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EYXAPIZTIEX

H éxfeon xaw 0 ouUTANPOLETIROC XATERAGYOS TTOL TN
ovvodevet, dev Ba elyov Tpoypatorombel ywpls Ty
dnutovpyin] copfory 6Awy dowv coppeteliyoy, miotedoy ot
evldppuvay and v aexh To eyxeipnpe. Mowpaotixape padl
TOUG TYV CLOTORATTY EViaon, Tig SUOKOMES AAG xolL TLg XOPEg
g £xlieang. Toug suymptototue Aoug Bepud.

IBexizepeg suyapiotics opelhovpe otov INiebpyo Apaywve,

N DTIOUOVETIKY] UTTOOTAPLEN L 1 TOADTLLY opwYYh Tou onoloy
HOTEGTNOAY QLT TNV LAOTOLNOT, Xot ot Xpdoo Maitéloy,
Tio T QLAGEEYY bodoyf Tou Ivottodtou Bulovtivedy xou
Mezafulovtiviyvy Zmoudov g Bevetiog,

Aev UTTOPOVULE, QUOLKE, Vo ACUOVACOULE TNV SUYVHROGUWY)
upeg otoug Tetepes g Mowie I8%pwv, g omoiog v (Bia 1
OTEPEN GUVLOTE YPToLLO TINAGAL0 THE MUaTLNG Twg 08 HaXPOG
10 cucdvov.

N.A., I.T.
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I[TPOAOTOX TOY YIIOYPI'OY IIOAITIZMOY

H shdnvexd; ouppetoy) oty 52y Biennale tng Bevetiog

gxel Eve alyypove o1éxo. Me tnv mpémovon TTPoooyY] Kot
WBraftepyn svonoinoio o Nixog AdeElov ®ow oL cvvepydteg ToL
emeEepydotrpioy, pe StoupopeTinols tpdnoug, To Pretdutd
Sémedo g lepdg Mowvig IBvpwy (11og atddvag) Tou Aytou
‘Vpoug, rapovaialovids 0 ote BEAAwxd Tlepintepo.

"Eva tétoto, Thodolo oe onuodies, omovduiwtd £pyo dev
averPel To obYYpovo, CAAG avtileTa avaTpEXEL OoTIC TNYES
1oV, enaveToroleTavtog éve amd Tor uelfover Lot
TWY CUYYPOVRY HOLWWVLIYY, TO EPWTHUA TN ROALTLGTLXYG
towtdmreg. H tautdtyra aut) Sixpoppidvetor and mpocdoxieg
xorl mopaddoets, Omwg emiong amd ™V ovTEAAGYT) Ko TV
auofordtyte. Zodue o8 (i emtoyy ouvdeag %o obvbeons.
Avti va Sioywpellovpe Toug TOMTIGULOYE TIPETIEL VOL TOUG
SUOYETILODULE, VO TTOAATTANGLALODIE To GRUEID GUVAVTONG KoL
BLoAdyou.

H alyypovy téyvn Lropel vo cLUPEAEL OROPOOLGTLHG OF
aLTd Tov dLdAovo, evioydovtag, Tautdypove, Eva TAxiolo
avtoyvwoiog. Auté efvar To SumAd orolynue Tou ooy EovoL
roMTiopod. No elpaote avorytol ot opouptidtyte *on
o’ 6,1t guufalvel 0TOV XOOUO %O, TOUTOLEOVY, Vi ELUOOTE
CUYXEVTOQMUEVOL GToY 80T poe. Na ppmAatodue véoug
Bpéuovg xo Towtdypovel Vo sodlepyodue T alolimon g
auvéyetog, [poywpdue cuvavtivioag prluéc petaforés xol
toToptid amobEpaTa, GVOARUTES TOU LEAAOVTOG KO XVEpLL
QAADY.

Ay, us tov 16O GLTG, 1 Glyypown TEXYN Yivetol o yoviun
uoeL Covrovt], TOTE i eAAVIX] cupreTox? oty 52 Biennale
¢ Bevetiog propel v amoteidoet éva €yrupo xot onobovtixd
BrAua Stohdyouv amd To omolo éxovue va pébovus TOAAG.

TIOQPT'OEZ A. BOYATAPAKHZ

13






ENA






KOXMOAOTIA
Tdpyos ThothAdiys

«0 ovpavds eiven e mepSivpan (Vorfex) mou o Tabdudtic
e Awwwidtytag Exst 8y mepdoet, eved vy sfvar o
mepBivnon StuEooD NG OOl TTOOXETOL Y& TTEPAGEL S
William Blake, Miltor (15:21)

l. TA METAIXMIA
Te pron TEptodo SLEDQELYONG KO OVOITTPOTOVOTOAGHOD TG
oy eovng VNG, M EANATVLLN ouppeToyy] ot 521 Biennale g
Bevetlog anofrémet oty SuvatéTnTo T0UL StdpOpoy, oTYY HPL-
Tin) ETOVOBLETPOYRETEVCT] TWY EWOLDY TS TALTOTY TR, NG
eTavEATIDTS TOL Blov ¢ SLapopd, TNG VéRg YELPOTEXVIRTG OUV-
B xat g TOAMTAGTTOE Ty RUAATEYMKRGY TtpoxTiroy. O
Nixog AkeElov sivor évag xodLtéyvns mou Tpoadidel dvtoon o
OWTE TOL YOPAXTNOLTTIRG, CVTLTTROGETESOVTOG THY avadslEn g
ETEQOTHTAS, XOL XOTG CUVETELR TUE KUPLOTILIES oL TLG VOOXWUE-
veg SuvarTdTITEG GURUETOYYG oTo Blebv] Sidhoyo NG «eywELog
OHTVNS».
Av xém yoposetnetler tn adyypovy xovktobpo otrv EAAGD
efve oL wotkidleg Tov petaeyulou. llpdxetton o peo peboptone
ROTGROTHOY), Yo To Topndy olvops Tou Sutixol XKOGUOU HoL
JALOG CVETORKYG TTOALTLE LTS tSloguyxpooiog, otn SlaaTtalowoy
TPUOV NTElpLY, avdpeoa ot Boppd o Noto. ‘Bveg tétolog mwoke-
TLOWROG SV StaxplveTor Y Tor DYMAR TEYVOADYIXE TOL ETULTEDY-
note, oUTE, SpWC, aVTILTPoowTEDEL xaTt eEwtnd. [to to Adyo
owtd Tohvdpopsl o Sidxeva xat ¢ évay adteuxPIVGTO «TPlTo
HOEO», OVUSELRVDOVTAC TO TOPABELYUO TNG exxpepldTyTog (¢ Ty
®ivnon Tov exxpepong). Ou xEAALTEYVIRES RDOTIXES TOD UETOLY-
oL, LOAOVETL v tAOUY otd auTég TLg BLOoLYXEOOLES, BEY avi-
HOLY OTOMAELOTIXG O0TE OtV ®OLATOVpE g Avatolfg otte
™G LTEPAVETTUYMEWYG Abarg. H avvalpeor tng udmig e v
YOUMA) tovATodpn, g aotxng (urban) pe v mopadootaxy
oo, Tou cpBoAoytxol pe 0 ovopBoioyixd, Tov evoTTw-
Soug He TO StavoNTId CWAXOUY OTO TTACOVEXTHLOTRX T1hg oUY-
xeovng g oty EAlado, woapdiyovtog cUAAOYIHESG OpUES KAl
vevproelg, ovapiEeic xot VPpLdiopote xale eidouc.
Aev eival, houredy, vepPoiy vor vTtogpilet xoveig Ttwe 6,T
xoddtepe BrabBetoupe Bploxetol ge autd To SLoTopoyléve Ue-
Taltyue. O agyrrextoves Anuitpng Hoadvng yapaxtiooe iro-
TE T KTLOALILY > GTOLElR TTOL CLOTHVOLY WTES TIg CVTLOETLRES
Ceveg, «UAAOPUAG», «OVITOTEAT» Ot KBUXG-QROVEOVTA»Y, Touw O Idpyos Thptlddrns efvar
ov vwofieToboope avyypovong dpoug B amoraioloops «oylo-  epyrréeroras xat emueyis
edf». Kotd guvEnewy, pio TET010 XOTROTaon EXEL TO YUPOXTY-  edéscwy, at. kadyynwis oto
OLOTIXG ULOG TROATIOTIXYG VEDPWOTG, EPOCOV TEQLEYEL ULet OE1p0  Tuiua Apyrrertdvar tou
OULPOALKES EXPEETELS TWY GUYREOVOEWY Kol TTOAMITTASS cuvat-  Havemomuion Ocooalias.
péoelg avapeoe oe entbopieg xal GUUVES TALEPO TLO, UROEOY-  Ze xat epydierar omv Adjva
KE vo ovTiApBodye Pe SLoQopeTind TPOTO TNV ETONUAVEY TOU  xat oo Bdio.

ENA
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Tdpyos Thpriirdigs

éxove 0 Rolland Barthes oto mpéta ypdviar Trg Sexcetiog Tou
1970 «Tpeids dev To umopd, YEEOS 85V TO xaTAdEyouUoL, o
veupwaos».3 Onwe ki oy €YeL, Ulol TETOLO XOTATTHOY TTopd-
YEL TOUTOTYTES, ONHOOLEG Kol YPOUUES puye. Awoleétet Spaatind
xou aVoSpOTTIMG YOPOKTARN, TEOTOPYIKES ot «psldotepec»
(Nachtriglichkeit)* povtacihosig, mov guvSLELoLY pe CAAGHO-
TOUE TROTOUS TO TPV KO TO LETH, TNV TEOEAEUEY KOl TNV EXOL-

vaAndm.

2. TO EAAZEON

Ac¢ Sodpe Sl TS TUVBEETOL PE TNV EAATVLXT] CUWUETOXT
otqv 527 Biennale sot yiot pog apopd pto tétolor otdarn. O
Aketiouv cviner o' exeilvn T YEMIE xOUAMTEYVOY TOU XOTE TN
Sexoetio Tov 1980 eméxteivoly TO CVTLXELPEVO TYG TEVNG OTO
medio TG EYXUTACTHOYC, OnAedY, o fvo mAciowo évTovo. o-
atinotoxd xow VITOBANTIXG, YENOULOTIOLDVTHE SLAPOPETING LALKG,
KOTOOKEVES HAL TEYVKEG ¢ oVTLBpOOY] 0T PUALXY] KoL QTTTLHT
expnd€vion TTov eixe odyNoEL N TPOTEPOUGTAT TWY EXOVRV T7]
abyypovy téxvn. H vrdbeon udbe dlho mopd povtdlel vrep-
BoAuad: 1 TOCOTIXNY XOTAYXENON TOV Exdvey woc odfiynoe oTo
HUTHOAL TNG «TUPAGTHTAS», OT0 Vo unv Eyovpe timota v Sod-
pe. TV ootd, eobie eE apyfc otpepetat o’ evay ebbpauoto kot
EQTMEPD XOOPO, TOV OTOIO EVTHIGOEL GTO ECWTEPLXO TG HOMALTE-
s YAdaoos, xaefiotdvtas v emtipovn Yoo Twv 1Y Topc-
CTRTLXWY SOWY, To SLoXOCUNTIHG OTOLYE(N, TOUS XAVABoUg Mo
o eTovoopBavipeva potifo o éva eidog vopEloanig petapo-
ede. Ito va stuptodexthow, o AieElov ovixel atoug sohhitéyveg
1oL 7 (Blee 1 Oy Toug —exelvo TTOU Ot PLAGTOEOL aTONRCACHY
Dassein— eEwtepiedetal péga omd o mLPeTwdY Yelpoteyvio
Mot JOvo péoo o’ cuThv.

H etopoioyuen cAvaido tov 6pov elvor evdettn]: pia TErota
xewpo-teyvie eiver yta smtovodapufavdusvn yeioo-vouio vdming
oxpifetag mov xobiotd o épyo epyd-yewwo. Me tov Tpémo awtd
HOAALEPYYTE aTodtoxd Evee xohhTeyvixd Blwpa eEanpetind oby-
¥povo —ywplc Tig ovuTAeyuaTiés anwbhosig tou topeAldvroc—
OVOUOYAEDOVTOG TIG TLO YOVLES MO TLOQOUEANUEVES TTEPLOYEC
TOL povTootaxol pog. O Adekiou, elval and toug Myoug EAAnvec
HOAMTEYVEC TTOU Moig xohel vor TpofAnuatiotodue Eové ofnepa
yhpw and t propel voo onpaivel gvog eddoowy oA TLONSS, UE
LOTOPLMA AT, 070 alyyeovo XSouo. Ze Uio TETOL TPOOTTLXT,
oTO TOV EXEL LEYCADTEQY onuoocic Sev elvoe exelvo mov fo
«oWoouue» ¥ Bo opoBetiogovpe mepigofo, aArd exeivo mov o
LolpuoTobRE ot Bor SLoxivBLVENGOLUE OTY) GUVAYTNOY PKG IS
TOV GAAO.

T To Adyo autd o €pya ToL oLVSLOAEYOVTOL SLOOLTLHG, [LE
TLS THO OUYYPOVES EXBOYES TNG «UETO-OITTOLXLOXY|G THPOCEYYLOTS»,
OnAcd?, pe T SuVKTOTHTO. VO «PUVTOGTODUE EX VEOU TOV TTOAL-
TLOO XOL TOY TAOVATY REG» LOopLE ot T aerwbAosLe xol TLg
otpeficioelg Tou dutieol vewtepuod roapadelyuotog. O AAsEf-
ov ovnxet o exeivy T yevid ou Stoctoupwlnxe pe plo ospd

NIKOXZ AAEZIOY THE END



POTOLOOELS TG VEWTERPLHOTTOS ®ol ovTIANQOTHE TNy avdyien va
enekepyootel 1’ Eva SLoupopETiHG TPOTO TY] GYEDY] QVEIETE aTNY
«EVTOTILOTNTOL» KOL OF GIUTO TTOU OVORGLOVUE «HOVTEQVO» % alY-
XPOVO X0OUO, TpoadiBovtde Tovg o Bélog evie duopopeTinod
OUVBLTOLLOD KoL TEOTAVTEWY [Lag ovahoyiog. AnAadr] pia «xoid
aNhotwon» (vébevor).

Entotpépoviag oty oupBoln enelepyucia tov Rottaaudtwy
xow teov Bpovwopdtey piog avépuetng evdtnTog, © AisElou ext-
yerpel, pror oxeddy apyonoioyind] pixpooxomxy] fedpnon: dmwg
ato aouveldnro, 1o ybeg xon To ouepe ouuTitTouy, To aTwin-
uévo emotppet. To un opatd Ppioxe Exppaoy. Ivwpilovue 6T
YIOL TTOAAOUG GOYYPOVOUS GTOYMTTES KO HOUAMTENVES 1 «opYxL-
ohoyuoh pixpooxomnixy] Bedpnon» arértae Siaitepn onpoaio.
Hpdxrevton yra €vay dpo RO TEAANAO Vo TEQLYOGPEL XUTOGHEVES,
GUOTAUOTO, KOL YWPLKES EUTELpieg Tov Bev eivor eEoroxifpou
evtofeg ohAG oympatilovian péac amd SLCTPWILTWOELS, EVHTTO-
Géoeig no owxetonauhoels. Emeldy, wotdoo, o dpog cuyvd yorn-
OLLOTCOLE(TOL HoTaXENO TG, SteLxpilm ot eddd Sev éyxovpe va
HEVOLUE [LE LA RAY] TUOSWRELGT CToWYElWY, alhG, anevevTticng,
HE PO OELOE XOITEOTAOELS X0l XTHOCPOULOES TTOU CLTTAVOLY L
dixf) Toug xoopoAoyio.

3. TO TETPAMEPEX

O AkeElou éatpee omd vwpic ™V TEOTOYY TOL TS EQNUE-
PEC HOADLOITES HATATHEVES KO GTLG KOADPES TG TorpaAiog, oL
TPOTELTIOOY 0TV «TRWTOYOVY ®xeADBas tov Laugler xau aico-
téAeoay guotativd pobo g opyrTeExTouLRYg tov Apy Kwvoto-
vuldn. To veyovic avtd pag Sivel v dveom va vrtooTplEOU-
UE OTL 7 DROPOVETLRY YELOOTOMTLN] 100 TEVEL VO XOTOOTEL pix
QUTONOL YEoTTomTod} EUTELpia xaTolknag TOoU EpYou TEXWS
ETAVW TN YN XL VTTO Tov oupevd». Bunile 6T, 6Ty ALY
YAWooa, ouwd (@Tidgvw) xon ooy éxovy Ty iSte eToLoloYLXY
pilo. T’ coTiy Ty EVvoLn, v QVOYVOIREGLLO (HEUXTNELETIXG
TOU EYHELTOL GTNY ELLOVY] TOU VO «PTLEVEL» TIRRYLOUTO, VO ETTL-
XKEVIDOVETOL GTYY (Lot TNy o AALTEVLX TPdEy, 070 «motelv»
xofecutod. Eyet xovels v evednwon 6t o AleElov oxépreton
xow argbdvetor YEda ot guTd TOL QTLRYVEL XL, HE ToV TROTO
autd, enelepydleton TNy «ETaTEOPT TOL aRwiUEVOU» KL EXEL-
vo mov o Holderlin amoxdAzos ®ETOTE «.. . ROWTHE KOTOWME! ©
GvBpwToc...».

Zro mpwto: xpovie T Sexactiog tov 1950, o Martin Heidegger
nepEypae TRy avadpotxy) cUTOTC VO TETOLOL XOTOLXEY TTOL
«eTovpPaivel we To TeTpdrTuyo eeldeobol Tov TETpAEEOOSH
(das Geviert)®: «otn didowoy g vne, ot dekiwomn Tou aupavo,
oYy Tpocdoxic twv BeoThTwY, gty TPocaywYh TV Bvntdvs.
Hpdryporte, To épyo tov Alekiov (omd Tig mpwteg utdhag xato-
OXEVES ME XOoAGUL oty TopaAlo) ouviotd éva eldog evdiouti-
uortog, dnAady Evay TOTO CUYHEVTPWUEWYG ECWTECLHOTYTOG X Ol
TEPLOVAROYE TOU UTOSNADVEL €vay TEOTO TOPUTPTONG KOt
CUUTEQLOOREC,
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Bo propoboe sudmowoe vo toyuplotel 6Tl por tétota Torobé-
non Seetpéyet Tov xivduvo g eErdavixevorg Tou YetpoTToinToL
Trpoftopnyoevinotd TOALTLOUOD, TLVRVTEVTAG Tlg TLO SLpopodue-
veg TALPES Y oxédme tov Heldegger xou, mpomévTwy, Ty op-
yoilovoso eppovh tou. Evtodtolg, o mpooextikds TopoTnenThG
Bo Buamiotdoel Gt o AleEfov otodtaxd ovémtuEs uue gELRG
tpdmove Siagoporoineng and pue Tétowr otdon. Ipoatpag,
gl o0 oot Tou gpyon TEXVNG, OMAXST a1 LwoyovnTiR
SUVETOTNTOL PLOG «TTOLNTLXYG XeeTofHNaNG», 7 OTolo PavepvETOL
TAL0V TROCUVXTOMTLEVT] TEQLOGHTEPD O EXEIVO TOL ATTOUTICLEL
KO T PEPVEL TTLO XOVTH OTOV XOTAHEQUATIONS X0 TNV OTOCTIO-
OUOTIHOTY IO

Yreapyel évog @ettyonuxds andmyos o GuTh TN AOYLHA Tov
QTOGTRTUNTOS, 1] OOl VMOYPEWTIHG THPUREUTEL OTO anoAe-
o0év VAov; 70 orolo «Bev Bu umopéoovye Vo amOXTACOVUE».
Ev oAlyou, £yovue va xévouus pe e <epyooio tov mévlougs
(Trauerarbeit)’, n omolo pog divel ) Suvatdtrta vor VREEKEPE-
oovpe pto oetpd dalevxtixés avtbéoelg, Onwg avépeos oy
Tapé&doon («To TEWY COPO LaG») KoL T <QOTRaTI» PNELom
Texvoroyie (tov ouyxpotel éva «véo adue avlpwous).

4. TO AAKTYAQ

To mpoBddiope g yewpo-vouioe (dnAadn tng Swdeacive),
oTONTA Lo VEO SLEOTAOY oL SUVEULY TNV ETOXT TNG PETH-
Bropmyoviede xot petapopviinhic® ouvbipne mou Stovdovpe. O
AxeEiov owvadetxviet 1 yetpovoulo o eva elSog axaTmoGTg
«YOOUPNG», TOL OTol EAAVLxG oNoivel «YADQw, oxaAilw»
éva «opnvoetdés epyoideto (siilus)».® T Stopopomosl Gug T
YEPEN <OV TOU TVELLHTOS» O DAXE, TO TUIASLLLC TOU Ko
ACUL0U, M TO LTTOROVETIRG XOPLLO TOL YETol ad 10 ¥TOTMUO
TV TTANKTEWY TOL VTTOAOYLOTY] «TOU MELDVEL TO YEpL ge SéxTuAO
(oot yerpompakiaxy) Texvix) »;10

‘BEva tétolo epddtnpa Seondlel xot Tpopodotel oAdxANpo o
£pyo Tou AleElov, pépvovtaeg oty eTLPAVELR Uiet GUPPOAXT oL~
OYETLOY TOL LUTOAGYLOTH HE TOv apyalstd, tng oyxediaons pe Ty
Doy, ETCVETTROTBLOPLLOVTHG TLg GVTIMAELS LS YI0t TOV DA
xou TOV Ao yepo. Kdbe épyo umopsl vo xotaotel ThEEY, gpyé-
YELPO. AV EVOl YEETWO TASYUO M XATTOL0 GAAD LPOOLEVO DALXS
YIVOVTOL QVTIANTITE UE arrTTixed —xoel Gyt pdvo pe omTied— tpdTo
70 (8to propel vo ovufel xon pe ™y 006wy Tou TOAOYLOTY. ZTYY
TEPITTTWON CUTY, Ol «OTEC TOU TVEDUUTOC» ETEXTELVOVTOL OF
«8dxToro Tov YMAcpel Lok Tou PAEppoatoc». H etuvpoioyixn
Srapopd propel va uny elvon apeintec: To dneLond, otnw eAAn-
vd] YA ooa mpogpyetal amd Ty Pneida (Prptdntd) eve otig
Aattvoyevels yYAdooeg and to digitus (Sdoxtuio).

