<X1:0S, 1:oTC06e1:YJfl.EVWV ev<XAA6r.S. 0,
1:P'YWV'xo( Xwpo, yopw <XTC6 1:<X <xa1:epoe,o"lj yefl.C1;ouv fl.e 1:ptyw­
v,,,6r. eTCLaYJS 1:efl.6r.Xt<x fI.<XPfl.6r.pou, owcpope1:'XOO 6f1.wS XpwfI.<X1:0S,
TCp6r.mvou xm WXPOx(,p,VOU, wa,e vrx oYJfl.wupyd1:m <Xv,LewYJ.

X<xp<xx1:~'p,a"x6 as 000 "UXA,X6r. o,6r.Xwp<X dv<X, 1:0 x6afl.YJfI.<X
<XTC6 eWE<X AwpLoes 1:e6A<xafl.EVWV yp<Xfl.fl.Wv, x<X1:<xaxeu<xafl.EVes
<XTC6 1:efl.6r.x,<x TCp6r.atvOU, xoxxrvoo, WXPOXL1:P'VOU "m AEU"OO fI.<Xp­
fl.6r.pou, ox"ljfl.<X1:0S TCA6r.yWU TC<xp<xAAYJAOYP6r.fl.fl.0U.

0, EvOt6r.fl.eam XWPOt fl.E1:<XSO 1:WV XUXA'XWV O'<XXwpWV TCOU
TCAmmwvouv 1:0 xevrprxo 0fl.cp6r.AW yefl.Li;;ouv eTCLaYJS fl.e fI.<Xpfl.<Xpo­
6E1:YJfl.EVO o,6r.xoafl.0. K<x' eow eTC<xV<xA<Xfl.f36r.vov-rm 0PWfl.EV<X f3<xm­
,,6r. fl.O,Lf3<x, 6TCWS ot sv ae,p6r. 1:oTC06E1:YJfl.EVm XOXAO' <XTC6 <Xfl.UYo<x­
MOXYJfI.<X 1:efl.6r.x'<x fI.<XPfl.6r.pou, TCOU TCep'XAdouv EV<X 1:E,P6r.ywvo
1:efl.6r.xw a1:O xsvrpo "m 1:Eaaep<X fI.,x,6yp<Xfl.fI.<X 1:pCywv<X yopw
<XTC6 «uro "lj 1:<X 1:OTC06e1:YJfl.Ev<x ev ae,p6r. 1:p'ywv,x6r. 1:efl.6r.x'<x fI.<Xp­
fl.6r.pou oe o,6r.cpoPOUS XPWfI.<X1:'XOOS auvou<xafl.00S.

LUVlXvt'WV1"aL ETCia'll~ -ro1to6S1:'Yj!.J.EVex ev OEL(Ja xca xcrtcX T'1 O/.­
exywvw 'tE'tpeXywva f.Lo-ri~cx, nov auvLo'tcxV"tlXl. ana opeoywv~(X 'tE:­

fl.6r.X'<X fI.<XPfl.6r.pou, XU<XVOO, TCp6r.mvou xm xoxx.voo XpwfI.<X1:0S, 1:<X
orroto; 7tEpl.XAdouv 'tE'tp6:yWVa. 'tE!J.6.XW: [OI.WV xpw[J.cx'nxwv «rro­

xpwaewv, 1:oTC06E1:YJfl.EV<X eTC(aYJS )(<X1:6r. 'YJ o,<Xywvw, evw ot EVO'­
afl.wm 1:P'YWV')(OL xwpm fl.e1:<XSO 1:WV op60ywv(wv 1:efl.<XXLWV xm
1:0U 1:E1:P<XYWVOU TCOU TCept)(AeLOUV, YEfl.C1;ouV fl.e ,efl.6r.xw AEUXOO

fI.<XPfl.6r.pOU.
I:s OpWfl.Eves TCEpWXES, 1:EAOS, ,WV eVO,afl.WWV XwpWV fl.e,<XSO

1:WV )(U)(A'''WV Ot<XXwpWV TCOU TCep'f36r.AAouv 1:0 xevtptxo 0fl.cp6r.AW,
rov Ol.cXXOO!J.O auvet'tOUV 1t'OAuywvl.XcX 'tE!J.cXXI.IX xoxxivoo, wXpoxi­
-rpI.VOU xal. [.LCXUpOU f.LCXPfleXpou, nov 'to1to8s'touvtCXI. avcX 'tEoaspa.
o-ro (ow XpWfI.<X, OXYJfI.<x,L1;OV1:<Xs <XTCA6r. 1:e1:p6r.cpuAA<X )(oafl."ljfl.<X1:<X.

dEYTEPH Z.QNH

H oso1:epYJ 1;wvYJ ELvm <XTCA"lj xm <XTC01:eAEL1:<X' <XTC6 op60YWVtES
TCAaXES xoxxrvou fI.<XPfl.6r.pou fl.e <xvmx,6XPwfl.es cpAef3waE'S, m6<X­
VWS XaAxW<XS.
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TPITH ZQNH

H 1:pi1:') 1;o,v') reAaWtWO')S are01:EAd1:w area EvaMaooo[J.Eva

XUXALX6:, op80yo,VLa xw 1:E1:p6:ywva Ilc6:xwpa, rtou YE[J.t1;ouv [J.E

1:[J.~[J.a1:a [J.ap[J.apou XOXXLVOU, m8avo,s TaLvapou, rep6:acvou, m­

8avo,s AapLo')s, xw AEUXOO [J.E remxLMxpW[J.ES <pAE~OlOELS. Ta

otaxwpcx cxu-cO: OUI.11tAEXOV-CCXt xcna -co o60'ti1l.1cx 'twv 0i1ptXWV

1:POXOlV [J.E 1:PL[J.EP~ 1:wvLa, are01:EAOO[J.EV') area 000 AWp[OES AEU­

XOO [J.ap[J.6:pou [J.E YXp[1;ES <pAE~OlOELS reou reEpLXAdouv 1:WVta [J.E

[J.ap[J.ap08E1:')[J.EVO oL6:XOO[J.O, orews oU[J.~atVEL XaL 01:')V repOl1:')

1;o,v') reAWOtWO')S 1:0U XEV1:pLXOO O[J.<paAtOU.

o OL6:XOO[J.OS 1:')S 1:aLv[as au-r~s, aAA6: xaL 1:')S 1:WVtas reou

reEpL~aAAEL 1:a XUXALxa, op80yo,VLa XW 1:E1:p6:ywva oL6:xwpa, xa­

paX1:')pt1;E1:aL area 1:LS tOLES apXES ws 1tpOS 1:')V opy6:VWO') 1:')S

00v88O'YJS xw 1:') [J.opcp~ 1:WV xoo[J.')[J.a1:wv. ~uvav1:o,v1:w xa1:6:

xopw Myo o[J.ma 8E[J.a1:a [J.E aU1:a 1:0U oLaxoo[J.ou 1:')S repOl1:')S

1;o,v')s 1tAaWtWo')s 1:0U XEV1:pLXOO o[J.cpaAtOU (a01:EpOELO~, OUVE­

X0I.1EVOt xuxAOt, -rptywva xat -cE'tpaywva EV OEtpO: x.a.), EVW ot
oLa<poporem~oELS rtou Emo')[J.aLvoV1:w, repoooLvouv 1;WV1:6:VLa XaL

CX1t0llCXXpuvouv 'to OAO OUVOAO cxno 'to uovorovo. ~-ro nVEutJ-cx

«oro, ') EUp')[J.a1:LX01:')1:a 1:0U 1:EXVt1:') rep008E1:EL Eva axo[J.') 8E[J.a,

1:0V reupOO1:pO~LA057, wS reAwoLwo') OPW[J.EVWV XUXALXOlV oLaxo,­
pcov, To 8Efla o')[J.wupyd1:w [J.E 1:')v xa[J.1tuMypa[J.[J.') OLa1:aS')

1;wvo,v ouotouopqxov XPw[J.a1:LXa area 1:pLyWVLX6: 1:E[J.aXLa [J.ap[J.6:­

pou AEUXOO, XOXXLVOU xw [J.aopou XPo,[J.a1:0S.

Ta xuxALx6:, op80yOlvLa xw 1:E1:paywva oL6:xwpa YE[J.L1;ouv

1:[J.~[J.a1:a [J.ap[J.apou AEUXOO flE YXp[1;ES CPAE~OlOELS, rep6:acvou, rn­

8avo,s AapLoas xaL XOXXLVOU, m8avo,s TaLV6:pou. Emowp8OloELS

EAa~av xo,pa -6:YVW01:0 re01:E- orov oLaxoo[J.o 1:WV 1:aLVLOlV yopw

area 000 op80yOlvLa oL6:xwpa, orews OdXVEL ')1:0re08E1:')0'YJ [J.eya­

AU'tEpWV -CEtJ-CXXtWV AEUXOU, XOXXtVOU xat npamvou (lcxPl.1apOU,

Myw <p80pas 1:0U apXLxoo xoofl~[J.a1:0S, rrou W01:000 OEV oLa­

orroov 1:')v ap[J.ovta 1:')S 00v88O')S. Emowp8w1:LXES EreE[J.~6:oELS

dVaL E[J.cpavds 6:MW01:E xw OE aMES reEpWXES 1:0U oareEoou,

1tOU OLXWOAOyOOV1:aL areOAU1:a area 1:') <PUOWAOYLX~ <p80pa rroo

1tpoxaAd ') xa8')[J.EpLV~ XP~O') 1:0U xo,pOU 01:') [J.axpatwv·~ W1:0­

ptCX -cou VCWU.

H YEpa OO[J.'YJ[J.EV,) aU1:~ 00V8EO') 01:0 XEV1:pLXO 1:[J.~[J.a 1:0UoareE­

OOU 1:0U XUptWS vaoo reEpL~6:AAE1:aLarea 1tW xaAapES xaL areAOO­

O'tEpEC; OUVBtOEtC;, -COOO O'tOV XUptWC; VCXO, 000 xat o'ta unOAOt1ta

1:[J.~[J.a1:a 1:0U xa80ALxoO, rtou are01:EAOOV1:W Xup[WS area op80yOl­

VLa 1:[J.~[J.a1:a AEUXOO ~ XOXXLVOU [J.ap[J.apou, 1:a orrotcc reEpL~aA­

AOV1:aL area 1:WVtES [J.E [J.ap[J.ap08E1:')[J.EVO oL6:XOO[J.O, rtou errrxvec­

Aa[J.~avEL o[J.ma [J.o1:L~a, ws repos 1:') [J.op<p~ XW 1:') oL6:1:aS~ 1:0US,

[J.E aU1:6: 1:0U XEV1:pLXOO 1:[J.~[J.a1:0S 1:0U oareEoou. fopw area Eva

op80yo,vw OL6:XWpO [J.E reAaxES XOXXLVOU [J.ap[J.apou oovcvroi­

V1:W re.x. 1:0re08E1:')[J.Eva EV oELpa PO[J.~oax')[J.a 1:E[J.6:XLa XOXXLVOU,

wXPOXt1:PLVOU, repaaLvou xw [J.aopou [J.ap[J.6:pou, 1:a EvoLa[J.8Oa

XEV6: 1:WV orrotccv YE[J.[1;ouv [J.E [J.Lxpa 1:pLyWVLX6: 1:E[J.aXLa [J.ap[J.a­

pOU xup[WS AEUXOO, aM6: xw [J.aopou ~ XOXXLVOU. Tov oL6:XOO[J.O

1:')S [J.awap08E1:')[J.EV')S 1:aLvLas OE 6:M'YJ reEpwx~ 1:0U oareEoou

To j3v(av7:tvD
flapflapo{JerTJlJ"vo oa7CEOO

1:0V m{Joilucov 'rTJ<; flov~<;
IMpwv AyCov'Opov<;
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XW 1:a napaM']Aa aU1:ou 1:0U 1:unou OLaXOOfLOU 01:'] yAunnx1)
1:']<; iOLa<; Enox1)<;". EmnAEov, '] nAa1:La l;wv'] ana EvaMaOOOfLE­
va xuxALxa, op80ywvLa XW 1:E1:paywva OLaxwpa, rtou OUfLnAE­
xovroa !J.E.'t'(XSu 't'ou<;, auv(Xv't'cc't'cu o't'!X 30:rcE:oa 't'wv xo::BOA!.XWV
XEAavoapiou69 xw Ba1:0TIEOiou70• AAAa xw 0 TImxLMfLop<jJO<;
i'lLaxoofLo<; 1:WV fLapfLap08E1:']fLEVWV ,aLVLWV, rrou TIEpLXAELOUV 1:0
XEV,pLXO 0fL<jJaAw xaL ,a aAAa YEWfLE1:pLXa OLaxwpa, ouvaV'!:a1:aL
ofLmo<; 1) OE napaAAayE<; OE aywpEmxa oanEoa, onw<; n.x. 01:0
xa80ALxo 1:']<; Ba1:0TIEOiou7I

•

To XEV,pLXO ofL<jJaAw coto XOXXLVO fLapfLapo, ELVaL «oro rrou
npooEAxuEL 1:0 pMfLfLa 1:0U 8Ea,1), -eooo Myw 1:WV fLEyaAU1:E­
pwv oLao,aoEwv 1:0U, 000 xoa 1:']<; 1:pmA1)<; OPW8E1:']01)<; 1:0U aTIo
1:0V xaAxLvo EVEniyparjlo oax1:uAw, 1:'] l;wv'] AEUxou fLapfLapou
xw 1:']<; fLapfLap08E1:']fLEV']<; 1:wvia<;. ME 1:0V 1:pOTIO au,o o']fLa­
,0001:EL1:W '] LOLW1:EpO'']1:a 1:0U, w<; XEV,pOU 1:0U vccon, w<; I-'EOO­
vaov, oUfL<jJwva fLE 1:a XELfLEVa72, reo» avaxaAEL a1:'] fLv1)fL'] 1:0V
OwpaAOV T'f/<; T'f/<; ,WV IEpoooMfLWV 1) 1:WV E,EA<jJWv73

• H x(1)a']
1:0U XOXXLVOU fLapfLapou yw 1:']v Xa1:aOxEU1) 1:0U TIapanEfLTIEL
01:0 nop'f!VpOUV 01-''f!IXAlOV 1:WV nEpLypa<jJWV 1:0U Kwvo,av,i­
VOU IIop<jJupoyEVV']1:0V, 01:0 orcoto 01:EX01:aV ° au,oxpa,opa<; OE
0fnofLEVE<; ETIio']fLE<; 1:EAE1:ovpyiE<;". 'E1:aL 0']fLa1:00mEL1:aL '] LOL­
ai1:Ep,] AEL1:0UPYLx1) xw 1:EAE1:0vpyLx1) x(1)O'] 1:0U, rroo 1:ExfL,]pL­
WVE1:W XW ana 1:']v avarjlopa 1:0U Pocou nEpL'l'Y']1:1) AV1:wVWU
yw 1:']v Ayia :Eo<jJia Kwva1:aV'!:LvounoAEw<;: iv 'ti fly{", LO'f!{'"
nA'f/U{ov TOU Buouxotrpio» npo<; Ta OESUX, umxPXEI 1-'00pI-'apOV
ipv13pov irp' 06 -conotietoiioi 13povov. Kai ini TOUTOV U7:lf'f!OVUL
TOV aircoxparopa. IIEp,[3O:AAEL 01: TO ueoo; iXE[VO xaAxo<; "va
OVOE:{~ ouvarca va 1ra7:~ae~ in' aoio 75.

H Lowi,Ep'] aU1:1) x(1)0']1:0U 0fL<jJaAiou a1:0 XEV1:pO 1:0U vccou,
TIapaTIEfLTIEL, OTIW<; EXEL UTIOO,']pLXeEL, O,']V LOEa 1:0U VO'],OU aso­
va rtou OLanEpva TO O']fLELO aU1:o xaL EVWVEL TOV ouoovo (rooo­
1.0<;) fLE 1:'] y'] (oanEoo), avaxaAwV'!:a<; 1:0 yvwo,o OUfLPOAO 1:']<;
apXE1:umx1)<; napaooQLax1)<; eixovc«; 1:0U Axis Mundi", ME 1:0V
-rp01t'O «uro "fj av'tw'-rmXLD: oopovrou xcu Y~LVOU x60{lQU yive-rcx:r.
xa,avo'],1), EVW U1:']V xa8,]fLEpLV1) Aa1:pEUnx1) npaX1:Lx1) 1:0 iow
vO']fLa 0,]fLa1:000,EL X(XL '] 1:EAEO'] 01:0 a']fLELO au,o 1:WV MU01:']­
piwv 1:']<; ExxA']oia<; (fafL0<;, Ban1:La']), rcou OXE1:il;oV'!:(XL fLE 1:']v
xa8000 1:']<; eELa<; XapL1:0<;, o']Aao1) 1:']v xmvwvia oopevrou X(XL
y1)LVOU xoouoo".

o OUfLPOALOfLO<; 1:0U OfL<jJaAiou 1:0U ~ul;avnvou vaou nEpva
01:ou<; fLETa~ul;avnvou<; XPOVOU<; 0,0 8EfLa 1:0U oLxE<jJaAou «e­
-coo, TIOU 7tapLOTcX.VE"t(XL auxvcX, oxo: ocX1Cd5o: apXE'twv vawv, IlE
~ha.CPOPE'ttx6 wo1"600 1te(JLEXO(1EVO, au'to rtoo E1tL'to:aoEL Yj 't(XU1:L­

01) 1:0U fLE OUfL~OAO E8vLXO X(XL 8p']aXEU1:LXO, fLE 1:']v EAn(Oa 1:']<;
anEAEUeEpWO']<; 1:0U fEVOU<; xw 1:']<; avaaUOTao']<; 1:']<; XafLEV,]<;
o:U'toXpa:'topLac;iS.

H auv8EO'] 1:0V OaTIEOOU 1:']<; I~1)pwv fLE 1:']v TIUXv1) OLenaS'] 1:WV
YEWIlE1:PLXWV eElla1:WV, 1:']v TImxLAia 1:WV Ilmi~wv a1:L<; Ilaplla­
p08E1:,]IlEVE<; 1:(XLViE<; X(XL 1:']v nOAuxpwllia 1:0V, 1:0 xa,a1:aOaEL

To fJv!;avnv6
f.WPflGpOOE't'f/flEVO oamao
TOV Ka{}oilLK01) 't'f/,flOV~,
IfJ~p{J)v Ay(ov'Opov,
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01:0 mo (OW, 8V1:U7!WOLCO<0, 8SaLp81:LX~, <XL061J1:LX~, XaL 7!OL6­

1:1J1:a, aywp8L1:LXO 06"'800, 7!OU 08V [-mopd va ouyxpL6d [L8 1:a

U7!OAOL7!a w, 7!pO, 1:a xapax1:1]pwm<c, <Xlnci H 7!UXV~ X<XL 8S8­

ALY[LEV1] ouv6so~ 1:0U, ouyxpmxa [L8 1:a aAACt. aywpsmxc, oc,7!S­

oa, O1:a orroirx 1] OLa7!paY[Lc,1:suo1] 1:WV OLaXOO[L1]1:LXWV 6s[La1:wv

dv<XL a7!AOUa1:Sp1], OUV1]Yopouv 01:1] XpovoMY1]o1] 1:00 xa61]Y1J1:~

MOAWVC, yupw O1:a [LEOa 1:00 I too <XL." Em7!AEOV, [Ls OSOO[LEV1]

1:1] 01:8V'Ij OXE01] 1:0U rswpyCoo 'too Aywpd1:1] [Ls 1:1]v KWV01:aV1:L­

VOU7!OA1] X<XL 't1Jv Ct.o'toxpa1:0pLx'Ij aOA'ljao, cpa(v81:<XL 7!OAD m6av'Ij 1]

[LS1:C,XA1]01] E[L7!8LpWV 08 aVc,AOY1], XAC[Laxa, Epya 't8XVL'tWV a7!O

!J~fJ.*1:PWS A. Ata1Cos 1:1]V f30SCt.V1:LV~ 7!pW1:SUOOoa yLa 't1]V xa1:aOXSU~ 'tOO, 07!06S01] 't1]V

07!oCa SVLOXUSL 1] c,p'tLa X<XL OljJ1]A'Ij, 7!OLO'tLX'Ij, 0'tc,6[L1], spyao(a,

7!OO 7!pOaLOLC,SSL [J.OVO oe a01:0Xpa'topLXO spyao1:~pw.

To aw61]1:LXO Ct.7!o'tEAw[J.a 't1], OLaXOO[L1]'tLx'Ij, ouv6w1], 'too
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:EYNTOMOrPAlDIE:E

ABME: APXsCov Bosav'tLvwv MV1][Ldwv EMaoos

LiXAE: LisA1:CoV 't1]S XpW1:LaVLX~S APXWOAOYLX~S E1:<XLpdas

AnalBoll: Analecta Bollandiana
REG: Revue des Etudes Grecques
DOP: Dumbarton Oaks Papers
CahArch: Cahiers Archeologiques
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74. 'a.n.

75. '0.".,0, 129.

76. 'a.7t., oo. 130-131.

77. 'O.1t., o, 130.

78. Alaxo~, J1/(JavayAvrpa, oo. 105-106.

79. BA. eow, u7toa'rjtl. 58.

80. /1. ITa7taxpuaav8ou, a A8wVlXOr; f-lovaxtGf-lor;. ApXic; xca opyavwa"f/,

exo. MOpCpW'tlXOU Iopuwx'to~ E8v~x~~ Tpo:7teS1)~, A8~va 2004, a. 232. no: 'tOY

[3£0 -rou I'eop-rtou -rou Aywpd't1) [3A. eow unoO"lJ(J.. 59.
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AEEIKO

ArIOE MAPKOl:

{Kat TJ AvaTOAt101 EKKATJu{a}
'laws emo 1:0 ElEO va flou ~pBE '1 voa-raAy(a

y,a 1:0 C<71:E'PO, 1:0 a1tpOU1tOBE1:0. [ ...J
AU1:a 1:a xpov,a 1tapaxoAouB'1aa oAES

'COS Bp'1aXELES, aAAa 1tWS fl1t0PEL Evas
~EVE1:maVOS v« fl'1v 1taB,al;E1:E 1tavw a1t'

oAa flE 1:'1V AVa1:0A'X~ ExxA'1a(a, EXOV1:as
a1:'1v 7tOA'11:0U fl(a ExxA'1a(a onv 1:0V
'Ayw Mrxpxo. ~1:0V 'ABw '1 Efl7tE,p(a ELVW

ESWPE'COX~ XW 0 o'aAoy,aflos ,~OEWO'1S.

rtIASSIMO CACCIARI, auvev-rEu~Yj a"!"fl Stefania

Rossini.

A"ialO

{TJ a&a{pE1:T] rcapdi5oaT] TOV xoouo» I
Orrxv floU aVE1:EB'1 0 IIa,o,xos K~7toS 1:'1S

""AoBE'1S 1tPE7tE' v« 7tW 7tWS 0 vous
7tAaV'01:av oe AOY'1S axE</J'1S. [...J Mou
Cjlwvo1:av '1 aPX'1:EX1:0V'X~ 7tapaooa'1
waav aVaVL'Lp(.>rrrex xcu f3o:mxa e:vLcxLa
1tap' OAES 1:'S EmflEpOUS O,aCjlopEs. [...J
Eosovoooo; 1:0 flEyaAo XW Aafl7tpO ~'~Ato

1:WV Perrot xa, Chipier aTIJv ~'~AwB~x'1

'tOU llOAU-rEXVSLOU XCU ot<XnLo-rwva aUnl

'tYjv OllOLOt'Yj-ro:: 'tWV 7tcXV'tWV Etc; 'twv

YEv'X01:a1:o xapax1:~pa, 1:'~v flmpa(a
OflOLoTIJ1:a aTIJv YEV'X~ Xa1:aaXEU~ ~1:av,

Atw, 7tap' OAES 1:'S EmflEpOUS o,aCjlopES
Ev,a(a a1:'S XpUCjl'ES «aPXES» oAwv.
'ECjl1:aaa E1:m va [3AE7tW TIJv 7tayxoafl,a
7tCX(JcXOOOYj waav XcX1:L EVtaLO, rtou
U1taXOUE' a1:LS «ritOLES» aPXES (OL aPXES
1:'1S 7tapaOoa'1S ELVW a'loLES, 0' flOpCjlES
7tapaMaaaouv). [ ...j

B xuplc'PX'1 flEaa floU ataB'1a'1 ~1:av vo:
avaxBw ELS 1:'1v fl(a xw aow(pETfj
7tapaooa'/]1:0U xoouou, Etxa 7tPW'fla
OL(OEL 1:'1v 7tayxoafl,a EVOTIJ1:a 1:'/]S, 1:'/]v
fl(a xaL aOLatpE1:'1 a' 01.0 1:0V 7tAaV~TIJ.

'BBEAa v' avaxBw a' au~v, E'S 1:0V
poov 1:'1S, va 1:'/]v ava7tAEuaw, 01tWS '/]
7tEa1:pOCjla. 0, EmflEpOUS OLaCjlopES OEV
ELvw ~E[3wa aflEA'/]1:EES, aAAa xa1:w

a7to aU1:ES o,axp(VE'S fl(av Loxuouaa
BEflEALWO'/]. [...j Avaflwa a7t' 1:'/]v

"'puy(a xaL 1:'/]v IIspa(a, 1:'/]v Kapta,
avaflwa a1:'/]v Ktvo; xw TIJv Ivo(a
savo(ysLS1:'1v AavBavouaa EV01:'/]1:a
07tWS XW 1:'/]v AavBavouaa OLacpopa.
Avaflwa Ava1:oA~SXW Ma'1S, Boppn
xw MEa'/]fl[3p(as OLaxp(vELS 1:'/]v OLacpopa
XW 1:'/]v fluB,x~ 1:aU1:01:'/]1:a. AU1:o 1:0 ritow
~1:av 1:0 BEflEALaxo. OL OLacpopES ELva'
E7tOUOLWOE'S, '/] ~aB,a XW EaW1:EP'X~

"['<Xu"t'o'tYj't(X 'to OUOLWOEC;.

LlHMHTPH:E llIKIONHI:, ceeo "tL<; I:lJ{lE~WaEtc; yw.:

-rov EVCXpXnlPW A6yo -rou G"tJlv Axa0J'l[J.lex.,
rcou -reALxo: OEV 1tpcxY!J.cn:01tmrjOYjxE. L"t'O .d.
JI""c:,VT]r;, JIlXlolxor; K/j"or; @IA08iT]r; 1961­

1964, Emfl. Ayv~ Ihx,",v'/], Ex06aEtS A.