0 i8rog 0 xoAATERVTG, TYOMGLOVTRG CPLOMEVE EPY TOU, (LA
Yo 0 Eenédpoaoun g suxAsiBetoag hoyixvg O Gilles Deleuze xon
o Felix Guattari, oto Milles Plateaux, ouvédeoow, ty td€a Tou
VPOCUEVOL LALXOD, Ty 1Béa Tou TAfeTog (xeTog), e To Tépa-
guo oS TV eUXASISELN YEWRETPIO 0TO XWpo Tov pabnuortiiod
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Riemann. Te preaAdporte (patchwork) sivou 7 18etd7g petapopd
£v4C TETOLOU YWHEOL: A CUAROYH G0 TOPOTETCLEVE XOUUATLO
TTOU RTtopolY v ouydebolv ye dmelpoug Tpdmovg. Asv elvor -
®EGTEENS oTtaatog V) Euputy xiion Tov AleElov oty LTtopOVETL-
®Y) voruatoddtnarn, 1 orolo evioytel TNV odAnAouyio Twv pywy
TOU ®al e aoygoetg pog ol toug. Alve wWraltepy, onpooic ato
Yeyovig Gt mopoTneelc cuTd Tor EpYOL pE SLOMPLTIXOTTO Ko
npoaoyy. “Entrez Lentement” (BioéAbete apyd): H entypoupi mov
éypobe 0 1938 o Le Corbusier oty eloodo g mapadoidoor-
o woroLkiog E-1027 Tng Eileen Gray ovo Cap Martin, toupicdet
xow €665, Av ovaryvwpilovpe éva eidog cLalrrinyg, cut Sev £xet
vo. xévet (e T Bewplo tou Qpaiov, olTE KE TNV UTOXELUEVLHS
yoponepo g IStoguiag (rtou o Jacob Burckhardt ouvédeos pe
TOLG XOAMTEXVEG TG Avaryéwwnong). Tleptoadtepo £xet vor ndvet
KE (o poppomolnon g epnelpiog, W Eva eldog TPoooyc Kol
goxnane MOV EVOL CROTEAEGUO XL, GLYYXCOVLS, Tpobrobeom
™G Yaaviag wpdohndng. Stadtand, exelvo mou mopotvpolue
Sev elvor Lovo ot AeTtropépeteg TV £QYoV ARG KL Ot XWHTELS
pag, xofog kot o xwhgslg Ty diwv. Ev ohiyouwg, ywépoats
mpocexTixol oz OAw. H {Bux v mpoooyy yivetoun Epyo.

T ooty TNy EWoLR, 1 Rauxicr TOU CUVOBEVEL CUTE TO EQYX
gival edYAwTTY. EmimAéoy, xoAMeQYEL Lol OTUOTPOLON CUYHE-
VYTPWOoNG oL yiveTot ovTiAnmTY] —tdoo xafeowtod, dGo kol oToV
TEoTI0 oL Bpat 0TO PUYLOUS [LOG— UECO GO XOUKTO EVTRGEWY.
(«Aev éxet axovotd xavels tn Qpdon, va pondler  Yaddwy;»')
T vor XUPLOAEXTAGL, LOVEYK LTI TY] LOPPH UTHY TV EVTRTE-
WV xOL TV SLEVPAVOEWY Ta E0YR aLTE TREPVOLY aTd 1o onUElo
oo vdnua. 1800 vl o AlsEou exeepydletat tny DAn, Tny oph,
10 pwe, o LoT{a, Toug xavdBovg, To pattern xol tO. manira tng
OpnoxevTxg téywg 1’ evoy oBéplo Tpdmo ToL «ETLOTPEYSL
atn yeNnom Ty avlporey»t? plo oswpd tepd bupoie. 0 Giorgio
Agamben vTootpllel éTt «owTé elvor To ToOMTXG xalHoV TN
vewde Tou €pyetons. Qotéoo, ctov AAefiou o TéToo «emL-
OTEOWYY]» [LOIC ETOVELTGYEL OF [LLE XATETTaoY] TIVELLOTLE pobu-
plog xon amohaworg, o éva elBog péufng xou xeovoTptpre, YOp®
o’ 6,3t opilovye wg fAacoov, otypelo, ebbpovoto, didpavo,
ETOVOLOBES, APEANTED: «To TeAevTalo PuYOLAGXLY ToL & QT
Téve el to Eyfira»? H Sutnd eworond apddooy cuvdudle-
Ton pE LTOWVLYROUS peooYeLaxTs cubpiag, 1 cwpotindTyTe pe 1o
LUGTIHLOLO, TO GTOYUTTIRG UE TO GVEUEAD, TO OVOTUROTTRTIXG
LS TO UM OVOTTOROOTACLUO, 1) TTANORoVY Tob Elvor pe to aduiiet-
0 Yiyvesthor, o ¥douog pe to dik-xoouo.

5. H NEPIAINHEH (TO AATEAO)

To onovdLAWTS EPYO-EYRUTACTOON TOL RUPOLHOLETOL OTO
EAANVIXG TEPiTTEPO OVTAEL amtd To emdameédio YmMotdnTé Tou
KaBohuxot g Movvig IBvipwv tou Ayfov ‘Opoug (11og addveg). O
e AATE VNG emiaxéplnxe woAREg opég To Ayto Vpog xan orioke-
vinxe otn Mo, os Stépopa ypovind Swxotipate and to 1995
UEyE!L OTUEPX, GTTOU ELYE TVV SLXHLEIC VO YUPLOEL TNV TIVEDULOTL-
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KOTTE, TV QUYLKY] ETLTELVVEY HOL TG RARGHOTES SLaTpootyTtinés
epTElpieg oLVOTapPEYE Tou povorexol xotvolBiov, o' éva Tortio
Sidotixto ard vTovYRots, o omolo o Rolland Barthes, orta
pabnuaté tou ato Collége de France, Oscdpnos vmdderypo tou
¢ va Sovue poali (Comment vivre ensemble). O mownthg Téxng
larataodvng nepiéypade pe oxplBeta ™0 oURTEPLPOPE TOL £TL~
oxénty toL Opovg cav Lo «KOTEoTOoY) GO THRETTNG EXOTOGYG
xot oxedov mavtote EEcAANg». 1

Kota ) Stdpxera owtedy twv ypdvey, o AleElov, péon amnd
obveyels «avitypopés» ®ot emovaoyediaouods Tou Prgbuntod
domédou emtysipnoe vor xoToAdPel To QUOTAPL TTOU EUTEMLE-
XEL, OVOLTOVTHS TN OTUOGLeAoYLRY] ToU Sout) odAd xat T Sivy
Tou. EEdAhou, Gev mpémel va Egyvaue 6T wpduetton e Sdmedo.
Anpadh, o Ty amwoléwon g edapumc opilovTidTyTag, SO0
TG TEWTOPKLRYG TeueTixgs ouvliung xot Oyt T4 opaTdTyTag
(0pb% %ot x6betn Tomobétnon). To xoouoioyixé abOTNUE TOU
SamtéBou Sev avTovoxAd ®ATL 00t GG xabioTe 0patd exeivo
ToU Bey Exet SiooTdoels Ko ENOMEVLS utopel vor elvol dmetpo,
TAOES KO QTMPOTUETONTO, CLUYHEXPIEVO %ol dulo. Ba pmo-
potiae va oplael xavels Ty xvoluevy ceavnatlo ToL Samgdou oo
gvee gdvbeto 1Bedypappo, cuv éva ouufolxd abotnua LPMAYC
TEMEXTLXOTHTAG, (e oLURUXveay Tov Oiov, oL ofuspa omo-
sohobpe «omobpever) Sedopévovs.

Mepampuviag 10 xavelg ovuepn SOTXOAN QYTLITEXETOL OTOV
TELPAGUS NG EENYNONS TwY cURPOAOUMY KoL TWV YRIPLY Tov,
TOU  GVOTTOPELX T THAWSPORODY ovaueEso oTo ddedo-rtou-
elva-»Oouog xo oTov xoouo-rov-yivetar-8amedo. EvtodtoLlg,
glpo T Yvedung 6t to oupPoitxnd Tov olotvuo pocg Steyeipel
Oy emeLdy) TEOOPEpETaL TTEOS aTtoXwBLXOTOlaN, OARG eTeldT
TO vOTUG TOL RopauEvel avoryto xot daeoto. Datl dpoye; Asv
yoeldletor eEabixevgn oty pooTxlowx rRupddoon g Avo-
ToMYig yia vor bodraaTtodue 6Tt v TETOL0 ovuPold TloTUO
dev ebmyetzot, Oyt wévo voth efpoote pdAlov avixovol vo P~
TOVUE TNV amoxwSiXonolnoy Tou puaTiol tov, 7 ol amwoyo-
NTEVIHULOOTE GTS TV TEVIC TV CTAOIKOY SQUNVELDY TOU, OAAG
TLPOTAVTWY YLO VO QPAHOEL ¥HP0 aTny auicic Tou Budpotog g
mporypotxtic Lwhg, 6mov to abumav (to Viov) Sev copforilerat
oG ouuBaiver. To yeyovdg autd efvor exeivo mov Sortnpel v
oUVLYROTXOTTO 7 oTcolor SLoTEEYEL Tl Gtpy) o dpm TO HLOTH-
QLO O TNV XOOROAGYTLA TOL ®Afpood.

IMpozeive va mapoxdupouie toug Beodoyixons ToU ouvelp-
Long, in sensy strictu, MOL VO TOEOTNENOOVUE TOUG ETCVUOYE-
Sraopots tou Samédov auv éva eidog GEaong Tou eTyELpEl v
StomporyLateDTEL TV oBEO TV GUYHIVAGE®Y TTOL TEPIPRAREL TO
LUGTIG TOU, OMOoTWVTHE £ve xdmoto GEog. O Gilles Deleuze, pu-
Avvrag yioe Tov Pierre Klossowski, negtéypoue éva miaiowo mpd-
oAndimg mou propel va omodetylel yohowro: «Kortd pro ddkn év-
VOLEL, ¥} ENOYA KOG avoxraAbmtet 1 Ozohoyict. Aev ypetdletot mo
vo riotetovps oto o, Avalnrodue ) “Boun”, SrAady exeivy
N Kopph Tov Sdvortal vo Anpewbel and moluetdy) Bpnorevtued
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poppopata, po v onolor Sev €xel Stéhov T ypela owthc g
TTMpwoTs Yo va yopoaxtiowatel “Oeodoyin’. Ttig pépec pog v
Beoioyio elvor 7 EMLOTALY UN-UTEEYOVOGY OVTOTATLY .

Qotdoo, 0 ahnfvé tapddoto eivar du uoAg wopauepioon-
1 ToLE B20AGYIROGG TUVELDLLODG, EMOTOEQOVPE DITOYPEWTING. OC
oTOUE, BNASY 0TOV «xoT eEOYAV AOYLORSG» ®otl g0 «BLpopos-
Uevo Tou etvor v Tpooidia Stvaph» Tov. Omotog evdLapEpetol
oL Ty oy, 1ty Yoyoxvrnied, epmetplo g xoAAtTeyviig
TEAXTIXAG, Elval SUOX0AD vor aTOQUYEL TNV avapopd o autéc
TS KUTFUTTREYOVTEG OVTOTTEG», TToU Pploxovtol wavtol.

6. H ANTIFPAGH

Ay 7o dmotdwtd damsdo g Movig amaptiletor amné To-
KTOTOLUEVE YPWROTIOTE Alopdxie, N eTOMOAOYIR TYg SAANVL-
whG AEMG «Pnprond oduTton» —Omwg oXoMATTUE TEONYODUE-
VIC— QoG ETIOVRPEPEL OF 0TO, LTIOBAAAOVTAL pog TNV CVeYHY|
anodéopeuong amé e OELpd vornTixd Simoia, omwg To LA
QL TO GUAO, N SUYRNTET TEAYLOTIXOTYTO. KO 1) EV EVEQYEIX
rmepoyuatieoryre. O Jacques Derrida vmoothpuEe 6Tt plor TEToL
OMOTELQO. LLOG PEPVEL ECVEl OVTLHETWTIONE UE TV «EQPYOOI Tou
TévBougs» xon T «Paoportikonoinoy» (spectralisation) mov «ov-
vrpotel, xotd x&mowo tpdmo, éva véo oupo avipdrou» ¢ Qotid-
oo, 0 Tpdmog pe Tov omolo o AdeElou «aviiypdpet» to ddmedo
™G povig (Omwg xo Tor mEQUYTLHG o€l Touv Ouxpovolh [o-
vayol Tou 18ov aucdivo Boaiheiov TonydpoPits Mmépont) €xet
Eeywptoth onuaoio. Heploodrepo and wiunon éxovpe LEAAOV vo
xavovpe ue weébeEn. O AleElov «ovttypdoel» Ot LETOPEGE-
Tl M Tainoy, SNAaSH aTmOoBAETOVTUS VoL CURTIECEL 1) UETOROQPS:
ue To Tpwtdtono: «MeTtdQpaans, oty replnTwan auth, «elvol
) RETAPaoY (log YAWOOOS g pior GARY HEon oG ULor GUVEYELD
LETOOYNUOTLTLOV», SteLxpwiler 0 Walter Benjamin. Exeivo Aot-
mdv Tov xkoAodpaote v aElohoyYigovue sival axpiBng owTol ot
«wguveyslc petaoymuoTiopol».”’

Hotog sival 0 pdAOg TOU xoAMTEXYY OF QUTHY TR Hetdppoian,
¢’ oUTAY TNV «ovILypapY» (brwg v antoxdieas o Mwpyog Ze-
Qépng); Ex mpotg ddewe, otéyog Tou eival v oM g St-
GOXELOG, N LETOTTOLXELLIOT TG GUVEXELHS, Y] OTTOL0, GG, YLCL Vo
emueLyfel yosudleton v Topdiyen Sloipopd, ve «oawleviixomorh-
OEL TO SLaopo». Movo péco ard Y enavdingn LTopodus vo
ROTOVOROOLUE 1] Slapopd. o To AGYO oTé exelvo oL enot-
voopPBaveton Sev tawtiletol pe ™y Tavopoldtuny ETLOTEOPH
oL Wov ohAG LE TNV TepoYwYT Stopopds. Av «n Juyevalvom
rog epades mwg vosoloaue amd Ty emaveAndm» Sev pmopolue
TRt vo «Depameutodne pdvoy LEcw auThig».®

Aev mpémer va Egyvdye, eniorc, T ouvd@eta Tou Stotnpodos
ovéxaley oTlg AvoTOAES XOLATOOPES ¥ evtomixy eEdoxnon oty
ETOVEAN UE TLg TEYVIRES Tng éx~aTaong (Ttov det va el EEw-
lotopon, Byoive arnd to eyd pov). Koveig Sev umopel vo apgt-
offioet Gt «n enavéindm yewd 1 (S Ty Ndovh. Ta eBvoypa-
ot mopodelypoto aplovoly: pulude Satuoviopévos, LovaLH
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OOYMVELTLRY, AtTovelss, tepoTteisotisg, Poudixé “vepmoltoou”,
AT VO ETOVOAUBAvELS UéXOL T LTtepPoly onualver vo prod-
VELG GTO YO0, 0T0 pUndéy Tov onuovouevou».t?

Mmogel Aotdv va oxobyston wopdEevo, oG 1 emavéindn
ToU Blou wg Stapopd xorTaAyel va omedsuleplioer Tov xouh-
MTEYYN amd T Stapopd. No yiatl 0 «ovirypowys ko (yotl
6yt N «Tapovéyvwon» Tou Somédov g Movic pog Sivet Ty
SUVOTOTTO. Vo EVTOTLOODUE TOL YOPOHTRELOTIRG Utog evbpiite-
pne LeTooANg mov moAkol xow pe Sihpopove dpovg Soripacay
vo, meprypaooy tor tehevtale yodvie. O «petomapoyoyds»?
®xoMLTEYYYE Bev elval v eVvTEAGDG XELVOUEYLO (POUVOLEVD CANG
oVIHEL OF EVOL LOVTEAD TIOALTITTIXYG CUUTIEQLPOPE TTOV TTRODTD-
¥E xot SLartpExer OAY TV LOTORICE TV YELDOTEXVIXWY TPOKTLXGV:
sivor exelvog TOu —xATd TO tPdTURC Tov Nitoe— enctepyaleton
TG EVTAOEL, TIg oopuliioets xow T omoXAloELS TG «ALEIVLOG
ERLGTPOPYC» ToL t8{oU- ExElVOg TTOL aiC ELO&YEL «OTO Yod, OTO
UNDEY TOL ONROULVEEVOL».

Eropévee 8ev efvor dELo amopiog étt ot Stoguvdetinée addn-
YOPIEG TNC «OVTLYPUPTG» THELOLY TOL XAOVIOREVD OpLla avAETX
OTHV OPULPETLXY] Topddooy tng wovtépvag tExvng (n onola xa-
ThyeTor ond T Stodounon) xol Ty edpatwuévn fpnoxeuTxd
Tapddooy, avAUECH OTO 0pOTG Ko TQ PN 0pXTO, TNV EQEAUE-
o1 evonobnoio kol T LETOUOPPOTIN EUTELRIH TNG EXOTOTIYG
mysvpotedTTes. Hplxertor yio pio NUITeAn xow emoavoioPo-
vopevn Swnducocion mOU UTTOPEL GTOXTACEL KOWWLVLIEY SuvolLL
®now vou guVBLOGTE! oo Ko e TOV [ALyYo TG Slevpupdvg ou-
veidnomg, TO HOTUOAOYIXG POvTOOLoMG, TC OTTTRG oTotyela Tng
rave culture B Ty TEXVo-Puedeindy Siwpdtny. Enttelvovtag ta
dovotpeva oyédro. Tou Sartédou, o AieElou Siepsuvd ta dpLa Tng
BTV OpooTc Ot SlaoTadpLo? g HE TRV PUOYELYPR-
oo tne epmetplog oty oY) TOL SLOVDOLUE.

7. H HEETPOOA

H dnurovpyud neovdmzo tov Adstiouv Sev Soxwdleton pévo
oto (B0 TO £0Y0, CAAG emtiong xot TPORAVTWLY, ¢ xelvo TTov
moldveton xaveic diauéoou Tou €pyou Tov. AuTH 1 xplown Bt-
artepdTyTor 8ev evtomiletol AGYIXA 1] OVOAUTIXG, EQOGOV TLEG-
XELTOL TEPLOOGTEPD YLOL ELTELDIO XaL GYL YL Lop@h. Av ertuet-
voupe 610 Topddetyuo Tov dmetdwtod danédou tng Movie, Ha
Sobue 6T 0L BLAPOPES OLXELOTIOLATELS HOL O CVUOYESLOOROL TOL
ertBefartdvouy Ty TEOTEQALOTTA TNG EUTEDINS TOV DITORELLE-
vou mov mopotnpel. Ot oAk awAés emelepyaoisg Tou Prgdwtold
QUTOD GVETTOOCYOUY GTO GLVEXEG TYV CLVIYROTIXOTYTO. HOL TNV
OVOYVEOPLOLROTNTR TOL: SNAGSY] TNV CVAYWYY] TOL O ule «oduod-
PETY TaPABOCY]) TOU HOCLOL» TNV OTIolel O HOAALTE VY G ETLYELREL
VO, «OVATTAEDTEL ovTLOTPOME:, «OTeS 1) TECTROGA». 2

Avagépape A8 6t oty Puxovdivoy o tétole gprelplo
ovadmAdoiong ovopaletal «pebdotepo Blwpas. HMuparnpdvrog
wxovelc o «oltBion» potifo xow oypiuoto tov Samédov avayvmpt-
Let 6Tt aviuouy oe Pl Stootaipévn t8€a g «TtapddooTg Tou
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®OOLOL», TIOL ol XuBLoTE YEQLEG LE GAAOUS TOALTLGLOGS TTOL
Boloxovtar «avapesa Avatodng xat Adorg Boppd xon Meorp-
Bolog». Méoo omd avth Tr SuxoTolf, 7 owiypotikdmTa -
papével 1o Bemdeg Gynuo mpoxeLrEvoy vir avuAnebotue Ty
ROGULOAOYLXY TOUS évtaoy,. H emipovh oty aévan Sounor autod
oD ohhnyopuol oyfuoates progel vo pog odnyhoet o8 puaT-
KLOTLHEG TRaHTIXES Kot cuoyetiopols tng euddbuvans. Enetdi
axeLBog ot odAclet enavedapBovépeve dev mebaiver, ou emo-
vooyediaopol ouveyifovtor én’ dmetpov. O E. M. Cioran mept-
Eypouhe eboTOYO TO TAXIOLO GUTHG TNG EUTELPIOG: «VOl (PTHOEL
atov thavyo Suoe g epfidvvorg, €8¢ Pploketor To PLOTIHOG».