M"aa;:as - N. Ill-taaas, Ae~va 1994.

AllEIPO

{1:0 KEVO rcov <pOJ1:a;Et TJ aK1:{va)

To aUfl7taV OEV ElvaL 1tEpWpLaflEvo oe
xcqJ.La -cou xa'tEu6uvoYj. rUX'tL o» YJ'ClXV,

Ba '7tPE1tE Va EXEL xa7tow axpo. 'OflWS 1:0
[3AE7tOUflE 7tWS EVa 7tpaYfla OEV fl7tOPEL
:x:anDu vo: 'tEAELWVEL, exv OEV U7tapXEL xa-n
7tEpa a7t' <Xl"'0 7tOU va 1:0 7tEpwp£l;EL, E1:m
'TWU v« cpcdvE'ta~ 7t'CJ)c; U7t'aPXE~ Xa1tOLO

a'/]fldo 7tOU '/] opa~ flas OEV fl7topd v«
SE7tEpaaEL. KL acpou Ba 1tpE7tEL vee 1:'

ofloAoy~aouflE 1tWS 7tEpa a7tO 1:0 'OAOV
1:(1to1:a OSV U7taPXE', 1:0 'OAOV OEV EXE'
axpo, apa OEV EXEL 1:Epfla. Km OEV EXEL
a'/]flaa£a oe 7tOLa 1tEPLOX~ 1:0U aUfl7taV1:0S
Ba a1:aBds· os 7tOLO a'/]flELO xm v«
~pLaxE-ro::~ xavdc;, 'to Ol)(l1taV Ex'tdvE'ta~

ss(aou a7tELpO 7tPOS xaBE xa1:EuBuva'1 [ ...j
KL axofla, o» OAO 1:0 OLaa1:'/]fla 1:0U

aU[J.1Cav'toc; dvo::~ xAELO[J.evo ooto 1t<Xv'tou

flEaa oc xaBopwflEva opLa XL ~1:av

7tE7tEpaaflEVO, OAo 1:0 a1tOBEfla TIJS
UA'1S a1tO 7taV1:0U Ba dXE auppEuaE'
a1:a 1:p£a[3aBa Esm1:(as 1:0U [3apous 1:WV
O"'tEpEWV, XC{L 'tL7t'O'tE OE Sa '-ray ouva't6

va aUfl~d x'x'cw a7tO 1:0V OUPcXVLO BoAc·
OU1:E xev oopavos OEV Ba U1t~PXE fl~1:E

CjlwS 1:0U ~ALOu, ()(fpOU oAOxA'/]P,/] '1 uA'/],
~0'1 m( aLwvES a1:m[3aYflEv'/], Ba ~1:av
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!-LtC< c<opc<V~S Ilcd;c<. "07l:WS EXOUV 1:C<
7l:paYIlC<1:C< 0IlWS, 1:C< c<Px,xa a1:OlXELC< 1:WV
aWlla1:WV OEV EXOUV '1aUXLc<, WpOU OEV
U1t6:PX8~ XaVEVa <ctp[a~CXeO» 7tou6evtX,
07l:0U Bc< ll7l:opouac<v vC< auyxEv1:pwBouv
X(XL vo: !J.dvouv. To; 7teXv't"a ~pLaxoV'rcu

aUVEXWS oe D:ewxYj XLVYjOl11CCXV-rOU a'
OAC< 1:C< IlEP'1, XC<l 1:C< aWIlC<1:LIl,c< OEV
1tC<UOUV VC< Ecpoo,asouv U7l:0yELWS 1:'1V UA'1,

E~OPIl';'nc<s ilEac< C<1tO 1:0 a7l:E'po.
Mou 'PXE1:C<l a1:O vou 1l'C< ma~

avcx1t'cxp6:.o-rcxoYj au-rou -coo ttpcXYllcx:ros;,
WC< ELXOVC< 7l:0U Xc<B'1IlEpLVa !3AE7l:0UIlE

vo: ~E1:UALYE1:C<' ll1tpoS a1:C< Ilauc< IlC<S.
IIpoaE~E, xaBE cpopa 7l:0U 1:PU1tWVOUV or»
C<X1:iVES 1:0U ~AWU XC<l ptxvouv 1:0cpwS

1:0US IlES a1:0 aX01:aOL 1:WV a7l:mwv IlC<S:
Bc< OELS 7l:oMa IlLxpoaxomxa aWIlC<1:U,W
vo: c<vc<oEUOnC<l IlE XtALOUS OUO 1:P07l:0US
a1:O XEVO 7l:0U CPW1:LSEL '1 c<x1:ivc<' oo»
vc< Il7l:AEX1:YJXC<V oe c<ywvc< c<a1:C<lla1:'11:0,
auyxpoUOV1:C<l XC<l llaXOV1:C<l xC<1:a OIl~V'1

XWpLS c<va1tc<uAC< xC<IlLa, ~Ea'1xwIlEVC< C<7l:0
C<7l:C<VW1:ES auyxpouaELS XC<l C<1tWB~aELS·

A7l:' C<U1:0 ll7l:opdS vc< 7l:apELS IlLC< LOEC<
yLc< 1:0 1tWS 1l00aSEL C<EVC<'1 XC<l c<oLaX07l:'1
ij x£v"ll01j 't'wv apxD<.wv O"tOLXdwv o-ro
C<7l:EPC<V1:0 XEVO - a1:O !3c<BIlO 7l:0U ll7l:opd
EVC< IlLXpO yEyOVOS VC< IlC<S owaEL IlLC< LOEC<
yLc< 1:C< IlEYC<AU1:EPC< XC<l vc< cpW1:iaEL 1:C<

xvapLC< 7l:0U o0'1youv a1:'1 yvwa'1 1:ouS.
A~LsE' vo; owaELS 7l:poaOX~ oe 1:0U1:C< 1:C<

OWIlC<1:toLC< 7l:0U !3'AE1tELS vo; a1:po!3LAisOV1:C<l

01:LS C<X1:LVES 1:0U ~ALOU, yLc< 1:0V E~~S

E7l:ia'1S Myo: C<U1:~ '1 c<vC<1:C<PC<X~ 1:0US
cpc<VEpWVEL 7l:WS XC<l '1 UA'1 XPUI3EL ilEac<
't'LS [.lUO"t'LX€S xal. a8Ecx"t'ES XI.V~aEI.C;. rtCX'tL

Bc< OELS 7l:0AAa 1l0PLC< axov'1S a1tpwYIlEVC<
C<7l:0 c<BEC<1:C< X1:U1t~IlC<1:C< vc< C<AAasOUV
rropeio; xer W80lJIlEva rcpae; 'to: 1tLOW vex.
E1tto't'plicpouv, 1tO't'E E't'Or. 1tO't'E CXAAI.WC;,
1tpOS xaBE xC<1:EuBuvo'1. KL dVC<L cpc<VEpO

1tWS OA'1 1:0U1:'1 '1 7l:EpL7l:AaV'1a'1 OcpdAE1:C<l
01:C< a1:0IlC<. KC<1:C<Pxas, 1:C< a1:0IlC<
xtvouvroa E't'm XI. aAAl.wc; eoro !lova 'touS"
a1:'1 auvEXELc<, IlE c<BEC<1:C< X1:U1t~IlC<1:C<,

BE1:0UV oe XLV'1a'1 1:LS IlLXp01:EpES C<1:0IlLXES
EVWOELS, 7l:0U EXOUV, Bc< 'AEYC<IlE, ouvC<Il'1
1tC<PC<7l:A~aLC< IlE C<U1:~ 1:WV C<1:0IlWV' C<U1:ES
ot Evwaas IlE 1:'1 aELpa 1:0US 1lE1:c<otoouv
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1:'1V xtv'1a'1 oe aAAES, xa7l:WS IlEYc<AU1:EPES.
'E1:aL '1 xtV'1a'1, IlE C<CPE1:'1ptc< 1:'1S 1:C<
cX'tO/l-CX, apxLsEI. \I' avef3aivEI. X<XI. va. qrccXvEI.

a1:c<oLC<xa XC<l a1:'1 OLX~ IlC<S c<ntA'1<jJ'1'
IlE1:C<OtOE1:C<l 1:EALXa XC<l a1:C< aWIlC<1:LoLC<

7l:0U 1l1t0POUIlE v« oLC<XptvoullE a1:O cpwS
1:0U ~AWU, xwpts 0IlWS VC< C<7l:0XC<AU1t1:E'
1:C< X1:U7l:~IlC<1:C< 7l:0U 1:'1V 7l:POXc<AOUV. [...J

TI6.vw o-ro 8E!J.a rxuro BEAw va aou owaw vex
xC<1:C<Aa!3ELS Xa1:L c<xOIl'1: 01:C<v 1:C< a1:0IlC<

cpEpOnC<l C<7l:0 1:0 tow 1:0US 1:0 !3apos IlES
a1:O XEVO, ae a1:LYIlES c<xc<Bop,a1:ES XC<l
oe 1:07l:0US c<xc<Bopw1:ouS 1tc<pEXXAivouv

xa1tWS C<1t0 1:'1v 1:pOXLa 1:0US, 1:000
1l0VO, ooo 7l:0U vc< ll7l:opEiS VC< 7l:ELS OU

OLC<CPOP01tOl~B'1XE '1 XLV'1~ 1:ouS. Av
OEV U1t~PXE C<U1:~ '1 7l:C<PEXXALO'1, OAC<
'to:. O:-rO[.lCX 80: E7tscp-rav co: o'"to:.yove<;;
!3pox~s a1:C< 1:pLa!3c<Bc< 1:0U XEVOU, XC<l
OEV Bc< 7l:POEXU7l:1:E xC<llic< E7l:C<CP~, xC<llic<

7l:poaxpouOl'} IlE1:C<~U 1:WV C<PXLXWV
a1:Olxdwv, XL E1:aL '1 CPUO'1 OE Bc<
0'1IlWupyouaE 1:t7l:01:C<.
AOYKPHTIO:E, Flex Trw (/JUoYj TWV Iloaruorcov,
I-mpp. e. AV1:WVLci1i~<;, P. XC'l.uh~, EX1i60EL<;
eUp",6EV, A6~vc< 2005.

ETIANAAIPI'H I

{ 7l:'f/Y~ T/OOV~, 1eat OPf.l.~ {Javd7:ov}
<Pc<tVE1:C<l 01:L xaBE E7l:c<vaA'1<jJ'1 !3EA1:LWVEL

7:'1V EmoLWXOIlEV'1 XUPLC<PXtc< XC<l 1:07l:C<lOL
OEV XOp1:c<tVE' vc< E1tC<VC<AC<Il!3avEL C<XO!-L'1
XC(/. 'to: Euxup~a'ta [3~w!J.a-ra, En~!J.Evov-ras

C<VU7l:0XWP'17:C< a7:'1v 1:C<U1:07:'11:C< 1:'1S
EV"tU7l:Wa'1S. AU1:0 1:0 XC<PC<X1:'1pLa"tLxo
dVC<L 1tPOOPWIlEVO vc< E~c<cpc<vLaBEL

C<Py01:EPC<. 'Evo; C<VEXOO7:0 1tOU 1:0 WWUIlE

YW OEU7:EP'1 cpopa IlEVEL OXE06v aacpC<Lpo,
IlLC< eEC<1:pLX~ 7l:c<pao1:C<o'1 OEV ec< Em7:UXEL

7l:07:E 1:YJV OEU7:EP'1 cpopa 1:'1V EV"tU1tW0'1
7l:0U !-LC<S aCP'1aE 7:'1V 7l:pW7:'1. EiVC<L
llaALa"tC< ouaxoAo vc< 7l:c<pc<xLv~aOU!-LE EVC<V
EV~ALXO vo: ~c<vc<owl3aaEL aE Aiyo EVC<

!3L!3ALO, 000 XC<L C<V 7:0U apEaE 1:'1V 7l:PW1:'1
cpopu. To G-rotXELO 'tou VEOU E(va~ nuv"to'tE
7l:pou1toBEa'1 7:'1S C<7l:0Ac<ua'1S. To 7l:C<LOL
6!J.wS DEV XOupuSE"ta~ vo: a1ta~"td an6 -rov
EV~A~XO va -rou E1taVaAU~E~ Eva na~xv(D~

1tOU 1:0U EXEL Oe(~EL ~ 1tOU EXOUV 7l:c<i~E'

Ilc<st, IlEXPL 1tOU C<U7:0S E~ouBEVWIlEvOS



apvEh:m, XaL o» xavEi<; -eou EXEL OL1JY1JOEi
!J.W: wpccLex ~a't'opCa, eEAE~ 1CeXAL xat
1ttXAl va aXOUEL 'tYjv LoLa lo-ropia av-rL
yta f.ltCX vea, 87tL!J.EVEL aouawn:"fj-rtX a-r"tjv
o[.tmo't1J'ta 't1J<; snavaA1J<P1J<; xm OWpOWVEL
xaOE aMay~, yw 't1Jv ono(a wOovs'taL

° OL1JY1J't~<;, [.ts 't1Jv ono(a OEAsL (ow<; vo;

'tou rpavEi apw'to<;. All'tO OEV EPxnm

oe aniOw1J npo<; 't1Jv apx~ 't1J<; 1Joov~<;'

EivaL oAorpavEpo 0'tL 1J [ow 1J snavaA1J<P1J,
1J snaVEOpW1J 't1J<; 'tall'to't1J'ta<;, ano'tEAEi

[.tw n1JY~ 1Joov~<;. [ ...J
IIw<; ollvoEna, o[.tw<; 'to Op[.tLXO [.tE

'tov xa'tavayxao[.to yw EnavaA1J<P1J;
Eow npEnEL va napa't1JP~oou[.ts0'tL

EXOll[.tS rpOaosL o-rrx (XV1J svo<; YEVLXOO
yvwp(o[.ta'to<; 'twv op[.twv, (ow<; xm

XaOE opyav,x~<; i;w~<;, 'to orcoto [.tEXPL
o~[.tEpa OSV EXSL avayvwpwOEi xaOapa
- ~ 'touAaXLo'tov osv EXSL 'tovwOEi p1J'ta.

Op[.t~ Oa ~av Aomov [.tLa Evonapx't1J
O'tOV i;wnavo opyavw[.to n[w1J YLa
't1Jv anoxa'tao'taoYj [.t,a<; naAmo'tEP1J<;
xa'tao'tao1J<;, 't1Jv orrot« all'to 'to E[.t~W ov,
urto 't1Jv smppo~ ESW'tSpLXWV ow'tapaxwv,
avayxao01Jxs vo; syxa'taAEi<psL, Eva Eioo<;

opyav,x~<; sAao'tLxo't1J'ta<; ~, «v npo'tL[.ta

xavEi<;, 1J EXO~AW01J 't1J<; aopavs'a<; O't1JV

opyavLx~ i;w~. [ ...J
Av ° o'tOXo<; 't1J<; i;w~<; ~'tav [.tLa xa'tao'tao1J

rrou OEV EXSL sm'twxOEi rtore [.tEXpL
1:wpa, au'to ea epxO'rcxv oe av-rC6eoYj
npo<; 't1JV oun1JP1J'tLx~ rpOO1J -rcov op[.twv.
~'t1JV 7tpaY/-LCX1:LxC)'t"i'j"C(X np87tEt va dVCXL

[.tw naAma xa'tao'tao1J arps't1JP(a<;, 't1JV
ono(a 'to E[.t~pUO ov XanO'tE EYxa'tEAEL<pE
)Cat o..t"'lv onoia 'twpa E1tt01:ptCPEt !J.Eaa
anD oAou<; 'tOll<; OpO[.tOll<; 't1J<; EsEALS1J<;
Av [.tnopoo[.ts va OEXOOO[.tS w<; s[.tnsLp(a
xwp(<; EsmpEos,<; 't1Jv ,0Ea 0'tL oAa 'ta
E[.t~pua ana nsOa(vouv yw WW'tSPLXOO<;

Myou<; xm smo'tpErpoUV O't1JV avopyav1J

x<X"tao'tcxoYj, !J.1tOPOU[.J.E xat va 1tOU!J.E

anAw<;: L:Toxoe; T'fle; I;w~e; elva' °
8avaTOe;, xm avaop0[.tLxa: Ta a</Juxa

un~PSav rrp'v Ta ifl</JUXa.
SIGl\WND FREUD, IIipav 'r"fl<; apxfJr; "n;c;
~oov~q, I-lT<jlp. i\w",p~S Avayvwo·wu.
Ex06os,S En(xwpos, Ae~va 2001.

EnANAAH'FH II

{TJ anxncauicuurq ~<; 8vva-r6~-ra<;}

T, Eivm [.t(a snavaA1J<P1J; H VEW'tSpLxo't1J'ta

01J[.taoEo't1JXE ana 'tEOOSPL<; [.tEyaAoll<;

o'toxao'tES 't1J<; snaVaA1J<P1J<;: -cov
Kierkegaard, -cov Nietzche, -rov Heidegger
xm -cov Gilles Deleuze. KaL or 'tEaosp,<;

anEoE'Sav 0'tL 1J EnavaA1J<P1J OSV Eivm 1J
smo'tporp~ 'tOll 'tall'too1J[.tOll, 1J smo'tporp~

-coo (OWll w<; EXSL. H oova[.t1J xm 1J xap1J

't1JS snavaA1J<P1JS, 1J xmvo'to[.t[a rtou au't~

rpEPSL, Eiva' 1J smo'tporp~ w<; ouva'to1:Yj1:a

exsivou rtou un~psE. H snavaA1J<P1J
C<1toxa:Bw'tO: 'tYj QUvo::'tO'ti'j'tcx «uroo rtou
un~PSs, 1:0 xaOLo'ta ex VEOU ouva'to.

To v« EnavaAa[.t~avs,<; Eva npay[.ta
01J[.ta(vsL vrx 1:0 xaOLo'ta<; Sava OllVa1:o.

Km sow ~p(oxs'tm 1J EYY0T"IJ1:a [.tnaso

't1JS snavaAYj<P1J<; xm T"lJS [.tv~[.t1J<;. rca't(
ours 1J [.tv~[.t 1J [.tnopEi va xa'ta01:~OSL

axpL~w<; (ow sxervo rroo lln~psE. 0a ~'tav

Eva<; Erp,aA't1J<;. H [.tv~[.trl anoxaOLo'ta

't1JV ollva'to't1J'ta roo napEAOonos. 0
Benjamin E~AEns 01:1Jv [.tv~[.t1J 'to v01J[.ta

[.twS 'tE'tmas OEoAoYLx~<; s[.tnsLp(a<;, o'tav

EAEyE 0'tL 1J ava[.t v1Jo1J xavE' 1:0 a'tsAE<;
nA~pss xm 'to nA~pE<; a'tsAEs. H [.tv~[.t1J

e:LVCXt, xct't'a x6:.n:DW 'tpon:o, 'to 6pyavo
't1JS 'tponono[1Jo'~S -cou npay[.ta'tLxoo,
sxervo TIOU [J.1wpd va fLE:rcq.wpcpwaEL "to
npay[.ta'tLxo os ouva'to xrxt 'to ollva'to os

npay[.ta'tLxo [ ...J
T, Eivm [.t(a sLxova EnsSspyao[.tEV1J [.tE

aU1:o 'tOY 'tpono anD 'tL<; ollva[.tsL<; 't1JS

snavaA1J<P1JS xm 't1JS oLaxon~<;; TL
aAMi;EL o't1Jv LOPll'tLX~ npaS1J T"lJS sLxovas;
IIpEnEL va EnavEss'taooll[.ts EOW OA1J

't1Jv napaooOLax~ [.tas aV1:(A1J<iJ1J yLa
't1Jv Exrppa01J. H 'tpExouoa an(A1J<iJ1J 't1JS
EXrppa01JS xllpWPXEi'ts ana 'to npo'tllno
'tOll XEyxsA, oO[.trpwva [.tE 'to ono(o xa8s

ixrppao1J npay[.ta'tonmEi'tm o'a[.tEoou
Ev6~ medium (d'tE eiven !J.LCX ELxova, e:L'tE
[.t(a AES1J ~ Eva XPw[.ta) 'to ono(o sv
'tEASL oLaMnm o't1Jv nA~P1J Exrppa01J.

H ExrppaO'tLx~ npaS1J OAOXA1JPwvs'tm
o-rav '1"0 !J.Eaov, 'to medium, OEV dvaL
nAsov xCfTaV0i1T6 w<; -rs-rmo. To medium
npsnEL vex. ESacpavLa-rd 0' Exdvo 1tOU

~AEnoll[.ts, o'to anoAllTo nou s[.trpav(i;s'tw
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XCXL lXVt'CXVlXXi\6:'tCXL OE. <XU'tO. AVt'L8E'tWC;:,

'1 ELXOVa rrou '1 EnE~Epyao[a 1:l'jS EyLvE

oLa[lEoou 1:1)S E11:avaAl'j<pl'jS xm 1:l'jS

OLaxon~s ELVaL sva [lEOOV, Eva medium,
1:0 01100[0 OEV E~acpav(SE1:m OE aU1:o rrou

~MnOU[lE. E[vm aU1:o rroo Oa ovo[lasa
«xlX8cxpo !J.EOO».

GIORGIO AGAMBEN, "II cinema di Guy Debord",

Guy Debord (Contra) il cinema, ed. E. Grezzi, R.
Turigliatro, II Castoro, MLAO:VO 2001.

ETIANAAH'YH III

{npOO1:au(a Kat avanapaywytfJ-oTI]1:a)
To nmo( npOU1:a1:EUE1:m [lsow 1:1)S

E:nlXvt'til'll<P'IIq; (1:0 [ow napa[lUOL aMl'j '.,

[lLa cpopa, 1:0 (ow nmxv[oL, '1 [OWl

XELpOVO[l[a). ITPOOEO') 1:l'jS EnavaAl'j<pl'jS

ELvm [lla 01:pa1:l'jYLX~ npOO1:ao[as

lX1tO 'to OOX nov 7tpOXcxAEL'taL a1tO
XaOE1:( xmvoupyw xaL anpo~AEn1:o

[...JL[youpa '1 naLolx~ E[lnELp(a 1:1)S

EnavaAl'j<pl'jS EnEX1:ELVE1:m xaL 01:l'jV

EV~ALxl'j nEp(ooo, wpou OUVL01:a 1:l'jV xupLa

[lOPCP~ npoo1:ao(as, EXEL rrou AELrrouv

OL 01:aOEpSS OUV~OELES, OL oUaLaOUXSS

XOLV01:l'j1:E:S, 1:0 ocpmpLxo ·-;lJoq;. L1:LS
napaooaLaxss XOLVWV(ES (nv np01:L[la1:E:,

OTtI «Aa'(x~» E[lnELp[a), '11:000 ayanl'j1:~

01:0 nmo( EnavaAl'j<pl'j SOLVE 1:'1 OSO') 1:l'jS

OE mo noMnAoxES xm apOpW[lSVES

[lOPCPES npoo1:ao(as: 1:0 -f;Ooq;, ol'jAao~

1:a ~Ol'j xm 1:a SOL[la, 1:LS OUV~OELES

rrou ouyxP01:0UV 1:0 uno~aOpo 1:WV

OUOLCXO-rLXWV XOLVOTlj-rWV. LlEV aU!J.~lXLVE.L

7tLCl "to LOLO !J.E <Xu"tYj TIlV lXvuxlX-rao'tlX<T!l,

01:l'jV E:nOX~ 1:0U nA~Oous. Maxpav 1:00

va SXEL aV1:LXa1:aU1:aOE[, '1 EnavaAl'j<pl'j

UUVEx(sE1:m. °Walter Benjamin oovsAa~E

«uro 1:0 OS[la. 'EoWOE [lEyaA1'] npooox~

o-r1Jv 1tlXLOLXYj i1i\LXLCl, irxo: 1tlXLOLXO:.

nmxv(oLa, 01:1)V ayanl'j1:ou nmowu Yla

1:l'jV EnavaA1']<pl'j' xm uuva[la EV1:0mOE

01:1)V 1:EXVl'j1:~ avanapaywYL[101:l'j1:a

1:0U Epyou 1:SXV1']S 1:0Vxwpo orrou

oLanAaOov1:m VSES [lOPCPSS aV1:(A1']<p1']S.

BaaL[la m01:E:UOU[lE, AO""ov, nws unapXEL

OUVOEal'j [lE1:a~U 1:WV OUO Ol'j[lELwv. L1:l'jV

1:EXVLXo1 avanapaywYl[101:1']1:a ava~LwvEl

EVLUXU[lSvO 1:0 nmoLxo aL-rl'j[la yLa

«aM1'] [lLa cpopa», ol'jAaoo1 SPXE1:m 01:l'jv
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EmcpaVELa 1'] avayxl'j1:l'jS EnavaAl'j<pl'jS WS

npoo1:ao(as·

PAOLO VIRNa, Tpaf.Lf.LO:Ttxfj TaU 7r},,"/j()our;. no:
/-,UX availvu~ TWV uvyXpovwv uopqxov S'w-f;<;,
Il'tcpp. B. Ilccocc; eEWpl'jU1'J f. B. il.6c~oS,

Ex06uElS AAE~6cvopEL<' - Ococcecc; Ae~va
2007.

H1:YXIA

{fJ-ta OUUKOA1] Eift1]VtK-/; Mt1] I
To AOwS, 1:0 Aywv 'OpOS 1:1']S OpOooo~[as,

ElvaL [lLa nOAAanA01:1)1:a 1:onwv, [lLa

1:SAELa EV01:1']1:a cp1:Lay[lSV1'] anD UXSOELS

XCXL <Xv-rLBeoEL<;. fL ClU-rO ELVCXL CX1tlXpaL"ti1"to

va npoxwpas anD 1:01100 OE 1:01100,
anD [loVa01:o1pL OE [lOVao'l:ljpL, [lE 1:a
7tOOLCX, apya. OL a1tOo"to:oEL<; 7tPE1tEL v«
OLaVUOV1:<Xl npOOEX1:LXa xm [lE ~apu1:1']1:a.

L1:0 AOwS OEV unapXEL E11:avaA1']<pl'j,

xavsvas «o1:aO[lOS» 1:l'jS nEpLm01']S

OEV EnavaAa[l~avEL 1:0V aAAov, OU1:E

01:1) apXl1:EX1:0VLXo1, OU1:E 01:0US xavovES.

Kanola 01:Ly[lo1 ~pLUXO[laU1:E OE pWaLxo1

nEpwxo1, 01:1']v Movo1 ITaV1:EAE~[lOVOS.