1800 hormov yroett 0 AAsEiov emipével o s@vipnepes xon sblpow-
oTeg EMEEEPYOOIES KO TO EQYO TOL TELVEL OE ULO EXAETTTUGHEWY]
expndévian g ueogoAafnong, ato apyd o0 TOU XOAAITE-
xvn peoa oo Oeaty. To ofAowo Guwg ™ Qopd auth elvor firLo,
HOLGLEL pe o «xohf odhotworn» (véBzuomn) mov exoinbedetor
UE TNV LDTICUOVETLHY] CVTLYPOUPY] —XGL EVTEAEL «ITOOOVEYVOOT]»—
Tov PMESwTod. [potepotdTyTal AmMOXTR £T0L 0 TAPATHPYTNG, O
SLOTPOGWTLLXACS YOOXKTAPOS XL 1) LBLOTLYXpaTLoe) atdBun tou
PUYLOUOD, EVE 0 HOAMTEYVYG avaAolPdvel To pdio sxelvou o
emyetpel va avafdiet To oyiopa ovdueon oto yewomiaotd (4
TO YTVO) KO TO TVELUOTHBES, OVEMETO OT0 OUYYROVO XL EXEVO
wov Exet ropélfel. Me Ttov tpbmo auTé evioxdetal, GAAG Mo
Stapoponoteital, i LeTaTapaywytxy] (postproductive) Sudotaor
TOU £0Y0U TOL KO 0 CAATNAETUSPOGTINGS TOL YRPUXTHOOS, HE THY
£vvoLal TTow Exouy mpoohdPer ou dpor avtol ofuepan.

Avtég 0 eqAuepos XUl eTavEARUBAVOHEVOS YREOHTAPRS T~
pdeyet ve umoBinTud TEQBEAAGY oL TPOYOTOTEL L ToPGEEYY
exepdlate xon o akie vpurtd. Ou enetepynopéves ue deEo-
TEYVLT EQYGYELOOL XOTOTHEVES, Ol CUVUPLLOYEG, T EXAERTLOUEVX
TETHOUOTA, TO SLOYRAUMUOTE, T cut-outs, oL TTUYOELS, OL EXTU-
TOOELG, Ol oVOSITAOGLOOUO! KOl Ol EVEAAOGOOUEVES TEOPOAES
yvivovtow pee oyedov afaprc SiopecordPnoy n orolo oryd-oryd
oTOPLOPETaL. AUTO IOV UTIEPEYEL Efvol M EEWTEOYROUTIRD KUEL-
oheElo g gpmEtpiog TOU OYAUOITOS ®Ot TOL YWEoL, v BEoot Tov
w¢ oOUPoro. 'Vheg oUTEG OL AETTETUAENTEG KAUTUTKEVES, OROUT
xoe 1o (8o To yépL Tou popgorotel emipova, dev etvor Topd éva
OVOHPORLXO FUOTOLYD TNG TOUYROTIXOTNTOS, TROSPHOVTHL KOUTED-
Beloy amté authy, BnAxd? Tov ®éopo Tou BudpoTos.

8. IYKNQMATA ENTAZHE

H uyoevnmny évtoon xot n <UaVIOGUEVY] yadfvn» tou i-
aTwEEVOLY Ta £0Y0 VTG Stoonlovtal OTLS «ERMPEVELESH, ONANSN
oty emeEgpyooia TV onusioy xoL TV AERTOUEREIIY xal Gyl
OE POUPOOXOTUHEG XAAALTEXVIXEG QPNYNOELG RO LBEOACYNLOLTOL.
At potdleL vo glvot 10 TEWToPYXd vonua-unSdy mov dev Lmo-
psl va oovayBel o xdm dAro. O AleElov ouyyevelet pe KOMATE-
xveg Tou 1 wAox (ow M TAEER) THS PLXPOOHOTIIAC ASTITOUEPELHG
SuaroTiCet Toug Xpous, Bploxovtag aTov TPOTO aLTH Tvy L8edT
oprtExTovt} e H emipovh oto yEpt mou poppomotsl, pog

Koouotoyio
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TIdpyos Toptlddrns

cuvdéet e To €pYo Tou 6T to EVA0 ue tov ELAoupYs xar To
LETOAAD UE TO TETPWK OTO OTO[0 eVOTAEYEL. Mic TETOLR XOA-
aTexvi meonTixy elvat exelvn mou xdver tov «wxaAd ELAauEYH
vee glvor [ootd mow efvor] Suviper tov Edhov, va eiven pihog
Tou EBAoux, pidog Tou LAoY. Queg, ot’ adnliewn, T onpaivel
pidog, av Oyt «owTdg TOL ERGVELTRYEL Uiet [WTLXT OXETT] LE TOV
GMo [ xéte dhho] mou vopilope Twg eiye amoxietalel amd Thy
koot oxédm»; Avti M @Al spTEpLEYEL TOOD TNV <OVTHYW-
vty Suomotions, 600 KoL TV «EPWTLKY] EVTOOY WE TPOS TO
ovTixelpgvo».?

O meipaopds plog Tétotog emtdeEloTNTOC KOG ELOGYEL UE TOY
XOADTEPO TEOTO OTYY QUYOAOYIO TOL Yapov ot Tou cupdiou.
H S dAAwote mpoohiwoy oto onjueie éxove x&mote tov Ni-
toe vo 0ploeL TOV POVTEPVO QLAGGOQO S MIACAOY0 %ol TOAAOUG
olyypovous xodhtéxves va sEupviioouy T yetpotexvia, ™ dua-
wéounon xow w paatopuey. To Epyo TExyng elval Réve o’ dha
TO QTOTEAEOU g eEeAtyuéwng yelpoTeyvics, 1 onola doueiton
OOV (LG YAWDOOO. TTOU LGY0 TO geduer Uitopel vor eEnNyHoet.

To Aéw a0Té YTl TUOTEDW GTL TO THOWN TOV oA ey Pol-
OXETOIL TIEVIC O TYECY) EVTOONS [AE TO £0Y0 oL, g Ttétoto Pabud
Tov Bor LTToPOVBOGUE VO, TNV OTTOXGAECOUUE RO OYEDY] ROTOTLTOL-
opol Tou evdg eviog tou darou. H pavixd yerpoteyvind Spooty-
ELOTNTO TOU TWROTOC PEPEL Ttdvta v Suvntnd Epyo. To (Sto To
Xépt oxénTeTar nat mPoodiopiter Tov Yuyxd tévo (Stimmung),
o0 omotog eEwTePIrEVETON OTY CUYHEXPULEYY YELpOVORLo xoBtaTe)-
VIO TV XOAMTERY YAwooo., To yeyovds qutd cwuatomoe!
Toug SUMOYLOUOUE ket Tig cnafvoelsg, Snhadf Tig xaTavEEL Héao,
oto oopa. To (rrobuevo, BeBota, dev elvat edd 1 gwpaTdTTH
CAAD TO TEQQOUOL OE PLO TTVELRATIHY StdataaT v orola ey Uro-
pel vo apBpwbel wopd puovo udoa and To odua. H évtaoy tou
OWUUTOS Tow «TTOED», amoPAgmer oty évtoom Tov Tvediatos
7ow @épel Ndm péoa tou. Me tov Tpdro qutd, N TvevpoTxdTITR
Tou épyou Sev eyxdwpBifeton o’ éva aprnpnuévo SrovonTind medio
—omwe mBovov vouiCouy Lepoi— aAhd avoorAe! Ty EvToay Tou
oopotos. Ev mpoxetpsve, n Sioepbpwpévn dopn tou ¢rigpdwtod
HOL TO TWUaTU0 LETE0 TOU YIVOVTOL QvTLANTITE TEVTH UE E0WTE-
ot TEdTo. O iBLog 0 xoAALTEY VG SNADVEL &TL «T0 E0Y0 CTOTEAEL
HETED 7oL yiveton omd TRy Xivom TOL COPOTOS VX TO QTLAEEL.
Avuté slvor v amopyh amd Ty orola Eextvodv To UTOAOLTIC».

Q. TO AATOE THE AENTOMEPEIAT

O Claude Levi Strauss, sotiags o d%o avlpwroloyixd po-
VIEAQ TLOMTIOTLG GUUTEPLPORGRE TOL G YEporTNOiLouy: Tov
UNxovIxs xon autdy mou uaotopetet (bricoleur). O wpwtog Tpo-
TWe T Aoy TEEN, Srhadn and to onuelo o Tyolvel oto B
%o o7e exel 0to v o oUTw xelbebig. O Sebtepog, ypnotLoToL-
el Ty Bt aorovbio pe SoEopeTxd xol O ELEMHTO TPOTG,
OQUWUEVOS Ttd L REOMTLNY Suvopunry. Bricoleur eivan exelvog
o lepeuvd vEx kot ampdPienita nepdapate, Nmieg phtels xo
ETOVOOUVSUROUOVE,

NIKOZ AAEBEZIOY THE END



Avtdg efvar 0 Adyog 7o pe ®Gvel Vo TLOTEVL OTL TO TOALTL-
oG LOVTERD EXEIVOL TTOU UOGTOPEVEL TUROCPEPETOL XCL TTOOT-
Bidet totoptid Pébog oy TAGLOLO ROANTERVLKY] TTREUYWYT) TOU
ArcEiov. Eivar povepd 61l owté mov StaxuBedeton elvor 7 dra-
GTOAN TG evBPLTOAGYIXYS UVLOTOO0S TG YEWTEQLKOTNTOS Xt
N avorywyh Tov horror vacui oe abyypovn YAbooo. H avauétonon
pog pe ) Sta-xdoungon —mov, drwe yvwpllovue, anotéhece Eva
BTG TO, LEYOADTERE THUTION THE LOVTEOVXG TEXVNIG— potdlet ovo-
TOPEVRTY).

Tot Tepoave, wog divouy T0 Sutaimter Vo LOYLELOTOUUE, 6T O
AleEfov erekepydieton, pe Svay oyeddy peAayyoiud Tpdmo, Evo
aTd T HEVTPLXE YOUOOXTNPLOTIXG TNg TONTLOTIXNG Hog tBloou-
yxpowieg: v entbopio voo ppovtifovue xat vo eelepyalduo-
OTE TO GVTLXKELUEYVD, WOTE vor xpdhoupe Ty 0ddvy yio Ty TTEo-
owpvdTéd Tous. Av BéAape vo eipaote mo axptPeic, Oo Adyoue
o1l SuoTEAAEL T QEOVTIOX TNg ASTTOUEPELOG O ATUOTQOLON
(oo g mpoadidel Beatpind ot cLUPOAMS YapoxTHOM). AUTH 1
odtépotn votompoivtie Staduaoio elver exsivn wou Ttpoodidet
OO0 HOL OTOL TTLO «EVTEAT]» DAMG TOUTLY TV oYY vy To-
AGtpo yopoxthpo. Hpdsetton yio pio xodhteyvixy] enetepyaoio
svafcbntn oty vrdpynoy tou Bavdarou, Ty omoia o Tdumg Ile-
TOTOWVNG OPLOE, [LE TLREOANEMUETIHG TEGTO, WG «MEAETY Dové-
Tou» (Snhadh TpoBadtopa g Ywhg). Aev elvar dvev onuaociog
e8th 6T LTS TO HAYOG TNG TLPOTWEWETNTOG —ToL, we Eva Babud,
TOPOTEUTEL KO OTO «GAYOS TOU OPYElOL»— pog xpotdet eEop-
THréVoLS ad TRV eumelplo, dpot kot and Ty eARiSe.

Onwe ovudoupdveote, Pproxbpocte oy emtxpdrele TNg
ardAciog, dnhady o o «Stepyacio Tou mEvlougy, Tou Ast-
tovpyel Towtdypova ameievbespwting, enedn) oxpBug pete-
TEETEL TV aEXtY, 080V oe Ypepy emiyvwon 0T UTopoVUE VX
KMOCTAGOLPE amd To TEAYHaTe éver Gfog. Mo Tétole oTaom
TUVLOTE, TEOTOV TVE, TNV TUO EXAETLTUCUEWY] LOPPY TOL HOAAL-
TEYVIHOY o ooLVELSTTou. Aopreévo ek apyhs cov évx Beartpind
Bioe, to aguveldnto autd oradioxd yiveton térog uuotnpiou.

Neo yioti o AigElov oyyiler to mo anoinuévo onpelo g
TOALTLOTIYG pog Bloouyxpaoiog, mpoodidovtog oTo £0Y0 TOL
S1e0vY| YopoHTHPOL Ko, TUYYPOVECE, TO XOEOG piog aklog xpumit-
whg. H etbpovety ortoo} ot amteo] ndow outey Twv EpYwy
CLOTAVEL, A€ TOY HOADTEEO TPOTO, Ty avlpwToYEWYPX@LKY oG
vréaToon ko cLVBLEAéYyETaL e Lo LapEions) Sukotaon, dn-
rad¥| pe tov xeflecwtol moEMVe exelVOD TTOU CTTOXCIAECOLE «HOi-
TOLXYTY TOU EQYOU TEXVTG».

Koauodoyia
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Idpyos ThptliAdys

ZHMEIQEZEIZ

1. ThoAhol sodetéyves avtAolby xol eReEEQYGLOVTOL OYUSPO L0 OELPG:
waninpéveg epmetpieg xot widoue ou ormoTeAoby popTUpieg G exeiveg Tig
YdpEg Hon LG wovdmTeg —oto Bopd kot ote Ndto, aotinég ot aypottés— ot
omoleg gyuetioTnnoy oz ouviies &AAEG TG VEWTEPLXOTTOG QUTOL oL
TOMTLOPOL, EXPPUTY [ALOG UETH-EROGACKTS GVTL-VEWTEPLKGTTAS, LTIOPOLY
vor %efoplooLy TN VEWTEPLRITATE, ELCRYOVTHS OOUVEYSLES, Gy THYWYLOULOUEG Xex
zotiec avtlotaong Ot ROTHLETTtNeS Hol OUOLOTOLATIXES TEYVOAOYIES, aAAG,
propolty erlong vo ovamtSEoLy Lo uBodud xovAtobpa. v ontola elvor Euputy
o pefoptesel xatdotaon Tou g Xoepaxtrpilels: B K. Bhabha, The Location
of Culture, Aovivo, 1994,

2. A. TTuadwng, «H owousoddunoy xox to tvedpo. g tapadoongy», Exldoyd,
ou. B, Zentéufprog 1946, 1. 9, 0. 64. Avadnuposietetor oto A Thuedvg,
Ksiueve, mpdioyog L. Aopevitirou, enyl. A, [Ty, M. Mapodong, Abvva
1985, a. 164,

3. R. Barthes, H andAcvon tov xewsvou (1973), utpp. . Xothiddom, T
Kpytiede, Abvve. 1977, 6. 12,

4. «Bx twv vorépuy, % pebiotepo Blopos (differed action. differed):
KTERORELTOL YLO JLOL LETHYEVEGTEQT) AVOUPTAGPNOY] SUTELQLDY, EVIURWIEWY KoM
HYTMULOVIHGY L{VaY, TOU suvositot amd g véeg eumepiec 1 and tnv mpooiyyLon
oe véor eminedo ovamntuEne. To avadmiapdpeve vitud amoxtd £tot kouwvobpyla
oNUOOL XoL CUYYPOVIIC VER LXOVOTHTR ETPEROUON TOU PUNLoRaD»: ]
Laplanche, ]. B. Pontalis, Aefexd tng guyavaivone, utep. B. Kaoapréing, A.
Xetoeottom, A. Exovkixe, TI Adodmng, 2n exd., Abhiva 1996, 0. 175.

5. G. C. Spivak, A Critique of Postcolonial Reason: Towards a History of
Vanishing present, Kénpmpety 1999,

6. M. Heidegger, “Costruire, abitare, pensare” (1951), vt prgp. G.
Vattimo, Saggi ¢ discorsi, MiAdvo 1976,

7. Z, ©pdive, «Ilévbog o peicyyorios (1915). ato Aosiuea
uetapuyodoyiag, utpp. O. lMoapadsing, Abhae 2000, oo, 110-129.

8. A. Zanini, U. Fadini (ed.), Lessice postfordists. Dizionario di idee della
mutazione, Muicvo 2001 xoe P Virno, Fpapuatont tou miAqfoug. Do e
avdiven twy otygpovey popedy fwie (2002}, ptep. B. Hacods, Bedhpnor I
B. AéPog, ABhva 2007.

9. V. Flusser, H ypogpi. Exer ugddov to ypdosv; (1987), prep. I H.
HaémovAog, emue. A Koapaddg, Abfver 2003, g, 23,

10. A. KePBobdéc. «Afuuatos, ato V. Flusser, H yoogy. ‘Exet ugAdov 1o
ypdwpety; b.m., o. 263,

11. T. K. aaatotivrg, Acxnon ooy Abw, frot IMndditoy vyrtiedy yo
mepdiafoony Tov Vpoug, Abiva 1963, a. 26.

12. G. Agamben, Befinddaeig (2005), ptgp. 1. Tadpovpos, Abfve 2006,
aa. 121-151: Avtidivioe amd to avoroxiipwTto moltiotixd mpdypaupa tov Pier
Paolo Pasolini, 0 Agamben vmooTtnpiler: «Av “xoflaytdte” (sacrare) feov o dpog
TTou TEoGBUGELEE TNy EE0S0 TwV TEAYUETWY oI T geoips Tov cvBphTvon
Bueolou, evnioTpopeg “Befinhave” (profimare) oipaive  enavanoBodh toug
atny eaetilepy] ypvion tev avlpdswy... lpdypot, 1o Téguaue amd 1o tepd
ot0 PEfnro propel va guvtedeatel axdun xat Swpdaon piug € oAoxihgon
OVEPROOTRG Hor &TUTG XEAome (i xoAdTepa tiag VEre YPAovS) ToU Lepotx.

13. A. Huudvng, «Hpdioyog yioe ) Aoixd w€xvn», oto A, Huiovng, Kedueve,
d.m., 0. 5.

NIKOX AAEZIOY THE END



14, T, K. floreatowvng, Agxnon orov Abfw, d.m. o. 191,

15. G, Deleuze, «Plerre Klossowski: H oygoyn oopotog yhwooocs, Critigue,
214, Mdptiog 1965, X, ptgp. enipetpo oto Plerre Klossowski, Todtaon st
onddooy, empéiete A Muwvoodtng, Abive 2005, 0. 53.

16. J. Derrida, «['e tig Kuplosdmxeg “avlpunnrotytés” wovs (2001), oto
Hépeav Tou xoopomodmiouod, wipp. B. Mmtodere. Abvae 2003, o. 210.

17. W, Benjamin, “Sulla lingua in generale e sulla lingua dell uomo”

(1923). oto Angelfus Novus, vtoh. wzpp. R. Solmi, Topivo 1976, o. 64. «Otav

ustappdovpe and wa Eévn YAdooas, ypdget o TdpYog Ze@éprs, «XOvouue

*OTL, pon Qalveta, any exelvoug toug avlpdroug ov BAérovue oto povosic

TPOGTAMIUEVOLS L TOA Tpogoy, vor cvTiypapouy, ite Ve v aonnboby, eite Koouodoyia
YTl ®ETTOLOZ TOUE TO TaPYYYELAE, Teivaneg Sopdpwy Juvpdpuys: I, Begpépns,

«Ilpohdyiopo (ot npity Exdoon) s, Avtiypapés, Adva 1965, o. 7.

18. G. Deleuze, «Plerre Kilossowski: H oyéon odpotog Yamooogys, 6.5x., d. 63.

19. R, Barthes, H andiavoy Tov xeyusvou, b, o. 69.

20. N. Bourriaud, Postproduction, Culture as Screenplay: How Art Reprograms
the World, Neot Yépxrn 2002,

21, «mopeTopoh. enl8p. T o, emioTodpw s (AsEnd g Néug Exinvinig
Idaaog). Avagépete ato A, Hoadwne, Houdmog Khmog Miiobéng 19611964,
smpL. Ayvi Tloecdvn, AG7vo 1094,

22, G. Deleuze - F. Guattari, Tt efvon griocopio; (1991), utpp. .
Movdnhapa, ey [1 Mrovphdooe, Aljve 2004, oo, 9-10.
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H EIKONA 2TO XAAI
M ovlimon tov Nikov Adefiov pe tov Xpiordpopo Maptvoe

XPISTOOOPOE MAPINOI: Ag Esxuvfioovpe Trv xoufévia wog ue
T ovaupopés cou. [loweg fray oL tpedteg oov emLppoéc, Toc0
ol TO OOYEVELOXO 000 xot Ttd TO EVPUTERD KOAALTEYVLXS
mepLBdAdov, mov Stopdppuony TRy araliueh cou;

Nikoz arkzior: Newflnua oto Pébupvo to 1960. H mpdty
1O ELxdva elvat T0 etxagtind QeatBdl mou Slopydvwve
o Aoyoteyvng AvBpiag Neveddnne, o omolo mepirdufove
opreTes exliégetg mou yivévtovoay oe ailovoeg xon ato
wopevelon tng wopoiicg. Exel Aowrdy, 13 pe 15 ypovady, yio
duo-tplor xohoxaipta elya Bet GAn exelvy TNV €Oy TG
«EMNROTHTOS» — atd Kapaydror, Zixehwtn, BoaotAesion,
LExpt Mopodn, Muyddn wor Kevasdom. Hrov «mohd Leotd
®xal pEEaxas OAn LT exeivy Ty emoyy). [opdd i,
yrilovrol téte oto Pélupvo or mpdteg moluratotxries, o
TPWTEG OTY]) YELTOVLA TOL PEYGAWOX. Me evivtwaiale autd:
TO LT, UE TLG XOAGVES, Tor TOOPA, 4-5 Opopot, vor To
PAETELS Vo anaVETHL, Vo TTallovy péae exel Tor mrTaLpiiLa.
Me Bopdpon vo proevoByoive g évo oyLTEXTOVLXRO
YOOPELO —YEURTO LE XRXTOPELS XAl LYXOVOROYLIRE OYESLO—, VTt
wotefale omd tn BiuPAobe to meptodixd Bduara Xdpou
xo Teyvadv tov Opéotn Aovpdvy ot ve T0 EguALio.

To mwartptid pov oto Pébupvo eivon Simao oto BEevic
«tov Apn Kevatavtvidn», 1o uépog mov peydiwoo. To
sxofiopota, o supdpeveg wépTES, Ol TAGL, OL OUTIPEAES, OL
OEL-AGVYX, OAL MToy GYESLouéve «oartd exelvovy. To mpoto
Lov Phuoto ELTEANTOS To Exave Ve OTLE XOXHIVES TTAGHES
Tov Eevie. Ko petd, 0to ywetd 1t wévog pov... Mikdue,
Snhadv, yio Evoy poviepwapd, yuo évoy ahnBvd eAknuind
rnovtepwioud. Dtay Heba Aotmdy oty Apva o 1979, 1
yioepl pov Aoy 0 «Asgudcs. HEepo 6Tl 0 «Aeopdgs» elvol
0 YWPOS TOU YVOPLTR PECH ol To Telyn Tou Oduare
Xaopouw xor Teyvdv. Ta meplodund mou moaipve dev glvon
TEYVYG, CARG ETILGTUOVL: elvol To Scientific America »on
to Omni. Moo, to Scientific America To émonpver yio. plot
Sexostio, xwpic vo EEpw ®ohd ayyAud. ‘Ex twv votépwy
BAme 6T Ay anTh M oulnoy wepl ydoug —tee grids, To
Sixtua, to fractals, To ogdio kot o SuxyPERLATE TOL
EBAremto. oo Scientific America xon To OTOLRL TG OAODOOY
HOL TOUG ETLOTNAOVES EXEIVR T YEOVIO— «[LTTASHOVTOL»
LE Ttg ®xOUPERTEG TTOL Vpove xoL ETAEXE 7 péve pov, To
oyedudypoppa oto Scientific America wou 1 ®xovBEpTa TOL
oxemalopor o xol ohpeps, efvot To 8to TAéype, To (Sto
grid eivor. ‘Exet mepdoet o xpdvog sot 6Aa owtd potdovy u’ 0 Xpwidpopos Mapivas elven

évoe oo GO, Axdpa Bopdpot, to ddnedo tov omttod pog KkprTixds TéyVYS Kar avebdpmyTos
Ke oty Towwevtonovia, To eiye gpuudEer 0 matépag pow. emyuelnTis exdéveny. Zew xan
AvTé ToL «VERG» TEOL HAVEL TO OO TOLUEVTO, OToy efvort spydierar amr Adva.
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H ewdva gto yaAl

>o8opd o yusAtopévo, elvar o ovpavde,

O1 mpudtol xadTéyveg mov yvwpiln exeive o ypdvo, 1o
1979-1980, xot w’ opgooLy —xon LETS Gtoy Tyeive oty
Evpdmy toug BAémw— elvo o Fontana, o Tdune, o Tingely,
OAY} oOTY) 7) TORED, UE TOL «OLOGTNUIKE EQYOU».

xM: Am6 v Arte Povera Sev emvpedotixeg O aviixtumog mov
elyE oY EAATIVLKY TEXVY TVIG ETIOYTG TIOEMEL VX ATV BPXETE
EVTOVOG,

Na: Oy 8e vopilw. To @tnvé vixd Sev elven @vd. H
yoprotovic 7 Tor eOAAe youool elval To LS TToASTIAO.

xm: Kpotoboeg dniady amootdoeg amd v xuplopyn outh
TéOom.

wa: Aev xparodoor omAd S oL THYOLVE.

xm: Tlotoug EMnveg xodhitéyves Bewpels cuvadotmdpoue sou,
1600 VEOAOYLKE doo xat cuvoLclnuoTixd;

wa: Tpooywd Sev Egpw. Elvar oL évlipwmor wou Jobue ¢
GUTY TNV TTOAY 3oL XEVOUUE TRy LoeTe. AUTol TTow PedyoLy,
autol o EGpagoy Alyo xol QUYOVE, GUTOL TOU RUPOUEVOLY,
AUTOOE TOL EXTUUEC TEOYLLOTLXG, 0LTONE TOL SYUTés.

0 Tuhpyog Admmag, o Bavdong Tétowag, 0 Maveing
Zoyopronddng,

xu: O Nixog Mmdixoe,

Na: AAAn yewd. Aes Ppedinape moté pe tov Mmduno o éva
%06 TeELBdArov. Eved pe tov Admmo, and wopic, Snhadi
and 1o 1986-1987, o wokhég exbéoelg éyovpe Bpebel woll.
Me &Aro U@ocg o xoabévag. TPoroying, pe Tpoyevéatepouc,
KTTOQE VoL VIdow Lo oxeay pe v Mrie NtaBov. Exioyg,
xamoter épya g Nowotxdg [Tdotpa 1 Gpeooy ToAd. Orwc
Ta TELpduetel xot Toe oxéde Tou Iovtedy Eoyopdprn. Méyo.,
[FéBoue, mov opyile vo xatoriabaive ) Sovietd Tov Nixov
Keooavhi — tov xopupoio obyypovo EAAVO RoAALTE YT,
omd mavte: (owe. To screen, 71 oxtd, To Touyvidt efvar awtd
TTOU e Yonredel oE dAx Tou to Epye. AuTh v Meyddn Azuxy
Xepovouto, 1 pwtovpopio pe ) Xpboo oty oxGA® Ue to
OEVTOVLLL, ElVOl XOTOTTATHTLRA.

xM: Ao Egvoug xadMtéyveg motoug Ghioug Bo Egydptleg;

Na: O Yves Klein pe eiye poayéder, ye 1o ke xot ug
¥elpovoulieg mou éxave. Tt apyés Tou 1980 tov eiyov
oWVOXOABYIEL TTEAL e T REYGAY éxbzon Hapiot-Mdoyo
Ttov eiye yiver oto [opiol Exel ta eiyeg dAa. O xatdroyor
twv exBéoswv Hapio-Mdoya, Haplor-Hopio, Hapict-Néa
Yoy frav evayyéhto. Axdun Topaplévouy TOAS oNuLavTLXOL.
‘Otav ueté ®fya oty Avoztpia, pov dpsoe 0 Herman Nitsch
xow GAoL avtol oL performers.

xm: Mov geaiveror mepiegyo mov gov dpeoav oL Biewslot
ALiowtotég, ol Sev oyetifovtar xobdhov pe T Sovisd
oou.

Na: Aev ayeTiCovTal, oAAG pE yYovtetouv., M’ apéoouy. Béfato
UETE cuverdntomold, xt GLTO To DEWE TREH TOAD
onpovTLXd, ToLe eivalt N oy€om TOL KOAMTEYYY Ttov Spduov,

NIKOX AAEEIOY THE END



TOL AGEROD ®odAtéyvn tou Spdpon, Tou Aoixnod Spouevon
%O TOL TROVIYLOLOY GTLG YWPsg Tng Kevtputig Eupdmng.

‘Ot 7o awtd to Tnyddt, amd autdv To YWED, ToL stvol 1
UayLd, TO TPWTOYEVES UALKG TOU oDYXPOVOU xoANTEYVY, bor
EemvBoet o performer, o yopevtig, 0 NloTOLGE, O EOGTLROS,
H plfa 8nhadn yior 10 abyypovo BEatpo xat Tov abyypovo
performer elvott 0 Acx0g xOAAITEYYNG KoL TO BPWUEVO.

Ko 8ev elven toyeio 6T to BAEmovpe axduy ofuepe oty

INovyroohafio.
xM: Me Idmwveg 1 Apafec xaltéyves oroldaveaot 6t

potpéleoon k&t xowd; To £oyo gov puiveTor vor GUVOLLAEL Mia cvlfTnen Tov

ue wotifo OU TUVOVTAUE OTNY aoLaTly Loypamixky. Nikov Akefiov ye tov
Na: M” apéoet, o Issey Miyake, xou o Meyddo Koue tov Xowrrdpopo Mapivoe

Hokusal, éva €pyo mou yepupwve! T oxsdm tov Jutixold pe
TOV overTOALXS ROGp0. ANAG To PAéneig xot otov Miyake, Aey
gfvar 1o povyo. Tov evdlapépel katapyiv T0 TASYL, 1) (Ve
To daro axcolovbel. Ohn tou 7 Epevve, e ) Blopnyovia, pe
oL aOYYPOoVE BAKG, elvot mhve gto mAgypa, ato grid — elvat
1 ToEES0on Tovg. Trdpyet wetd va Bifiio to omolo frave
TLOL LEVCE EVQYYENO: TO APYITEXTOVIXNG YWOIC OOXITEXTAVES
7wov Bernard Rufotksy. Méoo amé moradtepoug outtapols
BAETELE TV 0pYEVWOT TOL OioTiol yuipou. Tlou evtedet,
efte etvon oty Acia eite oon Néa Yo eite oto Kohwvdx,
elvon gvor o to avTd. Anhadi, eite Tpty ard 3.000 ypdvio
eite Thpw, dev URAPYEL xopia SUPopd aTny opYEvWoT] TOU
OLXLGTLXOU Yhpov. LTov Tpdmo mou dnplovpyeite 1 Kudéiy,

xm: To Pufrio tov Rudofsky wote éneoe oto yépro oov;

na: Otow Apovy 18-19 ypovev. Metd, ot Biévwy ma, BAénw
Y] COYYQOVY aEyLTeEXTOVLI 0Ty BEupdny), yveplle
opyrténtoveg ou ' apéoovy mapa moid. O Richard Neutra,
oty KaAupdpvea, €xowve wotaminxting Epyo. Tore pe eiye
eviuTaotdoet oG xew ¢ Luis Baragan, Meta dy téoo.
AMG ool ov pou €pevay elvar 0 Neutra, o Alvar Aalto,
TCOU TLOLPOLEVEL Kopu@elog. Axduo xow T, ToV AaTpedw.
Eivow évog apyutéstovas otov omolo opelADLUE QO TOAAL.
To obvypovo oravdivefiuéd design PBociotme mthve oty
gpevvo ToL Aalto! Ad £Mnvee, o Apng Kwovatavtividng elvo
RO THPOUEVEL O XopuPHLOE.

xu: Aev E€pw av ouppwveis, GAAG oL OUOLOTNTES ovdUEoo.
gtV avevopy agyrtextovue] tov Kwvatavtvidy ko oy
vernacular gpyltextoviey) Tov Rudofksy eivou evivweoiaxdée,
Mpoocwmind, elvat SO0 ovapopeg oL omoleg pe PonBody
v «EEXAELBGW» TO VEO GOV £0Y0, TN GTOVEUALTY
EYXOTAOTHGT, TEOU EPTVEDGTNKES OO TO ETUSATESLO
dmpdwtd g lepdg Mowviig IBvjpwy Tou Ayiou Opoug, v
omota Topovctdlels oty Biennale Beveticg., EximAcoy, 7
3éa tou Kevotavuvidn yia 1o Egyo-xtiopo wg «doyeio
Lwrig» ouvollal tdavind owtd ToU HAVELS

~a: Ziyovpo. Opwg Seg now v Od0ooste xou ™ Adugm tov
Stanley Kubrick. To €pyvo v Tyv Biennale, mou to ovopdin

AYO
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The End, pépel wofleti ne 1o onolo £xw xotaniactel dho
auTd T xedvix ard T dexastio Tou 1980, ko Alvo woty,
uEx ot tedpot. ‘VAeg oL avopopéc ¢ SOLAELAE TTOU XAV,

omd Ta ovpdvia TOEX, Ta QT Toug yYoAaEles, Léypt To
REDULOQC, To TIRLoUoTe, To «uyedeitnd», efvar Gha 8.
‘Okn 7 SovAetd wov €yw xdver amd g agyeg tov 1980
pEXOL ofEQDL, eVl Towv Eva Epyo Tou cuvey(letol, TopoT
nepLed mpdyparo. tol teAeutaio xedvia £xovy ofificel o’ éva
TepLBdAioY rro obyypovo. ETtx £pya wou Exava to 1980, 7
Béiom Frov wépo moAd auyvéd o Kubrick, ol cuyxexpipéva
800 touvieg: to 2004 : H Oddooeiar tou Awxctiuatoc,

oL stvalt v ayamnrévn pou, xot 1 Adudn. Lty meeyy

uov éxfeon oto «Aeoud», To 1985, Htay xar Snhwpévn 7
ovopopd atov Kubrick, pe téooepa €pya, Téooeple ddeg Tou
oeAvonEs povoAfov tng Od0ooeixs. Anhodh oty ofidy,
oY TOPTE TOU 00nyel g8 e gAY Sukotaon, ¢ owTo TO
6oL0.

xu: To petopuotd tou Movdibov.
Na: «DPuotd» (oag o xotohoBaivie xoAbTepor oL, nAodT,

OWTEG E(VEL UOLKE. EOUIVOUEVR. AG TOUIE, TO GUYKEXPLUEVD
animation, vtor T0 vE€O £pY0, Elval [0l GUEGT AVADOPR TTHY
Touvio, TN Oxvn TTOL 0 TPWTHYWYLGTYG XAVEL TO TEAsLTOLO
ToELSL,

xu: Hpérypott autd To xoAetdooxomxd animation Bupilsr

TV TEPLPMUO star gaze sequence oty Odvgaeta, Twov
mePLYpdiepet To taEidL oto Xpdvo.

Na: Not, Ewtovoypagodoe 6hn v emoyh g boyedéisiog, tov

LsD ot Gyt uovo. Byetr wporpynbel v payelo tou toEtduol ot
Zelivn. Efvar to pdt touv Xad and to 2001,

xum: Koyt ovopdleig to épyo The End (To Téhog);
wa: Tov titho The End tov EBohol «GUUTTTWUOTING S, OOV TITAD

epyowoiag, 6tav teAeiwan To oyediagud tou. Orwg autd

TO EQY0 PEQEL OAEG LOD TIC UYGTES LALEHEVES, §T0L XaL O
tirhog, Trdpyovy S0 xeipeve, o TPWTo ToU MTEXET, TOL
elvar eriong ayomquévos, pe tithe «To t€dog». O Apwdcg

0L @ebdyovTag ot To dovho, (et €Ew amd Tty ToAY, ot

gvo mapdType, oty axpobaiacoia. Mo pépo, Alyo moty
vuyxTooet, Eeuevéel yia v xotéfet oty oAy, Niyta mio,
QTaVEL OTO Advis, prtoifvel g piot Blpror, 1ol Ty cupivat Vo
napoouedel amd To pedpa. Kobog amopoxpbveton xortdlet
0 PWTLOUEVY TTOAY. KOUKOLADVETHL UE TO LOVCORE TTOU
TovE oxETOOpEVN 1 Béoxo xon, apod éxel ma Pyat éEw amd
TO ALLGWL, OVOLYEL TNV TéTo, Uraivel To vepd... xol GT0 TEAOG,
ov Bupduol xedd. 0 Mréxet to Teplypdgpel ooy o oxtive,
ooy Evar oxdvTio va exopevdoviletor oT’ GoTEQL.

To &Aro xeipevo elvor 10 ebtepo peydAo Beatpind épyo
Tov Aniton Anpntpiddy, ue titho H véa exxAnolo Tou
aiuatog (1983). £ autd to €pyo, ALy, @Téyver évix
oAGKANEO DERTEo OmoU 1) TAGTELR, GAO TO GUYXEGTNUC, GAO
70 xTipto xou 1 oxnv, adler péaa oty Spauartoupyic. 1o
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TEA0g wotahyet va yxpeileton Ao to 0gatpo xal oto
BébBog-Baboc, eppavileton pra «mpofort» —xamwe £Tot Ty
TEQLYPGpPEL—, e koooyovio. Xov g podey Todma, Tou
cite o £xeL povEEeL Ohe, elte Ta Eavoryewvdet. Do péve,
owth 1o épyo, To The End, fa pnopotos va efval v sovo
Tou Téhovg ¢ autd o BeaTpwd Epyo Tou Anurtptdd.

xM: O Xodpoc tn¢ Aoyoreyviag tou Maurice Blanchot —€ve
Bupito rou yel petoppdost oto EARTIxG 0 AnpnTpLtdng—
Eextvdet pe v eEYg ppdon: «Tote udvo palvetol mwg
xétt poBaivovus yio Ty Téywn, 6ty LTOBUAAMGOTE aTY

Sradtuacio avtod wou BEAEL va exppiaet v AEn povaELds. M ovlmony Tov
Tou épabe mpdryromo Yo Ty TEYYN N movoELd; Nixov Adeflov pe Tov
Na: Now, povdyo wdvog. Axdpo kot v epreiplo pog (1 to Xprordpopo Mapivo

Epyo TEYVNG POV amd e TEOALTO [LOVEYLIY, TTROCWITLXY
sumelpie 07 apyios vo yriletar. Mia oygarn wou pdvo ol
v Egpetg, elval Sud gov, dev potpdletot. AtaPélovye,
pebaivovpe, cuvavooTEEESLOoTE othAd To xAeldt Ba vo Bpet
xovelg povog Tou xat o Bijuoto Bo Tor xdvel xovelg pévog
Tow. To povoeio, SrAady, To BAémel xoavelg wdvog Tou.

xm: H 8txd oov eumetpio pe 16 ev Adye £ovo ol lva

wa: M’ apéoet vo 1o Aéw ooy Ttopoptll, ooy o pixp
wotopio Omwe efvae T lepovind A o otopleg touv Xotln;
Nudbew ot cutd Ponider xon v (S tn SovAetd oty
grxovovia g, 'Oy pdvo pe etdixods ohha xoe pe 1y
etdiobe. ALTO o péve AéeL TEQLOGHTERR TEAYMOTH Crtd
10 Vo XETow vor avohdaw ol vor Aéw Bewplisg. Eivor Aoimoy
yerevoe Tou 1995... Exeivy ) ypowd €xouvve agupfel Ttépo
TOME TROCWTING, —«xoxt) Lu» Witopels vor 10 TetG—~ oy
médpo. TOAAT Sovhetd, pe oA nolpao. [lepa and Tig
exBéoelg, elyo xdvet o oxnvixd i e@Td Dectptxd Epyar.
To @plwdrwpo pov atéve ond to Qéatpo Téxvng v
®bvew to xonvodpyto Deatpind mou elye yoddet n Aodia
Avoryvaotéun. Aeydrove To todidt pospwk. Me to mou
TEASLOVE TO £0Y0, Yevixd] Soxipy), OToU £y T XUTOPEEVTEL
teAeing, yopile oto anitt —wov Sev eiyn onit, Eueva o
gvory iAo pov oty Hetpodmodn— xou TEQTL vo xopnbo.
‘Erot émwg efjon EamAopEvos [ avolytd ol aTio, ReTalD
BTTvon kot Edmvton, wiebe évo. mpdue... Eva axoTedt, i
oV Y, xépPouvea, xdtt ooy neotoTioxés nétpes. Kot
mpoonald vo eottdow oto padpo, oA rapdEevo, Kamoto
oty ovnhopBévopal o elpot xdTe amd to vepd, adld
ETL oTto Eve, oyeddv evteds axivto vepd. Kotaiofaive,
EVTWUETAED, 6Tl sivol vepd, yiuti eoTtdlel TO MATL Lov
ge el )Xivnon evdg [yvoug, ooy Toltoo — dTwe aTe
PEXpoaxOTLe: oL BAETELS VoU HIVODVTOL 0L [AMPO0PYEVLOUOL.
AUTS frrow mov pov é8woe Ty alobinoyn 6t elvort vepod. Ty
GAAn pépu Euya xat tiye oto Ayro Opog. Autd, Aowmdy, o
gpY0 TOL QTUyvETOL TOPX elvor Eva £pYo axOTEWVO, EVOl £0YO
popo,

xM: Me mote éwvola, Thg apvnTikdtitag Eod Sev €heyeg oe pua
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TpoapaTn oLYEVTELEY cou OTL TO £0Y0 00D TO YrEaxTYELlE
7 RETEPOLTN,

Na: Oy pe autv oy éwota. Kolta, 1 Cor elvar pioe povtaoio.
Aev vrdpyer mpaypotxdTite. Mabaivel saveis To motipt,
10 orltt, To Spdpo, Toug avipdTovs, o vo ETLdEEL xdmoto
oTtypn éva mopapdil oto omoio elval TpwTaymILoTAS.

Ko péoa exel gival 10 moTipL, T0 Torodst, 0L ANotés, oL
ayomnuévor. Autd etvet. Omndte, o t€Aog elvar tEAoC.
Anhad, to poadpo efvar powpo. To xdpfovvo slvar xépBouvo
xerl To oxotédt oxotddt. Kot péoa o’ autd to axotddt
QTLeVETOL CUTO To T PO b,

xm: QoToo0, outd To Topoptb, ot v poryie ko
HUGTNOLOTG «Etkdvo a1o oAl» —YLor Vo XONOLULOTIOMOW TOV
Titho ¢ meplpnuys vouPéias touv Henry James— @épet xat
®éTt TO QUTOTLXG, LE TRY Ewora, av Bec, g 1Stoppuiuicg,
oty omolo avapdplnee o 0 Roland Barthes oty StdheEn
Tou IIeds vor fodue pall. EEGA oL, Sev eivor tuyoio 6T
TEWTOEYLXY Epmvenay tov Barthes fitov o abiovide
Tp6mog Leg. To The End sivau éva pyo mov pOXDHTTTEL
omté ) SlogLovn kot TeptrAdvnoy cou oto Vpoc. O tpdmog
eneEepyacioag Tou, T600 1 xLooRLn g WBEag, 600 xot 7
OTOTOTWGY] TYG KAToPng Tov Samédou, TPooopAdleL oty
ETUTORLN £QELVH TTOU dbvouy ot avlportoddyor kot Trv
HETETELTO XOTRYPOPY TS EUTEIplOS TovS. Auty| Tn oTtyun
Boloxecor oo tedsutaio otddio avtic g Sadioaiag.

nat AvtoPloypagpuxd eivar to pyo. Apa Sev Pploxetor gto
TEAOG TOU.

xm: Tt B propotos SnAady va Aeliter; Evvoels dia Buodpote;

wat Oy fdpota pe aqutiy v évvole. [hotedn 6T pe To
oo xovelc xorTovoel mpdyuota xon PEPEL TANPOQOples
oL JEV TIg EXEL £voig ELXOOGEYE. Asv eiven Déua yvoong, doo
B frodoyng yvwong, dnAady wviung oo v Eépet
@loppévn OAT.