A[yo mo nspa ~E11:po~aAEL 1:0 EAA1']VLXO

[loVa01:o1pl 1:0U 1l0XELap[ou X<Xl 01:0

1:SAOS 1:l'jS OLaopO[lo1s 1:0 ExnAl'jx1:lXO

OSP~LXO [laVa01:o1pL 1:0U XLALavoap(ou.

Eow, navw 01:1']v aX1:o1, aVaoUO[lEVO UE

"toaxavLxo -r01tLO, LOOU "to (J.OVlXO't1jPL "tOU

L1:aUpovLxo11:a. AnD 1:1']v aAA1'] nAsupa,

anoxpl'j[lVO navw 01:l'jv OaAaooa, O[lOLO

[lE OL~E1:LaVO [loVa01:o1pL, '1 Em~Al'juxo1 OE

[lSyEOOS L[[lWVOS Ilerp«.
L1:1)V nS1:pa, O1:a 0101'] xm O1:a SOL[la,

O1:a 1:on(a avaxaAun1:ou[lE 1:l'jv AS~l'j

xAELo[ 1:1']S opOooo~[as: «ou[lcpwv(a».

Apuovirx 1:WV ~EXWPL01:WV npay[la1:wv,
OE[lEAlwol'j EV01:l'j1:a 1:WV noMwv. AMa

aU1:~ 1'] EV01:1']1:a E[V<Xl EcpLX1:o1 YLa1:[ 0

xaOEvas ~SPEL vo: E[vm «OE 1']OUxao[lo»

[lsoa 1:OU. loou '1 OEU1:EP1'] AS~l'j xAElo(

1:0U AOw: l'jOUxao[lOs. To AOwS ELvm 1']

Y1'] 1:l'jS «1']uux[as»· IlUOXOAl'j EM1']VLxo1

AS~l'j, [lE aoacpo1 E1:U[loAoy[a, ayvwo1:l'j

axo[l1'] xm 01:0 AE~LAOYw 1:l'jS Koavo1s

IlLaOo1X1']S, rtou O[lWS EOW y[vE1:m 1:0

OU[l~OAO 1:0U opOooo~ou [lOOUXLO[lOU.

Eow ol'j[la[vEL yaAo1v1'], aMa yaA~v1'] ws

unsp1:a1:l'j ouyxSV1:pWOl'j, wS npooox~.



l1WOELXVUEL [-"IX xa'tcw'taaYj YjpE[llas,

aMo. [lLas YjPE[liaS TIOU Eiv<xc ao'ta[lo.'tYj'tYj

OP(W'tYjpLO'tYj'ta 'tYjS xapOLo.s. I1poXEL'taL

yLa Yjauxia, aMo. Yjauxla 'tYjS EaOl'tEPLX~S

X<XC aOLo.XOTIYjS TIpoawx~s.

Mux 'tE'tma OLo.a'taaYj Xo.VEL 'to A80lS

aSExaa'to. MLa yaA~vYjTIOU <xca8o.vEa<xc

va TIo.ME't<XC aTIO TIPOOEUX~ X<XC

TIPOO[lOV~, [lLa YjaUXLa xaL [lLa YjpE[lLa

ESoAoxA~pou TIpooYjAOl[lEVES a'tYjv

O[lOP'l"o. -rcov 'tOTILOlV, 'tYjS sOlypa'l"X~S, 'tYjS

apXL'tEX'tOVLX~S. EO<0 aU[lf3aLVEL 'to 8au[la:
axpLf3<0S oo» va Ema'tpErpEL o-rov erxuro

'tOU 0 o.V8POlTIOS [lTIOpei vo; savaf3pEi 'to

f3AE[l[la yw 'tYjV Eva'tEvwYj -coo OlpaLOU

TIOU oMyupa -coo EXEL OOlpW'tEL

MASSIMO CACCIARI, Espresso, 17 Iooxtoo 1997.

0ANATO:E I

{OPXEOEtOES}

:ETIo.VOl 'to XErpo.AL [lOU X<XC OE f3PLaxOl MyLa

va sOlyparpiaOl 'to OlS TIOU Erp'taaE ce
roorc 'to f3ouvo '1 o.v8wYj 'tou 0avo.'tou.

Aa'tpEuouVE 1:YJv LllEa 'tOU rpu'tou

ao'touvou, rrou ncx£pvEL ,;0 IlEya:AELo "t'(,Jy

aTIaVC<0'ta'tOlv AOUAOUOL<0V 'to AouAouoL

'tOU, TImos 8a 'to rpav'tao'tEL, 'to AouAouoL

'tou 0avo.'tou. 0a [lE E[lTIaiSEL OTIOLeS

axouoEL vo: [3p(axw arc6:.vw npcXtlcx 'to
86:.va't'o! KCXL -cooro (lOU E(l.EME't'o, XGU

aE -coo-ro 'to aYj[lELO [l' E[l<0paVEV 0 0EOS,

va f3pE8<0 E[lTIpoa'to. -rou 0avo.'tou, otxv

ayvwa'tou [lOU. KL' EV 'tou'tms, xa8<0S

EO<0 xaMLEpyLE't<XC or«; oEppES [lE 'toaYjv

Em[lEAELa X<xc Aa'tpEia -x<xc xa8<0S

axuf30l vov 'ta OOl 'ta 8a[lTIo. 'tsa[lLALxLa

'tYjS aEppas -'tOY aV1:LXpUSOl 'tOY 0o.va'tov

avaTI'tuY[lEVO [lE OP[l~ oe TIEA<0pW,

rpav'taa'tLxLo.v o.v8YjaYj xaL AouAouoLa[lo,

tl' EXELva 't(X axoupw"teX XpWIl<X"t'<X, oe
'tpLXU[l[lW'tES TIapaMayES -Eiv<xc oo»
OPXEOELIlES. ME YjOOV~ a'tpayyo.EL 0 ~ALeS

'to:: qJC:YC<X 'tau IlEao:: as XE(vo:: 't"a XCC-CWyLC(.

T. K. nArrAT~.QNH:E, Aaxr;arj (lTDV A8cu, ~TOl

JIYJoo:i\wv VY/7tTlX6v y,a 1rcpd5uxf3aa'l} TOU

'Oroue;, ExMoELS ·]xcxpOS. Ae~vcx 1963.

0ANATO:E II

{'f) WPLf.lOUJ'ta UJS «avvrcaptias»}
e.EV 'tEAELwvEL '1 aUSYjaYj. H SOl~ Eiv<xc OLX~

[las. KaL 0 8o.va'tos OLXOS [las. ZOU[lE

yw va TIE8o.VOl[lE: ZOU[lE [lE axoTIo

vo; owo'taAou[lE, va [lTIOpEaOl[lE va

EA8Ol[lE ELS yo.[lOV [lE 'tOY 8o.va't0, 'tYj

eav~. TfjV <X1tWAELD: 'twv 7tav-cwv. 'Erot
oAa 'ta XEpOLSOU[lE. To; f3piaXO[lE. To;
cmoAa[lf3o.vo[lE. lTIo.PXO[lE [l' au'to. X<XC

YL' au'tO:, 6V't'E<; a1tOVtE<;, ClnO[1.CXxpuO'IJ-EVm
xcu avll1t:apx.'wL.

°aywvas [las Eiv<xc vrx 'IJ1:o.aOl[lE a1:YJv

OlpL[lo'tYj'ta 'tYjS «aVUTIapSLas» -vo;

xa'taSLOl80u[lE aU't~S 'tYjS 'tL[l~S xaL 'tYjS

xopurp~S-, a'tYjv EAw8EpLa 'tYjS aTIaV1:axou

TIOpEicxS xaL TIapOUOLas oLa 'tYjS

7tav'tEAouC; O'-raoEws: X<XL cxnouaiac;.
APXIM. BA:EIAEIOE, Af3f3&:C; looicc 0 £vpOC;,

'Eva n}l:qo{aaf,lcx otov XOC1f.LO TaU, EXQOO11 'tYJS

IEpas Mov~<; ]~~p"lV, KCXpUES Ayioo 'OpOUS

2003.

0EATPO

{KOOf.l'KOS oVvaYEPf.l°S}
MLa [lEyo.AYj UTIOyELC< aWouaa. OL 'toLXOL

1:YJS, xa8ws xaL 'to 'taf3o.vL, EXOUV V1:u8d

!J.E 'tE'tOLOV ,tp61to WG'tE V(J. yLVE't(J.L EUX.OA(J.

c:xV'tLA1jn'to 1tWe; ELV(J.L oXEnao/J.EvOL

-a'tYjv TIpOXEL[lEVYjTIEpiTI'tOlaYj [lE [lLa
«xaML'tExvLX~» ETIEVouayt-, TIWS oYjAao~

ooto nLuw ELVaL XU'tL ai\Ao, X.U'tL rrou
auyxpovOlS rpaLvE'taL X<XC OEV rpaLvE't<XC.

Mi« xoopnv«, navw OTflv orroi« dva~

SOlY(larpW[lEvYj '1 8o.Aaoaa -Eva cxTIEpano

TIEAo.yoS-, XOlplsEL oo» 080vYj 'tYjV aWouaa

OXEOOV a'tYj [lEaYj, cxpxisov'tas aTID 'tOY

evov 'tOLXO xaL xa'taA~yoV"t'o:e; crrov &').)..0.

To ut/JOS 1:YJS OEV rp'to.VEL [lEXpL 'to 'taf3o.vL.

Mrrpoo-ru om' T'lV xoup-nvrx EXE~

oW[loprpOl8d [lLa TIA~PYjS aWouaa
8Eo.'tpOU: [lLa axYjv~ TIOU TIapw'to.vEL [lLa
axpoyLaALo. OTIOU OEV UTIo.PXEL TICXpo.

[lovov o.[l[lOS· [lEyo.Aa TIapaTIE'to.o[l<X'ta

OESLo. XL apLa'tEpo. TIOU OYj[lWUPYOUV

TI<XpaaXYjVLaxous XOlpOUS' XaL [lLa
nAa'tdo: BEeX'tpOU 'tOU"I1 WG'tE vo: xwpEaE~

Eva x(XVOV~x.o XOLVO.

'OAa [lEaa a' aU't~ 1:YJV aWouaa dvaL,
xo:~ 1tpEnE~ va adxvouv nwe; d vaL,



E11:mp6a8E1:a, 61:L O']AaO"1] xaM11:1:ouv
x<xrcmcx Ct.MCI. TWU OEV 1t(JE7t'Et va
<pa(VOV1:w. Kup(wS va o']l-.Houpyd1:w
YP"1]yopa, rxv E(VW ouva1:6V, '] En011:Wa']

11:WS EVa OAOXA']PO 8Ea1:pO EXEL
a1:']8E( [lEaa a' eve» xwpo CWXE1:0 XL
aOU[lp(paa1:0, xcer' apx"fjv, [lE 1:0 8Ea1:po.

To O-rOLXEtO cxu-ro OEV 8a dvcu C<TCAWC;
ax']voypa<pLx6 "1] ax']v08E1:LX6' dvw
a1:Olxdo opa[la1:oupYLx6 XW, aUVE11:WS,
opa[la1:Lx6. To LOW axpLpws aU[lpa(vEl
[lE 6Aa 1:a oLaopa[lan1;6[lEVa [lEaa a'
au1:'o 1:'0 8scx-rpo, XCXt !J.E 't"cx yeyovo't'cx xcu
!-LE -rov AoyO: xaL au-roc; xcu Exdva E.XOUV

11:p011:av1:6s Evav XaAU11:1:LX6 11:poopLa[l6; -.'
opouv XL aU1:a 611:WS '] xouprfvo; 1:']

ax']v'~S, o']AaO"1] xpuPOUV, AEyOV1:W XW
y(vonw yLa vrx xpupouv - EWS 61:0U ..
<p1:aaEL '] a1:LY[l"1] 11:0U 6Aa oLapp']yvuonw
XL CX1tOXa:AU1tTOUV.

To; 060 8E[lEALWO'] 0'1''] aU1:00 1:0U

opa[la1:0S: 1:0 xa8'][lEpcv6-']80ypa<pLx6­
pEaALa1:LX6 XaL 1:0 OVELpLx6-au[lpOALX6­

U11:Eppa1:LX6 8a 11:PE11:El va 11:aii;ov1:w
E~w8'][lEVa xw 1:a 000 a1:a Eoxa1:a axpa

'tOUS waLe xcn O'tlC; ouo ~EpL1t't"waELS v«

EXOU[lE [lLa E~aV1:A']nX"1] .:W11:0AOyLX"1] 1:0US
ava11:apaa1:aa'] [ ...]

[~1:0 1:EAOS] 6AO 1:0 pa80s 1:0U U11:oydou
aVD(yEt OLO:1tACt'tCX cx1toxa/o..U1t1:'ov-rCXC;
'1'0 O'tEfJSWflC< oe XCCt6:o-rcxa"fl XOO!J.LXOU

auvaYEp[lOO, [lEaa a' Eva 11:avow[l6vw

a11:6 Exxw<paV1:LXOOS "1]XOUS xw a[lop<pa
ox"1][la1:a. To aO[l11:av <pavEpwvnw aE

11:A"1]P'] a1:o#a.
To 1tW ytyav-ncxLo x(Xt "w 1tW CX7tOXpOUO-rLXO

a11:' 6Aa 1:a 11:Aaa[la1:a u<!-'wvnw a1:']v
xopu<p"1] 1:0U 86AOU.
I1HJ\1HTPHI: .1HMHTPIAIlHl:, H Nee: ExxJi:I'j(J{a

Tau A{pa-ro<;. Mia fJ£(X'rP!X~ CXVO:OTaoYj,

ExooaELS Aypa, A8~va 1983.

0APYH

OM(3w: a<p(yyw mE1;w, xa1:amE1;w, aunpLpw,
ayxwvw, E(vw [lLa oO)(L[laa(a 11:0U

EmpaAAE1:W a1:']v Bevnda, [lLa P"1]~']1:']S

BE'VL1:Etas, '] Emmpo<p"1] was 1:pU<pEP"1]S
aXE<!-'']S yLa 1:0V x60[l0. A<p"1]vwW vo:
oe 11:apaOOpEL '] YO']1:EU1:L)("1] ava[lv,]o,]
1:WV yOVLWV, a<p"1]vww vo; os 11:apaOUpEL,
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[lES 01:'] [lOVa~La OOU, '] aU[l11:6VOla yLa
1:0V 11:a1:Epa, 1:'] [l']1:Epa, ']1:pu<pEp61:']1:a
yLa 1:a 11:WOLa, '] Em8u[l(a Ev6S EpW1:a

X1:A.. 0A(<!-'LS = dvw 0 aya86s oa([lOvas
rrou E1UO'tpScpEt aTY/v EC:VL'tda:: vex
E7tc<vC<1tcX'tpto-rdC; ilEaC( ano 't'lJv
1:puq:>Ep61:']1:a. e;\L<!-'LS: a11:6 1:'] [lEpLa 1:']S

VOa1:aAy(as' 0 11:6voS Va E11:W1:PE<!-'ELS
xa11:ou OUYXExpL[lEva (* spleen: 11:6voS

[l"" a1:EAELW1:']S Ema1:po<p"fjs, XWpLS a1:6xo,
E~opLa xwp(S 8En)("1] <pav1:aa(wo'~' spleen
= 11:EpL0061:EpO '] a)(']o(a).

ROLAND BARTI-IES, IIw<; va SOUf.J.£ p.ast, Ilcptot,

1977, ~1:<pp. Nlxoc HALao']S, ExooaELS Ilorcqicc,
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XOIlIlC<1:WU X<XL AOYW 01:L aE xaBE XOlllla1:L
s~c<xOAooBouv vC< oTeapxouv a1:OLxdc<
Tepoxc<Bopwllevc< TeOO orpEiAOn<XL a1:']v

C<PXLX~ xp~a'] yLa 1:']v OTeOLa TepOOpLSOV1:C<v
~ a1:L<; TepoaC<Plloye<; TeOU uTeea1:'] EVO<!JEL
aAAwv xp~aEwv. Sc<v 1:L<; aOa1:C<1:Lxe<;
[.lovaos<; 1:00 lluBou, 1:WV orrotcov OL
1tL6avOL auvouaolloL dvcu 1tEPLOpW(1EVDt
aTeo 1:0 YEYOVO<; on dv<XL oc<vEwllevE<;
C<TeO 1:'] YAwaac<, OTeOO ~o'] exouv IlLC<
a'][.lc<aLc< TeOU TeEpWpLc;EL 1:']v EAWBEpic<
EAtYllwV 'toue;, E'tm xcu 'to: O'tOLXda. rcoo

aUMeyEL X<XL XP']aLIlOTeOLEi C<U1:o<; TeOU

ll.aOTOpeuEL elva!. «1tpo'tE:rcx!J.Evcx». AnD
1:']V aAA'] IlEpLa '] C<Teorpc<a'] E~c<p1:a1:<XL

coco 1:'] ouvC<1:01:']1:C< 1:']<; c<nLIlE1:aBEa']<;
EVO<; aMou a1:OLxdou a1:']v XEV~ Bea'],

E.1:0t WG'tE x'6:Be E1ttAOYYj vo; OUVE1tO:YE'tCXL

IlLC< TeA~p'] c<vaoLOpyavwa']1:']<; 001l~<; TeOO

OE Bc< IlOLaSEL Te01:e Il' C<U1:~V TeOU EiXE,
eo-rw XCXL aopto"t'cx, axd5w::o'teL oure xat
IlE xC<IlLaV aAA'] TeOU Ba IlTeOpOuaE vC<

dv<XL TeP01:LIlO1:EP,].
I1Ev UTeapXEL C<llrpL~OAic< 01:L XC<L 0 1:EXVL­

xo<; pW1:a, erpooov '] uTeap~'] EVO<;
«auvO[.lLAYj1:Yj» npoxuTC't"Et YI.' «urov
ano "ro yeyovoc; 6tt OU"t'E "t'(X (.LEOa OU'tE

'] ouvall'] OU1:E OL yvwaEL<; 1:0U ELV<XL
CX1tE{J!.OptO'tEC; xcu anD ..to on, xa:t'w ano
c<u~v 1:']v C<PV']1:LX~ 1l0Prp~, TepOaXpOuEL
oe [J.tav aVtto-r(XCT11 (18 't"flV 01WLCX e:LVCU

c<vayxc<allevo<; vC< auvoLc<Mc<yd.8c<
1:0AIlOUaE vC< TeEL xavd<; 01:L 0 1:EXVLXO<;
pW1:a 1:0 aU[.lTeC<v EVW aU1:o<; TeOO

llc<a1:0pEUEL aTeWBUVE1:C<L oe [.lLC< aUMon
UTeOAELlllla1:WV avBpwmvwv epywv, o']Aao~

o' Eva urco-oovoao 'tOU 1tOAL"tLO/J.OU. H
BEwpia 1:']<; TeA']porpopic<<; oEiXVEL aMwa1:E

Tew<; dv<XL ouvC<1:0, XC<L XaTe01:E XP~aLIlO,

vc< c<vC<XBouv OL TepOaTeaBELE<; 1:0U rpUaLXOU
a' eva doo<; oLaMyou IlE 1:'] rpua'],
Tepay[.lC< TeOU Bc< all~AuvE 1:'] OLaXpL<1'] TeOU

TepoaTec<BOU[.lE VC< xapa~ouIlE. Oa1:oao,

Bc< OTeaPXEL Teav1:C< IlLC< oLarpopa ea1:W

XL C<V Aa~EL xc<vd<; UTeo<!J']1:0U 01:L 0
ETeW1:~1l0vc<<; rrore OEV aovoLc<AeYE1:<XL

IlE 1:']V xc<Bc<p~ rpU<1'], aMa IlE IlLC<V
opwllev'] xC<1:aa1:C<<1'] 1:']<; axea']<; rpua']<;­
TeoAmallOu, '] OTeOLC< xc<BOPLSE1:<XL coco 1:']V
W1:0PLX~ TeEpLOOO Ileac< a1:']v OTeOLC< SEL,
'tOY 1tOAtLtO[.lO "'tOU xat 'to:. UALX6:. !J.Eoa TCQD

eXEL a1:'] oLaBEa~ 1:00. S1:0V LOW ~c<BIlO

tlE 1:'OV cXvBpw1to rrou [J.ao-ropEuEL, 6rav
~pEBd IlTepoa1:a a' evc<v oEoollevo a1:0Xo,

OEV dVC<L EAEUBEPO<; vc< xavEL 01:LO~Te01:E

XL C<01:0<; TepeTeEL TepW1:C< V' c<PxiaEL IlE
1:']v xC<1:c<yparp~ EVO<; Tepoxc<BopLallevou
auvoAOO BEWp']1:LXWV XC<L TepaX1:LXWV
yvwaEWV XCU 'tEXVLXWV tJ-E:aWV, 'to 01tO£O

TeEpwpisEL 1:L<; mBc<ve<; MaEL<;.
CLAUDE LEVI-STRAUSS, J1YPla axicjJY}, ~'t'cpp.

Eo« Kc<A7tOllP"<;~. ExMOEtS rrC<7tC<<;~a1J, AB~vc<

1977.

MAYPO

«S1:' avB'] YEAa<; XL da' ollOPrpO xaallC< 1:00

~paxou llC<upo»
AIONY:EIO:E :EOAilMO:E, «0 Iloprpupc«;» (1847),

01:0 Iiomiuxio; ExMOEtS 'Ixc<poS, AB~vc< 1961.

OMtDAAO'¥YXIA

ALa1:aVOIlC<L Exa1:C<1:Lxo<; oo» 1:C< TeC<LOLa

TeOU XOUSOUAC<LVOV1:C<L XC<L TeC<AC<~WVOuv

EOW, oo» 1:C< xc<AoyepLc<, TeOU oLa~aSOuv

1:'] <l>LAOXc<ALc<, 1:0 IlEyaAo N']Te1:LXOV, xm
Teerp1:0uv oe ~uBLaE<; IlEyaAE<;. Tooo TeOU

o Bc<pAc<all 0 KC<AC<~POt; 0llrpc<Ao<!JuXLa
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TIjV OVO/-LCC'tWEV E"tOll't"fj 't'"fjV XCX't'cXO't'CXO"fj,

yLCX"tL "tOUc; SXEL ELTCWBd, o-rcx xaAoyspLCX,

TCOU 'tpLana WpES OOVEXEiS «v o,a~aoouv

Tt]V <I>'AoxaAia, 8a LOOUVE [lE 'ta [la'tw
'tOUS, oo» 'to Mwum], 'to 0E6 'to vO[l08E't'1,
'to xtp, [lEoa o"s vE<j>EAES xpa'twv'tas
'to LiExaAoyo, [lE xEpa'ta 't'1S 06i;as
(jJU-rpwflsva O't'O flS-rW7tO.

T. K. nAnAT~nNH~, AaxrwYJ o-rov A8w, ~-rm

llYJ0tXitwv vYJ1r-r!x6v YUX 1rcploui{3aaYJ -rou

'Oooo«, Ex06oE'<;'!x",po<;, A8~v", 1963.

OPIZONTA~

o Martin Heidegger 0't0 ~L~Aio 'tou
The Metaphysical Foundations of Logic ..,'
(Bloomington: Indiana Press, 1984)
ava<j>EpEL p'1'ta 't'1v 'OEa 6" 0 opa;onas
EivG<L Evas TCEpixAE'o'toS xwpOS, aAAO,.
OTCEUOE' xaL va aTCoppit/JEL 't'1V xupLapxia
't'1S 6pao'1S TCOU UTCOVOEi'tG<L o't'1 oov~8'1

ai08'1o'1 TCOO EXOO[lE yw 'tOV opi1;ona,
'tov orcoto anLAa[l~av6[lao'tEwS
TCEpi[lE'tpO 'tou OTC"XOU [las TCEOio.
Qo't600, 0 6poS aO't6s TCOU TCPOEPXE'tG<L
aTCa 'to «Op~!;;ELV» OEV E.LvaL xa.:'teX x6pw

Myo OOVOEOE[lEVOS [lE Tt]V 6pao'1 XG<L
't'1 oLai08'lJ0'1 aAAa 0'1[laiVE' aTCAws
xa" TCOO opi1;E', TCEp,xapaxwvE' - Evav
TCEpixAELo'to xwpo. Ilptv yiVEL 6pao'1,
o opi1;ov'tas EiVG<L oovopo, <j>paX''1S,
erxattio-taon. ~u[l<j>wva [lE "(IV Beatriz
Colomina, [lLAwv'tas y,a opi1;onES xa'
xa"taoLxa!;;ov'tac; -rov EX't07tLO!J.O "tOUC; CX7ta

"S oUYXPOVES 'tEXvoAoyiES, 0 Heidegger
TCpow80uOE -rov Wxup,0[l6 -rou Ni'tOE 6"
«Eva 1;wnav6 TCpaY[la [lTCOpEi va EiVG<L
uyLES, ouva't6 XG<L TCapaywy,x6 [l6vov
orov TCEpwpi1;E'tG<L aTC6 Evav opi1;ov'ta ... 0
av8pwTCoS ... appwo'taivEL XG<L xa'tappEE'
[orovJ OL ypa[l[lES 'too opi1;ov'ta 'too
oLapxws aAAai;ouv».
r.r.

OY'PANIO:E 00AO:E

o ao'tpov6[loS [...J 'tov OO~Y'lJOE Emxvw
oLa[lEoou [lLas EA,xoE'OOUS oxaAas [lEXP'
'to TCapa't'lJP'lJ't~Pw XG<L [lE'ta -cov E~yaAE

s~w o't"fjv CXVOLX"t'l] 'tcxpa"toa OE Eva eXMo

TCUpyO [laMov xuxA,x6. M,a TCEnaxa8ap'lJ
vuX'ta, <j>W'tELv~ xaL ao'tpa<j>'tEp~ aTC6 6Aa
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'ta ao'tEpLa, TCEp'E~aAE 'tov rOOALEA[lO
TCOO [l6vo rore, y,a TCPW't'lJ <j>opa, TCio'tEt/JE
6" E~AETCE 'tov oopevrc 861.0 OE 6A'lJ 'tou
't'lJV [lEyaAoTCpETCELa. [...J ~OYXLV'lJ[lEvOS

XCr:L Ev"tunwmaoIlEvOC; EXAELOE XCXL "to.: 060

-roo "ta !J.cX'tLa. H cxTCEpav'too6vYj ETCa¢E

vo; EivaL ut/Jw't'lJ, TCPOoTCEpvwnas 't'lJv
,xav6't'lJ'ta xa'tav6'lJo~s [las.
J. w. GOETHE, «To: Xp6VLCX "t1J~ [lo:e1J"tdo:~ "tau

fOUALEA[lOU Mmo-cep». o-ro Opere, -rou. 4,
<I>AwpEV·tl", 1951.