XM: Doy ple coTeoPlohoyud] YVGoy RepLoocdTepo;

Nar Now, pe évay Tétol0 Tpomo UEAAOY. AnAady, £ve xOTTOpO
7o omolo Bdiel vo avorrtuxlel €yl GAAy evEpyela oo éva
wOTTapo mou plelpeton. Me auth Tv dvvota. Apa, owTo
oupBatvel TO.

xu: Tl Spag motedets o Se g choxAnpavey, [poowmixd,
oe AT EVTUNLTUEVO XoiL evBovolaopévo Kot vopriln mwg
GUTY 1) vSouovie ATOTUTTVETAL Mot aT0 £pyo. Tt awTéd xa
[OU KAVEL EVTORWOY GTeY TO TORaAAALLELS Le TO oxoTadt.

wa: Bivow xdt mwou Szv yw sotardPet. Andady, o Blog tov
povayol elvat tagog: va polbel xovelc to xpePdTt ton v
givon 0 Tépog, To ®eAL tow vo etvor thepog, Av SraBdoeLg
1ig eMFTOALG tou matepa [laloiow, Tou efvan xefpevo-
odnyies TEOG VOUTIAQUEVOLCS, Ex0uv ToAD evdiapépov. To
«bhpo tou Iofolon e dvay véo poveyd neplypdupst
LLQL ELXCIOTINT] EYXOTROTOOY. ASSL, og TOLHE, «obpo
TPORELOUAVTNAD». ALTO efvor ®ETL Glitwg TTOL Y eV TO
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Efpw. Autd o pobalveg 6oy mepdoetg Ty 60y awth. Asv
0 E€pet qutig mou givon at’ £Ew. Eropévac, ev Efpw
glvor. Trorélopon 6T elvot 0 £pwTog o Bovdton. Anhud,
7L anpoivel ve gpwtenbn autd To oroTadL, v epuTELBo
70 Bdvorto xow vo gupPaiver dAo awTd, GAC CLTE T
TUEOTEYVALLOTO, TO. TEAELO TIPAYMOLTA, OADL VoL ELVOIL QWTEWVE,
Oha poytnd, GAoL Spopeot.

xM: ANAG yrotl cncBdveoor 6t Sev pumopeis vo To xoTohdPets;
Hpemer va €xetg mpooeyyiost o UeYEAo Bobud oot Ty
epmELpion, Yot £0noeg péoo O TGV TO HWEO Yo TTEo

TOAD HEYHAD Stdotiuo xol elBeg T cupREQUPOPE TwV M ovlityon tov
LOVEIY OV, Nixov AXeflov pre Tov
Na: Toug eido, aArd: dev eida GAha mpdypote, dev eida... Xpworopopo Mapivo

eEwyvoue. Eida xovoveots avlipuimous, AmAnc elvon
GAAN v Bop Tg Lwng. Eod w eyw wpénet vo Soviédione,
TPEMEL VO CUVRVROTOOPODUE XOLWVRVLIKE, T Tov Blov pag
SnAodh. Autd oto poveyiopnd Sev vwdoyouv. To emdyyehpea
ToL povoyol elvor M TapaTheonoy xot wévo. Hopatpsis tov
eoTd GoU Léda otd Tovg GAAOLG, LETD GO TO TEOTWTO
Twv &AMy xL £tou pobaivetg Tov ecwtd cou. O wabpéprng
given 1o TpGowTo Tou dARoL. Asv Lntdpyouy xabpiereg
ot poveotApio. K autd T0 auveygs «pmeg-Byegs», wou
xoévorg dev Eumtvéier ®abe pépa pe o iSia ke, cupPadver
oe 6Rovg. BEBowa, auth Ty «TOAGVTWON» EXEVOL TV
ovoudlovy Itdarn. Topotvecol ye autd xon eloot
aradic. ‘Eyo mdbet adid dev elvar kot timoto TOOREPS.
Eflpot érytog edhg Sev elvor wém Eexwplotéd. To evdiagepoy
elvo oA M TEAGYTIon, TO Vo TV mtapaxoiovbels. Ty
BAETELS *OTOEYYY OToug GAAoDS, TN BAmelg otoy xabéva
Egywprotd, T Sontpivelg oty xowdtrto, xot petd sloot
oe 0gom vo 1) Sraxpivels xon oTov 00T gov, axptBug
yiortt efvou, muo epmetpion Ki oy €xelg ton ydAuo oov, Asg
«EVTAEEL, Exw To YOALo Lov ohAG Bor xdve uTopovh, awto
Bor tedetwosis, Bival Svaady pua pdon. Avtd elvae mou ot
pofoiver. AMG auTh] 1 TRAGVTWOY, XOWL 1) CTOUL XL 7
gLANOYLXY, eV LoyUEL PGVO OTO DOVROTPLY, LOYVEL TOVTOU.
Oor ) Bete xoL oTNY TTOAY ¢g ROVKE, KE Tovg Tabitlndeg,
Byaivelg éEw, elte slvon pépa elte Poddu, xon elvor Sl
TéAsio xou BATELS 6Tt %L awtof o widBouv. 'H Sev tpafdet
TimoTe ko stvon o xed YAl Ko moMEg @opis, taug
T Yoo va To enttPefontow. «loyder» Kot pov to
eriPeforcdvovv. Elvon pnépeg Toouepds xol HEPEG HOAROE.

xum: BEivol ooy to g@ouyydpte OLOLOOTIRG TN LNTPOTTGAYS.

na: ‘Epyovror oe smouph pe ty xivnoy, pe toug avlpomous,
xat xoevodePoivouy xatd mogo eivor Betind A apwnTid 1)
otpooporpe. To (S cupfaivel ko oto Opog. H Stopopd
efverr OTL TO «ETEYYEALO» TOU povoyold elvot pdvo o]
TopoxoLAot NGy, v TeeaTRENTN.

xM: Apo ®a 0 xodhtéywng Ba pmopodoe vo matkel auToV TO
POAC TOL TUPUTNOENTH.

ATO 39




H etxdva ato yadl

na: O %60e dvlpomos. Av 0 xOAALTEXYNG dprve Tor Tou Blov,

SMAady) ywétay oo, dev o siye mEdfinua mog B

(hoet. «Aev aoyoiodpat te 10 og Bo (How. To Bépa pov
Sev elvor owtd, Sev eival 1 SoLAELE (ov qLT. AN slvat

7 SOVAELR pLovs. Av T0 Edyvaye owtd, oty to ©dfo, 1t
«TpETEL v BoUAEo T TEETEL Vo Xdvin awTO», T6Te 0o YTay
Tporyotind xodietéyvng. H mioty eivat to (8o mpdyuor vo
Bubilouat oto Gépa Lov, vor Uy e voLdlovy AR TOAYLHTA.
Av cpylow vo ta umepdett, ta ydve. Ko obte ot it
LEPLE Ta XUTOPERYW OOTE GTYV GAAY.

Entotépovtag ané vo ‘Opog, pdapartn, Thyo ot xapé-
eaTioTopto Tou Témy DMyovptdmy pedl e ™) eiin pov ™y
A, Déyope xoL YIIGLE XOAR KOt XATOLG GTLYUY TNG Adw:
«BAénerg Suo xotryopieg avlpdmey Sidyovv toluterr Blo:
ot XOANTEXVES %o ot povoyol, Apxel va elvot ool xon
ETwyol», Kat elvat étar tehxd. To xaddtepo o gxeLg TOTE.

xu: ‘Eyxstc oxerel to épyo vo To cuvodeder povoy, eva

soundtrack;

Na: Oyt H povotnt; efven ouvonofnuotixd mpdyue. To The

End 8ev elvar guvoranpotind. H povoie ool xevtpilet
ouvouwclfucta, Bonfider Sev brdpyet TeAety] Ywpeic LoLTX.
ANAG €8¢6) Jev tonprdle. To £pvo siver Topapdi. Ag wobue
7 povY povae Tou Bo talpiale sivan o «Meg atng méAng
T0 Yopdu». Bivan andivte cwtd! Eivor o (duot oL Spduot.
"Bver apyd Towpteteh elvor o pulpdce.

xM: Eivor éva épyo pe aotpoPloAoyinée tooTtes, nme o

XOUTEOAGYLR TTOL OTLEYYOLY oL overyol i vor rtpooelbyovTol
Kot VO GUTOOLYXEVTPEIVOVTXL — EVOL LEGO YorAYivig TG Puyg
xeeL ToL Tveduatos. BEol nog axplog o PAéreig, o Bewpels
Loypoupixd £pyo, ooy Ulor UEYAAY [oypague] eyxrataataorn,

Na: Asv Eépw. Asv Tt méw xaAd pe Tig oporoyies. Fépw

OTL £xEL TOAAG TTpdyptata. Bivon xoAd mou 1o eAdnqvixd
neplrtepo gt Bevetlo elvon ooy exadnola. Andady to
oThHoWO EpYETHL xou xovpTwveL TEAste. Eivon Sto dEoveg
mob Sivouy 8o Suxpopstixég Suvatétree. O TpwTog
eivar 1 obdvy. H oBbvn elvor péyo Bpon Idvta Atov uéyo
Bepo. Ko v yontelo tne ofdvne. Ztov 206 arwva elyoape
roTotA TG Tévowy nepodelypota, ond tov xalpdeTh
Tou Koxtdd, uéypt tooa ddra. O MovoAbog zou Kodumpiste
sivat pece 0Bdvy. Elvat 1o mopdbupo yie vo UiEeLg o oty
v Gy Bdotaon tou tabdlod. Kot ool urelg péoo
oty 006, petd eivor o Sedtepog GEovag, N «YXOAGXTLHC>»
70 aotpdmioto. Elow péoo mior oto dymiter xon Toldedels.
Efvat Eeucbopot voulle avtol ot 8do &Eoveg.

xM: QPAeprdpet TOAD xow pe o TPnAd, étot Sev eivay; ‘Byer ndr

LTV TLOTLXG OAAG xoit LDOTLXLOTLRS.

na: Not, pdddov. Nopilew 6w Ba sivor Muothoo. ‘Enziro slva

xoL Lo A oy€on mou ey® £xw pe o Epyo. Mo Aokd
oYEa. Asv CTEXOMON STEVQVTL 0 EvR EQY0 KOLTOVING TO.
Me v mAdTy o vidbe xaidtepo. Kamotog LAGeL Yo 1

NIKOZ AAEEZIOY THE END



Aok potid. By Enidaupo ot nopaotdoes vivdvtovoay
TTRoi, pe T TpoTeg oxtidee Tou Aintov. ‘Exet evdtagpépov
0 TEOCOVUTOALOLLOS TV oxnvic. Nopllw dt o Tpyog
Xewowvas atov mpdhoyd tou yio o) Mipdeir Mer it yie
ACEN porTLd.

xm: Tledg oxpLBios to evvoels Snhadiy;

na: Ado sumeipies. Vtoy miva v e popd: oty OAvpitic
HOL TEQTATAY X GTO povoeio, Eopuxd viwbw o1t Pplaxopot
oty atBovon mou eivar 0 Eppfg. Maixo, éxove évay
®UKAD, Bev eidor To GyoApa kot Pydxe. To eida dnhadH,

QARG LOVO YLGL Eve MAGOW ToL BeuTEpOAETTTOL. XBag 1oL M oolymon tou
T0 éAeya otov TOETOAGXT, (oL inte OTL VTEATTHHA Vo Nikov Adefilov pe Tov
7o dw. Mux Settepn spmetpio siyo petd amd ypdvie, ot Kptatdpopo Mapivo

Moadpitn. Exel xovdhofor v wder v el HOLOEID XoL TEXVY
®o €pwTog, Cwypapx] mpoypatx. Mo Sedtepn epmeipio
elyo peTd amd ypdvia o Pproxdpovy ot Madpity i
Ve orvoYpaptaw to EpYo Mwiun A%bng (Memoria de
Olvido) g Ntévng Hepdxidy, ot mwiyove oTo povoeio
Prado »xabe pepo. "Eprionvo éva Dépo xot EAsyo «ofpLepa
Oo B moptpoitax. Ta eiye toexdpet, fitove éva LOvE xoul
gvor SiAé mopTpaito Tou Peter Van Dyke, To moptpaito
TOU, T UPE ToETEAiTO pe Tor yiostodduic Tou Greco,
piee autompoanToyeagio Tou Direr. Aleg pépeg Bu
€fAena pdvo Goya. Exelvy Aovmdy ) pepa mow glyo et
i VO TEEQTIOTNGW HTAX ad QTR To £pYa NUOLVE TOCO
SPTLOYUEVOS», OF TETOLOL XOTHTTHGY], TTOU otvTiALBovopon
6T Evog THTOg pe axohoulel ko pe moposcorovbel. Asv
efheme T épyo GAAG ZEVOL TEOU TLOLVE EXOTUOLATULEVOC.
‘Bvo, tétoto trance Te ®t o0t TY) CTUYRR ME TO £0YO0 TG
Bevetlog, Mow 1o Snutovpyel wo (8to to pyo xan o
mopoptlt mou Exw gridEe v owtd. Ty replodo wov
dodAevun ta oxeEdtx tov Mndpo eliyo yiver 0 Mndpou..
Dovrogusvipovve, Snhod, ot elpen o (Btog 0 Mugpoxt. DTt
ToU Uotdlbw xudhag O Mndpose énolie pe ™ uipnon. Ko
oto Plo tou Do Sovpe Suo tpeig phoets... dToy eiye pamet
oty ool twy Incovrtdy oty Hohovia xor petd omd
gvor xpovo xoetdhoPoy Tt etvon 0pB680E0g, Tov SunEove. 'H,
viee vel preoivet oo opoPd tepévn oty Acuaaxd, veovoToy
ApoPac. T ®dTL YPAULUOTE TOL, 6TV TOV PWTHEL 0 adeMpig
7oV, «efowl LOVoXOS», QUTOE amavTeL StpopolpeEvR. Zay vi
Aéel & Bev Exel onpaoia Tl pdpoye To p&oo. Trodudtave. ..
ANAG (otg VoL NTORVE Kt EVRL YOLPOXTNPLOTIRG TG ETIOYNG
exelvric, omwg 0 Adpdog Bopovag mov exatd ypbdvia Letd,
vtovotave Moxpuyidvwng,

xM: To épya tov Mmdpost e to elyeg xavey

Na: Tor oyé8ua tov Mrmdpoxt to Eovalwypdeion, pe authy Ty
TEXVINY, Teply To ato ‘Opoc.

xM: Ilod to efyeg Ppet;

NAD Zg dva ifhio. Avtd to oxédie ATay 1 opOpULA YL VL TTED
a10 ‘Opog. Tor var e ®ot vo o o exel o ToALGTERES
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H ewdva oo yaAl

exdoaeig, To eiyo Peet, H8 ond o 1985-1986, orov debtepo
TORO NG oEpls Dyediar Efvev mepmynTdy v Ty EAddSe,
amd g exdooerg Ohndg, To elyor mévto podl pov. ETig
opxég Tou 1990 éxovor TRV TPWTY ATOTELDG, [LE CLPOPUY] EVO
Beatpind ota Tpisoha, tva mopapti, o ouvepyooio pe
uiex gpootteyviny opdda nlorowsy. Ta peyebivoue moAl, ta
wevoLe axnviid kol ta Gwypopioove ta noadid. Elye Byet
TOAD wpaio, SovAstd.

xM: H 18€a yo v xévetlg éva €00 Tévew aT0 PnotdnTd

Sémedo g Mowhg IBfipwy, mwg mpodkue; Muog xon o

éoyvo elvar cutofoypopxd, Oo #sher var pov agprymbeis v
TPOOWTILNY COU EURELRIC CTtd Ty) SLUOVY JOU OTO ROVEOTYpL
®oL 10 mog Blwoeg To danedo.

wa: Ertond@onxo yia TpOT) Qopd 1o povaatigl g Movrg

IPpwy 19 yetwve Tov 1995, apyes Asxepfpn, xow Epetva
Yo apxeTolg wives. Hpoomofobon vo kataAdBn Tt slvo
SA0 auT6 oL YiveTow exel népa. OUTE oV oo ULAGVE Yo
mioty. O xabévag oob Ader ™ Sud tou totopic. ‘Ouwe o
*EVTPO TOL povorxod PBiob elvol GUTEC 0 TUYHEXPLLEVOS
ToTag. Avtd To TeETpdYwvo dNAadT Tou damédou g Movi,
Asttovpyel xolbquepvd 3w Ko SExo RLBVES, AVEAALTILG,
TModrég popéc, Oyt povo pio popd T pépn: xow 8o %ol
TpeLg. Xwplc autéd Sev undpyet povaothpt. Aniady, ov dev
owvotEet v exsednoto, dev uTdpyEL LoOvOGTAPL.

xu: Do Toug poveryode, Tt oupBolilet To cuyKexptuévo anedo;
NA: Asv Tovg evBla@épel av gupBolilel xdt. Acv ovuforilet

Tiroto. Eivor o ontt Toug, o goddvt tovs. Mo péve

elvort 0 Tant Tou praAgTou. Oyt pévo v oxnvy] ou Ho

Bret o nfomotds, aAA& to Samedo Tou unoiétou. Iott e3¢
Thveo yiveTon pio yopoypagio Sedopsvy, GUYKEXDLUEVES
nwhioetg Eovd xow Eové. Autd oy axatavénTo Yo LEve.
‘Eurouve oty exodmoia, xoeldpouve ot toug efiemo. Eyed
dev pmopolon vo, xéve ta Phua. Bo nepuoay £T0L TEEL,
Tpetohal uives. Axpfoc ot péoo g Zoparooth elvol
0L CYQUTEVEE TIOU AEYETOL TNG « ZTOUPOTROCKBYNONG, V]
ostorovBion Eentvder YOpw orig éutena To PPASU ol XEOTREL,
ovdhoya Tow xEQLe, ropel ®ow peExet To mpwl., Exsivo to
Bo&du Aotmdy, gra pLoh g aypourvicg, Byalver o Hyobuevog
omé 10 LeEd YEPOVTAS IXPS EHALVO oTaupd oxouTILGUEVD
Thve o éva uixpd Sioxo pe Pagtinoie. 'Epyeton ato
®EvTEo axptBig Tov Sarédon, drou Exovy BaAst éva YoRMAS
TooTte Gt eEOYOWVIRO KUl OROVUTTEEL exel TO GTOLEO.

To tumind, TEOCKLVAEL EXEIVOS TRMITOG, TEELS LETHVOLES
UTpootd, Eavd Tpeig Hetdvoles kol pelvel. Kot tepopyixd o
eThpLEVas, 0 emiuevos, o pelemduevos. Hiv eipot Tdao xatpd
XU £y ot pE T friuorta Sev to £y xdvet. Kabopot won
#Gvew T oTawpEd pov. Me to mov PAérn éT Bo méel oduoide
A «omdde Be yiveTon, Sev T YATOVR, Bo To xdvw
EY». LTEXOROL TN OPLOTERT UTIPoaTé Ywvia Tou Samédou
xo efpon ETotog vo ®éve To B

NIKOTZ AAEEIOY THE END



Epyetat o IL o pov Aéet: «Nixo petd vo mépe oty
xouliva va xefaploovpe roavttdpre yio ™y Todnela
70 Ttpwi». Tou Aéw «tthpa;» Kol pov Aéel «rmpooxdvnas
xo peths, Térziol!! Avdfet 0 HEYdAOg mOALEAOILOG — ALK
ortpdopoEa KeTovLxTLxY. AnloTeuTy otlypy, TapalLBEvie.
TIoyg sivor v Xéuvt, mov metdet xon PAenel oty EABetio,
TOL TROTHULO KO TOUS XOUTTOUS ol o PAd; Saputnd
eruPpadivetor o ypdvag, oxwvopal GAD Kol TLO PMAR Kot
10 3dnedo yivetor ot xépmot g Exfetiog xt ey v Xdwvtt.
‘Orov v To PItAovEoy, xovovixd, Xt autd frave. Kot

voptle 6t tehind awtd elvor M o). Asv Exst dAMo. Mg ovljmoy Tov
xMm: Auth) v alolinon tng niotng BEAets vo uetoupépets Kot oto  Nikov Adefiov pe Tov
épyo Trg Biennale; Xprordpopo Maptvo

Na: [liotn vior péve elvar vo saverg xohd to Prinortos vo
OIVOITIVEELS OWTTH, VL TEQTIOITRG OWOTH, Vit XOVELS U0
xivnon. H wiunon. Exel péoo xatdhoPa 6t w0 g plpnong
TpdEewe onoudaiog xot teAsiog, Sev éyet webdvet. H Geila
Asttovpyio elvor {owg o povog tomog otov omotoy Pudvetol
owtd. H Siapopé edd glvar 6TL oty opyAotpe eXTog amd To
tegarteio, Aetrovpyel xot 0 ToTde.

xm: [lévtwg o tpdmog wov to Blwoeg elye vo xdvel pe Ty
gumelplon oou oto DEatpo, £tol dev elvay;

na: Ipogovde, cutd. BéBora Sev Eépw av Auovy normouds
¥opeEL TS T Bor To EfAeTo. ATd Ty sumeEtplo Spwg o
éyw amd o 0éatpo, slpon olyovpos 6T péoo and Eve TETOLO
reptfdidov o1 niomotol xot oL Yopeutég Ba exmondebovioy
oA GaTétEpN Xow Bor NToy KOAVTEQOL EPUNVEVTES OLTtd
Ty Svvertdtte woL Tovg S{VEL 0 TOVKE TO Vo HEVOUVE
tai chi % yidyxo % nt eydd Sev Eépw molo GAAY TEYVIXY) TOL
gpyeton 3w and Ty AvatoM] péow Néag Yopuns. Méoa
exel, mopoxoioubuvtag OAn aut) ™ puloioyia nou elvou
TOOLLUEVY GTOUS TOLYOUS, ¥ TO0TN TOU CUKTOS XGL TOL
xe@oAlon, stvol vor xortdEet A, v xortdEsL prpootd.
AMAG To olvnbieg eivorl TO TEOG TH HALTW.

‘Bva ard tor TRAypoTo: TO OTIOLaL PEQL UETA,
gmiotpépovtog ond to ‘Vpog, etval dho awtd To patterns,
T TREYOVA, O HOKAOC KO TOL TETPAYWVC. LTO XOUVOUOYLO
£070, T& fAET OAq, pe ) plo. Kot Sev elvon ét o BAéroe,
efvort OTL €y CUTA TYY TEOCWTIXRY X0t FwUatix epumeLpion
Xpnouwonoinoe ototyeia kot potifo and avd to pattern
Tou SarEdon yro pea éxleoy; ou sty xdvet oty yrodepl
¢ Peféuxoc Kopyn vo 2003, Ebyo stdver éva Sind pov
oyédio, Tov TEPLREAAOVTA YOPO TOL LOVAGTNELOD, TO TOTApL
we tor udpoywyeio. To épyo pe o omolo ouppeTelye oty
éxbeom Breakthrough oty Madpitn v eméuevy YpovLa
eivo pevéBuvor Tov €pyou ou €8atEa oty Koy
Tepddinho o oxediala, o arotdnwve dnAadh, xo HEepa
6Tl xémowo gty fa éptove oto The End, apuel voo
KUTOPERW VOL TO EmoTUTTan, [Tpdxertar yio Eva £pY0 TTOL
mepaoBaven mepirov 100,000 Qimpides, Kdamowo potifa

AYTO
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H axdva oo yadl

emovaAoyLfdvovtar, Millsiay pEtpnue wot «Toixe-Tolxt .
Efpor Aentordyog, BASTELS, RO TOETEL VO KAV EVOL TTEGYIA
TLEVTOHOGLES (QOPES YIX VO XUTOAEW 3dmmov. AUTS 10 Adw
ooy ovEXSOTO el iVl XETL TTOL TO TUOTEDW, TYETIXG UE
Tov TpOTIO oL SOVAENW: TO £0Y0 THPAYETOL, OTUSE TO AEEL

0 0pLOWOS TNg PUOLKYS, dta Trg TELBve 1 dux g cuv-TELPTg.
Zoav 800 pepn ®oU xAslvel To €vo TTPOG TO GAAD. AnAadT

TO OO Xott TO UAXO Tov £xetg eTtAétet. Auth n ToIBy

TTOU TOOQYEL QUTY] TNV EVEPYELX, N ETLCUPY) OUTH, TEQVAEL

TNV TAREOPOPLo. TOL EVEE HEEOLE OTO GAAD Ko OLTO TTOU
vevwLéTon QEpEL TNV TTANPOPORia xat Twv o pepdy. To
VAS dnhadn Efpet xahdtepn and péva g meéme! va yive,
TWG TEETEL Vo Elvat Yior Voo DRLGPYEL.

xm: Bvvoeic 6TL nanote owyn?y peovet oand g aplodidtreg

T0UL TLeLEYD TOY;

Na Aev pebyel oaxptfag. Auth etvon o TP&EY Yévwnomg. AuTtd

7ov Oo opoyBel éyet o TautdTnTor Suey; Tou, 1 omofa SuwS
xOUPBoAGEL TLG UVTUES CUTOY Twy 300 Hepav. ALt 1) ety
gvtaan glval O TO YEWE Xotl To RAVEL METK ULot OVTOTTH
oL eivol eAetifepn wow Lwvtovn ato ypdvo. Mo ovidtyte
OV, Y vor Topopetver Jwytavy, ypeidletor Eovd
ercaey). By €pyo 300 ypdvia o evol povoelo, dev elvat To
i8ro. Eavoryevwtétal and touvg véovg avlpudmous, toug tloug
7tov Be To Sovv. ‘Erat Sev slvar;

xM: Now, and o véx BAépporo.

na: To véo PAéuporte.

xm: O onoleg tatopind oArd&lovy, SiopogomoledvTal.

Nar Axpifug (g ex tobTon, SnAady, To xeuvodpyto sivol ThvTa

xoetvotipyto. Timoto Bev elvat moAld, Tor xORLATLH TOL
TELA, T XOUPATIO TG LOTORLog NG TEXYNS ToL cvlpdTtov,
TRQOUEVOLY TIEYTOL OTO TP WOE TRWTOYEVES LALXY. Xtor
YEQLO [0S,

NIKOZ AAEEZIOY THE END
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TO BYZANTINO MAPMAPOGETHMENO
AATTEAO TOY KAGOAIKOY THX MONHZ
IBHPQN ATIOY OPOYZE"

Anpdroros A. Awdros

H 8¢ ol Edapoug Béa eis {thwv uoppds xal oynuatov didag
8éag Tals moAvudpgols Ynelor Siapoppwisioe fovuaoctiy
Twve To0 TEYVETOV TRV coPploy woapesTioato. Me to Ay cuth
o Hotpiapyng PuTiog To 864 meprypdesr oty 10m Owrio Tov
10 Samedo tou vaob g Havayiag tov ®dpou, wov xtioTre
HESOL OTOV YWPEO TWY DUTOXPUTOPLXMY ovoxTtopwy g Kwvato-
vvoUTtodng petaEd Twv ety 864-866'. H mepiypoagy owth elvat
XOUEOAUTROLTTLXY WG TPOS TNy eVTOTWTY 7O TROXHAODOE GTOV
Bzt To mOAUTEAES Mot TAOVGLa Stoxoaunuéve 8amedo evdg G-
TOXPOTOPLROY Yool Ko Bivel pio yevirn erxdver Tou Deportodoyi-
0L X0l TNG TOLGTNTOG TV Samédwy TwY vody g Teptddou.

To Bdredo v BulavTividy vaoy, TToU avaQEPETaL guyvl oTo
xelpeve g warogt A édapoc?, mpoopépeton yuo cvéireTuEn Sue-
®roopTiXoln AebtAoyiov pe peyddy mouurio Ospdtwy (ovbpdmi-
veg Loppée, Lowd 0éporta, yewpetond potifo n.6.) way o Sié-
popoug CLVELOGLLOVGE, EVE TOVTOYEOVO TOVILEL TNY CEYLTEXTOVLXY
StapBpwon Twy vawy pe T Stétakn tov cuvBéoswyt.

"BEve evpdrota Stodedopévo eidog Stondopnerng tov Sonrédwy
ot Bulavtivn meptodo slvon n Texvint opus sectile®, v omola ep-
povileTor B0 Tov 20 ot XS Doupove e qUTH, TOAUYQOLO
péppope A GAR UALxG (7. yuaht) xéfovial ot oyfrate avbpd-
TUVGY HOPEOY, {O0Y, PUTLKE 1| YEWUETEXA xot TorobeTodvTon
LE TV pop@Y] g evlearng i g mopdleong oe Pabog ypoportind
Srapoponotriévo, dnptovpywvtag mowxiieg ouvlécelg g emLEd-
veteg Sarédwy, Tolymv, OARG xal avitxslpévey xpoteyviog’.
Zany sdhnvueh BrfAtoypopio yio o dmeda opus sectile ovvo-
viéton 0 Opog uopucpobEThua, Tou éxer PéPoto TEPLOPLTUEVT,
onuooia, xebog and ™ po tpoodlopiletar HOVo TO YAQO0 g
LAxd, eved ard TNV GAAY avTiTpoawTEdEL Pdvo Ty ropaleTin
HOP@Y TG TEXMIGE.

H Tyl 0T0U6 pOROER0DE Kot TOARLOYPLG TLIVIKOUG (OOVOUS
CUVLTIAPYEL HE TO DMEEWTG oTHY HUTHOHELY, Twv Samédnvs.
Metéd tov To or opweg to dnpudwtd repropiletar owgbntd xou
7 ey Yvopllet peyddn oxun oty Sioxbaunon twy Janednv
ol T péor xot Dotepn Puloviivh wepiodol, ge avtifleon pe
™V evToiyta SLostdouno, 6oL YOMOLLOTOLE(THL 08 TEQLOPLOLEVY]
gxtoon!!

Boowo yopoantiplotind v Sarédwy opus sectile mou ou-
voavtwvter and tov 100 ot. xouw £netto, eivor N mpotiunon oto
YewpeTed Bepatordylo, xuping ota RotiBo twy xOxAwy, Tov
propel voo guvdéovtoal pE dhha oyfipota 7 petoEd toug oAv-
obwrtd, dnpovpytiviosg mowiiovg cuvdvaapotsts Aev Astmouy
Suowg xot oo Jamedo, TOL XOORoLVTOL, METEED GAAWY, XXl [E
Cou Bépata To Staxoountixnd OMOTEASOUR ETLTUYYOVETAL

0 Amerplos A. Avdros efvar
Ap. apyaroddyos kat epydietat

om Aerdwy Epopia Bulpvtvdy

Apxaomitev ms Beocatovinns.
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Aurmpros A. Audxos

gite pe TN opaipecn TOUMIEOY TG eVialo XOMUETL UopREQoy
Hotl TV TANPOT) Ty evBLELESHY XEVOV TOUC UE JUXOG TERGEYLX
TOABY WY papuapobetnuétoy (evletxy; Lopph) elte pe ™y
amevbeiog Tomoléton Teevity xow popropobeTiudtny mhve o
vméotpupo and xoviepo (tapabetxh pope). InpeudveTal,
gt atny Itodia to Samedor auTod TOL £(800¢ YVOPLoOY PEYEAN
oxun ko glvat yvotd wg cosmati, ovopn mou ogelAeton gty
YVWOTH OLXOYEVELR TWY [TOADY Lappepddny mov JodAeov tov
120 ou. oz pvnueio g Poung ket g meQLoyns g

IStaitepo SuopuTioTds slvel oL UGPTURIEG TWY YPOTTTWOY
Yoy yloe Too S&meda g wepiddov oo Tov 8o £wg Ta pEca
zov 100v ow., yieo v omolo o Stogwlévte TopadsiyuoTta -
volL Alya, evd TLo omopoadiée elvar ot poptopieg ytoo Tig Sto
xoopnoeg Samédwy oroug enduevous oundveg (11og-14og)e. Or
TANPOQPOoptES, QUTEG CUUTANEWYOLY THY Exbver Tov Sivouy Ta
(B o oealdpevo SGmESH o8 aPXETEC TEPLOYES EVTOS RO EXTOC
TV owToxpaTopiog, Tou ypovohoyovvrar and tov 100 at. xo
énerta. Lo onpovTiedtepo: opodeiyuota repthopbdvovTot To
Sémedor toU vood Ty Desiatynna oto Kiefo (nepimov 996)7,
tou xafoixod g povig Ewootpoivicoog oto Havyeio (Yoow
oto 10008, g Aylog Toplag Nixotag (uetd to 1000, 1ng
Haveyiog otov Ooto Aovxd Pwxidag (petéd to 1033)%, Tov xo-
Bohuxot tng Néae Mowvic Xiov (1043-1056)*, tou Ayiov Iwdwwn
Hpodpbépou e povic Ttoudiov (petd to 105D%, e Kotunone
g Oeotéxov oty Nixawa (11og o), Tou vaod g Veljusa gty

" TLTAM. (1080)%, wou vétov vaod g povig Hovioxpdtopog

oty Kwvotavtvodmodn (mpdto peé 1200 o), tou tpixoyyou
vooth oto Kdwavo Ngpéd Kroodfou (8edtepo wad 1200 ow.)®,
tov TaELdpyn Mecapide Avdpou (1158)¥, Tov vaod g Zwods-
you Ilnyde oto Toapdpr Meoonviog (1830g o )® x.d. Adreda twv
pegoPulovivey yebvay covevTOVTaL ETTiaNg 0T XoBoMUE T0g
povig Ocglov Meietiov otov Kiflewpdive, gtny IlepifAento twv
TMoAttieadvy EdBoiog, oto xolodnd ing AéyoBeg, ot BAayépvo
Aptog, ot o Zoaypotd, oty lavayio g Kolvag ot Xio,
oto xafoAxd g wovig Monte Cassino ».o.?

Tov mtapomdve ev3etnTnd HUTHAOYO CURTIANPWVEL 1 opddu
Ty poppoapobetnuévey Sarddnv twy pecofulovtividy xpovey
TOU OOLOVTAL g8 XpxETOUC ayLtopertixols voots: ata xoloAixd
Twv povey BatoneSiov (téhn 10ou - apyéc 1fov an)®, Meyi-
otng Aawpog (1020-1060)%, Xeravdapiou (11og au.)?, Eevop-
vtog (11og ouw.), Kapaxdirov (11og o), Ifvpwv (puéoa 11lov
o), mov pog amooyorel e8ad%, oto xvptaxd trne Botomedivig
oxtng touv Aytov Anurrolov (1log on.)*® nat otov vad tov ma-
polfoddooion ouyxpoTinatog tov Aylov BaotAsiov oty povh
XehovBopiov¥ (11og o). Emmaéoy, tufpate poppapobetnpé-
vou Sortédon tou TéAoug Tou 10ou ¥ Twv opEywy Tou 1lov oL
gvtomiotnoy ot povy; Ayiou Tladiou o mlovee mpoggyovol
and to démedo tov TEWToL xeboAwod g povic®. To Sdme-
St TV TEPLOTOTEPWY KYLOPELTIXWY VOV EXTEAGOVTOL [LE TNV
nopobeTinn Lopey, Tov opus sectile, eved N evleTiny popeEy) g

NIKOX AAEEIOY THE END



TEYVIRYG BLOTTLOTWVETOL 0T0 Slacwléy Tpiua Tou Sorédou g
povvic Aytou Hodiou®. O Sudxoouds Toug auvioTatol o Yevixég
Yoouuée oty abvleon yewpetpury LotiPwy, mov Paciletol oTa
oyARaTo ToU opBoywvion xon TOL ®OKAOL oL £xEl ENCTONO YO~
paxtnprotel amd tov xobrynth Muodwvd wg «xhaociiy», o ovTL-
SLOGTOAY Be Thy HOUVAVELS StontoounTindTnTo Twy Sonédwy Tou
1200 at. pe yapoxTnootnd Topddetyo outd ToU vOTLOL Vool
g povig Havroxpdrtopog oty Kwvotavivodmoin®,

Emysipuvieg smUyQOppuortind por oxteypagpnoy g eEEA-
Eng Ty LOgQOY Ko TOU StoxGorOU TV CYLOPELTLXGY Same-
Swv gtoug petafulovtvols xedvoug, pe Sedopévy TNy EAAT
CVTLTIPOOWTEVGY; THPOSELYRATWY AV Ty TEQLOSWY, OVOQE-
povpe T0 86medo Tou xofoAxob TN HOVAC LTRLEOVIXATY, TTOU
TPEMEL YOI XOUTOOHEVATTI®E UHeToEd Ty sty 1540-1545 oto
mAaloto v avoscvtotey epyootdy Tou Ilartpidoyn lepeuio
AL Bto sevtpind tou tunpa o exBaldvoelg o Snulovpyody
OTN POPUEPLVY ETUPAVELX XTTAG YEWUETOXS Biéaxoopo (rhotig
OYNILCTOTIOUEVDS pGSoKag OTO HEVTRO, evalhacadieves Loveg
OHTIVWTOV XOL TETPAYWVWY poTifuy, [y ToLywwixody xoaly-
péTev w4, yeuifouv pe pappogodetiuote v oA O Sudxo-
OUOC OUTOS, LGRS EUTIVEDCEWS, EYYPRMETAL OTo XALKC TG
)oAMTEVLXAG SnpLovpyiog Tng Teptddou, pe Tapopote BEnato
ot GAAEC LLOPPES TEYVNG, OTWC 0T LOPUROQOYALTTLXA? xon oty
EphoyAumixeht,

Tlpoywpovtog otov 180 ko 190 at. n emBlwon wg Polovtivig
Topdadoang sliver povepy] oto damedo Tou xobolxod g povig
Enporotduov (1762-1763), dmov v wopeth »ot 7 yeEvixy SLéto-
En Twv yepetptxoy guvlidoswy cvoxoioty ta mpoavapepbévra
Bulovtivi Bamedo oylopertxedy xoloixdy (Xeravdopiou, Ba-
toreediou x4 ). Evteoe Siopopetind eixdva mopovotdlel pio
SR opddor Ay SaTtédwy ortd POPUAPLVES TTAGHES, YmEle 18t~
aitepeg xodhtteyvixeg akbldoete, (e povadixd cuviinwg BLaxoouo
gvay aviyAuEoe SéQaro aetd, e Tou TpochouBhver SuhY
onpoacio, ebviey ko Bpnoxevtuah, ot cvveidnan Tou EXAnvi-
ool oto SboxoAw Ypdvie g Tovpxoxpatiag®, Xapoxtpioti-
& TOPOSEIYLOTE CUTOD TOL TUROU GUVEVTHOVIL GTO TTOREXHAN-
ot e Hovayiec Toptedtiooog tng povig IPipwy (1785)%, ato
noperxAiol tou Avlov Avdpéa Tvg povic Botomediou (1788)Y
sot otov sEwvéplnea tov xoBoAiod g (Btog wovig (Sebtepo
uod 18o0u o),

To 34rmedo tou xefolMxod g povig IBvpwv, ue to Sitpopa
Aounpa xow wovlobuoeta popuapo, 6mwne ovopepet o Lwdvwig
Kopvnvoc®, givar évo amd tor xolbtepo Siortnpnueva xol wLo
oEtdhoyo popuopoletiuéva aytopettixg SGmeda, XKOUTHOXEVO-
onévo e Ty TEXVixY) opus sectile oty mopabeTind Tov pope,
omwe dhhwote xal T neplocdtepn Sdnedo oto Ayiov Opoc
Zoletat otov xupltag vad, otn AT XL 010 TOREXXAACL TOL
Aviou NutoAdou®,

Amoteheiton amd empépovg ouvlieTinég evdtnreg omdivTo

To Bvlpvtivd

pappapodemyuévo dmedo
Tov kafodikor 195 povijs
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evapuoviopéveg o pio eviaia pope. H Staroountixg tov odv-
Beom xobopileton oe peydio Badud amd to oypfjua Tou YWEoL
xo ané ) Bdon Ty owxodopntdv aTotyelwy Tou vaot®. H xe-
VTPLXY] EVOTHTO TOU SamEdou Tou xupiwg vooy, tov opiletol arnd
TOUG TETAEQLS xloveg, efval quTH ToL EVIURWOLALEL ¢ TEOE TNV
moxvétnTe g obvleomg xon Ty moAvxpwulo g Tv odvlcon
amaptifony, xatd T guvifielor g emoyNgd?, Baoind yYEwuETPL-
x& ofporte (xOxAog, teTpdywvo, opboydvio) oge cuvduaopd e
Seutepetovia potifa (aotzpoetdi, mupootpdfliot x.6.), oe op-
povtxotg xol todppomovg ouvdvoacuots. H Baoue] apyxh g ou-
vigtotor oty RALoitoY] TOL XEVTELol oupaiiov™ amd tpeg
{eveg OAATAOOLUTAEROUEVD. XURAMXRG Siéywpo (rtpditn Ldwn),
oA Touvie omd oploywvia tuiparte popudpon (Sebteprn (ovn)
xow evodhaoodueve kuxAxd, oployovie ko TETRaY®YE SLdyw-
po Tov cupTAExovToL UETOED Toug (Tpity Ledvn). Xaposttnoroti-
x# elvor n ypwpatky avirapaleoy; mou dnptovgyeitar ye Ty
xopLoEyio ToL ®OXXWVOL HOEUEEOL OTO UEYOALTEDRO TUMMX TNG
ouvleanc xot tou Asuxot oty ekwtepy Lo

KENTPIKO OM®GAAIO - NMPQTH ZONH

To xévtpo ¢ olvbzorg XoTaAapBaveL xUXALG OLPAENLO oTd
wbexvo poppopo, mibavee Tovdpou, rov mepPdiietatl ond
YEAXWVO SoHTOALO UE TNV EYYEEOXTY LEYOACYOXAULLTY] ETILYPOUON
EFQ ETEPEQSA TOYEZ ETYAQYZ AYTHE - KAI EIZ TON AIONA OY ZAAEYOH-
LETAI TEQPFIOS MONAXQE - O IBHP KAI KTHTQP™, 7 omola aviiypd-

et ppdoets Poipdv®®, Tov yéhxvo Soxtoio TepiBdiiel Tovia

AZUXOD [opuipoL Le yrplleg QAeBioets kot Tovia LE Ropo-
pobetruévo xwdounpa and cuVEXOUEVOUE XOUAOUE TOU oYM
fovron and Téooepo oUUYSOASOIMILE TERAYIA KOXXIVOU ) TTEG-
OLYOL UOPIEPOU X0 GRoviGTEQN (YpoXITOVOU. K10 XEVTPO TwV
wOAwY tomobeteitol TETEGYWYVO TEpdyo #OXKIVOL ¥ TRACLVOL
neppdpon. Ta téoocepa mxtdypoppa Tplywva mon dnploveyod-
vTolL HETRED TwY L YSXAGOYMUWY CGTOLYELWV KO TOL HEVTOLXOD
TeTpoyvow YEULovy (e Tepdyxiar Asuxol 7 wyeoxiTplvou pHop-
udpov. To petaEd twv xOxhwy pixtdypoupe tolywve yepilovy
LE VO HEVTOLXO TOLYWVIXO TELKLO TIPRSIVOU OG0 Xt TRt
TPLYOWLE AELXOY popudoou YOpw ord ouTod.