IIEN00:E

{ 1J OKLd rwv aVTUCELfJ.EVWV}

o <I>p6Ln, aTCoxaAEaE 't'lJv aTCooox~ 't'lJS
aTCwAE,as Ev6S TCpaY[la'tos TCEv80S,
anmapa8E'tonas 'to o't'lJv «TCa80AoYLx~

[lEAayxoAia», O'lJAaO~ oTt] vapxwow"x~

"tCU)"tLO"fj !J.E "to aTCoAEoBsv f.XV't'LXEL!J.EVO.

Ai;i1;E' va <j>w'tiOOU[lE "S AEmES aAAa
XpiaL[lES oLa<j>opES ava[lEaa O"S
060 O"tcXOELC;. KaL npw'to:. f.XTC' OAo:.

vo: oLaoa<j>'lJviooO[lE 6" OEV uTCapXEL
xa" [laxa~pw ~ 'tp0[lax"x6 0' au~v
T'1V «EpyaoLa -coo TCEVBouC;», Yj OTCOLCX

0'lJ[la'tooo'tEi [l,a OU[l~OALX~ vix'lJ
mxvw 0't0 rp6{30 r'flr; aTCWAEUXr;. To
TCEv80S OOVOEE'tG<L [lE 't'1v apo'1 Ev6S
av"xE'[lEVOU O'tO orcoto 'lJ [lEAayxoA'x~

OU[lTCEpL<j>opa TCapa[lEvE' TCPOOXOAA'lJ[lEV'1
xaL flE -rov "tponD au-ro av't'Lo"tExE"taL

o't'1v apo'1 'tau. ~X'lJ[la'toTCOLwv'tas

[lTCOPOU[lE v« uTCoo't'lJpii;ou[lE 6" '1
TCPW't'1 o'ta0'lJ o'lJ[laoEt/JE TCEpw06'tEPO 'to
[lov'tEpvo, '1 OEU'tEP'lJ 'to [lE'ta[lov'tEpvo.
H TCPW't'lJ aOx~8'1XE 0't'lJ O'EPEUV'lJ0'lJ
Tt]S XPovLx6't'1r as xaL 'lJ OEU'tEP'lJ 0't'lJ
OU[lTCUXVW0'lJ 'too XP6vou OE Eva oLapxES
TCap6v. H O'lJ[lwoPY'x~ [lOP<j>~ 't'lJS
«Epyao£o:.c; "tau nEVeOUC;» E1tt"tPETCEL

't'lJv aVaXA'lJ0'1 't'lJS w'top,x6't'lJ'tas
roo aTCoAEa8Enos anLxE'flEVOU, '1
[lEAayxoAia 't'1S oLa't~P'1O'lJS 'to EYxAw~i1;EL

o't'lJv avaTCapao'tao'1' ~'t'lJ [lEAayxoAia,
oU[l<j>wva [lE rov <I>p6LV't, 'lJ Ai[lTCLv'to
anoo6pE"tf.XL coro Eva av"tLxE£!J.EVO xwp£C;
va [lE'ta'tE8Ei OE xaTCow aMo. Avnfler«,
«'YJ OXLeX -coo o:.V"tLXEL!J.EVOU E7tEaE TCO:VW

o-ro EYW, "to OTCO~O ea XpLVO-rCXV o-ro E~Y]C;

ano EVCXV ELOLXO <porEo:. aav yo:. Y]"tav



o::V''tLXE£tJ.EVO, 'to SEXO::O[.LSVD o::v'tLxdtJ.EVO».

ME A[yo: My'o:, '1 IlEAO:YXOAto: dvm 1l'0:
p0:8,," O:TW~OXtO: ~'1S O:O~O-Xo:~o:v0'1a'1S'

o <!JpOCV~ <lev npoEpAE<jJE 1l'0: XOOA~oupo:

a~'1v ono(o: '1 IlEAO:YXOA[O: xm '1 «Epyo:a(o:
'tOU 1tSV6ouC;» tJ.7tOPOUV vex xa'to::o'touv

XOp[O:PX'1 xo:~aa~o:a'1. ~~'1 OXEnXa
mmOOOs'1 nEp(006 ~OO, 0 IlEAo:YXOA'XOS
n£vo::xac; Xa.1tOLOU 67tWC; 0 Gustave Moreau
~~o:v nEp,8wp'o:xoS' 0 Appas lao:ax 0
~upOS ~o BE~E' O,o:<popE~,xa: «Km otrxv
aoBd a~'l <jJOX~ '1 BEPIl'1, Eno:tpE~m '1
aov~p,p~ ~oo nEvBooS»'
r.r,

:ETENAxnPIA

H a~Ev~ OOOS, '1l;w~ aE a~Evo~~o: = 1l'0:
1l0P<P~ ESOp(o:S, onws '1 SEVccdo:, o:Ma
IlW ESOp(o: -rooo Ev06lloX'1 rcou ° xoalloS
aEv ~'1 pAEnE' xev. ~o<p[o: rtou IlEVE'
ayvwa~'1, EO<ptito: rtoo OEV xOlvoAoyd~m,

l;w~ xpo<p~, OtyvOlO: ~wv aMwv yeo: -cov
a~oxo rtou En'o'Olxw, apv'1a'1 ~S 06so:S,
papo:Bpo ~'lS mwn~s. Ema'1llo:tvw
~ DrEvo:xOlp,o:, O:Px,xa EnE,a~ dvm
xovr« o'tYj EevL'tda XL UO'tEPO:: EnELO~

O::V'tLO'tOLXE£ O::PXE't<X O'tOV «o-rcvo Xwpo»

~oo Tao: Evo,aBn'1 o,o:ywy~ npOXE'IlEVOO
VE nEpvas o:no:po:~~P'1~OS.

ROLAND BARTHES, Tlc»; va Smj[.lc [.last, Ila:p[at,

1977, Il"pp. Nlxot; HA,a0'lS, Exi56aEtS Ilorcqroc.

Ae~vo: 2007.

:ETPIlJlOn."PI:EMATA

{ tam, va uo» 'X' aaM¢" AtyaKt to fl-vaM}
i'lE 80: 'XO:VE nEpaaEL navw o:no OUO AEn~a,

o~o:v ~o: xUIlO:~O: xO:~O:Ao:y,aao:vE swpv,xa
xm ppE8~xO:IlE ~oA'YllevOl aE O:<PPOUS·
H axouvo: EXO:VE ll'O:v o:no~OIl'1 a~po<p~

l;Eppa, Xo:' nE~aX~'1XE 11npoa~a ao:v
o:a~po:n~.

T1JV [ow a~'YIl~, ~o IlOOYXP'1~O

~'1S 8aAo:aao:s, nvtY'lXE IlEao: a'
evo: a,o:nEpo:anxo a~p[yxAWIlO:

- VO:, <po:naaoo ~LS aE'p~vES X,ALaoES
po:nop'Olv vo: a<poptl;ouVE oAES Ilo:l;£.
TOlpo: ppLaxollo:a~o:v a~ov o:<pp,aIlEvo
xuxAo, noo l;OlVEL nav~o: ~'1 pou<P~X~po:,

xo:, aXE<p~'1xo:, <pumxa, nwS aE IlLO:
anYIl~ Bo: poo~ouaO:IlE m'1v apoaao,

rcou eVExo: '1 ~POIlEP~ ~o:Xu~~o:, rcou
no:po:aEpvollo:a~o:v, 1l0vaXO: 80:Ilno: ~v
sExwptl;O:IlE.

To xa'tx, AES XO:, OEV dXE xo:BoAoo puB,allO:
IlES oro VEPO, EnAExE oo» IlLO: qiouoxrx
no:vw o-rov o:<ppo. H aES'O: 1100 Ilno:v~o:

pp,axo~o:vE no:vw o:no ~'1 poo<P~X~po: xm
l;EPPo: 1l00S ~O:VE -co nEAo:yo. I<jJWVO~O:VE

(OWS nEAOlpws ~O[XOS, rtou a~p'<poyup'l;E

o:vallwa a' EIlO:S xm crov optl;ov~o:.

Mrcopet vo: <palVE~m no:pasEvO, Ila ~Olpa

rtou ~Ilo:a~av a~a 06nLO: ~'lS poo<P~X~po:s,

sVLw6a. 1tLO o::'tapaxoc; napa -ro'ts 7tOU

~'1 a'ilOlvO:IlE 1l0vO:xo:· Mt« xm -ro 'xo:
no:pE' o:no<po:a'1 vo: xo:aw Xo:BE EAn[oa,
1100 e<poYE Eva IlEyo:Ao IlEPOS an' -cov
~POIlO rtoo IlE no:pO:AouaE o-rnv O:PX~.

<!Jo:nal;0llm nws '1 anEAmata 1100
oovO:IlWVE ~a VEUpo:.

'laws vo: aoo <pO:VE[ xo:oX'1ma -110: aoo
ll'AO:W ELALxpcvo:- o:px,ao: va axe<p~ollm ~,

IlEyO:Ado rtou ~~o:v EVO:S ~E~OWS Bo:va~os,

xm ~, avo'1~oS rtou ~1l00V vo: aOAAoYLella,
au'to 'to 'tL7tO'tEVLO npcX[.LO::, 7tOU ELVO::L

'1l;w~ Iloo, Ilnpoa~o: oe 11'0: ~001J
aswBo:ullaa~'1 Ilo:p~opta ~'1S Mvall'1S
-rou 0EOU. E(llm atyoopoS nws xoxxtvro«
o:n' ~'1 v~pon~ 1100, orov ~o pal.o: crro
voo 1100. Km oe A[yo 11' En,o:aE IlEyo:A'1
nEpLEpyELa yea ~'1v [o,a~ poo<p~x~pa.

'EvLwBa ~'1v EmBoll(a v« xOL~o:l;w o:no
xovr« xo; po:Bta ~'1S, o:xollO: xm ~Olpo:

rcou Boato:l;o: ~ l;w~ Iloo, xt ao~o
rroo Il' E8A'pE ~~O:VE nws nO~E OE Ba
Ilnopouao: va Esw~op~aw o-rooc no:Awus
aonpocpoos lloO rou XWPLOU, ~a Iloa~~p'o:

rrou Ba 'pAmo:. 'OA' ao~a ~~o:v, pEpmo:,
noAu, no:po:sEvES 'OEES yea Evav av8pwno
nov ~PWX6'tO::VE os 'tS'tOLO X£VOUVQ -xaL

axe<p~'1xa nOMes <popes ana ~O~E, nws
~a a~pL<poyop[aIlO:~O:yupw ~PLYUPW a~

poo<P~X~po: laws va IlOO 'XO:VE aaAE<jJEL
ALyaxL ~o lloaM. [...J

i'lE Ba sExaaw nO~E ~ov ~POIlO, ~'1V

ava~p'X(AO:, ~o aaa~wlla Iloo, xo:BOlS
xot~o:so: ~PLYUpW. To Xo:txL, AES xm
XPEIlO~O:VE, aa va '~O:VE Iln'lYIlEVO, a~o:

Ilwa ~S xO:~'1CPop,as, IlEaa a' EVO: XWV[

IlE nEAOlpw nEp[yopO, ~Epaa~w po:BoS,
noO ~' oMa~pw~o WW~EPLXO ~oo Ba ~o
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h91LXJXJxIJ.9<;>xlJ.:i'oori")lLOd~91LriOOX

~lJ.wmld"DlO~;J,rio~;Jr13g'Ol~;JgOlLO

'tlXJ~\eoorlO'(;JlLlOXO~SOllLlODlJ.d\e~lOdlOII

'S310dd)'(lOlLS1~1XJXXJ~lOri"3d»a,lO,(93ri
lO~1~;JridXJ'9~XJdoo~o~1XJX'91d3~DhD

'lODDlO,('9ghDOltl'9lLS;J1~OldJS;J~1dxlOri

S1~91LXJ'9"nOldJlO'(9''9~3ri'lO~X,,~IJ.~

1J.~)3X>!'lOrjlXJ~'9001LS;J1~OldJS1~odog'9dXJlL

9'(lJ.rjloa,,1LXJlOD"0~10Xnorl1~'9g3dxO~D

(T>.D<;J'(XJwd:OXDC)0.1.0d1£norl11..pLDOJ..D

'S3d<;>91LlOlO~131L;J1il')g1XJlL~oori\e~lO~9

'norlSO~9rimd)lLDXJ~;J13rjl'9~lOlOXJ3S;JdodJ

S3D9II'~lO~~OA)lOX001L10~ri'9910~lO~H,

'~lO~\e1~XJd3:!m,'S;JDodX'S3"XX9X91LlO1X
S3~1XX9X'S;JDodX91LlO~XJ~~O~)AS;J1~OldJ10

'1J.'(91L~IJ.~91LlOOlD)lLXJ~'9riIJ.WlOlLD'9'glO
1XJX\exdXJ1gXJ1ri3D~lOMO~<;>rjlO'XJd<;>~
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,EXVLXWV ""1<;. Ilsprcoo-cepo exTCO ,ex [('>Lex
'to:. epya, dVCXL or ouxoLxaaLEC;, OL -rponaL
EX,EAW'l<; -!J.E QUO MyLex, Yj 'EXVLX~- TCOU
TCpOOOWp[souv ,OV XELpLO'~. Km ,0 EPYo
OEV dva/. -cooo "to npoI6v 'tOU opO:(.Lct"tor; Yj
,OU OXEOLexO!J.OU ,OU xexMLCEXV'l 000 !J.Lex
TCexP'Xcex0'l 'wv XELpOVO!J.LWV ,OU.
ELTE DURING, «O~XEW1tOLrJaELS::ot BavCf't"0t -rou

o"!J!J.LOUpyou o-rqv ljAE:K't'pOVLXYj uoocooi», a1"O

Christine Von Assche (emp.), Sonic Process. A

New Geography of Sounds, Actar, BapxEAwv"fj

2003.

IflANTA:EHU:H

{H KOLvDTI)Ta TOV AOa> } ..t-

Mi« cpexvcao[w0'l (,ouAaxw,ov 0,1:L
EYW OVOW'Sw E,m): !J.La Emo,pocp~

Em8u!J.Lwv, ELXOVWV, TCOU O,pLcpOyUpLSQUV
xa8w<; 1:L<; <jJ6tXVE,E !J.Eoa oa<;, xaTCo,E
yLa !J.La sw~ oMxA'lP'l, xaL ouxva
aTCoxpuo,aAAwvov,aL!J.ov6txa !J.Eoa

aTCo !J.[a AtS'l· H AES'l, !J.ELSOV 0'l!J.a[vov,
ouvaynm aTCo ''1 cpavcao[w0'l, xa8w<; T'J
~OALOOOXOTCOl)!J.E. H ~oALOOOXOTC'lO~ ''1<;
!J.Eoa ooro ,a oLacpopex o!cc<paY!J.a,a ''1<;
yvWO'l<;: Yj Epwva. EX!J.E,aAAwo!J.ao,E ''1
cpavcao[w0'l oov uTCa[6pw OPUXELo.

rea '!J.Eva '1 cpav,aOLWo'l TCOU avasYj,ouoa
OEV OuvoEo,av xa80Aou !J.E ,0
o::v"t'Lxd(1EVD 't'WV Duo 1:EAeu1:aLWV E'tWV

(rov «EPW1:LXO Aoyo»). /lEV ETCPOXELCO yLa

!J.La EX!J.E,aMW0'l!J.w<; cpav,aOLW0'l<; (*
'1 L:U!J.~LWO'l). Eow, OEV ELvm Yj L:U!J.~LWO'l

,WV OUO, 0 OLOVEL OUSUYLXO<; Aoyo<; TCOU
E1tE'tat -6au!J.a:-roupya- 'tou epw-rLxoU

Aoyou. E[vm !J.w cpav,aaLwoYj sw~<;,

,POTCOU sw~<;, E[OOU<; Sw~<;, olahYl<;.
OU,E OULXO<;, OU,E TCA'l8uvcLxo<; apL8!J.0<;
(ouAAoyLxo,Yj'ex). K6t1:L oo» !J.ovaSLa TCOU
OW~x61'C'tE'to:t [-I.E xnvovrouevo 'tpono: 'to
TCapaooSo, '1 avc[cpa0'l, '1 aTCopLa !J.La<;
XOI.VOXTf/(10aUV1jC; 1:WV CX1COO'tCWEWV

- i1 OU'tOTCLD: Ev6r; aomaAtO[.LOU 'twv

aTCoo,aoEwv (0 N[,OE xavEL Myo, OE
E1tOXeC; rtou eLvcu tax.upeC;, rcoo OEV e:ivcu
ayEAa[E<;, OTCW<; '1 AvayEvvYjoYj, yLa ev«
<<TCa80<; T'J<; aTCOO,a0'l<;»). \01.0 au,o,
axo!J.'l xa,a TCpooEyyW'l.)

Au,~ Yj cpavcaoLwoYj, Aomov, !J.E ''IV
wxaLpLex !J.La ,uxa[a<; avayvw0'l<;
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(AaxappLEp, To EAAYlVlXO xaAoxa{pl),
ouVavc'loE ,Yj AtS'l TCOU 'Yjv E~aAE

OE AELCoupyLa. L:,o Ayw 'Opo<;:

xOLvo~LaxE<; !J.ovE<; + !J.ovaxoL, ouYXpovw<;
CX1tO!J.OVWIlEvOt :x.o:./, auvoEoEflEVOL Ilsoo:. oe
!J.La oPLo!J.EvYj 00!J.~ (r« O,OLXELa au~<;

''1<; 00!J.~<; 8a TCEpLypacpouv EV w8E,w
Xpovw) = LOLOppu8!J.E<; ouva8poLoEL<;.
Kci6E urcoxetuevo EXS~ "'wv c}txo "tOU

pu8!J.0.
IlpETCEL va xa,aAa~ou!J.E xaAa TCW<; yLa

va uTCapSEL cpavcao[w0'l, TCPETCEL va
uTCapSEL !J.w ax'lv~ (oEvapw), o'lAao~

Eva<; ,OTCO<;. 0 A8w<; (OTCOU OEV EXw TCaEL
TCo,E) TCpooCPEPEL Eva !J.ELY!J.a ELXOVWV:
MWOyEW<;, ,apa,oa, ~ouvo (!J.Eaa
0,'1 cpavcaOLW0'l, o~~VOU!J.E xaTCOLa
TCpaY!J.a,a· EOW, ,Yj ~po!J.wLa, ''Iv TCLO,'l).
Ka,a ~a80<;, TCpOXEL-rm yLa Eva ,OTC[O.
BAtTCw 'ov erxuro !J.OU EXEL, axp'l axp'l
oe !J.La ,apa,oa, '1 8aAaooex TCEpa, 0
AWxo<; oo~a<;, !J.OU EXouv oLa8EoEL 060
oW!J.a1:Lex yLa E!J.Eva X<XL aMa roo« yLa
,OU<; cpLAou<; !J.OU, OXL TCoM !J.axpLa X<XL
!J.La WX<XLpLa yw ouvas'l (~L~Aw8~x'l).

IlEvcaxa8ap'l cpav,ao[wo'l TCOU aTCaAELcpEL
1:L<; ouoxoALE<;, OL OTCO[E<; TCPOXELC<XL

vo; SETC'l0~oouv ocv cpavcao!J.a'a
(rotrro: rro:v(,)-xo:"t(,) "to av"tmStllSVo
roo !J.a8~!J.a,0<;). «!oWppu8!J.La»,
dOLOppu8!J.0<;»: ~,av Yj AES'l TCOU
!J.E,aAAaSE ''1 cpav,ao[wo'l OE TCEOLO
yvwoYj<;. M' aU1:~ T'J AtSYj coroxrooc«
TCpoo~aoYj OE TCpaY!J.a,a TCOU !J.TCopouoa
va !J.6t8w. [...J

MEXPL ''IV aTILX~ TCEPLOOO, pu8IJ-oq
OEV 0'l!J.a[vEL TCO"tE «pu8!J.0<;», OEV
XP'lOL!J.OTCOLEL,<XL yLa ,·~v TCEPWOLX~

xtv1ja1j "t(,)V xUlleX't'cvv. H Evvmo: "tou dvat:
oLaxpLC~ !J.opcp~, avaAoYLx~ aTCELXOVW'l,
8U!J.LX~ oLa8wYj' TCoM xovr« 0,0 OX~!J.a,

XL O!J.W<; oLacpopE1:LXO. :EX*Wx: 0,a8Ep~,

UAOTCOL'l!J.EvYj !J.OPCP~, TCOU ,[8E,aL W<;
aVnXEL!J.Evo (ayaA!J.a, ayoP'l'~<;, cpLyoupa

''1<; xopoypacp[a<;). :EX*IJ-a * !J.OPCP~, OE
1tsptrr"tcva1j rroo arrootos"tat as XO:"tt

XLVOU!J.EVO, XLV'l'O, psooro, !J.OPCP~ au,ou
TCOU OEV EXEL opyavLx~ OUVOX~. Pu81J-o<;
= TCpO,UTCO pwo,ou O,OLXELOU (ypa!J.!J.a,
TCETCAo<; uypo), au,oOXEoLa, w!J.na~A'l''l



1l0Pep>]. I:TI] 6EWpLa, 0 lo,ah:epos 1:porrOS
rrou XlVOUV't"" 1:a eX1:0lla· o,allopepwo')
xwpiS 01:a6epoT1)1:a, XWpLS epOOlX>]
cxvayxcuo-rrrca: (.Hex «pO~» (ro /-lOUatXO,

O')AaO>] fl0V'tEPVO VO,)lla: IlAeX1:wv,
rp{;\~f30(;).

A01:>] ') E1:01l0AOYLX>] avallv')lloveoo') llaS
arroepEpE"

1) !0,oppo61l0S, oxsMv rrAsovaollos,
acpou ° po61l0S eLV"" e~ 0plOIlOU
S~a1:01l,xeoIlEVOS: oleXxEva, OOOL olaepoy>]s
rou xwotxo:, 'tou 1:p01COU (18 'tOY orcoto 'TO

U7l:0Xd!J.EVO EVt6:aaE1:'c(~ G't'OV xotvovrxo (ij
epOOlXO) xwo,xa.

2) Ilaparrollrr>] 01:'S eXAerr1:00llEVes
1l0pepES 1:porroo ~W>]S: ot ola6Eoe,s, or
a01:a6eLS 1l0pepoAoyLes, ot rrapoolxES
Xa1:a6AL<jJELS >] e~eXpoe,s' XOV'tOAOYLS, 1:0
olalle1:p,xeX aV1:(6E1:o IllaS ooV'tpm1:lx>]s
po6lllX>]S olaoox>]s, aveM')1:')S Myw 1:')S
po61llXOTlj1:eXS 1:')S.- Errelo>] ° po61l0S
rrpooEAa[3s «uro 1:0 xa1:ameo1:'xo vO,)lla
(o')Aao>] 1:0V po61l0 ~w>]S 1:00 IlEAOOS evos
xmvo[3Loo >] 1:00 epaAaYYlO1:')pLOO, rrou
npE1tEt va av-rcx1tOxp[VE"CD:.L [.lEGCX o' Eva

1:E1:ap1:0 1:')S wpas rrepLrroo) xpe'eXo1:')xe
va 1:00 npooap1:')6eL 1:0 LOWS: {owe; ~

po8{J.oe;, (owe; ; pu8{J.oe;.
I:1:0V apXE1:omxo 1:')S 1:ono (A6wS), ')

,owppo6llLa 0')lla1:0001:eL axp,[3ws
1:')V avaAoYLa 1:')S epaV'taolwllEvYjS
xmvo1:Yj1:as - aU1:o eLV"" 1:0 nAEOVEX1:YjlleX
1:YjS, Yj XLV')1:>]pla DUvall>] 1:YjS (yw
sIlEva). AvaAoyLa ; Illa 0V1:0AoYLa 1:0U
aV'tlXe'llEVOU. APXlTEx1:0Vlx>]. I:e~eXv / N1:S
I:1:aA. [...]
ROLAND BARTHES, II<.Jr; va SOU,.l£ (.las{,

IIapLoc. 1977, ll1:epp. NLXOS HALaD')S. Exdoce«;
II01:IXIlOS, A81jvIX 2007.
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n~ flV~fl~ TIlS EMv~S AAES'OO.

The artwork The End is dedicated
to the memory of Eleni Alexiou.
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FOREWORD BY THE MINISTER OF CULTURE

The Greek representation in the 52"' Biennale of Venice has a
contemporary aim. With all due care and heightened sensibility,
Nikos Alexiou and his associates processed in various ways
the mosaic floor of the l1'h-century Iviron Monastery in Mount
Athas and are presenting it at the Greek Pavilion.

Such a modular work, rich in meanings, does not refute
the contemporary; on the contrary, it goes back to its sources
to readdress one of the major issues in modern societies:
the question of cultural identity. This identity is shaped
by expectations and traditions, and also by exchange and
mutuality. Ours is an age of connection and synthesis. Instead
of separating cultures we must correlate them, we must multiply
the points of dialogue and interaction.

Contemporary art can make a decisive contribution to this
dialogue while promoting also a context of self-awareness. This
is the twofold challenge for modern civilisation: to be open to
a spherical outlook of what happens in the world, and at the
same time to concentrate on the self; to chart new roads and at
the same time to cultivate a sense of continuity. On the way we
come across radical changes and historical reserves, flashes of
the future and the traces of others.

If all this makes contemporary art more fertile and more
lively, then the Greek representation in the 52"' Biennale of
Venice can serve as the forum for a valid and sensitive discourse
from which we have a lot to learn.

YORGOS A. VOULGARAKIS



--r-



ONE



· -~



COSMOLOGY
Yorgos Tzirtzilakis

"Thus is the heaven a WJrtex passed already, and the earth a WJrtex not
yet passed by the traveller thro' Eternity"
William Blake, Milton (15:21)

1. BORDERLINES

At a time of expansion and reorientation for contemporary art,
the Greek representation at the 52"' Biennale of Venice is based
on the potential of the different, on a critical renegotiation of the
concepts of identity', the repetition of the same as different, the
new handicraft condition and the multiplicity of artistic practices.
Nikos Alexiou is an artist who invests these characteristics with
tension, demonstrating the aiterity and hence the ambiguities of
the local scene and its dormant potential for contribution to the
international cultural discourse.