To xeviptxd oupiMo megBdiier towpephs Touvior TOL TTAE-
ETOL, HOTR TO alaTNUE TWY GNELXEY TEOYGVE, Yopw amd 8-
Sexol xuxdxd Sidywpa, ow SiopopoTolotvtor peTall Toug wg
npog to uévebos. Tyv Tptuepy awty teuvior guvbetovy Bvo Awpi-
deg 1dLVOL pOPRapou HE avotytéypwlues QreBdosts, mibovig
XohxiBog, mou mepixAsiovy pict dAM pe popuopobetrudvo Bi-
GXOOWO.

0 Sidoouog ™5 Toviag owTig TREOLOLELEL TTottAlo GuvlE-
eV, LE OpLOUEVD TUAKOTE THE TO XGOUTU elvat GL0L0 UE GUTS
g Towviog oL TEPLBGAAEL TO XEVTOLXG OUPEALO, UE YOWUATIXES
wotdoo SlopogoroLiostd.

Te GAAN TUALOTE g TO ROOUMUO. amteTEAEl TOLRAY oelpd
TElywVkGY Tepoxiov poppdpov momiAny yowuaTixdy Thuwy

NIKQOEZ AAEEIO0Y THE END



(ovoryTod xduxvou, TeGatvoL, Labpou, wypoxitptvov). O Tpi-
Tevtxol ¥Hoot 1ov SnuloveyobvTol LETEED Toug vepllovy pe édva
HEVIOLXS HOGOTEQD TEMOLO LUQUAPOU TELYWWLXOD OYAROTOS
oty Dle ypopatixy moutAin, eved to petaEd Toug xevd yeul-
{ovv UE Tpryvird eTtlong TeEpdyLer AEUXKOD LU EPOU.

H eoxolion %o 1 Gveoy] Twv cvEVOROY TEXTOY ToL Sanrédou
Vo «TOLlouvs YE TOL OYVUOITO, TOUE ERLTEETEL Vo TOROAAGEOLY
Y] LOPQY] Trig Topandve atvbeorg, aviixablotovTog o ToLyYw-
vixd Roopfpate Ye tetpdywve. ‘Etot, e dho Tuhpa g Teuvicg
ooThe, To Baod xdopnuo amoteiel TOITAY OSlpd TETPEYWVEVY
TEROltY TRROWOD, XOXULVOD X0 WYPOXITELVOU LopUdpou, To-
moflemuévoy xotd ) Sraydvio. Tovg evBLipeaous YdEoug YEUI-
LOUV TOLYWOVIXEG TELGYLO AEUXOD O TIPAOLVOU LLOpLLEO0oU.

Me o TeQLocOTEQRD avOAUTLRY] SLOXOOUTLXY] avTiindm, To-
ToleTodvVToL eV OELOG XOL HOTE T Stay@wio Tetpdywve TERGyL®
poppapon wpdotvon xot xdxxvou., Ou evBidpeosol yopotl yepi-
Covy LE Evor XEVTOIKO TETPAYWVO 1] TELYWVIXO TEUAYLO TEATLYOU
) ®EOMVOU REPUAOOU TTOL TEPLRGARETOL Ot TELYWVIXG TERGLO
AZUKOD [oLppEpoU.

Ze &y reproy g moppopoleTévng Touviog To Poaud
wéopuNua covioTaTol oty evaAhay? opbovwviey xot teTpdyw-
vy Soydpwv. Ta evodhogaduevo Stdywpe cemtotelobvton gite
o0 EVOL XEVTOLKG TETPAYHVO TERKNLO TPAGVOU 1j XEXKLVOU [Loo-
KHAPOL, TOTODETHUEVO HOTd Ty Starywvio, ToL ReQLBAAAeTOL omtd
TELYWVIRG TERLELO XLPLWE ALK Kl TTOVLGTEPE wYEOoX{TELYOL
uoppbpon, elte arnd TEooepn GUVOPLOCUEVD TOLTWVLKE TERGYLL
ASUROD, POOPOY, HOUKLVOU HEL TRRGLYOU LEOUAO0U,

Kotd évay mo odvbeto tpbémo, TEImAN oslpd poufooymuey
TEpoYiwy TERAVOU N HORHWOU UCPUEPOL GTOTEACDY TO KOELO
Socoounminé otoyxelo. Ov svdudpeoor poufdoynpor ywpot mwou
Snutovpyotvrat, Yepilouy oto sowtepkd pe BH0 poufdoymuo
®o SO0 TPLYWWWHG TERXYLG WYPOXITEIVOL Y] AEUXOL LOOUEEOD,
TOU TIEPLXAELOUY HUHOGTEQC TELYWOVLHG TEUGLO LOPOL OG-
00U SNUOLEYOVTOSG XPwUorTiky aviinapdleon. Ztig eEwtepixég
TTAEVPES TYg TOVIE, TOUG EVOLEREGOUS YWPOUE PETRED TV Qo-
Béoynuwy xoopnudtev yepilovy amiobotepeg ocuvlBéoelg omd
V0 TELYWWVIXG TERAYLO LODEOL LOOUOQ0U OTO XEVTRO TTOU TEQL-
BEAAETOL XTTO TOLYWVIRG TERGHLX ASLXOD LOOUEPOU.

To norhixd SLéWEe 7oL TAULOUIVOUY TO XEVTOIKG OLPEALD
®KOL YO omd T omolo TAEXETAL 1) TOHMERYS Tomvier, YeEpovy pe
Sioxoug amd mpdovo Kaplapo, Tllavtis Aopiong xo 1dxxivo,
rLlcvede Tatvépov.

Ov popudptvor Sloxol mepudieiovtar omod touvieg (e LoOUo-
pobetnuévo Suéxoopo, v SLUmEaYRATELGY], TOU OTO{OD, XHPHXTY-
piletar oe yeviég yoapléc amd v iSio aviiAndy ue vt Tou
Swaxdopou T Tovicg TOL TASxETOL YOpw OTd autols. Etot,
TUVCVTOVTOL TELYWVLXA ] TETPAYOVC TEUEKLE TTRATIYOU 7] ROKXL-
VoU papudeow ToroleTniéva ey geLpd, TouE evBtdUEToug TELY®-
VIOUE (HEOUS TWY OTOLWY YEUILOUY TOUYWVIXG TELAYLO OG-
0oL xRl ASLXOD, CAAG AL HOOEOD, TKEATIVOL i XOKXLVOL.

To Auvlgvtivd

Hapuapotetnuévo Sdmedo
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NIKOZ

AABZIOY

Mio poppy omhod pepuapofetiuévov Sondoyon ot Toi-
vieg YOpw omé Toug xuxAlxodg Gloxoug cuweTd M TomobéToy
oc {BVEC TELYOVIXGY TELOIY Hapudpou Slapdpwy YpwpdTwy
{(wypoxitovon, Asurod, pHalGpou, Tpdotvoy, xoxxvov). Ot evdtd-
pegot tprywwxol ympeol wou Snuiovgpyoldvtol, yeRLovy ge opt-
OUEVEC TIEQLITTWOELLS UE EVOL XEVTOLHG TPLYWWIXO TE Lo, cuvhiiog
TPEOWVOU XL GTEVLOTEQR YoiPOL 1) HOXXLYOU UUpUEO0oU, TOU
TEELHAELETOL QTtd TPl TELYWYLXG Tepdoyia Asuxol nappépov. Xe
emtdlopbwTinég enepPdoeis mlovedg ogelietor n TAKpwaY) 0pL-
OpEVLY onpeEiny TV EVBLELESDY GUTWV XOPWY RE TOLYWWHE
TERRYLOL LOPREPOL UEYRADTEpOL peyEfouc,

Ov téooeplg wixpdteEpor xuxAuol Stoxol mepidArovTon amd
0GTEPOELSY) XOOUAUOTH TTOU SLEUOPEOVOVTUL OO TUEOULSWTH
Sixtetoypeveg [OVES TELYWUXWDY TERGYILY ROpUREEoL, Tpdot-
Vou, xOxxXLVoD Kot Aeuxot xpupatos, torofetuévey evaArdE, O
ToLywvLxol Yopot yopw omd ta agtepoetdy yepilovy (e toryw-
vtxd emiong tepdyton papudpon, SuxpopsTinol GG YPLUOTOS,
Tpdotyou kot wypaxitpiob, vote vo Snuiovgyeitot avtibeon,

Xeapaxtrprotind o 860 xuxdixnd Stéywpa elvot to ®béopuuo
and ewen Awpideg TeOAAOUEVOY YPOLUOY, KOTOOKEVROUEVES
OTé TERGYLO TRACIVOU, XOXKIVOU, WY QOX{TOLYOU KoL ASUXOD Lotp-
GO0V, OYAUOTOL TAGYLOU TLOOUAATAQYOXLLLOD.

Ou svdidpeoor ypol RETOED Twv XUKAXGOY SLoyopwy oL
TAGLGLEVOLY TO XEVTPLXO ORPGALD yeuilovy enfong pe Hopuopo-
Betnpévo Sudroopo. Kat 86 emtavoroppdvoviat opiopéva Baot-
®& potiBo, Omee oL ev ostpd TomobsTnuévor xOxAoL amd opuydo-
Aooynue tepdote Poprdeon, wow TepxAsiovy v TETPRYWVO
TEUERIO OTO XEVTPO XOL TEGGEQD pIxTdypoppe Telywve Yopm
o auth v tor Tomofetiudva ev OELPA TEIYWVIXG TEUG)LR [LOL0-
LEEOL OF SLAPOPOUE YPWHATIXOVE GUVELUGUOUCE.

Zuvovtovtal eTtiong Ttomobenuévo, ev osLpd 2o xortdt T Si-
orywvio TETpdywve LoTiBa, ou cuviotavtar ond oploywvig Te-
péxior LOpUEEoU, XOGYOD, TIRARGLVOU Xot XOXXIVOU YOMUCTOS, T
omolo. TEQLKAELOLY TETPAYWVR TERG LA [(Stwy YPWHATXGY omo-
¥pwoewy, torobetnuéve enfong xatd t Storyodwio, Eved ot evdi-
GpEToL TEIYLVLXOL Ypor RETRED Ty opboywvimy Tepaginy ot
TOU TETPOYHVOU TTov TeptAslouy, Yepilouy Ue Tepdyto Aguxon
HLOPRAEOU.

g oplopéveg TEQLOYES, TEADG, TWY EVBLAUECSWY XWPWV LETOED
TV XOXAXOV SLOOPmY TTOU TEPLBGAAOUY TO XEVTOWXG OLGEALD,
ToV SLAKROOL0 CUVBETOLY TTOAUY WL TELGYLOL XOHHLVOL, WY POH(-
TOIWOU %0l Labpoy popudpon, Tov Tomobzstolvial avik Téoospa
oTo (810 PR, TYNUETILoVTaG OTTAG TETRPLUANS XOTUNLKETC.

AEYTEPH ZONH .

H 8edTepn Lwvn elvat amAn xon owoteAeltol and oploydvisg
TEAGHES HOHHIVOU PLOPULEOOD HE avouyTOypwpeg preBooetg, mibo-
vadg XehniBac.

THE END



TPITH ZONH

H tpitn vy miaolmong amoteAzitol omd evaAAXaodueve
woxAxed, oploydvie xon teTpdywva Siéywpee, Tou YeRLlovy pe
TUARGTE poppdpou xoxxwou, mtibavde Tawvdpov, mpdowvon, wi-
Boveds Acpiong, xow Asuxol pe Toutddypwues pieldoee. Ta
BLéywEe CUTE CURTIAEXOVIOL XUTE TO GOCTAUE TWY O7pLXGY
TEOYWY UE TEULEET Touvie, omOTEAOVUEYY amd S0 Awpideg Asv-
#o0 Poppdpoy e Yrpiles @iefuoelg mou teputieiovy Tonvio Ue
poppopobetnuévo Stdstoopo, Ontwg cupfaivel xow OTNY TEKWTN
Leovy) TTAGLotwong TOL XEVTOLXKOD OLUALOL.

0 Sudroopog g toving owTAS AAG xot g Touviog Tou
TEPLBEAAEL TR LAk, 0pHOYOVLO KoL TETOATLVE BLa P, Yo~
pooetnpiletor amd Tig iSieg COYES @C TPOS TNV 0PYEVWGCY TNG
otvlleong oL TN LOPQYH TWY HOOUNRATODY. ZOVEVTOVTEL XoTd
#OPL0 AGYo Spole Beparta LE aUTE TOL SLEHOOUOU TNE TTEWTNG
Ledvric Thotolwang ToL HEVTLXOD opgoiiov (ootepozidy, cuve-
YOuevoL xAoL, TPlywVe now TETPAYOVR EV OELPG %.6.), eV Ot
StaupopoTothoelg Tov eTnanuoivovtar, tpocdivouy [wvrdviol Ko
OROLLOXEOVOLY 10 OA0 OBVOAD KTt TO LOVGTOVO. XTO TVELRo
awTh, N suPRLaTIXATHTE ToL TEXVITY TTPpoclETet dvar oduy Bepo,
TOV TUPOCTEORIACY, we TALOIWOY OQLGUEVHY HUXAXGY Slon-
pwv. To Bépo Snpovpyeitol UE TNV XOUTUAGYPOULY SLaToEn
Lvody OUOLOROPREHEY YOWLTING K70 TOLYWILKE TELAYLC MOQUE-
POL AZLHOD, KOXKLYOL KoL LODOOL YEWROTOC,

To woxhixd, opfoyidivion xot tetpdywve Stdywpe vepifooy
TUAROTe Lopnépou Asunot pe Yrplles piefuioes, Tpdotvou, mit-
Bovedg Adptoag xon xdoavou, mbovig Towvdpov. Emdiopbostg
£xofoy Yo -dyvwoto Ttdte- 0TOV BLIXOOUO TWY TOLVLGY YHEW
anéd §vo opboydwvie Suiwpa, OTwg Selyvetl n tomolétnon peyo-
ATEPLY TEoyiwy ASUKOD, XOUHLYOU KO TTPOOVOU OPEOO0U,
Adyw @lopdc Tou oEytxal XOOUALETOG, ToU woTdéoo Jev Bto-
ooty Ty opuovie g obvleong. Emdlopbotinég enspufdoets
elvat supovelc dAhwote kol o8 dAheg meploxss tov Janédou,
oL Stxotohoyodvtat ambAuTo 0md TN PLotoAcYy plopa ToL
TpoxoAel 7 xalbquepvy yphion Tou JWpov ot poxpoinyn LoTo-
plo Tow Ve,

H vepd Sounpdvn ot otvleon oto kevipud tuhpe tou Soré-
Sov 1oL ®VPLWS VoY TEPPREAASTO OTTG TIULE YOAXPES X0l OITAOG-
otepeg guvbioelg, o000 otov XLPLKg vod, 0G0 HoL T LTTOAOLTC
TUALETE TOL XeGOALKOY, ToL KTOTEAOUVTOL XLPle amd opboyw-
VLG TUTOTE AEUXOU N xOxuvoU Lopudpow, to ontolo teptBah-
AovTon o Touvies pe popuopoletuive SLaxoopo, ToL ETTavVo-
hogePévet dpotor potifa, wg TEOG T Hopey st T StdtaEy Tous,
LE CUTE TOL XEVTELXoD Tuipotog Tov Somédou. I'dpw and éva
opBoydhvwio Stdywpo [E TAGHES HOXKWOU LODUGDOU CUVEYVTE-
vron .y, tomobetnpéva ey gelpd popBooyue TERGLG XOXKLVOD,
WYEO{TOVOU, TPAGLVOL Kol REDQOU LOPREQOy, To EVOLAUECH
HEVE TV OTOLey YELILOUY HE KOG TOLYWYLRE TELKYLO LoOME-
0oL Pl Aewod, oA xot pabpou B xoxuvon, Tov Stdaoouo
™ popuopoletnuévng touving o &AM meployh tov Samédou

To BvloavTvd

pappapodemuévo Sdmedo
Tov kadodwot s povis
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guvBéTouy 00 oeLpég TETRGYWYLY Tepyltov omd Ladpo papLe-
po, tomoletquévwy xatd ) Staywveo. Ta eviidueon xevd tov
Snutovpyotviar yerllovy pe TETEAYWYN 7 TOLYWIIXE TELOLX
®UPLKG OO PodE0 HEpLapo, oL TELBEAAOVTOL T TRUYLI
TERGYLE AELXOD PEPUEEOV.

H rataoxevy; tov dawédov Tou xoafoiutod g IBpwy tomobe-
teiton yOpe ota Yéco tou 1lov o, oto mAxiclo Twv avexol-
VIOTIXOV EQYROLEY TOL TEOYRATOROINOE a1y wovy o Tedpyiog
o Ayiopeityg sxatd T StbpxeEd Theg eEolpeTind SnuLovpynig wEe-
pt630L g Nyovpeviag tou (1045-1056)%°, EntmAaéoy, To ddnedo
XOAOTTEL vl LeydAo TUipe TOL Bioug Tng TAIVOOL Twv xibvewy
Tou vool, ototyeilo ov odnyel oto cupripaoua 6t elven Tomo-
femuévo mhve os ddho mpoyevégtepo Bamedo. O xTitwp Ie-
EYLOE TIOU GNOPEQETOL OTYY ETILYQOPY, TOL YoArtvoy SaxtuAiov
TOp artd T xRevtptxd oppdho®, mbavdtaTte tautileTol e Tov
Tzdpyio A, o omofog Ty mepiodo g Myovpeviog tov (1019-
1029) npa}:uoc'ronoincs avauoaviaTixés epyooies oto xoboAxd.

"Exet pohiota vroatouybel 6t 7 emypogy, mou vmodnhvet

OLTEG TLg EMLOKEVAOTIXES epvowoieg tov Newpylov A, etvar pe-
TUYEVEGTEDY] TNG XATUOKELYS TOL Samedou xot Wmopsl vo ypo-
voioynbel oto Szdtepo iod Tou 1lov ai., oy xotd v ool
N uvAuy tov snpdro whaitepo oty povih Iopopéver wotboo
adieurplivioto edy mpéreatton yia v oulsvToc) 1 yioo petoyeve-
oTEPO avtiypapd Tt

Q¢ mpog ™ Soxoopnux) odvliieay TOU XEvTPLMOU TUYROTOS
70U SamESou, UTOPOVUE vor oVOYVWPIGOLHE TNV OVETTUYEWY
exdoy Tov auvifoug oe Samedo Trg Blag sroyng Déuatog Twv
CTEVIE QPTWV» f MEVTAOUPaAoL Twv BolovTivedy xetpévev®, To
Oépo autd oyerileton pe to Godua TOL TOAAXTACGLOOIOY TLV
Gotwv oty Tisprdda® 7 obupwva e dideg anddetg ovoro-
PLOTEVEL TNV XETOPY EYYEYPOULEVOL TTOVROELSONC TEVTHTPOLA-
Aou vool, Ue 1o peodupaloy vo Bploxetor udte oxptfode omd
Tov xevtped Tpoliho ue v mopdotooy tou lavroxpdtopo,
Tovilovtog ETal TV ovTloTotyior YHIoL ot ovpdviou xdopouti.
Ty repinttwon Tov Samédon g Ifpwy, n mepoihoyh N xo-
MOTEQC O RETHOYNMXTIONOS TOU BELLOTOE TWY «TEVTE GPTWV» 08
plo meprocdtepo advliety) HopEY), GoVEpWVEL TNV HOAATEXVLHA
eAeuBepion TV TEXVTOY 2oL TOWTEY POV TUVTEAE! OTNY QTTOQGE-
TLoH Tow et xabe ocopBodloud xal oty tpdohndn plag xabops
Stomoopuintis Aettoveying, BEmimAdov, v Suvapn] xot eviums-
olox? gOvleon wov Snprovpyeiton, erufeBoudvet Tg avopopés
TWY YPETTWY TRYWHY TOL TOPopoLGlovy o dameda autod Tou
efdoue pe aviopévous orypotict,

H mhousioon Tov xeviptxod oppoiov pe tpiepelc tonvisg
TOL GUULTIAEXOVTOL XOiL TEGLMAELOLY XUXALKE BLéywpn, TLVGYTE-
o w¢ Potifo gg mouaMe timwy ge ddmeda tov Ayiov Opouc,
6mtwe oto xabornd g Xerovdopiov®, oe cuvdvoopd xot pe
A DEpote, Omg Ty, xopddoynua TUARKTE OTO XLUELEKE TNg
Boromedivig audtng tou Aviov Anurnreiov®. TToAdé elvar enforg
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®OL TO TCECAARAC. oV TOU TOL TOTOL SloxdoUoU ot YALTTTLN
g {Bog emoyc®. Emumhéov, n mAatid {ovy amd evodAaoodue-
vor XUxALd, opboyovia xol teTpdywvo SLdywpo, oL GUUTAE-
xovtort HeTaED Toug, ouvavTéToLl otor OGTed Twv xoboMxoy
Xehavdopion®™ xon Botomediov®. AMAG xot 0 mwOLAGLLOP(OS
SLEHOTUOE TOY UOPUOPODETUEVOV TOLYLMY, TIOL TEPLKAEIOLY TO
HEVTOLHG ORPEALD KO TO GAAR YEWUETOWME BLdyopor, GUVOVTHTOL
OLOLOG 1) OE TOPOAAXYES OF oyLOpELTtXa Bé&meda, Omwg T.). 70
xcdorxé e Batonediou™,

To xevtpLud op@dAle Gl KOXKVO MAPRopOo, elvat ouTd TToL
npooeixteL 1o PAéupa tov feath, Téoo AdYw Twv peyoAlTE-
PV BLOOTAROEDY TOL, 600 Xot TG TELRAYS opLobétnofg Tou omd
TOV XGARIVO EVERIYPOUPO BUxTOAO, TN Ledvr Asuxol popudpov
®al g poapuopobetnuevng Toviog. Me tov tpdno avtd onuo-
TodoTelTaL ) LBLHLTEPOTATE TOL, WS KEVTPOL TOL Voo, we UEGT-
vaiou, CORPWVEL LE T Eleva™, Tov avoxoiet oty LUvhuy Tov
Oupaloy tne I'ng twv Iepoogorbpwy M Twy Asipdv®. H yovon
TOU KOHHIVOU LOQUEAEOD YLOL TVY KXTOUOKELY, TOU TOPRTEULTEL
070 TOPQPUEODY CUPEAOY Tev TEQLYpewy tov Kwvotovti-
vou Topgpupoyéwnton, 010 ONOI0 OTEXGTAY O MUTOXPGTOPAS G
opLouéves entionueg TeAstoupyleg™, ‘Etor onpatodoteitar v 18-
ol TEDY] AELTOLPYLIY] HOL TEAETOLEYLHY YOEWNOTN TOU, TOL TEXUMPL-
wvetal xon amd TV avo@opd Tov Pooou meplyynth Avtaviov
yiee v Ayle Zogic Kevotavtvoundiews v 17 Ayie Zopix
mAnolov 100 Buotaotnoiov mpog T Oekid, DTApye! UGpUopOV
goubpoy ép’ 0b torobeTobo: Bpdvoy. Kai éri Tobtouv otépovot
Tov abtoxpdrope. HepfBdAier 8¢ 10 udpog Exslvo yalixog v
obbeic dbvartou va matioet én’ aldtd .