If there is one tiling that characterises contemporary culture in
Greece, it is the varieties of borderline. This is a cutting-edge condi­
tion, the porous frontier between the Western world and an ori­
ental cultural idiosyncrasy, at the crossroads of three continents,
between North and South. A culture like that does not stand out
for its high technological achievement, but it is not exotic, either.
This is why it hovers in interstices, in an undefined "third space",
as a paradigm of irresolution (like the movement of a pendulum).
The artistic practices of the borderline do not belong exclusively to

the culture of the East or to the highly developed West, although
they draw elements from both idiosyncrasies. The fusion between
high and low culture, urban and traditional aesthetics, rational
and irrational, instinctive and intellectual, are among the advan­
tages of contemporary art in Greece which generate collective in­
stincts and neuroses, fusions and hybrids of all kinds.

So it would be no exaggeration to claim that the best things
we have lie on these unstable borderlines. The architect Dimitris
Pikionis once described the varied elements which make up these
contrasting zones as "alien", "unequal" and "of different minds"
(diha-fronenonta)" - what we would call 'schizoid' in contempo­
rary terms. Therefore, this kind of condition bears the traits of a
cultural neurosis, as it contains a series of symbolic expressions
of the conflicts and multiple fusions between desires and de­
fences. Today we can understand in a different way what Roland
Barthes' was saying in the early 1970s: "mad I cannot be, sane I
do not deign to be, neurotic I am," In any case, such a condition
generates identities, meanings and lines of escape. It possesses
an active and retroactive character, a primary and "deferred"
(Nachtriiglichkeit)' imaginary which combine before and after, origin
and repetition in strange ways.

Yorgos Tzirtzilakis is an

architect and independent

curator, teaching at the

Dept. oj Architecture,

University oj Thessaly. He

lives and works in Volos

and Athens.
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2. THE MINOR

Let us see now how all this is associated with the Greek rep­
resentation at the 52nd Biennale and why this attitude concerns
us. Alexiou belongs to a generation of artists who in the 1980s
extended art into the field of installations, i.e. in a highly sensual
and evocative context, using diverse materials, constructions and
techniques in reaction to the loss of the physical and tactile aspect
of contemporary art as a result of the dominance of images. This
premise was no exaggeration: the quantitative abuse of images
led us to the brink of "blindness", to having nothing to see. Alex-

Yorgos Tzirizilakis iou turned from the outset to a fragile, ephemeral world which
he brought into the artistic language, persistently using non-rep­
resentational structures, decorative elements, grids and repeated
motifs in a kind of existential metaphor. To be precise, Alexiou is
one of those artists whose very existence -what philosophers call
Dasein- manifests itself exclusively through a feverish gesture.

The etymological chain of the term is indicative: This kind of
handi-craft is a repetitive, high-precision hand-gesture which results
in a piece of handi-work. Thus he gradually cultivated an artistic
idiom which is highly contemporary -without any phobic refusal
of the past- and addresses the most fertile and neglected areas of
our imaginary. Alexiou is one of the few Greek artists who urges
us to rethink the potential meaning of a minor culture, histori­
cally famous, in today's world. Under this prospect, what matters
more is not what we will "preserve" or fearfully delineate but
what we will share and risk in our encounter with the other.

His works thus discreetly converse with the most contempo­
rary versions of the "postcolonial approach", i.e. with the ability
to "re-imagine our civilisation and our planet'" away from the
hang-ups and distortions of the Western model of the modem.
Alexiou belongs to a generation which came against a series of
cancellations of modernity and saw the need to process differ­
ently the relation between the "local" and what we call "modern"
or contemporary world, investing them with the depth of a dif­
ferent combination and above all of an analogy. In other words,
a "good adulteration".

Going back to the symbolic processing of the hoards and piec­
es of an unattainable unity, Alexiou attempts an almost archaeo­
logical microscopic approach: as in the unconscious, today and
yesterday coincide, the repressed returns; the non-visible finds
an expression. We know that this archaeological microscopic ap­
proach assumed great importance for many contemporary think­
ers and artists. It is a suitable term for describing structures, sys­
tems and spatial experiences which are not fully uniform but are
formed through layers, sediments, juxtapositions and appropria­
tions. And since the term is often abused, I must clarify at this
point that it is not about a mere accumulation of elements but, on
the contrary, a series of situations and atmospheres which make
up a cosmology of their own.
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3. THE FOURFOLD

Alexiou focused early on on the ephemeral reed structures
and the beach huts that reference Laugier's "primitive hut" and
constitute the most popular constituent myth in the architecture
of Aris Constantinidis. This enables us to claim that his patient
handicraft tends to become a space-creating experience of the dwell­
ing of the artwork "on the earth and under the sky." In Greek,
the words poiein (to make) and poetry come from the same root.
In that sense, one recognisable trait in Alexiou is his obsession
with doing things and focusing on the artistic act itself (praxis),
on poiein. One gets the impression that Alexiou thinks and feels Cosmology
through what he makes, and thus works on the return of the
refusal and on what H6lderlin once put as " ...poetically man
dwells..."

In the early 1950s, Martin Heidegger described the regressive
utopia of such a dwelling which "occurs as the fourfold preserva­
tion of the fourfold" [das Ceviert]": "in saving the earth, in receiv­
ing the sky, in awaiting the divinities, in initiating mortals". In­
deed, the oeuvre of Alexiou (already since his first reed structures
on the beach) constitutes a kind of abode, a place of concentrated
introversion and meditation which suggests a certain way of ob­
serving and behaving.

One might claim that this kind of attitude runs the risk of
idealising the manual pre-industrial civilisation, approaching the
most ambiguous aspects of Heidegger's thought and above all his
obsession with the archaic. Yet a careful observer will note how
Alexiou gradually developed various ways of distancing himself
from all that. For now, I shall focus on the domestic condition of
the artwork, i.e. on the life-gtving potential of a "poetic dwelling"
which appears to be more oriented towards what is absent and
brings the work closer to fragmentation and disjointedness.

There is some fetishist echo in this logic of the excerpt, which
necessarily points to the lost VVholeness that "we cannot recover". In
short, we are dealing with a "work of mourning" (Trauerarbeit)"
which enables us to sidestep a series of disjunctions, such as
between tradition C'our prior body") and the "spectral" digital
technology (which makes up a "new human body").

4- THE FINGER

The precedence of the gesture (i.e. the process) acquires a new
dimension and dynamic in our current post-industrial and post­
fordist' age. Alexiou elevates the gesture into a kind of incessant
"writing", which in Greek means "to sculpt, to carve" with a
"wedge-shaped tool (stylus)." Yet how does the carving of "holes
of the spirit" on a material, the sculpting of reeds or the patient
cutting of paper differ from hitting computer keys and "reducing
the hand to a finger (the ultimate handicraft technique)"?'?

Such a question informs and prevails in the entire oeuvre of
Alexiou, bringing to light a symbolic correlation between com­
puter and loom, between design and weaving, and redefining our
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perceptions of tangible and intangible space. Any work can be seen
as an act of weaving (texture), of handi-work. If a paper mesh or
other woven material can be perceived by touch as well as by vi­
sion, the same can be true of a computer screen. In this case, the
"holes of the spirit" are extended into "a finger that probes via
the gaze". The difference in etymology may not be negligible: in
Latin languages digital comes from digitus (finger), whereas the
Greek term comes from tessera (mosaic).

Commenting on some of his works, the artist himself talks
about going beyond Euclidean logic. In Milles Plateaux, Gilles De-

Yorgos Tzirtzilakis leuze and Felix Guattari linked the idea of the woven material,
the felt, with the passage from Euclidean geometry to the spaces
of Riemann the mathematician. A patchwork is the ideal meta­
phor for such a space: a set of scrap pieces which can be joined
in infinite' ways. No less important is Alexiou's innate tendency
towards patient signification, which reinforces the continuity in
his works and our own relations to them. I ascribe special impor­
tance to jhe fact that one contemplates his works with discretion
and attention (prosoche). "Entrez Leniement" (Enter slowly): The
sign placed in 1938 by Le Corbusier at the entrance of Eileen
Gray's E-1027 seaside house in Cap Martin seems to fit here,
too. If we recognise a kind of aesthetic, it has not to do with the
theory of Beauty or with the subjective nature of Genius (which
Jacob Burckhardt associated with Renaissance artists); it is more
about a formalisation of the experience, a sort of attention and
askesis which is at once a result and a prerequisite for serene re­
ception. Gradually we come to observe not only the details of the
works but our own movements and those of the others as well.
In short, we become attentive to everything. Attention itself becomes
an artwork.

In this sense, the silence (hesykia) that accompanies these works
is eloquent. Moreover, it induces an atmosphere of concentration
which is perceived -both in itself and through its effect on our
mood- as waves of tension. C'No one has heard the phrase a raging
serenity"lI) To be precise, it is only in the form of these tensions
and fluctuations that these works go from signifier to meaning.
This is why Alexiou processes matter, touch, light, the motifs, the
grids, patterns and mantras of religious art in an ethereal way
which "restores to human use'"? a series of sacred symbols. Gior­
gio Agamben claims that "this is the political duty of the coming
generation", Yet in Alexiou this "restoration" brings us back into
a state of spiritual apathy and delight, a kind of reverie and idle­
ness, around what we define as minor, fleeting, fragile, transpa­
rent, immaterial, negligible: "the last crumbs on which the Shape
survives. "13 The Western conceptual tradition is combined with
hints of Mediterranean balmy weather, physicality with mysti­
cism, the contemplative with the carefree, the representational
with the non-representational, the satiation of Being with the in­
cessant becoming, cosmos with diu-cosmos (decoration).
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5. THE VORTEX (THE FLOOR MOSAIC)

The modular installation at the Greek pavilion was inspired
by the floor mosaic in the main church of lviron Monastery in
Mount Athas (11'h century). The artist has paid many visits to the
Holy Mountain and stayed at the Monastery on many occasions
from 1995 to date, where he was able to get to know the spir­
ituality, the quickening of the soui and the strange interpersonai
experiences of monastic life in a place full of insinuations, which
Roland Barthes cited as a model on Comment vivre ensemble in his
iessons at the College de France. The poet Takis Papatsonis has
accurately described the behaviour of visitors to Athas as a "state Cosmology
of incessant and almost always wild ecstasy"."

During this time Alexiou kept 'copying' and redesigning the
mosaic floor as he tried to grasp its mysteries and sought its se­
mantic structure and its vortex.~ We must not forget that it is a
floor, after ali the pinnacle of geological horizontality, hence of
the primary corporeal condition, as opposed to the visibility of an
upright, erect position. The cosmological system of the floor does
not reflect something visible; it renders visible something without di­
mensions, which could therefore be infinite, complete and immeasur­
able, concrete and intangible. One could define the mobile immobility
of this floor as a complex ideogram, a denseiy packed symbolic
system, a condensation of the Whole or what we cali 'data stor­
age' these days.

Contemplating the floor today, one is sorely tempted to explain
its symbolisms and riddles which inevitably move between the
floor-cum-world and the world-cum-floor. However, I believe that its
symbolic system excites us not because it lends itself to decod­
ing but because its meaning remains open and unspoken. Why,
one wonders? It needs no expertise in Eastern mystic traditions
to suspect that such a symbolic system remains unexplained not
just because we are rather incapable of experiencing its secrets,
or because the inadequacy of its naive interpretations disappoints
us, but mainly so as to leave space for the experience of real life,
where the universe (the Whole) is not just symbolised: it happens.
This is what preserves the enigmatic character which permeates
its mystery and its cosmological scale.

I suggest that we sidestep the theological connotations, in sensu
stricto, and foliow the redesigns of the floor as a kind of viewing
that attempts to examine the aura of emotions around its secret
and arrive at a certain awe. Talking about Pierre Klossowski,
Gilles Deleuze described an approach which might prove useful:
in one sense, he claims, our age is discovering theology. We no
longer need to believe in God. We seek the 'structure', a form
which could be filied by various religious constructs but does not
need to be filied in order to be calied 'theological'; in our time,
theology is the science of nonexistent entities."

Yet the real paradox is that as soon as we elude the theological
connotations we are obliged to go back to them, i.e, to the "quin­
tessential reasoning" and the "ambivalence which is their power".
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Anyone interested in the psychokinetic experience of the artistic
practice cannot easily avoid referring to these "nonexistent enti­
ties" that are everywhere.

6. THE COPYING

If the mosaic floor of the Monastery is made up of patterns
of coloured stones, the etymology of "digital universe" in Greek,
as we saw it above, brings us back to it and creates our need to
break free from such dipoles as tangible and intangible, potential
reality and actual reality. Jacques Derrida claimed that this attempt

Yorgos Tzirtzitakis brings us back against the "work of mourning" and "spectralisa­
tion", which "forms, in a way, a new human body"." Yet the way
in which Alexiou "copies" the monastery floor (and the drawings
of 18'h-centu ry Ukrainian traveller and monk Basil Grigorovich
Barsky) has a different significance. More than imitation, this is
closer to communication. Alexiou "copies" in the way poetry is
translated, with the aim of getting the transcript to coincide with
the original: "Translation", in this case, "is the transference from
one language to another through a continuum of transforma­
tions", as Walter Benjamin points out. So what we are called
upon to evaluate is these "transformations".'?

What is the artist's role in this translation, this "copying" (as
the poet George Seferis called it)? At first sight, the artist aims
to capture the duration, to transfer the continuity, but this is
achieved by generating difference, by "authenticating the differ­
ent". Only through repetition can we understand the difference.
This is why something reiterated is not a return of the same iden­
tical thing but the generation of difference. If "psychoanalysis has
taught us that we were suffering from repetition," we cannot but
"heal ourselves through it"."

We must remember also the affinity that has always existed
in Eastern cultures between the intensive training in repetition
and ec-static techniques. One cannot deny that "repetition itself
creates bliss. There are many ethnographic examples: obsessive
rhythms, incantatory music, litanies, rites and Buddhist nem­
butsu, etc.: to repeat excessively is to enter into loss, into the zero
of the signified. "19

So, strange as it may sound, the repetition of the same thing as
different ends up liberating the artist from the difference. This is
why the "copying" (or even the "misreading") of the monastery
floor enables us to trace the characteristics of a broader change
which many have attempted to describe in recent years, in vari­
ous ways. The "posrproducrive'?? artist is not an entirely new
phenomenon, but part of a model of cuitural behaviour which
has existed throughout the history of handicraft: it is the artist
who -as per Nietzsche's model- processes the tensions and the
divergences of the "eternal return" of the same thing; the one
who introduces us into "loss, into the zero of the Signified".

So it is no wonder that the associative ailegories of "copying"
push the already shaken boundaries between the abstract tradi-
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tion of modem art (which hails from decoration) and the estab­
lished religious tradition, between visible and invisible, between
ephemeral sensibility and the transformative experience of ecstat­
ic spirituality. This is an unfinished, repeated process which can
acquire a sociai dynamic and even combine itself with the vertigo
of expanded conscience, the cosmological imaginary, the visual
elements of rave culture or the techno-psychedelic experiences. By
intensIfying the vibrant designs of the floor, Alexiou explores the
limits of human vision at its intersection with the psychogeogra­
phy of experience in the age we live in.

7. THE TROUT

The creative skills of Alexiou are tested not only in the work
itself but also, and particularly, in what one gets to feel via his
work. This crucial peculiarity cannot be traced through logic or
analysis, since it is an experience rather than a form. If we persist
with the example of the monastic floor, we will find that his vari­
ous appropriations and redesigns confirm the precedence of the
observer's experience. The multiple reworks of this mosaic per­
petuate its enigmatic qualities and its recognisable character, i.e.
the fact that it belongs to an "indivisible tradition of the world"
which the artist attempts to cross upstream, "like a trout."?'

We saw earlier that in psychoanalysis this kind of 'revisiting'
is called "deferred action". Observing the eternal motifs and pat­
terns of the floor, one can see that they belong to an expanded
notion of the "tradition of the world" which makes them a bridge
to other civilisations that lie "between East and West, North and
South." Through this expansion, the enigmatic quality remains
the ideal vehicle for us to perceive their cosmological tension. The
persistence in endlessly building this allegorical pattern can lead
us to mystical practices and correlations of probing. And since
what is changed through repetition does not die, the redesigning
continues ad infinitum. E. M. Cioran has given a good description
of the spirit of this experience: "to reach vertigo through probing,
therein lies the secret."

So this is why Alexiou persists with this ephemeral and frag­
ile processing, and his work tends towards a refined eradication
of mediation, to the gradual fadeout of the artist in the viewer. Yet
this time the fadeout is milder, like a "good adulteration" which
is verified through the patient copying -or 'misreading', ulti­
mately- of the mosaic. The precedence thus goes to the observer,
the interpersonal character, while the artist assumes the role of
the one who tries to postpone the breach between the tangible
(or earthly) and the spiritual, the modem and the obsolete. This
comes to both reinforce and differentiate the postproductive di­
mension of the work and its interactive character, in the sense
that these terms have acquired today.

This ephemeral and repetitive character creates a suggestive
environment which promotes a strange intimacy and a cryptic
value. The painstakingly crafted constructions, the assemblages,

Cosmology
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the fine screens, the diagrams, the cut-outs, the folds, the printouts,
the doublings and the alternating projections become an almost
weightless and gradually absorbed mediation. What prevails is the
unreal, literal experience of the shape and the space, its viewing
as a symbol. All those delicate constructions, even the hand itself
which persistently shapes, are nothing but a referential parallel of
reality, derived directly from it, i.e, from the world of experience.

8. DENSITIES OF TENSION

The psychokinetic tension and the "raging serenity" that per-
Yorgos Tzirtzilakis meate these works are preserved in the "apparencies", i.e. in the

processed points and details and not in macroscopic visual nar­
ratives and ideological constructs. This seems to be the primary
zero-signified which cannot be reduced to anything else. Alexiou
has an affinity with artists in whom the plot (and the weaving) of
minute details permeate the space and thus find their ideal ar­
chitecture. The obsession with the shaping hand connects us with
his work like wood with the carpenter and the metal with the
ore which contains it. This kind of artistic practice is what makes
"a good carpenter being good, being a friend of wood"; a friend
of the material. Yet what is a friend if not "the one who re-estab­
lishes a vital relationship with someone [or something] else that
we thought had been excluded from pure thought"? This friend­
ship contains both a "competitive mistrust" and an "erotic tension
towards the object".22

The attraction of such a dexterity introduces us in the best
possible way to the psychology of the space and the symbol. It
is, after all, the same attention to signifiers that made Nietzsche
describe the modern philosopher as a philologist, and many con­
temporary artists to exalt handicraft, decoration and bricolage. The
artwork is above all the product of a sophisticated handicraft
structured like a language which only the body can explain.

I am saying this because I believe that the body of the artist is
always in a relationship of tension with his work, so much that we
could describe it as a state of one mirroring the other. The manic
handicraft activity of the body always carries a potential work.
The hand itself thinks and determines the inner tone (Stimmung),
which manifests itself as the specific gesture and turns it into
artistic language. This renders the thoughts and sensations cor­
poreal, i.e, it allocates them around the body. Of course, the aim
here is not corporeality but the passage to a spiritual dimension
which can only be articulated through the body. The tension of
the body that creates is aimed at the tension of the spirit it car­
ries inside. In this way the spirituality of the work is not trapped
at an abstract intellectual level -as some might think- but recalls
the tension of the body. Here, the rigorous structure of the mosaic
and its physical rhythm are always perceived in an esoteric way.
The artist himself says that "the work is a rhythm generated by
the motions of the body as it makes it. This is the starting point
for everything else".
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9. THE PAIN OF DETAIL

Claude Levi Strauss focused on two anthropological models of
cultural behaviour that describe us: the engineer and the bricoleur
or 'do-it-yourselfer'. The former prefers a rational order and so
goes from a to b and thence to c, and so on; the latter follows the
same sequence in a different, more flexible way, starting from a
practical outlook. The bricoleur is the one who explores new and
unpredicted ways, mild rifts and re-combinations.

This is what makes me believe that the cultural model of the
bricoleur fits in with the rich oeuvre of Alexiou and invests it with
historical depth. Clearly, what is at stake here is the expansion Cosmology
of the anthropological factor of modernity and the elevation of
the horror vacui into a contemporary language. Our struggle with
decoration -one of the greatest taboos of modern art, as we all
know- seems inevitable.

All this allows us to claim that Alexiou explores in an ahnost
melancholy way one of the core characteristics of our cultural
idiosyncrasy: our desire to treat and process the object so as to
hide the pain about their temporariness. If we wanted to be more
precise, we would say that he expands the attention to detail into
an atmosphere (hence he invests it with a theatrical and symbolic
character). This subtle, soothing procedure is what adds even to
the 'humblest' materials of these works a valuable character. It
is an artistic processing sensitive to the reminder of death, which
Takis Papatsonis defined in a raving way as a "study of death"
(i.e. a precedence of life). It is not without significance here that
this pain of the temporary -which also references to some degree
the "mal d'archive" - keeps us dependent upon experience, and
hence upon hope.

As you will realise, we are in the territory of loss, in a "process
of mourning" which is at the same time -and equally paradoxi­
cally- a liberating process because it turns the initial pain into
the calm knowledge that we can extract some awe out of things.
In a way, this attitude constitutes the more refined version of our
artistic unconscious. Structured from the outset as a theatrical ex­
perience, this unconscious gradually becomes a place of mystery.

That's why Alexiou touches the most repressed point of our
cultural idiosyncrasy, investing his work with an international
character as well as with the prestige of a cryptic value. The
fragile visual and tactile pleasure from these works reflects our
anthropogeographical status in an optimum way and converses
with an existential dimension, i.e. with the very core of what we
called as the "dwelling act of the artwork".
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THE IMAGE ON THE CARPET
A conversation between Nikos Alexiou and Christophoros
Marinos

CHRISTOPHOROS MARINOS: Let us start with your points of
reference. What were the early Influences, from your family
as well as from the broader artistic environment, that shaped
your aesthetics?

NIKOS ALEXIQU: I was born In Rethymnon In 1960. One eariy
childhood image is from the art festivals organised by the
writer Andreas Nenedakis, with many exhibitions held in
galleries and In the coffee shops on the waterfront. So for
two or three summers between the ages of 13 and 15 I saw
the entire era of 'Greekness', from Karagatsis, Sikeliotis
and Vassiliou to Moralis, Migadis and Kanakakis. It was all
warm and fresh at the time. It was also when the first blocks
of flats were built In Rethymnon, the first ones In my own
neighbourhood. It was impressive to watch the structure of
concrete and bricks rising to 4 or 5 floors, and kids playing
around the construction sites. I remember myself walking
In and out of an architect's office full of drawings and
blueprints, taklng down from the shelves copies of Orestis
Doumanis's Themata Chorou ke Technon magazine and leafing
through them.

My family house In Rethymnon is next door to the Xenia
Hotel of Aris Constantlnidis, the lace where I grew up:
everythlng there -eeats, sliding doors, beach facilities, the
umbrellas, the deckchairs- were designed by him. I took my
first steps barefoot on the red floor tiles of the Xenia, and
then at my mother's home village. So we are talking about
modernism, a true Greek modernism. When I arrived In
Athens In 1979, my gallery was "Desmos" - the place I had
known from the issues of Themata Chorou ke Technon. The
magazines I used to buy In Athens not about art, they were
scientific: Scientific American and OMNI. Indeed, I got Scientific
American for a decade, though my English was not good.
Now I see that all this talk about chaos, grids and fractals,
etc., the drawings In Scientific American that Interested science
In those days were all mixed together with the blankets
woven by my mother: the drawing In Scientific American and
the blanket I still use today carry the same grid. The years
have gone by, and all this seems like a perfect fairy tale. I
stii! remember the floor In our house, made by my father of
compacted concrete. The 'veins' formed on the black concrete
when it's clean and polished are like the sky.

The first artists I came to know and like In those years,
1979-'80 -and whom I saw later In Europe-- were Fontana,
Takis, Tlnguely, all that gang with the 'space' works.

CM: Weren't you Influenced by Arte Povera? Its impact on the
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Greek art of that time must have been quite strong.
NA: No, I don't think so. A cheap material is not cheap. Masking

tape or gold foil are equally valuable.
CM: SO you kept your distance from that dominant trend.
NA: Not really; it just wasn't my style.
CM: Which Greek artists do you see as fellow-travellers,

stylistically and emotionally?
NA: Stylistically, I don't know. They are the people who live

in this city and with whom we do things together. Those
who leave, those who were active for a while and then
left, those who remain, the ones you really appreciate, the
ones you love. Yorgos Lappas, Thanassis Totsikas, Manolis
Zacharioudakis...

CM: Nikos Baikas?
NA: A different generation. We never met with Baikas in the

same events, whereas with Lappas we were together in many
exhibitions early on, around 1986-87, although our styles
were different. Among the older artists, I feel some stylistic
affinity with Bia Davou. I also liked a lot some works of
Nafsika Pastra, as well as the experiments and drawings of
Pantelis Xagoraris. That was until I understood the work
of Nikos Kessanlis, the greatest Greek artist -of all times,
perhaps. The screen, the shadow, the playfuiness are what
fascinate me in all his works. That Great White Gesture, for
instance, is a top work for me. That photo of Chryssa on the
stairs with the sheets is astounding.

CM: Among foreign artists, whom would you single out?
NA: Yves Klein had fascinated me with his blues and his

gestures. He was rediscovered in the early 1980s with the
major exhibition Paris-Moscow in Paris. Now, that show
had everything. The catalogues from Paris-Moscow, Paris­
Paris, Paris-NelO York were like gospels. They are still very
important. Later, when I went to Austria, I liked Hermann
Nitsch and all those performance artists.

CM: It seems strange to me that you like the Viennese actionists,
as they don't seem to relate to your work.

NA: They don't, but they fascinate me. I like them. Of course,
then I realised a very important thing that has to do with
street artists, folk artists and pageant events in the countries
of Central Europe. It is this 'well', this primary source that
spawned the contemporary artist - performer, dancer, actor
or visual artist. The roots of contemporary theatre and
today's performers are to be found in folk artists and folk
events. And it is no accident that we still see a lot of this
thing in Yugoslavia.

CM: Do you feel that you have something in common with
Japanese or Arab artists? Your art seems to converse with
motifs we find in Asian painting.

NA: I like Issey Miyake, and Hokusai's Great IMIve, a work that
bridges the gap between Western and Oriental thought.
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But you see this in Miyake, too: he is not interested in the
'clothing', I think. He cares for the grid first of all, the fibre;
the rest will come. His whole research around the industry
and modern materials is about the grid, that's their tradition.
Then there is this book which was like a gospel to me:
Bernard Rudofsky's Architecture without Architects. It shows
you through earlier settlements how habitation is organised,
which is one and the same thing - in Asia, in New York or
in Athens. That is, there is no difference between now and
3,000 years ago in terms of how habitation is organised.

CM: When did you come across Rudofsky's book?
NA: I was 18 or 19. Later, in Vienna, I saw some contemporary

architecture in Europe, I got to know some architects whom
I loved. Richard Neutra did some wonderful projects in
California. At the time I was impressed also by Luis Baragan,
but not so much later. The ones I still like are Neutra and
Alvar Aalto, who remains at the top even now - I adore
him. He is an architect to whom we owe much: modern
Scandinavian design was based on Aalto's research! Among
the Greeks, Aris Constantinidis was and is the top.

CM: I don't know whether you agree that between the
anonymous architecture of Constantinidis and the vernacular
architecture of Rudofksy there are some striking similarities.
These two references helped me to 'unlock' your new work,
the modular installation inspired by the mosaic floor of
Iviron Monastery on Mount Athos which you are presenting
at the Venice Biennale. Moreover, Constantinidis's perception
of buildings as 'vessels of life' summarises admirably your
own work.

NA: Certainly. But then there is also Stanley Kubrick's Space
Odyssey and TIle Shining. The work for the Biennale, which
I've called TIle End, carries everything I've worked on all
these years, from the 1980s and a little earlier to this day. All
references in my work, from rainbows, lights and galaxies to

marble, prisms and the 'psychedelic' stuff, are all in it. All
my work since the early 1980s is like an ongoing project,
although in recent years some things have faded into a more
contemporary environment. In my works of the 1980s the
basis was very often Kubrick, and specifically two of his
films - 2001: A Space Odyssey, which is my favourite, and
The Shining. My first show at "Desmos" in 1985 was also a
reference to Kubrick, with four works showing four views
of the lunar monolith in Odyssey: the screen, the doorway to
another dimension, that boundary.

CM: The metaphysical aspect of the Monolith.
NA: "Natural" I could understand better, meaning that these

would be natural phenomena. For instance, the specific
animation in this new work is a direct reference to the film,
to the scene where the protagonist goes on his last trip.

CM: True, this kaleidoscopic animation does remind you of the
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famous star gaze sequence in Odyssey, which describes the
journey through time.

NA: Yes, it iliustrated the whole era of psychedelia, LSD and all
that. It was after the magic of those journeys to the Moon. It
is the eye of HAL from 2001.

CM: And why do call this work The End?
NA: The title The End came as a 'coincidence', as a working title

when the basic design was finished. The title, just like the
work, brings together all my loves. There are two texts as
well. The one is "The End" by Beckett, another favourite. His
hero is released from the asylum and goes to live in a hut
off the town, by the sea. One evening before dusk he walks
to the town. It is dark by the time he reaches the port, gets
into a boat, unties it and lets it be drawn by the current. He
turns 1:0 look at the town, which is lit up by then. He shrouds
himself with the tarpaulin that covered the boat, and once he
is out of the harbour, pulls out the plug and the water comes
in. I~ I remember correctly, Beckett describes the end as a ray,
as a spear shooting towards the stars.

The other text is the second major play of Dimitris
Dimitriadis, The new church of blood (1983). In this play the
entire building of the theatre -the stage, the pit- takes part
in the drama. In the end the whole theatre is torn down
and at the very back of the stage appears a 'projection', as
he calls it - a cosmogony, like a black hole which either
sucks everything in or regenerates it. To me, my own work,
The End, could be the picture of the end in this play of
Dimitriadis.

CM: Maurice Blanchot's The Space of Literature -a book translated
in Greek by Dimitriadis, incidentally- begins with the
phrase: "It seems that we learn something about art when
we experience what the word solitude is meant to designate".
Has solitude taught you anything about art?

NA: Yes, you can only do this alone. Even our contact with
artworks begins from a solitary, private experience. It is a
relationship only you know, it's yours, it can't be shared.
We read, we learn, we spend time with other people, but the
key we must find for ourselves, and we proceed alone. A
museum, in other words, is something you see on your own.

CM: And what is your experience of this work?
NA: I like to tell this as a fairy tale, like the Gerontika or the

stories of Nasreddin, because I feel it helps the work itself
to communicate, not just with experts but with the public
as well. This means a lot more to me than analysing and
expounding theories. So, it's the winter of 1995 ... It was a
hard year personally -a 'bad life', you could call it- with
a lot of exhausting work. In addition to the exhibitions, I
had designed the sets for seven plays. In the autumn I am
asked to do the new play by Loula Anagnostaki for Theatro
Technis: it was called "the jounJeJj far away". When I finish,
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after the dress rehearsal, completely knackered, I go home
-I didn't even have a home, I was staying with a friend
in Petroupolis- and go straight to bed. And as I am lying
down, half asleep, I feel this thing... a darkness, a burnt land
with charred stone, something like volcanic rock. And I am
trying to focus on the black, it's very strange. At some point
I realise I am under water, an almost completely still water.
I understand it is water because my eye catches a minute
movement like that of a tiny hair - like the micro-organisms
you see under the microscope; it was this that made me
think it was water. The next day I left for Mount Athos. So
this work I am making now is a dark, black work.

eM: In a negative sense, you mean? Didn't you say in a recent
interview that your work is positive?

NA: Not in that sense ... look, life is a fantasy. There is no reality.
One gets to know the glass, the house, the street, the people,
and then builds a fairy tale in which he is the central hero.
And this tale includes the glass, the ashtray, the robbers, the
loved ones. That's it. In which case the end is the end. So,
black is black, coal is coal and darkness is darkness. And it's
in this darkness that the fairy tale is spun.

CM: Yet this fairy tale, this magical and mysterious "Figure in
the Carpet" -to use the title of Henry James's famous novel­
has also something utopian, in the sense of the peculiarity
which Roland Barthes referred to in his lecture How to live
together. Besides, it is significant that the primary inspiration
of Barthes was the Athonian way of life. The End is a work
derived from your sojourn in Athos. Its processing, both the
gestation of the idea and the rendering of the floor plan,
resembles the fieldwork carried out by anthropologists, who
then write down their experiences. Now you are at the final
stage of this process.

NA: The work is autobiographical, so it has not reached the end
yet.

CM: What could be missing? Other experiences, you mean?
NA: Not experiences as such. I believe that as one grows older

one can understand things better, and has information that
a twenty-year-old does not have. It is not a question of
knowledge but of biological information, of memories known
only to worn matter.

CM: More like astro-biological knowledge...
NA: Yes, something like that. A cell that wants to develop has

a different kind of energy to a cell which is constantly
deteriorating - in that sense. So this is what's happening
now.

CM: But why do you believe it doesn't complete you? To me
you seem happy and enthusiastic, and I think this bliss is
reflected in the work. That's why it strikes me as odd when
you describe it as dark.

NA: It's something I haven't grasped. Monastic life is like a

A conversation
between Nikos Alexiou
and Christophoros
Marinos

TWO 111



The I mage on the
Carpet

grave: you learn to see your bed as a grave, your cell as a
grave. If you read the epistles of Father Paisios, which are
instructions to monks, they are very interesting. What he
describes in his 'alpha' to a new monk is an installation. He
says, for instance, "black tablecloth", but it's not something
I know. You have to cross to the other side to find out,
so I don't know what it is. I suspect it's love of death; it
means to fall in love with this darkness, with death, and all
these things happening, all those fireworks, perfect things,
everything bright, everything magical, everyone beautiful.

CM: But why do you feel you can't grasp it? You must have
come very close to this experience, having lived for a long
time there and having watched the monks' behaviour.

NA: I saw them, but I didn't see anything extraordinary; I didn't
see any:.....extraterrestrials. It's just a different structure of
life. You and I have to work, to interact socially - to lead a
normal life, that is. Monastic life doesn't have these things.
A monk's profession is just to observe. You observe yourself
through the others, through the faces of others and this way
you get to learn your self. The mirror is the other one's
face; there are no actual mirrors in monasteries. And this
constant 'in and out', where no one wakes every morning in
the same mood, happens to all. Of course, they describe this
'oscillation' as a Fall. You accept this and become impassive.
'I have suffered, but it's no big deal.' 'I am a saint, but it's
no big deal.' The interesting thing is to watch this oscillation.
First you see it in other people, in each of them separately,
you discern it in the community and then you are ble to see
it in yourself, exactly because it is now an experience. And
if you feel awful you say 'alright, I feel awful but I'll be
patient, it will be over'. It's just a phase. This is what teaches
you. But this oscillation, personal or collective, is not just
in monasteries - it's true everywhere. You will see it in the
city, for instance, in taxi drivers. You go out, night or day,
and everything is perfect and you can see that cabbies can
feel it, too. Or nothing goes right and they feel a mess. And
sometimes I ask them to confirm this, and they do: 'It's true',
they say. There are great days, and days of pure hell.

CM: They are like the sponges of the metropolis.
NA: They come into contact with the traffic, with people, and

they sense whether the atmosphere is positive or negative.
The same happens in Athos. The difference is that a monk's
job is just to watch, to observe.

CM: SO an artist could also play this observer's role.
NA: Anyone can. If an artist decided to abandon everyday life

and become faithful, he would have no problem how to live.
"I won't worry about how I'll live. That isn't the issue, it's
not my job. My job is different." If he could forget this, this
worry about having to work, to do this or that, he would
become a true artist. It's the same with faith: it means getting
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absorbed in my issue, not caring about other things. If I start
mixing them up, I'll be confused and I won't be any good on
either.

Recently, when I came back from Athas I went with my
friend E. to the cafe-restaurant of Takis Gigourtakis. We
dined and wined well, and then I said to her 'listen, there
are two kinds of people who lead a luxurious life: artists and
monks, as iong as they are faithful and poor'. And so it is:
you get the very best in this way.

CM: Have you ever thought of a musical accompaniment to your
work, a soundtrack?

NA: No. Music is an emotional thing, and The End is not
emotional. Music addresses your emotions, it helps; there is
no ritual without music. But here it doesn't fit. The work is a
fairy tale. I could say that the. only kind of music that would
fit would be a slow tsifteteli song - that's exactly the right
rhythm.

CM: It is a work with astro-biological properties, just like the
rosaries that monks make to help them pray and meditate: a
means to calm the soul and the spirit. How do you see it - is
it a painting, a large installation?

NA: I don't know. I am not good with terminology. I do know
that it has lots of things. It's a good thing that the Greek
pavilion in Venice is like a church; it is perfect for this layout.
There are two axes which provide two different possibilities.
One is the screen. The screen is a big thing - it always was.
It's fascinating, and in the 20'h century we had some great
examples, the mirror of Cocteau and much more. Kubrick's
Monolith is a screen: it's a window from which you enter
this other dimension, of the journey. And once you are in
the screen there is the second axis, the spaceship "galactica".
Now you are in the vehicle, travelling. I think that these two
axes are clear.

CM: It also flirts with the Sublime, doesn't it? There is something
hypnotic and mystical about it.

NA: Yes, rather. I think it will be like a sacrament. And then
there is another relationship I have with the works. It's an
oblique relationship. I can't stand and gaze at a work face­
on, directly. Someone has spoken about the oblique gaze.
In Epidaurus the plays were performed at daybreak. And
the orientation of the stage is interesting. I think it's Yorgos
Chimonas who says something about the oblique gaze, in his
foreword to Medea.

eM: How do you mean, exactly?
NA: Two experiences. The first time I went to Olympia and

walked around the museum, I suddeniy felt I was before
the room where Hermes was. I went in, walked around the
room, didn't see the statue and walked out. That is, I did
see it but oniy for a fraction of a second. I was telling this
to Tzirtzilakis yesterday, and he said I was too shy to look
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at it. Another experience was years later, In Madrid. That
was where I realised the meaning of museums, art, love,
true painting. It was my second time In Madrid, for the sets
for the play Memoria de Olvido by Denny Perdikidis, and I
visited the Prado every day. I had a schedule: I would say,
'today I'll look at portraits'. I had them all marked out: there
was one single and one double portrait by Peter Van Dyke,
Greco's small portraits with the little collars, a self-portrait
of Durer. On other days I would only see Goya. So, that day
I've gone to walk past those works and I am In a trance,
and then I realise that there is this guy who's following me
around, watching me. He is not looking at the works - he
is watching me being in ecstasy. It is a similar trance I am
in now, with the Venice work: it is caused by the work itself
and by...the fairy tale I have built around it. When I was
working on Barsky's drawings I had become Barsky myself;
I fantasised that I was Barsky, that I looked like him, even.
He used to play around with imitations, and there are two or
three examples of this in his biography... One year after he
had entered the Jesuit academy in Poland he was found out
to be Orthodox and was kicked out. Or he would dress up as
an Arab to enter the Arab shrines In Damascus. In his letters,
when his brother asks 'are you a monk?' Barsky replies
evasively, as if to say that his wearing the habit was not
important - it was an act... But it may have been a trait of
the times. Years later, for instance, Lord Byron used to dress
up like General Makriyannis.

CM: When did you make the Barsky works?
NA: I repainted Barsky's drawings with this technique before I

went to Athas.
CM: Where did you find them?
NA: In a book. These drawings were what made me go to Athas,

to see them in earlier editions. I'd first found them in 1985­
'86, in the second volume of a book by Olkos publications on
drawings by foreign travellers to Greece. After that I carried
them with me everywhere. In the early 1990s I made the
first attempt, as part of the staging of a fairy tale in Trikala
with a troupe of amateur actors. We enlarged them, turned
them Into stage sets and painted them. It was a good piece of
work.

CM: And how did this idea of a work based on the mosaic
floor of Iviron Monastery come about? Since it's an
autobiographical work, I'd like you to tell me about your
experience of staying at the monastery and of the floor.

NA: I first visited lviron Monastery in the winter of '95, in early
December, and stayed there for several months. I was just
trying to figure out the whole setup. And no one talks to you
about faith there. Each one tells you his own story. But this
church is the hub of monastic life. This square of monastery
floor has been functioning every day for ten centuries, and
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not just once but two or three times a day. Without it, there's
no monastery. If the church doesn't open, the monastery
does not exist.

CM: What does this floor symbolize for the monks?
NA: They are not interested in symbolism. It doesn't symbolize

anything - it's their home, their parlour. To me, it's a ballet
mat. Not a stage for the actor - a ballet floor, because it
is used for a specific choreography, the same movements
again and again. It was incomprehensible to me. I'd go to
the church and watch them - I couldn't follow the steps.
This must have gone on for three, three-and-a-half months.
Halfway through Lent there is a wake called the 'Veneration
of the Cross'; the service starts at eleven in the evening and
may go on till dawn, according to their mood. So that night,
about halfway through the wake the Father Superior comes
out of the sanctuary with a small wooden cross on a tray
lined with basil. He walks to the exact centre of the floor and
rests the cross on a low hexagonal table they've placed there.
He genuflects three times, then another three, and walks
away. Then all monks do the same in hierarchical order. I
have been there for so long but have not taken these 'steps'.
I am just sitting there, crossing myself. Seeing how it was
going like a chain, one by one, I say to myself, 'tonight you'll
do it, too - there is no getting away this time'. I go to stand
at the left-hand comer of the floor, and I am ready to take
the steps.

P. approaches and says, "Niko, afterwards we must go to
the kitchen and peel the beetroots for tomorrow". "Now?",
I ask, and he says "no, you worhisp first and then we'll
go". Perfect! The grand chandelier is on - an atmosphere of
devoutness. An incredible, fairy tale moment. It felt like Heidi
flying over Switzerland and looking at the rivers and fields
below; suddenly time slowed down, I rose into the air and
the floor became Swiss fields, and I was Heidi. And that's
what I think faith is, after all. It's nothing else.

CM: And is it this sensation of faith that you want to convey
through the Biennale work?

NA: Faith to me is to perform the 'steps' properly: to breathe
correctly, to walk correctly, to make a movement - imitation.
In there I realised that this 'imitation of an admirable,
complete act' is not dead; the Holy Mass may be the only
place where it still holds true. The difference with Greek
tragedy is that the 'audience' join the 'orchestra', the priests,
and can also act out their own part.

CM: Still, the way you felt it has to do with your experiences
from the theatre, right?

NA: That, too, obviously. Of course, I don't know how I
would look at it if I were an actor or a dancer. Still, my
experience from the theatre makes me sure that this kind of
environment would provide actors and dancers with much
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better training than, say, doing tai chi or yoga or God knows
what other technique that comes from the Orient via New
York. In there, as one watches all that mythology written on
the walls, the body and the head tends to look up, to look
ahead - but the usual thing is to look down.

One of the things I brought back with me from Athos
was all those patterns, the triangles, circles and squares. In
the new work I saw them all at once. Not just saw them - I
had had this personal physical experience of them. I used
elements and motifs from this floor pattern in a show I did
in the gallery of Rebecca Camhi in 2003. I made my own
drawing of the surroundings of the monastery, the river and
the aqueducts; the work I sent to the Breakthrough exhibition
in Madrid the following year was an enlargement of this one.
At the' same time I was working on this project, drawing and
designing it, and I knew that at some point I would make
The End, as long as I designed it; It is a work that involves
some, 100,000 tessserae. Some motifs were repeated, so they
needed careful counting. I am fussy, you see, and must do
the same thing 500 times. I am saying this as an anecdote,
and it's something I firmly believe about the way I work:
as we learn from physics, a work is produced by friction.
It is like two parts approaching each other: the body and
the material you have chosen. The contact, the friction that
generates this energy transfers information from one part to
the other, and what is born carries information from both
parties. The material knows better than I do how it should
be made, how it must be in order to exist.

CM: You mean that at some point it goes out of the artist's
hands, so to speak?

NA: Not exactly. This is an act of birth. The outcome has its
own identity, but it still carries the memories from those two
parties. It is this chemical reaction that spawns it and turns it
into an entity which remains free and alive through time; an
entity which needs renewed contact to remain alive. A work
that's been in a museum for 300 years doesn't stay the same.
It is reborn by the new people who see it. Isn't it so?

CM: Yes, by the new gazes.
NA: The new gazes.
CM: ...which change through history, they are different.
NA: Precisely. That's why the new is always new. Nothing is

old. The pieces of the puzzle, the pieces of man's art history,
remain always current as the primary material - in our
hands.
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THE BYZANTINE OPUS SECTILE FLOOR IN
THE CATHOLICON OF IVIRON MONASTERY
ON MOUNT ATHOS .
Dimitrios A. Liakos

The view on the floor of animal forms and other patterns formed by
tesserae of various shapes attests to the craftsman's admirable wisdom.
It was with these words that Patriarch Photios described in his
10'hSpeech of 864 the floor of the church of Our Lady of the Pha­
ros, built within the imperial palace of Constantinople between
the years 864-866'- This description reflects the impression that
viewers got from the luxurious and richly decorated floor of an
imperial church and gives an overview of the subjects and the
quality of contemporary church floor decorations.

The floor of Byzantine churches, often referred to in texts as
naTO,' [bottom] or sowpoc;3 [ground], lends itself to the devel­
opment of a decorative vocabulary with a rich variety of subjects
(human figures, animal themes, geometrical motifs etc.) in vari­
ous combinations, while the layout of the compositions accentu­
ates the architectural structure of the church.'

One widespread type of floor decoration in Byzantine times is
opus sectile", a technique known since the 2'd c. Be.' It involves cut­
ting marble or other materials (e.g, glass) into human and animal
shapes and floral or geometrical patterns and arranging or inlay­
ing them over a background of different colour to create composi­
tions on wall and floor surfaces or minor objectsof art'. In Greek
bibliography an opus sectile floor is described as fJ.apfJ.apoebrl/l.a
[marble marquetry], although the term is limiting in terms of both
the material and the version of the technique it specifies'.

In Roman and early-Christian times the technique coexisted
with mosaic in floor construction". After the 7lh c., however, mo­
saic was used considerably less and opus sectile flourished in
floor decoration during the mid- and late Byzantine periods"; by
contrast, its use in wall decoration was limited!'.

A main trait of opus sectile floors from the 10'h c. onwards
is a preference for geometrical subjects, particularly circle motifs
which can combine with other shapes or form chains, creating
various combinanons", However, some floors are also decorated
with other elements such as animal themes!'. The decorative effect
is achieved either by removing bands from a solid piece of marble
and filling in the gaps between them with small pieces of multicol­
oured inlays (marquetry) or by laying bands and inlays directly
onto a layer of mortar (pierre dure)". It is noted that these floors
flourished greatly in Italy, where they are known as cosmati, after
the name of the famous family of Italian marble craftsmen who
worked on monuments in and around Rome in the 12'hc.".

There are some particularly illuminating references in written
sources on floors of the period from the 8'h to the mid-IO'" c.,
of which few specimens have survived, whereas the references
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about floor decorations in the centuries after that (11'"-14'" c.) are
more sporadic". This information complements the picture we
have from surviving floors in various regions inside and outside
the empire, dating from the 10'" c. onward. The most important
examples include the floors of Desiatynna church in Kiev (ca.
996)17, the catholicon of Ikossifinissa monastery on Mount Pan­
geon (ca.1000)", St Sophia of Nikea (post-IOuu)", Panaghia in
Osios Loukas, Fokis (post-1033)20, the catholicon of the Nea Moni
on Chios (1043-1056)", St John the Baptist in Stoudiou monas­
tery (post-1059)", the Assumption Church in Nikea (11'" c.)23,

Dimitrios A. Liakos the church of Veljusa in FYROM (1080)", the southern church
of Pantocrator monastery in Constantinople (first half of the 12'"
c.)25, the three-nave church of Kokkino Nero, Kissavos (second
half of the 12'h c.)", the Taxiarchis of Messaria, Andros (1158)27,
the church of Zoodochos Pigi at Samari, Messinia (13'" C.),28 and
others. Floors from mid-Byzantine times can be found in the
catholicon of Osios Meletios monastery on Mt Citheron, the Pe­
rivleptos church of Politika in Eboea, the catholicon of Lechova,
the Vlacherna of Arta, the Sagmata monastery, Panaghia of Krioa,
Chios, the catholicon of Monte Cassino monastery etc."

Added to the above indicative list are the opus sectile floors
from mid-Byzantioe times that survive io several Athonite
churches: the catholica of the monasteries of Varopediou Oate
10'h - early 11'" c.)3°, Great Lavra (1020-1060)31, Chelandariou
(11'" C.)32, Xenophontos (11'" c.)33, Karakallou (11'" c.)", Iviron
(mid-I t'" c.), which we are discussing here", the main churche
of the Vatopedian Skete of Aghios Dimitrios (11'h C.)36 and the
church of the Chelandarean small monastery of Aghios Vassilios
(11'" c.)37. Moreover, segments of an opus sectile floor from the
late 10'h or early 11'h c. were found in the monastery of Aghios
Pavlos, possibly remnants of the floor of the monastery's first
catholicon". The floors in most Athonite churches follow the pi­
etre dure version of opus sectile, while the marquetry technique
is found in the surviving part of the floor of the monastery of
Aghios Pavlos'". Their decoration generally consists of compo­
sitions of geometrical motifs based on rectangular and circular
shapes; Prof. Mylonas rightly described this as the 'classic' way,
in contrast with the Comnenian decorativeness of 12th c. floors as
typified by that of the southern church of Pantokrator monastery
io Constantinople",

Attempting a brief overview of the development of forms and
decorations on Athonite floors io post-Byzantine times, and given
the erratic representation of examples from all periods, we note
the floor in the catholicon of Stavronikita monastery, which must
have been constructed between 1540-1545 as part of the refur­
bishment work commissioned by Patriarch Ieremias I ". The in­
cisions made in the central section form a simple geometrical
decoration on the marble surface (a broad stylised rodax sur­
rounded by alternating zones of radial and square motifs, a zone
of triangular decorations, etc.) and are filled with marble inlays or
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lead. This decoration of Islamic inspiration forms part of the pe­
riod's prevaiiing artistic trends, and simiiar themes can be found
in other art forms such as marble" and wood sculpture",

In the 18'h and 19'h c. the surviving Byzantine tradition is evi­
dent on the floor of the catholicon of Xeropotamou monastery
(1762-1763), where the form and the overall layout of geometri­
cal compositions recall the aforementioned Byzantine floors in
Athonite catholica (Chelandariou, Vatopediou etc.)", An entirely
different picture is presented by another group of simple floors
made of marble slabs, with no artistic pretentions and usualiy
only decorated with a two-headed eagle in relief - a theme with
both national and religious significance for Greeks in the years
under Ottoman rule". Typicai examples of this type are found in
the chapel of Panaghia Portaitissa of Iviron Monastery (1785)'6,
the chapel of St Andreas in Vatopediou Monastery (1788)" and
the exonarthex of the catholicon in the same monastery (second
half of the 18'h c.)".

The floor of the catholicon of Iviron monastery, with its various
exquisite and splendid marbles, as described by Ioannis Comnenos",
is one of the best preserved and most remarkabie opus sectile
floors in Athas, made as a pietre dure like most Athonite floors.
It is preserved in the main church, the lite and the chapel of 5t
Nicholas".

The floor consists of individual compositions fuliy harmonised
into a whoie. The decorative composition is largeiy determined by
the shape of the space and the positions of the structural elements
of the church". The central part of the floor in the main church,
defined by the four piliars, is the most impressive in terms of the
density of the composition and its many colours. As usual in that
time", the composition is made up of basic geometrical shapes
(circle, square, rectangle) together with secondary motifs (star
shapes, firewhirls etc.) in balanced, harmonious combinations.
The basic principle lies in surrounding the central omphalion53 with
three zones: intertwined circular diachora, segments (first zone), a
simple band of rectangular pieces of marble (second zone) and
alternating circular, rectangular and square diachora intertwined
with one another (third zone). There is a characteristic chromatic
contrast between the red marble that dominates over most of the
composition and the white colour of the outer zone.

CENTRAL OMPHALI ON - FIRST ZONE

The centre of the composition is taken up by a circular om­
phalion of red marble, possibly from Mt Taenaron, surrounded by
a copper ring with the engraved inscription, in capital letters, Em

ETEPEf2EA TOY}; ETYAOYE AITHJ; . KA1 ElI: TON AIQNA or EAAEY0HEETAI

rEflPrIQE MONAXOE . 0 IBHP [(AI KTHTQp54, which copies phrases
from psalms". The copper ring is surrounded by a band of white
marble with grey veins and a band with an inlaid ornamentation
of consecutive circles formed by four almond-shaped pieces of
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red or green -and more rarely yellow ochre- marble. A square
piece of red or green marble is placed at the centre of the circles.
The four combined curvilinear/rectilinear triangles formed in be­
tween the almond-shaped elements and the central square are
filled with pieces of white or yellow ochre marble. The combined
triangles between the circles are filled with a central triangular
piece of green marble surrounded by three triangular pieces of
white marble.

The central omphalion is surrounded by a three-part band
which is braided, under the system of seric wheels", around

Dimitrios A. Liakos twelve circular segments of different sizes. This three-part band
is made up of two strips of red marble with light-coloured veins,
possibly from Chalkis, that flank another strip with inlaid orna­
ments.

The decoration of this band comprises a variety of composi­
tions. In some parts the ornament is the same as that of the band
around the central omphalion, albeit in different colours.

In other parts the ornament comprise a triple row of triangular
pieces of marble in various hues (light red, green, black, yellow
ochre). The triangular spaces among them are filled with a small­
er triangular piece of marble in the same hue, while the gaps are
also filled with triangular pieces of white marble.

The anonymous floor craftsman's ease of 'playing around'
with shapes allows him to vary this composition, replacing the
triangular ornaments for square ones. Thus in another section of
this band the main ornament is a triple row of square pieces of
green, red and yellow ochre marble placed along the diagonal.
The spaces in between are filled with triangular pieces of white
and green marble.

In a more analytical decorative approach, square pieces of
green and red marble are placed in rows along the diagonal. The
spaces in between are filled with a central square or triangular
piece of green or red marble surrounded by triangular pieces of
white marble.

In another section of the opus sectile band the main ornamen­
tation is based on alternating rectangular and square diachora. The
alternating segments comprise either a central square piece green
or red marble -diagonally placed and surrounded by triangular
marble pieces, mainly white and occasionally yellow ochre- or
four meshed triangles of white, black, red and green marble.

In a more complex fashion, the main decorative element is a
triple row of diamond-shaped pieces green or red marble. The
diamond-shaped spaces formed among them are filled with two
diamond-shaped and two triangular pieces of yellow ochre or
white marble which enclose smaller triangular pieces of black
marble to create a chromatic contrast. On the outer sides of the
band, the spaces between the diamond-shaped ornaments are
filled with simpler compositions of a central triangular piece of
black marble surrounded by triangular pieces white marble.

The circular diachora that frame the central omphalion and
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around which the three-part band is braided are filled with disks
of green marble, possibly from Larissa, and red, possibly from
Mt Taenaron.

The marble disks are surrounded by bands whose inlaid
decorations generally follow the same themes as the band that
is braided around them. Thus there are matched triangular or
square pieces of green or red marble laid out in rows, with the
triangles between them filled by triangular pieces of marble,
mainly white but also black, green or red.

One form of simple opus sectile decoration on the bands
around the disks is with triangular pieces of marble in various
colours (yellow ochre, white, black, green, red) arranged into
zones. The spaces that emerge between them are sometimes filled
by a central triangular piece of marble, usually green and more
rarely black or red, surrounded by three triangular pieces of
white marble. The filling of certain points of these in-between
spaces with larger triangular pieces of marble is probably due to
some late repair work.

The four smaller disks are surrounded by star-shaped orna­
ments formed by zones of triangular pieces of green, red and
white marble arranged alternately in a pyramidal layout. The
triangular spaces around the stars are also filled with triangular
pieces of marble, albeit in other colours, green and yellow ochre,
to make a contrast.

Two circular diachora carry a characteristic ornament of nine
crooked lines made of pieces of green, red, yellow ochre and
white marble cut to an oblique parallelogram shape.

The spaces between the circular diachora that surround the
central omphalion are also filled with opus sectile decorations.
Again, some basic motifs are repeated, such as the serially ar­
ranged circles of almond-shaped pieces of marble that surround
a square central piece and four combined curvilinear/rectilinear
triangles around it, or the rows of triangular pieces of marble in
various chromatic combinations.

There is also a pattern of serially arranged and diagonally
placed square motifs made of rectangular pieces of blue, green
and red marble which surround square pieces of the same hues,
also diagonally placed, while the triangular spaces formed be­
tween the rectangular pieces and the square they surround are
filled with white marble.

Finally, in some areas the spaces between the circular diachora
around the central omphalion are decorated by polygonal pieces
of red, yellow ochre and black marble, arranged in fours of the
same colour to form simple four-leaf ornaments.

SECOND ZONE

The second zone is simple, consisting of rectangular slabs of
red marble with light-coloured veins, possibly from Chalkis.
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THIRD ZONE

The third zone of the frame comprises alternating circular,
rectangular and square diaehora filled with red marble, possibly
from Mt Taenaron, green, possibly from Larissa, and white with
multicolour veins. These diaehora are meshed in the seric-wheel
fashion with a three-part band whose two strips of white marble
with grey veins flank a band with opus sectile ornamentation, as
in the first zone that frames the central omphalion.

The decoration of this band and the band that surrounds the
circular, rectangular and square diaehora, follows the same princi-

Dimitrios A. Liakos pIes as regards the layout of the composition and the form of the
ornaments. The themes are largely the same as in the first zone
around the central omphalion (star shapes, consecutive circles,
triangles and squares in rows, etc.), with any differences serv­
ing to add'Tiveliness and prevent the overall design from being
monotonous. In this spirit, the craftsman's inventiveness added
one more theme, the firewhirl'", as a frame around some circular
dinehora.,This results from a curvilinear arrangement of chromati­
cally uniform zones made of triangular pieces of white, red and
black marble.

The circular, rectangular and square diachora are filled with
marble - white with grey veins; green, possibly from Larissa; and
red, possibly from Mt Taenaron. Some repair work carried out
at an unknown time due to wear in the original band decora­
tion around two rectangular diachora is shown by the insertion of
larger pieces of white, red and green marble, but it does not de­
tract from the harmony of the composition. Besides, more repairs
can be seen in other parts of the floor and are perfectly justified
given the normal wear caused by daily use over the long history
of the church.

This rigorously structured composition at the centre of the floor
in the main church is surrounded by sitnpler and looser layouts
in both the same space and the other parts of the catholicon; they
consist mainly of rectangular sections of white or red marble sur­
rounded by bands with opus sectile ornamentation which repeats
forms and patterns sitnilar to those in the central part of the floor.
For instance, around a rectangular diachoron with slabs of red mar­
ble we find rows of diamond-shaped pieces of red, yellow ochre,
green and black marble, the gaps of which are filled by small
triangular pieces of marble - mainly white, but also black or red.
In another floor section, the inlaid band is decorated by two rows
of diagonally arranged square pieces of black marble. The gaps in
between are filled with square or triangular pieces of mainly black
marble surrounded by triangular pieces of white marble.

The floor of the catholicon of Iviron monastery was constructed
around the mid-H'" c.ss, as part of the "renovations" commis­
sioned by George the Athonite during his highiy creative office as
abbot of the monastery (1045-1056)59. The fact that the floor rises
to cover a large part of the pillars' tiles leads to the conclusion that
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it was laid on top of an earlier floor. The founder George cited in
the inscription on the copper ring around the central omphalion'"
is most probably George I, who carried out renovations to the
catholicon as its abbot between 1019-1029. Indeed, it has been
claimed that the inscription which commemorates the repair
works under George I is more recent than the floor and may date
from the second half of the 11th c.. a time when his memory was
strongly revered in the monastery. However, it remains unclear
whether this is the original inscription or a later copy'".

As regards the decorative composition of the central part of the
floor, we can recognise a reworked version of the theme of "five
loaves" or the peniaomphalon of Byzantine texts, which was usual
in floors from that era". The theme is associated with the miracle
of the multiplied loaves of bread on the Sea of Tiberias"; another
view is that it represents the plan of an inscribed cress-in-square
five-domed church whose mesomphalon lies directly under the
central dome with the image of Pantocrator so as to emphasise
the correspondence between earthly and celestial world". In the
Iviron floor the variation -or, better, the evolution- of the five­
loaf theme into a more complex form attests to the artistic liberty
of the craftsmen and helps to shed all symbolism and acquire a
purely decorative function. Moreover, the resultant dynamic and
impressive composition corroborates the written sources which
liken the floors of this kind with fields in bloom".

A central omphalion framed by three-part bands that intertwine
and enclose circular diachora is a pattern that appears on various
other floors on Mt Athos, as in the catholicon of Chelandariou'",
combined with other themes such as the heart-shaped sections in
the main church of the Vatopedian Skete of St. Dimitrios". It also
has many parallels in contemporary sculpture". The broad zone
of alternating, intertwined circular, rectangular and square dia­
chora can be seen also on the catholicon floors of Chelandariou'"
and Vatopediou?", while the varied ornaments of the opus sectile
bands around the central omphalion and the other geometrical
diachora can be found, identical or in variations, on Athonian
floors such as that of the catholicon of Varopediou".

The central omphalion of red marble is what attracts the view­
er's gaze, being larger and triply delineated by the copper ring
with the inscription, the zone of white marble and the opus sec­
tile band. All this points to its significance as the centre of the
church -what the texts call mesonaon'<- and recalls the Ompha­
Ius of the Earth in Delphi or Jerusalem". The use of red mar­
ble points to the purple omphalion in the accounts of Constantine
Porphyrogenitus, on which stood the emperor in certain official
ceremonies", and highlights its special liturgical and ritualistic
function as attested to by the Russian traveller Anton's descrip­
tion of St. Sophia in Constantinople: in St. Sophia, to the right of
the altar, there is some red marble on which a throne is placed. It is on
that throne that the emperor is crowned. And that part is surrounded
by copper so that no one can step on it".
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It has been claimed that this special use of the omphalion at
the centre of the church alluded to the idea of an imaginary axis
that goes through that point to join the sky (dome) with the
earth (floor), recalling the familiar symbol of the archetypal im­
age of Axis Mundi". This serves to make clear the correspondence
between the worlds of the sky and the earth; in daily religious
practice, the same meaning is conveyed by the fact that this is
the point where the Sacraments are held (Baptism, Matrimony)
that are associated with the descent of Divine Grace, i.e. with the
communion between celestial and earthly world".

Dimitrios A. Liakos In post-Byzantine times the symbolism of the omphalion in
Byzantine churches focuses on the two-headed eagle, a frequently
represented theme on church floors albeit with a diflerent con­
tent, as a national and religious symbol associated with the hope
for the liberation of the Greek Nation and the resurrection of the
lost empire".

The composition of the floor of Iviron, with its dense pattern of
geometrical themes, the variety of motifs in the opus sectile bands
and its variety of colours, probably makes it the most impressive
Athonite floor, of an exquisite aesthetic and quality which can­
not be compared to any other. The sophisticated composition
in comparison with other Athonite floors, where the treatment
of ornamental themes is simpler, comes to reinforce Prof. Mylo­
nas's dating of the floor around the rnid-Ll'" c.79 Moreover, given
the connections of George the Athonite with Constantinople and
the imperial court'", it seems highly probable that the floor was
constructed by craftsmen from the Byzantine capital who were
experienced in projects of that scale. This hypothesis is supported
by the meticulous, high-quality work which points to an imperial
workshop.

The aesthetic outcome of the ornamental composition of the
floor of Iviron monastery, unique and of incomparable artistic
merit, is summarised in two main principles: harmony and in­
ner motion. The latter is achieved through the dense and varied
range of themes, the carefully studied combinations of motifs and
the alternating colours. In this way, and within the atmosphere of
mystagogy, the floor is in total harmony with the spiritual alert­
ness of monks and worshippers during the administration of the
Sacraments, which is meant as a spiritual ascent towards God, i.e.
as the incessant course which culminates in the Last Judgment
and condenses the entire essence of Orthodox Christian thought.
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[Bulletin of the Christian Archaeological Society]

AnalBoll: Analecta Bollandiana
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DOP: Dumbarton Oaks Papers
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LEXICON
Edited by Yorgos Tzirtzilakis

BLACK

"You smile to flowers and you are beautiful,
black chasm of the rock"
DIONYSIOS SOLOMOS, «0 IT6prpupcxC;» (1847),

JIOl~fJ.(na, Icaros Publications 1901.

BRICOLEUR

{Collecting remmants}
The bricoleur is adept at performing a large

number of diverse tasks; but, unlike the
engineer, he does not subordinate each of
them to the availability of raw materials
and tools conceived and procured for
the purpose of the project, His universe
of instruments is closed and the rules
of his game are always to make do with
'whatever is at hand', that is to say with
a set of tools and materials which is
always finite and is also heterogeneous
because what it contains bears no relation
to the current project, or indeed to any
particular project, but is the contingent
result of all the occasions there have
been to renew or enrich the stock or to
maintain it with the remains of previous
constructions or destructions. The set of
the 'bricoleur's" means cannot therefore
be defined in terms of a project (which
would presuppose besides, that, as in
the case of the engineer, there were, at
least in theory, as many sets of tools
and materials or 'instrumental sets', as
there are different kinds of projects),
It is to be defined only by its potential
use or, putting this another way and in
the language of the 'bricoleur' himself,
because the elements are collected or
retained on the principle that 'they may
always come in handy', Such elements
are specialized up to a point, sufficiently
for the 'bricoleur' not to need the
equipment and knowledge of all trades
and professions, but not enough for each
of them to have only one definite and
determinate use. They each represent a
set of actual and possible relations; they

are 'operators' but they can be used for
any operations of the same type.[ ...]

The example of the 'bricoleur' helps to
bring out the differences and similarities.
Consider him at work and excited by
his project. His first practical step is
retrospective. He has to turn back to an
already existent set made up of tools and
materials, to consider or reconsider what
it contains and, finally and above all, to
engage in a sort of dialogue with it and,
before choosing between them, to index
the possible answers which the whole set
can offer to his problem. He interrogates
all the heterogeneous objects of which
his treasury" is composed to discover
what each of them could 'signify' and so
contribute to the definition of a set which
has yet to materialize but which will
ultimately differ from the instrumental
set only in the internal dispositIon of its
parts. A particular cube of oak could be
a wedge to make up for the inadequate
length of a plank of pine or it could be a
pedestal - which would allow the grain
and polish of the old wood to show to
advantage. In one case it will serve as
extension, in the other as material. But
the possibilities always remain limited by
the particular history of each piece and
by those of its features which are already
determined by the use for which it was
originally intended or the modifications
it has undergone for other purposes. The
elements which the 'bricoleur' collects
and uses are 'pre-constrained' like the
constitutive units of myth, the possible
combinations of which are restricted by
the fact that they are drawn from the
language where they already possess a
sense which sets a limit on their freedom
of manoeuvre. And the decision as to
what to put in each place also depends
on the possibility of putting a different
element there instead, so that each choice
which is made will involve a complete
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reorganization of the structure, which
will never be the same as one vaguely
imagined nor as some other which might
have been preferred to it.

The engineer no doubt also cross-examines
his resources. The existence of an
'interlocutor' is in his case due to the fact
that his means, power and knowledge are
never unlimited and that In this negative
form he meets resistance with which he
has to come to terms. It might be said
that the engineer questions the universe,
while the 'bricoleur' addresses himself to
a collection of oddments left over from
human endeavours, that is, only a 'sub­
set of the culture. Again, Information
Theory shows that it is possible, and
often useful, to reduce the physicists'
approaches to a sort of dialogue with
nature. This would make the distinction
we are trying to draw less clearcut, There
remains however a difference even if
one takes Into account the fact that the
scientist never carries on a dialogue with
nature pure and simple but rather with
a particular relationship between nature
and culture definable In terms of his
particular period and civilization and
the material means at his disposal. He is
no more able than the 'bricoleur' to do
whatever he wishes when he is presented
with a given task. He too has to begin
by making a catalogue of a previously
determined set consisting of theoretical
and practical knowledge, of technical
means, which restrict the possible
solutions.
CLAUDE LEVI-STRAUSS, The Savage Mind,
Chicago University Press, Chicago 1962.

CELESTIAL DOME

The astronomer led him up a spiral staircase
to the observatory and then to a circular
tower on the open terrace. A crystal-clear
night, bright and sparkling with all its
stars, surrounded Wilhelm who believed
that he had just seen for the first time
the celestial dome In all its grandeur.
[...] Moved and awed, he shut both
eyes. Immensity ceased to be sublime,
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surpassing our capacity to comprehend.
j, w. GOETHE, "Wilhelm Meisters Lehrjahre, Opere
vol. 4, Florence 1951.

CENTRONS

{the artist as compiler}
The ancient literature is an imitative

literature, where imitation is not by
definition the opposite of creation. At the
time, originality could be expressed as
the novel rearrangement of traditional
subjects. Instead of dismantling the
mechanisms of imitation and concealing
its sources, they were happy to divulge
and advertise it; for those In the know
could always appreciate the differences
between the new and the old work, the
inspiration and the originality behind a
clever reshuffle of the copied pieces. The
copies of copies could often -bur not
always- present a more genuine reality.
This practice reached a peak with the
invention of centrons. The centrons were
patchworks - clothing items made by
many different pieces sewn together. They
were fashioned from serviceable scraps of
old clothes and had various applications.
Centrons were used to make clothes for
slaves, quilts and bed sheets, as padding
under animal saddles, covers to protect
war machinery from enemy shots or
covers to be worn under the helmet to
protect the head from the constant friction
with the metal. They were even drenched
with vinegar and used to put out fires.
The term was eventually extended to
describe the poems made by compiling
well-known versions from the poems of
various poets, and also the prose pieces
made In a similar way. The borrowed
excerpts are not Inserted sneakily into
the text; on the contrary, they are its
sole constituents. The quintessence,
the originality of the ceniron lies In the
layout of the 'stolen' fragments. It is
not the pawns that make a game, but
their positions on the chessboard. Thus
rearranged, the excerpts take on a totally
different meaning to that of the original.
[...J



The method, the viewpoint may be hiding
something new, but not the ideas. All
ideas are old. Everything we discover was
there already, and we just didn't know
about it. The new lies in the way the old
ideas are written up and arranged and
has little to do with conception.

Of course, I am not divulging anything
new here; several people have realised
this before. One example is Pentzikis,
a writer who attracted me rather
late, when I discovered in him some
interesting similarities with my beloved
Milorad Pavic, For instance, the use of
folk tradition in Pentzikis's Fairy Tales
from the City and the District of Drama
reminded me of Pavic's style, while both
of them practise a non-linear kind of
writing. [...J

Nikos Gabriel Pentzikis believed that there
was no outlet for expression other
than copying, as it was written in an
article in the Biblioihiki supplement of
ELeftherotypia on February 22, 2002.
[...J We are taught by copying out the
ready answers we pick from the heap.
Our mind makes a patchwork, putting
together loans from other texts. So, as
Pentzikis readily admits, a writer like
himself is essentially a compiler.
STAVROS CRETIOTIS, To M"lJVOAOyw ev6~

CX7rOVTOr; [Menologium of an Absentee], Polis
Publications, Athens, 2005.

DEATH I

{orchidaceus )
I am trying in vain to find the words to

paint the extent to which Death has
bloomed on this mountain. Here they
adore the idea of this plant whose flower
enjoys the honour reserved for the rarest
of species - the flower of Death, who
would have thought it? Anyone who
hears me talking of Death as a rare thing
will scorn me! I had to live to experience
this; to such an extent has God addled
my brain that I find myself before Death
as if it were something unknown to me.
And yet, here it is grown in greenhouses
with care and adoration, and as I lean

to peer through the opaque glass of the
greenhouse I see Death in wild, fantastic
growth and bloom, with those dark
colours, in wavy variations - it's like an
orchid. Lustily does the sun strain its
light down those vaults.
T. K. PAPATSONIS, JlaxYjaYj OTOV Jlt9w, ~TOl

IIYjoaii.lOv v1(7ITtx6v Yla rcepl/5ux{3aar; TOU

npovr; [Ascetic Life in Athas, or a neptic
guide for touring the Mount], Ikaros
Publications, Athens 1963.

DEATH II

{the maturity of "non-existence" }
Growth never ends. Life is ours. Death is

ours, too. We live to die: we live in order
to expand, to be able to marry death,
demise, the loss of everything. Thus we
get to earn all things. We find them. We
enjoy them. We exist with them and for
them, we are absent, remote, nonexistent.

Our struggle is to attain the maturity of
"non-existence" -to become worthy of this
honour and summit; to attain the freedom
of constant progress and presence
through total immobility and absence.
ARCHIMADRITE VASSILIOS, A{3{3a<; loaox 0

£6por;. 'Ella 1CAYjC1{aafla otov xoouo TOU

[Abbot Isaac the Syrian. An approach to his
world], Karyes, a Publication of lviron Holy
Monastery, Mt Athas 2003.

FANTASY

{the community of Athos)
Fantasy (at least what I call that): a

return of desires, of images that drift
about as you search for them inside
you, sometimes for a whole lifetime,
and are often capture in a single word.
The word, a major signifier, is derived
from the fantasy as we explore it. Its
exploration among the various fragments
of knowledge = research.

A fantasy is exploited like an open-air mine.
To me, the fantasy I was looking for was in

no way associated with the subject of the
last two years (the "erotic Discourse").
It wasn't about the exploitation of a
fantasy (" Living Together). Here, it is
not the living-together of two persons,
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a quasi-marital Discourse, that follows
-miraculously- upon the erotic Discourse.
It is a fantasy of life, of lifestyle, of
regime, of diet. It is neither dual nor
plural (collective) number. It is something
like a solitude interrupted in a regular
way: the paradox, the contradiction,
the puzzle of a commune of distances
- the utopia of a socialism of distances
(Nietzsche speaks -in eras that are strong,
not random, such as the Renaissance-- of
a "pathos of distances"). (All this is still
approximate.)

So this fantasy, triggered by some re,\d,ing
(Lacarriere, Greek summer), encountered
the word which put it in operation.
In Mount Athas: communal convents
+ monks, at once isolated and linked
under a set structures (the elements of
which will be described in due course) =
peculiar agglomerations. Each individual
has its own rhythm.

We need to realise that a fantasy
presupposes a scenario, a locus. Athas
(where I've never been) offers a mixture
of images: Mediterranean, terrace,
mountain (in the fantasy we erase certain
things: in this case, dirt and faith). It is
essentially a landscape. I see myself there,
on the edge of a terrace, whitewashed
walls, I have been given two rooms
for myself or for some friend + an
opportunity to get together (a library).
A crystal-clear fantasy that removes the
difficulties which will spring up like
spectres (this is more or less the object of
the lesson). "Idiorhythm", "Idiorhythmic":
the word that changed the fantasy into a
field of knowledge. This word gave my
access to things I could learn. [...J.

Until the Attican period, rhythm had never
meant rhythm, was never used to describe
the regular movement of waves. It meant
distinctive form, proportionate depiction,
disposition; a similar concept to 'schema',
but not identical. Schema: a fixed, realised
form, posed as an object (a statue, an
orator, a choreographic figure). Schema"
form, when used to describe something
in motion, mobile, fluid, the form of
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something without organic cohesion.
Rhythm = the pattern of a fluid element
(a letter, a veil, a fluid), an improvised,
modifiable form. In theory, the particular
manner in which atoms move; an unfixed
configuration, not necessitated by nature:
a 'flow' (in the musical, i.e. modern,
sense: Plato, Philebus).

This etymological track gives us:
1. ldiorhythmic - something of a pleonasm,

since rhythm is by definition individual:
interstices, ways of escaping from the
code, the way in which the subject fits
into the social (or natural) code.

2. An allusion to the refined ways of living:
the moods, the unstable morphologies,
the temporary depressions or elations;
in short, the diametrically opposite of a
crushing rhythmic succession, merciless
due to its rhythm. Since rhythm acquired
this oppressive sense (i.e, the pace of life
in a commune, whose members must
respond within a quarter of an hour), it
required the addition of 'self', idios: idios
" rhythm, idios = rhythm.

In its archetypal place (Athas), idiorhythm
signifies the analogy of a fantasised
community - this is its advantage, its
motive power (to me). Analogy = an
ontology of the object. Architecture.
Cezanne / de Stael. [...J
ROLAND BARTHES, Coure et Seminaire au College
de France (1976-1977), Paris 1977.

GRID

[the nee/dace and freedom I
"Laying down a grid should be a mapping

of the possible, not restraining order. A
grid is a necklace, folded in a certain way,
which at any instant can be pulled apart
and shifted dramatically - a moveable
feast, not necessarily serious, fixed one
moment, vanishing and refigured in the
other. Each point on grid is allowed a
charm life." (Cecil Balmond)

While the grid is traditionally seen as a
more or less regular Cartesian structure
or repetition that generates static and
rational forms, for some contemporary
approaches to design it is a means of



coming up with unpredictable and
mutable forms and spaces. Brought to
life and rendered malleable through the
use of increasingly advanced computer
programs, such meshes are deformed and
moved around to materialize complex
relationships and connections.

The grid is certainly not a story, it is a
structure, and one, moreover, that allows
a contradiction between the values of
science and those of spiritualism. Rosalind
Krauss writes: The grid promotes the
silence, expressing it moreover as a
refusal of speech. The absolute stasis of
the grid, its lack of hierarchy.of centre,
of inflection, emphasizes not only its
anti-referential character, but - more
importantly - its hostility to narrative.
The grid has collapsed the spatiality
of nature onto the bounded surface of
purely cultural object. For those for
whom art begins in a kind of originary
purity, the grid was emblematic of the
sheer disinterestedness of the work of art,
its absolute purposelessness, from which
it derived the promise of its autonomy
[...] And just as the grid is a stereotype
that is constantly being paradoxically
rediscovered, it is, as a further paradox,
a prison in which the caged artists feels
a liberty [...] And thus when we examine
the careers of those artists who have been
most committed to the grid, we could say
that from the time they submit themselves
to this structure their work virtually
creases to develop and becomes involved,
instead, in repetition. Exemplary artists
in this respect are Mondrian, Albers,
Reinhardt and Agnes Martin.

But in saying that the grid condemns these
artists no to originality but to repetition, I
am not suggesting a negative description
of their work, I am trying instead to
focus on a pair of terms - originality
and repetition- and to look at their
coupling unprejudicially; for within the
instance we are examining, these two
terms seen bound together in a kind
of aesthetic economy, independent and
mutually sustaining, although the one

-originality- is the valorised term and
other - repetition or copy or reduplication
- is discredited.
ROSALIND E. KRAUSS, The Originality of the

Avant-Garde and Other Modernist Mythsz The

i\IIT Press, Cambridge, Massachusetts, London,

England, 1906.

HESYCHIA

{a difficult Greek word}
Athos, the holy mountain of Eastern

Orthodoxy, is a plurality of loci, a perfect
union made of relations and contrasts.
That's why one has to proceed slowly,
going on foot from place to place, from
one monastery to the next. The distances
must be crossed carefully, deliberately.
There is no repetition in Athos, no "stop"
in the tour repeats another, in terms of
architecture or rules. Now we are on
Russian ground, at the monastery of
Panteleimonos. Further down, the Greek
monastery of Dochiariou, and at the
end of the trek the marvellous Serbian
monastery of Chilandariou. Next, on the
coast, rising from a Tuscan-like setting,
Stavronikita. On the other side, perched
over the sea like a Tibetan monastery, the
imposingly large Simonos Petra.

In the rocks, the mores and customs, in the
landscapes we discover the key-word of
Orthodoxy: "symphony". A harmony of
different things, a fundamental union of
many elements. Yet this union is possible
because everyone knows how to be Hat

peace" deep inside. That's the second
keyword of Athos: hesychasm. Athos is
the land of hesychia, stillness - a difficult
Greek word of unknown etymology, not
even induded in the vocabulary of the
New Testament, but here it becomes the
symbol of Orthodox mysticism. Here it
means peace, albeit peace as maximum
concentration, attention. It suggests a
state of serenity, but serenity as incessant
activity of the heart. It means silence, but
the silence of an endless inner prayer.

This aspect makes Athos unforgettable:
a peace that feels to throb with prayer
and anticipation, a silence and a serenity
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which are attentive to the beauty of the
place, the pictures, the architecture. A
miracle takes place here: just as one
returns to himself, one can regain the
gaze to appreciate the beauty that is
generously provided in the surroundings.
MASSIMO CACCIARI, Espresso, 17 July, 1997.

HORIZON

Martin Heidegger in The Metaphysical
Foundations of Logic (Bloomington:
Indiana Press, 1984, p. 208) makes
explicit the idea that the horizon is an
enclosure, but also quickly dismissed
the primacy of vision implied in the '.,
familiar sense of horizon: We understand
'horizon' to be the circumference of
the field of vision. But horizon, from
«opll;","», is not at all primarily related to

looking and intuiting, but by itself means
simply that which delimits, encloses, the
enclosure. Before vision, the horizon is a
boundary, an enclosure, an installation.
Acceding to Beatriz Colomina, in talking
about horizons, and in condemning their
displacement by modern technologies,
Heidegger, was elaborating Nietzsche's
claim that "a living thing can be healthy,
strong and fruitful only when bounded
by a horizon ... A man ... sickens and
collapses [if] the lines of his horizon are
always restlessly changing."
Y.T.

INFINITY

{the vacuum illuminated by a ray}
Thus, then, the All that is is limited. In no

one region of its onward paths, For then
'tmust have forever its beyond. And a
beyond 'tis seen can never be

For aught, unless still further on there be
A somewhat somewhere that may bound the

same -
So that the thing be seen still on to where
The nature of sensation of that thing
Can follow it no longer. Now because
Confess we must there's naught beside the

sum,
There's no beyond, and so it lacks all end.
It matters nothing where thou post thyself,
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In whatsoever regions of the same;
Even any place a man has set him down
Still leaves about him the unbounded all
Outward in all directions. [...]
Besides, were all the space
Of the totality and sum shut in
With fixed coasts, and bounded everywhere,
Then would the abundance of world's

matter flow
Together by solid weight from everywhere
Still downward to the bottom of the world,
Nor aught could happen under cope of sky,
Nor could there be a sky at all or sun­
Indeed, where matter all one heap would lie,
By having settled during infinite time.
But in reality, repose is given
Unto no bodies 'mongst the elements,
Because there is no bottom whereunto
They might, as 'twere, together flow, and

where
They might take up their undisturbed

abodes.
In endless motion everything goes on
Forevermore; out of all regions, even
Out of the pit below, from forth the vast,
Are hurtled bodies evermore supplied.
The nature of room, the space of the abyss
[ ...]
An image, a type goes on before our eyes
Present each moment; for behold whenever
The sun's light and the rays, let in, pour

down
Across dark halls of houses: thou wilt see
The many mites in many a manner mixed
Amid a void in the very light of the rays,
And battling on, as in eternal strife,
And in battalions contending without halt,
In meetings, partings, harried up and down.
From this thou mayest conjecture of what

sort
The ceaseless tossing of primordial seeds
Amid the mightier void- at least so far
As small affair can for a vaster serve,
And by example put thee on the spoor
Of knowledge. For this reason too 'tis fit
Thou turn thy mind the more unto these

bodies
Which here are witnessed tumbling in the

light:
Namely, because such tumblings are a sign



That motions also of the primal stuff
Secret and viewless lurk beneath, behind.
For thou wilt mark here many a speck,

impelled
By viewless blows, to change its little course,
And beaten backwards to return again,
Hither and thither in all directions round.
La, all their shifting movement is of old,
From the primeval atoms; for the same
Primordial seeds of things first move of self,
And then those bodies built of unions smali
And nearest, as it were, unto the powers
Of the primeval atoms, are stirred up
By impulse of those atoms' unseen blows,
And these thereafter goad the next in size;
Thus motion ascends from the primevals on,
And stage by stage emerges to our sense,
Until those objects also move which we
Can mark in sunbeams, though it not

appears
What blows do urge them.
[...J
In these affairs We wish thee also well aware

of this:
The atoms, as their own weight bears them

down
Plumb through the void, at scarce

determined times,
In scarce determined places, from their

course
Decline a Iittle- call it, so to speak,
Mere changed trend. For were it not their

wont
Thuswise to swerve, down would they fali,

each one,
Like drops of rain, through the unbottomed

void;
And then collisions ne'er could be nor blows
Among the primal elements; and thus
Nature would never have created aught.

On the Nature of Things, by Lucretius, Written

50 B.C., translated by William Ellery Leonard,
The Internet Classics Archive, http:/classics.mit.

edu

MOURNING

{the shadow of the objects}
In order to understand the "work of :

mourning", which is often abused as
a term, we must necessarily start from

Freud who defined mourning as the
acceptance of a loss as opposed to
"pathological melancholia", the narcissistic
identification with what was lost.

It is worth shedding light on the smali
but crucial differences berween the
two attitudes, and first of ali to make
it clear that there is nothing macabre
or menacing about this "work of :
mourning", which signifies a symbolic
victory over the fear of the loss. Mourning
is linked with the removai of an object
on which the melancholic behaviour
remains attached so that it resists
being removed. We could claim in a
schematic way that the first attitude
marked mainly the modern and the
second one the post-modern. The former
was exercised to explore temporality,
and the latter to condense time into a
constant present. In its creative form,
the "work of :mourning" enables one to
recall the historicity of the lost object;
the melancholia of preservation traps it
within representation. In melancholia,
according to Freud, libido withdraws
from one object without transferring onto
another. On the contrary, "the shadow of
the object feli upon the ego, and the latter
could henceforth be judged by a special
agency as though it were an object, the
forsaken object." In short, melancholia
is a deep failure of self-understanding.
Freud did not envisage a culture in which
melancholia and the "work of mourning"
would be the prevalent condition. In
his own relatively optimistic era, a
melancholy painting of someone like
Gustave Moreau was a marginal work. A
major melancholic artist can only emerge
when memonJ weakens and historical
conscience is disrupted; when a long
tradition no longer seems possible. Abbot
Isaac the Syrian puts it diJIerentIy: "And when
warmth is given to the soul, the mourning is
crushed".

Y.T.
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OMPHALOSCOPY

I feel ecstatic like the kids that go crazy
here, like the monks who read the
Philokalia, the great Neptic, and fall into
deep trances. So much so, that Varlaam
the Calabrian called this condition
'omphaloscopy', because monks were told
that if they read the Philokalia for thirty
hours in a row they would get to see with
their own eyes, like Moses, God holding
the Ten Commandments, His hand among
the clouds, with horns of glory sprouting
from the forehead.
T. K. PAPATSONIS, AOXflo"lj OTOV AOw, ~TOl

ll"ljoc!AWV J)"lj1tTtXOV yux 1tcptoux{3ao"lj TOU"-f"

npou~ [Ascetic Life in Athas, or a neptic
guide for touring the Mount), Ikaros

Publications. Athens 1963.

REPETITION I

{source of pleasure and impulse of
death}

Each fresh repetition seems to strengthen
the mastery they are in search of. Nor
can children have their pleasurable
experiences repeated often enough, and
they are inexorable in their insistence
that the repetition shall be an identical
one. This character trait disappears later
on. If a joke is heard for a second time
it produces almost an effect no effect; a
theatrical production never creates so
great an impression the second time as
the first; indeed, it is hardly possible to
persuade an adult who has very much
enjoyed reading a book to re-read it
immediately. Novelty is always the
condition of enjoyment. But children will
never tire of asking an adult to repeat a
game that he has shown them or played
with them, till he is too exhausted to go
on. And if a child has been told a nice
story, he will insist on hearing it over
and over again rather than a new one;
and he will remorselessly stipulate that
the repetition shall be an identical one
and will correct any alterations of which
the narrator may be guilty- though
they may actually have been made in
the hope of gaining fresh approval.
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None of this contradicts the pleasure
principle; repetition, the re-experiencing
of something identical, is clearly in itself a
source of pleasure. [...]

But how is the predicate of being
'instinctual' related to the compulsion to
repeat? At this point we cannot escape
a suspicion that we may have come
upon the track to a universal attribute
of instincts and perhaps of organic life
in general which has not hitherto been
clearly recognized or at least not explicitly
stressed. It seems, then, that an instinct,
is an urge inherent in organic life to restore
an earlier state of things which the living
entity has been obliged to abandon under
the pressure of external disturbing forces;
that is, it is a kind of organic elasticity, or,
to put it another way, the expression of
the inertia inherent in organic life. [...]

It would be in contradiction to the
conservative nature of the instincts if
the goal of life were a state of things
which had never yet be attained. On the
contrary, it must be an old state of things,
an initial state from which the living
entity has at one time or other departed
and to which it is striving to return by
the circuitous paths along which its
development leads. If we are to take it
as a truth that knows no exception that
everything living dies for internal reasons
- becomes inorganic once again- then we
shall be compelled to say that 'the aim of
life is death' and, looking backwards, that
'inanimate things existed before iiving ones'.
SIGMUND FREUD, Beyond the Pleasure Principle,
The Standard Edition of the Complete
Psychological Works of Sigmund Freud,
Volume XVIII, Vintage, London, 2001.

REPETITION II

{the restitution of possibility}
What is repetition? There were four great

thinkers on repetition in modernity:
Kierkegaard, Nietzsche, Heidegger and
Gilles Deleuze. All four demonstrated
that repetition is not the return of the
same identical thing. The power and the
grace of repetition, the novelty it brings,



lies in that it makes possible again what
had existed before. Repetition restores the
possibility of what existed, rendering it
possible again. To repeat something is to
reinstate it as possible. And herein lies the
proximity between repetition and memory.
For neither memory can render what
once was in exactly the same way. That
would be a nightmare. Memory restores
the possibility to the past. It was the
sense of such a theological experience that
Benjamin saw in memory when he said
that it makes the incomplete complete,
and the complete incomplete. Memory is
in a sense the organ for modifying the
real; it is what can transform the real into
possible and the possible into real [...]

What is an image which has been processed
this way by the powers of repetition and
interruption? What changes in the con­
stitution of the image? Here we need to
go back and revise our whole traditional
views on expression. The current per­
ception of expression is dominated by
the model of Hegel, according to which
expression is effected via a medium (an
image, a word or a colour) which even­
tually dissolves into the full expression.
The expressive act is completed when the
medium is no longer understood as such.
The medium must vanish into what we
see, into the absolute that appears and
is reflected on it. By contrast, the image
which has been processed through repeti­
tion and interruption is a medium which
does not disappear into what we see. It is
what I would call a "pure medium".
GIORGIO AGA;\1BEN, "II cinema di Guy Debord",

Guy Debord (Contra) iT cinema, ed. E. Grezzi, R.

Turigliatto, Milano 2001.

REPETITION III

{protection and reproducibility J

The human baby protects itself by means
of repetition (the same fairy tale, one
more time, or the same game, or the
same gesture). Repetition is understood
as a protective strategy in the face of the
shock caused by new and unexpected
experiences. [...]

The childhood experience of repetition is
prolonged even into adulthood, since
it constitutes the principal form of safe
haven in the absence of solidly established
customs, of substantial communities,
of a developed and complete ethos. In
traditional societies (or, if you like, in
the experience of the "people"), the
repetition which is so dear to babies gave
way to more complex and articulated
forms of protection: to ethos; that is to
say, to the usages and customs, to the
habits which constitute the base of the
substantial communities. Now, in the
age of the multitude, this substitution
no longer occurs. Repetition, far from
being replaced, persists. It was Walter
Benjamin who got the point. He dedicated
a great deal of attention to childhood, to
childish games, to the love which a baby
has for repetition; and together with this,
he identified the sphere in which new
forms of perception are created with the
technical reproducibility of a work of art
(Benjamin, Illuminations). So then, there
is some thing to believe in the idea that
there is a connection between these two
facets of thought. Within the possibility of
technical reproduction, the child's request
for "one more time" comes back again,
strengthened; or we might say that the
need for repetition as a form of refuge
surfaces again.
PAOLO VIRNO, A Grammar of the Multitude,
For an Analysis of Contemporary Forms of
Life, Derive Approdi, Roma 2002, translated
from the Italian by Isabella Bertoletti,

James Cascaito, Andrea Casson; http://www.

generation-online.orglc!fcmultitude3.htm

STENOCHORIA

Narrow strait, straitened life = a form of
exile, like xeniteia [expatriation], but an
exile so internal as to be invisible to
others. A wisdom that remains unknown,
a non-divulged intelligence, a secret life,
ignorance of the others about my aims,
refutation of glory, an abyss of silence. I
point out stenochoria because it is close to
xeniteia, and also because it corresponds
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quite closely to the 'narrow space' in
Taoism: a conduct which allows you to go
unnoticed.
ROLAND BARTHES, Cours et Seminaire au College
de France (1976-1977), Paris 1977.

ST MARK

{and the Eastern Church I
Since you added theology among your

interests, you have been under suspicion
of being 'converted'. I am going to ask
you directly - have you become faithfui?

Faith is not a human virtue, it's a virtue
that comes from God. To me, it hasn't
come. What may have come to me from
God is a nostalgia for the infinite, the
unconditional. But this is a philosophical
nostalgia, not one of faith.

So what were you doing in those monastic
retreats, starting from Mount Athos?

Thinking, meditating. Over those years
I explores all religions, but how can a
Venetian not be passionate about the
Western Church above all, with a church
like San Marco in the city? In Athos the
experience is exceptional, the meditation
ideal.
Excerpt from the interview of Massimo

Cacciari to Stefania Rossini.

SYNASTRIA

The dialectical image does not draw a
painterly copy of the dream-it was
never my intention to assert this. But it
does seem to me to contain the instances,
the moment consciousness dawns as
one awakens, and indeed to produce its
likeness only from these passages just as
an astral image emerges from luminous
points ... The dialectical image is a
lighming flash. The Then must be held
fast as it flashes its lighming image in the
Now of recognisability. The rescue that is
thus - and only thus - effected, can only
take place for that which, in the next
moment, is already lost.
WALTER BENJAMIN, quoted by S. Rozanis

in V\.illter Benjamin. H ieoonotqon TOU

ccxooxaoucaoc. Metaichmio Publications,

Athens 2006.
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TECHNO-CRAFTSMAN

{the death of the author}
The do-it-yourself spirit has obviously

conferred certain credibility to the death­
of-the-author theme. Concurring with
the inspiration of the punk movement, it
encourages creative self-management and
bricolage, abandoning at the same time
the idea of ex nihilo creation. [...J One
may of course suspect that many of these
practices merely extend the romantic
figure of the genius in a different form.
But anonymity is not some posture of
coquetry of the author when the latter
disappears completely behind his sound
system, or when he makes the label into
his emblem. [...J

If the dj is a "craftsman of the cut", the
electronic musician participates to an
ever greater extent in a "craft-based
industrialization of the digital world",
which seems "to generate its own needs,
its own rhythm, its own communications
circuits;" an economy of niches, made up
of multiple pressings in small quantities
and the transfer of MP3 files. However,
this sort of artisanal system is not so
much the name of an industrial or
electronic system as of a particular regime
of authorship. One might say that, today,
it is the independent labels that often
fulfill the author function better than
the artists themselves. The artist-author
was father and owner of his work; today,
it is the workshops that guarantee the
product.

The figure of the techno craftsman finds,
moreover, further confirmation in the
curiously anachronistic character often
assumed by the hagiographies of DJ's and
electronic musicians. One cannot but be
struck by the particular interest which is
shown for the gestures, figures, aesthetic
innovations based upon the use (and
often the misuse) of the technological
medium, as well as by the role played by
the chance and ingenuity. [...J

The conventions which dominate in this
genre of literature are much closer to
those of the lives of artists of the pre-



modern-era, retracing the invention of
techniques and styles, than to the life-of­
the-author genre. Here "biographism" is
entirely subordinated to the concern for
bringing out the way in which the artist
fits himself into a technical framework by
working with some material or medium
- his art, therefore, more than his genius.
As in the thought of Pliny, Vasari, and
even Winckelmann, anecdotes cannot be
separated from a discourse on the origins
of art and its techniques. More than the
works themselves, it is the operations, the
ways of doing -in short, the craft - which
define the operator. And the work is less
the product the vision or the designs of
the artist than the prolongation of his
gestures.
ELIE DURING, «Appropriations: Deaths of the
Author in Electronic Music» at Christine, Von

Assche (ed), Sonic Process, A New Geography of

Sounds, Actar Barcelona, 2003.

THEATRE

{cosmic alarm}
A large underground hall. The walls and

the ceiling are draped in such a way as to
make it plain that they are covered with
an 'artistic' lining, in this case- and that
there is something else behind, at once
visible and invisible. A curtain painted
like the sea, a vast open expanse of water,
divides the room almost in the middle
like a curtain, starting from one wall and
reaching the opposite one. In height it
does not reach to the ceiling The space
before the curtain is laid out like a full
theatre hall: a stage set up like a beach,
where there is nothing but sand; large
screens on either side form the wings of
the stage; and a pit large enough to take a
regular audience.Everything in the room
is -and has to look that it is- an add-on,
covering things that must not be seen.
The aim is to give as soon as possible
the impression that an entire theatre
has been rigged up in a space which
appears to have to do nothing with the
theatre. This element is not just a trick
of the stage designer or the director: it

is an element of the drama, therefore a
dramatic one. Exactly the same is true of
the proceedings in this theatre: both the
events and the actors' lines -especially
the lines- are meant to cover up things,
they function just like the screen: they
are done or said to conceal things until
the moment when it all comes apart and
reveals everything.The two fundamental
modes of this drama, the everyday/
ethographic/realistic and the oneiric/
symbolic/transcendental one, must be
acted out in the most extreme way so that
both provide an exhaustive typological
representation. [...]

[At the end] the entire depth of the
underground opens wide to reveal the
firmament in a state of cosmic alarm,
amidst a pandemonium of deafening
noise and shapeless forms. The universe
is revealed in a state of utter disorder.

The most gigantic and hideous of all the
creatures rises to the top of the dome.
DII\HTRIS DIMITRIADIS, H via Exx}.rwla 1:0V

Ail"aTo£,. Mia ewrp,,,~ avturtaav; [The New
Church of Blood, A theatrical resurrection],

Agra Publications, 1983.

THE END

{at the boundaries of space}
So I was in my boat and gliding on the

waters. I didn't have to row, the ebb was
carrying me out. Anyway I saw no oars,
they must have taken them away. I had
a board, the remains of a thwart perhaps,
which I used when I came too close to
the bank, or when a pier carne bearing
down on me or a barge at its moorings.
There were stars in the sky, quite a few.
I didn't know what the weather was
doing, I was neither cold nor warm and
all seemed calm. The banks receded more
and more, it was inevitable, soon I saw
them no more. The lights grew fainter
and fewer as the river widened. There
on the land men were sleeping, bodies
were gathering strength for the toil and
joys of the morrow. The boat was not
gliding now, it was tossing, buffeted by
the choppy waters of the bay. All seemed
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calm and yet foam was washing abroad.
Now the sea air was all about me, 1 had
no other shelter than the iand, and what
does it amount to, the shelter of the
land, at such a time. 1 saw the beacons,
four in all, including a lightship. 1 knew
them well, even as a child 1 had known
them well. It was evening, 1 was with my
father on a height, he held my hand. 1
would have liked him to draw me close
with a gesture of protective love, but
his mind was on other things. He also
taught me the names of the mountains.
But to have done with these visions 1
also saw the lights of the buoys, the sea,'
seemed full of them, red and green, and
to my surprise even yellow. And on the
slopes of the mountain, now rearing jts
unbroken bulk behind the town, the fires
turned from gold to red, from red to
gold. 1 knew what it was, it was the gorse
burning. How often 1 had set a match to
it myself, as a child. And hours later, back
in my home, before 1 climbed into bed, 1
watched from my high window the fires
1 had lit. That night then, all aglow with
distant fires, on sea, on land and in the
sky, 1 drifted with the currents and the
tides. 1 noticed that my hat was tied, with
a string 1 suppose, to my buttonhole. 1
got up from my seat in the stern and a
great clanking was heard. That was the
chain. One end was fastened to the bow
and the other round my waist. 1 must
have pierced a hole beforehand in the
floor-boards, for there 1 was down on my
knees prying out the plug with my knife.
The hole was small and the water rose
slowly. It would take a good half hour,
everything included, barring accidents.
Back now in the stern sheets, my legs
stretched out, my back well popped
against the sack stuffed with grass 1 used
as a cushion, 1 swallowed my calmative.
The sea, the sky, the mountains and
the islands closed in and crushed me in
a mighty systole, then scattered to the
uttermost confines of space. The memory
came faint and cold of the story 1 might
have told, a story in the likeness of my
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life, 1 mean without the courage to end or
the strength to go on.
SAMUEL BECKETT, The End, The Complete
Short Prose, translated by Richard Seaver in

collaboration with the author, Grove Press,

New York, 1995.

THLIPSIS

Thlivo: to crush, to press, to tighten, to
oppress, to cause anxiety. A trial imposed
on xeniieia, a rupture of xeniieia, the return
to tender thoughts about the world.
You abandon yourself to the fascinating
memory of your parents, you let yourself
be drawn, amidst your solitude, to
compassion about the father, the mother,
the tenderness for children, the desire of
a love affair, etc. Thlipsis = the benevolent
demon who returns from xeniieia, the
repatriation through tenderness. Thlipsis:
on the par! of nostalgia; the pain of
returning to some specific place (* spleen:
the pain of an indefinite, purposeless
return, an exile without a positive fantasy;
spleen = closer to acedia, absence of caring).
ROLAND BARTHES, Cours et Seminaire au College
de France (1976-1977), Paris 1977.

TROUT

{the indivisible tradition of the world}
When 1 was commissioned to design the

Playground in Filothei 1 must say that my
mind wandered to all kinds of thoughts.
[...] The architectural tradition seemed to
me unquestionably and fundamentally
uniform, despite the individual differences
[...]1 studied the large and excellent book
of Perrot and Chipier in the library of
the Technical University and 1 saw this
similarity of everything in the broadest
sense, this inevitable match in the general
structure; as 1 say, for all the individual
differences the hidden 'principles' were
the same everywhere. Thus 1 came
to treat tradition as a uniform thing
that heeds the eternal principles (the
principles of tradition are constant, the
forms varyj.]... ]

The prevailing feeling inside me was to
go back to the one indivisible tradition



of the world. I had already discerned
its universal unity which holds true
throughout the planet. I wished to go
back towards it along its flow, to swim
upstream like the trout. Of course, the
individual differences are not negligible,
but behind them you can make out
a universally applicable constant. [".]
Between Phrygia and Persia or Caria,
between China and India you can discern
the latent unity as well as the latent
differences. Between East and West, North
and South you can see the difference and
the mythical concurrence. This constancy
was fundamental. The differences are
immaterial, the deep inner connection is
the essence.
DIMITRIS PIKIONlS, «rra:tOtx6~ K1j1wc;: <PtAo6tlJS:
1961-1864», ed Agni Pikioni, A. Bastas - N.
Plessas Publications, Athens 1994.

TOSSING AND TWISTING

{perhaps my brain was a little addled}
"It could not have been more than two

minutes afterward until we suddenly felt
the waves subside, and were enveloped
in foam. The boat made a sharp half turn
to larboard, and then shot off in its new
direction like a thunderbolt.

At the same moment the roaring noise of the
water was completely drowned in a kind
of shrill shriek - such a sound as you
might imagine given out by the waste­
pipes of many thousand steam-vessels,
letting off their steam all together. We
were now in the belt of surf that always
surrounds the whirl; and I thought,
of course, that another moment would
plunge us into the abyss - down which
we could only see indistinctly on account
of the amazing velocity with which we
wore borne along.

The boat did not seem to sink into the
water at all, but to skim like an air­
bubble upon the surface of the surge. Her
starboard side was next the whirl, and
on the larboard arose the world of ocean
we had left. It stood like a huge writhing
wall between us and the horizon. "It
may appear strange, but now, when we

were in the very jaws of the gulf, I felt
more composed than when we were only
approaching it. Having made up my mind
to hope no more, I got rid of a great deal
of that terror which unmanned me at
first. I suppose it was despair that strung
my nerves.

"It may look like boasting - but what I
tell you is truth - I began to reflect how
magnificent a thing it was to die in such
a manner, and how foolish it was in
me to think of so paltry a consideration
as my own individual life, in view of
so wonderful a manifestation of God's
power. I do believe that I blushed with
shame when this idea crossed my mind.
After a little while I became possessed
with the keenest curiosity about the whirl
itself. I positively felt a wish to explore
its depths, even at the sacrifice I was
going to make; and my principal grief
was that I should never be able to tell
my old companions on shore about the
mysteries I should see. These, no doubt,
were singular fancies to occupy a man's
mind in such extremity - and I have
often thought since, that the revolutions
of the boat around the pool might have
rendered me a little light-headed. [...J

Never shall I forget the sensations of awe,
horror, and admiration with which I
gazed about me. The boat appeared to be
hanging, as if by magic, midway down,
upon the interior surface of a funnel vast
in circumference, prodigious in depth,
and whose perfectly smooth sides might
have been mistaken for ebony, but for the
bewildering rapidity with which they spun
around, and for the gleaming and ghastly
radiance they shot forth, as the rays of the
full moon, from that circular rift amid the
clouds which I have already described,
streamed in a flood of golden glory along
the black walls, and far away down into
the inmost recesses of the abyss.
EDGAR ALLAN POE, "A Descent Into

Maelstrom", Grahams' Magazine, Philadelphia,

1841.
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