H 18wxitepy auth ¥phom Tov ougoAol GTO XKEVTEO TOU vooy,
nopaENTEL, STt £xet vootELyDel, oty L8Eo Tov vortol dEo-
vou tow Suamepvé 10 onuelo auTéd rat evdver Tov ovpavld (Tpos-
r0g) pe vy (Bémedo), avoxohdvrag T0 YVRaT6 abUBoAe TG
APYETUTAC Tapadoqiaxg eixdvag tov Axis Mundi’. Me tov
TP4TO cuTH N avtioTorio oUPAVLOL Kot YRLYOL xOouoy yiveTo
rOTOVONTY, evey oty xolbnpepu) Aotpsutie] mpaxTikn o (Sto
vonue onpatedotel xat n theon oto onueio avtd Twy Moo
plwv g Exxinotag (Tapog, Bantion), mouv oyetilovtoL pe v
x&fodo g Oeiog Xdprtog, Snhad?h iy Howwvic 0LPAVLOL o
YHvoU x6ooL”.

O ouuforouds tov opeoiion tou Polovtivod voold TEEVE
otoug petofulovtivode ypdvoug oto Bépa Tov Sudpoiov oe-
TOU, TOU TUQLOTHVETCL OUYVE, ot Odmedor opxetdy vawy, e
SLOUPOPETIRG WOTOTO TEQLEYOUEVD, OUTE TT0L ETULTACOEL 1) TOOTL-
o7 Tov pe abpPoro ebvind xow BpnoxsvTind, e Ty eAntida g
omehenfipmwong Touv Tévoug xol TG GvoohOTHOYS TG YOMEVRS
o ToRpaTOPloC,

H odvbeoyn; tov Sanédou tng IBhpwy pe tnv moxvh Sudekn teov
vewuetpuwy Pepdmov, Ty ronaiia twv potifuy ottg popuo-
pobietnuéveg touvieg xaxt v moAupLpic TOL, TO XATETROGEL

To fulavrivd

papuapodemudévo ddmedo
Tou kadolixod ™S poris

IBhpwy AylovOpovs
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Anuritotos A. Awdicos

oT0 O (owg eviuntwolaxd, sEotpeTixfg otobntixdg xon TToLs-
TG oovtopettixd 8émedo, o 8ev mmopet vo cuyxptlel pe To
VTEOAOLTTE g TTPOG TO XAPUXTNPLOTLXE cwtd, H muwevh won eke-
Ayuévy advbeot; Tov, CUYKROLTIXG We To AR orytopetTind Sdme-
So, ata omoloe 1 SLETPOYLGTELTY] TV SLUKCCUYTLXGOY BepdTwy
givol GIwAODOTERPY), CUVYOEOUV GTY XPOVOAGYNan Tou xalbynth
Muiwvd yopw oto péoa tou 1lou . Emriéov, pe Sedopduy
™ otevh) oxéan tou Newpyiou tov Aylopeity ye v Kovotovti-
VOUTLOAT %o TV oTOXPOTopL ) oA, poiveton oAl mlovi
UETEXANGY] ERTELDWY OF OWAAOYYS XALaaG £0voL TEYVLTHY omd
Yy Polovtivi TpTeBoLow YIo TV *OTROKEDY TOV, LTTABzoY TV
ool evioydet v donia ot vlmig Tolotuehs otdbung epyaoio,
TTOL RPOGLOLELEL LOVO Tg BUTOXPETOMNG ECYHTTARLO,

To owclnuxd anotéreona Tng Staxoopntinig gvvbeong Tov
Brplzinov Sgmédon, Lovodixd not aTOEAULAAYG HOAATEXVIXTS
oElog, ovvoileton og 800 Baotxéc apyés aplovio xol EGHTEQL-
A wivnon. H tedsvtaic emvtuyydvetol e Ty Xy kol Rotxiin
feuatoroyia, Toug peEAETNEEVOLS GUVOLEOKOGS TwY HOTIBWY XL
TG yewhaTiée evalhayés xow Sragopomorioets. Me Tov Tp6-
O oUTO, KoL RMETO OTO XALLO TYG CYLOPELTIXYG ULOTAYWYLUS,
EVOEROVILETOL amOAUTE LE TNV TIVEDLOITIN EYOTYOQOY LLOVOXDVY
Ao TLOTOV XETR TY) StapMete g TEAEoTS Twy Muampiwy, Tou
tooduvouel ue xivnoy wvsupotxy, PE Ty &vodo mpog Tov Bed,
v odvo OnAady] mopelo Tou xkataAtver ot Asvtépa Tlapot-
ole, oTNV OROLE GUATIUXVEVETEL GA0 TO vomuex g opbddokns

xeroTiovixie oHEQTC.
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NIKOE AAEEIOY THE END



ZHMEIQEEIZ

* Buyeptote tov Tlpsiotgpevo g 10mg Epopeiog Bulovtvey Agyonotitov
8p. Tmdvwy TafAdxy vioe Ty TEOTPOTY, TOU GTHY EVRTLOANoY Lov pe to BEpa
auTh,

1. B. Acotpdiog, «Bwtiov Omiict. ‘Exdoas xewpevoy — Blgarywoy son
aydhos, ExAnucd, Tlopdpmpe 12, Geogoovixnn 1959, o. 102, Bh. »oe B.
Kudwvémoviog, «Haparnohcels oty Todtion Tov vood e Oeotdnoy g 107g
Opraiog Tou motpdpyou Pwtiov we to vod g Beotdxov tou ddpou. Néa
atouyele umEp suTig g tadtiongr, Bulavnivd 23 (2002-2003), oo. 143-153.

2. BA. v mepuypepi Tou Kevotaviivov Pétou (100g ai.) yiew Tov vab twv

Avlwy Arnootédey Kuvetevivonroing (840-676), dmou avapépeton o 6poc, To fviavtivd
Kewvotavtivou aanpepity tou Podiou, Hpooifuey tig expedosws Tov vaod pagpepodemudvo ddmebo
Twy Ayiny ArooTddwv xon peptd] T SFYROIC TWY TN TOASWC oyeAUGTOY tou radoAicor s ,uovﬁg
xot Ty vdmAay xar peytotwy xidvey, Ex3. B, Legrand, «Description des IBfpev Ayiov'Opouvs

ceuvres d’ art et d’ église des Saints ApGtres de Constantinople, Potme en vers
jambiques, par Constantin le Rhodien», REG 9, 1896, 0. 56.

3. O dpog auvavtdrar oty fieprypap] Tou Ilpoxomicy yia Tov vaod Tov
Aylovu Leadwwy Tou Beohdyou oty Egpeoo, Dpoxndmiog, Tepl xtioudrwy, €18, |,
Haury-G. Wirth, Procopii Caesariensis Opera omnia, IV, Asuplo 1964° V. o, 6

4, Tr. Hedexow(Bvg, Tovrayua Twv naAaioxpiatiavuedy prnobuty
Sanedwy tyg BAAGSag, I, Nyowrtue) EAddg, Buolaveve Mvnpeia 1, £x8.
Kévtpou BoZovuvov Epevvidv, Oscoohovinn 1988, 6. 13

5. BA. ™) 8isloduch pehéty g I Aanpaxonothov-Atloxd, H texvud) opus
sectile ooy gvrotpe Saxdounoy. Zuufoldy oty peAéty g Teyvingg and Tov
1o uéxpt tov 9o p. X. ouwdver pe Booy tor pvqueio son tor xeiyeve, Bolovtive
Mynueio 6, é1d. Kévrpou Bulovtvdv Epevvdy, Ozaociovixg 1980.

8. Aaraxorodron-Atlond, Opus sectile, . 49.

7. [uot tov OpLopd Tng TeVITg Kett TEY LOpPav T4, &R, oo. 3.4,

8. Aonpaxomosiouv-Axlond, Opus seckile, o, 18,

9. TNt tot Tehonoyprotaved Prionduntd Sdredu BA. Mekexovidng,
Zovraype, passim. 1L Aonpoxorobhov-Arlood, Sovrayue Twv
T Aceoyprotiovixdy Ynoidotoy Samédov the EAddoc, I, Helomdvinoog-
Zrepec EAXdSa, Bulovnvd Myrpeio 7, €xd. Kévtpov Bolavuvtyy Epeuvidy,
Begoahovinn 1987

10. N. Nuovdvog, Bulovtvol veo! ti¢ Geooaling and tov 100 awdva
WG THY XOTOHTNGY THE REPLOYig and toug Tovgxous to 1393, EvuBols
aty Bulovnivh opyerextova], Ex8. TATIA, Abdve 1897, 0. 113, dmov xo
pLBaoypopion.

11. Aonpoxorodiou-Azloxd, Opus sectile, 0. 151, 6mov non Gifhoypospic.

12. 0.z, o. 152,

13. Bh. sty Tor Tpiota ame 1o Sdmedo tou tplxoyov veol oto Koo
Nepé Kioodfou pe Luwtxd entmedoyhueng teyvieis Bepote, mov guvdualovtot
ue pappopodétnue, Nuwovdvog, Bulavtivol vaol g Geosaiios., 0. 111, w=iv. 53.

14, Aonpeoconodiou-Atland, Opus sectile, o. 152,

15, O.x., go. 162, 153.

18. Agnuosorothou-Atloxd, Opus sectile, oo. 157-161.

17. C. Mango, Byzantine Architecture, New York 1974, o, 324. O. Z. Pevny,
«Kievan Russ», The Glory of Byzantium, Art and Culture of the Middle Byzantine
Era A.D. 843-1261, edited by H. C. Evans and W. D. Wixon, The Metropolitan
Museum of Art. New York 1997, 0. 288 (cp. 193).

TPIA

57

RS



58

Anpipepros A. Avdxos

18. M. Koprmobgy, «Néo otoryefo: and m peoofulovtivy @hon Tou
xedoAol g towig Ewoawpowioongm, Emwatyuoven Eretypls Holvrexveois
Eyoije Mavemorguiov Geaoadovine 5, 1971, 0. 138 x.e. non et 2, 3.

19. S. Eyice, «Two Mosaic Pavernents from Bithynias, DOP 17 (1963) 373-
374, ewx, 4, wiv. 2-10,

20. R. W. Schultz-S. H. Barnsley, The Monastery of Saint Luke of Stiris in
Phokis and the Dependent Monastery of Saint Nicolas in the Fields near Skripou in
Boeotia, Aovdivo 1901, 6. 30, e, 19 son wiv. 30, 31.

21. A. Orlandos, Montments byzantins de Chios, [, A8dya 1930, wiv. 21, X,
Mrodpac, H Néa Movi Xiou, 1981, o. 51. A, Miwsaniidou - A. KaBBadia-
Trovdtin, «[lapatqpioctg xor suoystiopol ototyeloy oto xubornd mg Néog
Movig Xiov», Bulavnive 25 (2005), oy 1.

22. A. H. Megaw, «Notes on recent Work of the Byzantine Institute in
Istanbul», DOP 17 (1963) 339 .

23. 0. Wulff,,J_D’je Koimesiskirche von Nicda und ihre Mosaiken, Ztpaofotgyo
1903, oo, 157-164, wiv. VI, X, X1. Th. Smith, Die Koimesiskirche von Nicaa,
Beporivo 1927, a. 14 e, wiv. 111, IV, X, XI. II. MoAwvas, «[apatnpiceg oto
xoBoAtnd Xerovbopion. H Srapdppuon tou vaod Abwvixod timou o= yopolg
e AT ot Aoy Cpogy, Apyorodoyie 14 (1985) 71 xaw onu. 46.

24. P Miljkovic-Pepek, VWljusa, Zxdma 1981, o. 141, eue. 25. Mukwvie,
«Ilapotnpioets ota kolohumd XehovSaplous, o. T xon onu. 48,

25. P. A. Underwood, «Notes on the Work of the Byzantine Institute in
Istanbul», DOP 9/10 (1956) 299-300 xou etx. 115-116. Megaw, «Notes», 335-
340. Th. F. Mathews, The Byzantine Churches of Istanbul, A Photographic Survey,
University Park-London 1976, a. 88, s 10-25, X. Mnodpog, «Bolavtivég

© “Avoyewioets” xon v cpyrtextovext; Tou 1iov xon 1200 autvogs, AXAE, nep.
&, 5 (1966/1969) 259,

26. Nuxovévog, Bulavnive! vool tyg Ocooaling, oa. 111-114.

27. A. OprdivBoe, «Bubavtivé pvnueio g AvBpous, ABME H (1955-1956),
o. 17, e 8.

28. C. von Scheven-Christians, Die Kirche der Zoodochos Pege die Samari in
Messenien {(Sudoxropurt; Statplpy), Wuppertal 1982, wiv. 35-38.

29. Koprotpn, «NEa oroyeios, go. 141-143.

30. Zt. Moaporotnog, To xefodndd tie povig Baromedion. Iotopin
xou apyrextove) (Sibaxropud) Swrpdi), Tudpe. Apyrtentdvioy Edvixold
MeTobfov Tleavteyvion, Abve 20014, go. 39-43, 53-54, 72-73.

3t. P. L. Mylonas, «L’ architecture de Mont-Athos», Onoavpiouate 2
(19632 40, ent. 2. O i5tog, «Le plan initial du catholicon de la Grande - Lavra,
au Mont Athos et la gengse du type du catholicon Athonite, CahArch 32 (1984),
go. 93 {ew. 5). 104.

32. Muiwvae, «Ilapampioets oto xalord Xehovdapiovs, 6. 71, P
Mylonas, «Remarques architectttrales sur le catholicon de Chilandar. La
formation grandualle du catholicon a absides laterales on cheeurs et a liti au
Mont Athos», Hilandarski Sbornik 6, Belypddt 1986, oo. 13-19.

33. Muhwvis, «Ilopormpngets oto xeboiixd Xehowdopious, 6. 1.

34. ABnuocienTo.

35. [I. Muhwvie, «flapatnpriosig 1o xebohxd [Bhpwvs, ITurrte Juumdow
Bulavewie xoe Metofulavtwis Apyoroloyiog xer Tiyxwns. Hodypauue
xorr meptAnels avaxovdaswy, Abiva 1985, a. 66. P. Mylonas, «Notice sur le
catholicon d” Ivirons, Archives de I’ Athos, XTIV, Actes d” Iviron, I (exd. ]. Lefore,

NIKOY AAEEZIOY “THE END”



N. Oikonomides, D. Papachryssanthou, H. Metreveli), Ilopiot 1985, ¢. 64.

36. 0. Xatlnaviwviov, «To xupoaxd g Batoreduvg oxfng tov Aylov
Anuntplovs, Iepd Movi Barorediov. Iotopio xae Téxvy, ABwwind Zdppetste
7, éx8. EQwixot I8pouatog Epevvay, Ivotitodto Bulavtvey Epsuvay,

Abfve 1999, ga. 172, 179 (e, 2). Mudwvi, «Ilotpotnpioets oto kefoAd
Xehovdopiov», oo, 70 (e, 13.9), 71,

37. Muiwvde, «Hoapatnphcets oto xafolxd Xeroavdoplovs, . 71.

38. I. TaPhdurng, «Néa evpiuate and 1o apyeio xabohtxs g povic
Aylov Hovhov (100g — 1log au)», H Acxdty, Evguepwtid £xdoon gpyou g
10nc Epopeiag Bulpvtivdy Apyototitoy yior Tig YOIoTIVIRES apyotdTites

e Xekabuofs xon tov Aylov Opoug, éxd. 1075 Egopelag Bulovtiviy To Bviavtivd

Apyootiitwy, T. 1 (2003-2004) 44-47. popuapotemuévo ddmedo
39.0.x. Tov kadodxod s poviis
£0. Moiwvés, «Ilapampnosig oto xabord Xedovdapiovs, o. 71 e To Iﬁﬁpwy Ayiov ‘Opovus

Banedo Tou vériou voold g povig Hovrorpdtopog, BA. 86, vroonp. 25.

41. T 1o Sdmedo tou vaod BA. mpdyeipa, Jepa Movi Sraupovodite,
exd. Iepig Movig Ztaupovepee, Ayiov Opog 1898, 0. 70, N. Xoapaohdomg,
Hoapddoon xou eEEMEy oty apyttextoven) g Ispds Movie Sravpovidita,
£xd. Iepég Movrg Etowpovete, Aytov Opog 1999, o. 41. Ta wg
emoxevaanxeg epyeotes Tou llatpudoyy lepepio A" o) povy, 6., 0. 22

&2. A, Avdonog, «0 YAuTTéG Sténoopog oE XPHveES ot PLEAES TwY
aytopeLtixgv povavs, Bulavtivd 26 (2006) 349.

43. BA, my mv EdAwvn Peudopogy; tov noodiol g Lovdg Brtovpd,

Z. Boytatlg, «H povi Briroupd ote Tpixoho Oegouhicss, Exxdnoics atny
EAA&de pete v Adwon 5, EBwxé Metodfo Hoiuteyveio, Abhver 1998, o. 42
{zx. 8).

&4. M. TloaoBlow, To xalornd e powic Enpomotauov, SyeSuwonos xa
xoraoxew) oty vaodouler tov 18ou o, exd. TAIIA, Abfva 1999, oo, 106-107.

45, [t 10 Bepa Tov Suégpoion aetol xul T onuacio Tov om
petafuiovovdg T B A, Avdrog, Ta Afavaylvga Touv Arviov Qpovs
(Bidenropuy SxroBh), Tupe Apyrextovey AILG., Qeagahovixn 2000, . A,
oa. 105-107, dmov xee 7 mpoyevéotepn Bifioypopia.

&6. Ardog, Abavayivea, a. 42.

47, X, Xewndg, «To mopexxdior tou Ayiouv AvBpéa oty Movy Batonoudiovs,
Esxxinoles oty EAdSa petd v Adwoyn 3, Ebvid Metadfo HMoivteyveio,
Abnve 1989, a. 70 xou e, 13, Audnog, Abavaylvpe, o. 43.

48. Avdiog, Aflavayiven, o. 43, Mopoiotxos, To xaboiud, e, £18.

49. Iwéwou tov Kopvnvol, Hpoaxvwrrdpioy tov Ayiov Opoug tov Abawvog
(avotdrwany ™g o Exdoorg tow 1701), exd. Havashnvos, Kapuég Aytov ‘Opouc
1984, o. 62.

50. Mukwvig, «[lapumpiosts ato xoBoiud [BMpwes, 0. 66.

51. BA xo 10 Sdmedo tow xabBolxad g povig Batoredion, Mopehotxog,
To xeboAwxd, a. 39.

52. BA. 86 vmoon. 12,

53, T oupdAio ot ™ onposio tob BA. tapardte, oo, 12-13.

54, G. Millet, ]. Pargoire et L. Petit, Recueil des inscriptions chrétiennes de I”
Athos, Premiere partie, Bibliotheque des ‘Ecoles Frangaises d’ Athénes et de
Rome, fasc. 94, Mopict 1804, o. 70, ap. 231.

55. Wadi. 74.4 CEvye Eotepéwon tobg atdrong abtic), e 111.6 (xal £ig

Tév aidv ob goAsuBigeTon).

TPIA

59



58. L 1o BELG TV onpixidy TROXEY, TV XEToywyy] Kol tov oupforaud
Toug A ©. Hulopds, Avaylvpss oopxopdyot xou smiTapies KAdxes TIg
uéane xat Sotepng Pulvtwiig nepodov oty EAAGSa, éxd. TAIIA, Abfve
1988, vo. 107-108.

57 Twx to B2pn, trv sataryeYd 2o tov cupBolaud tou BA. Talopdcs,
AvayAuges oamrogdyor, ao. 111-112,

58. Muhwvice, «Iluputapiioetg oto xaboixd IPipwvs, o. 66.

59. T tov Bilo tou Tewpyiov Tou Aytopeitn A, P Peeters, «Histoires
monastiques georgiennes», AnalBoll 36-37, 1917-1919 (1922), co. 69-159
(Ratvid; ueTdppoom oL yewpytonod Blov).

AT)‘#’?TPLOS A, Avdxos 60, BA. £8w, vnoony, b4

61. Muiwvds, «lapatripioets ato xaloixd [Bhpwvs, oo, 66-67. Archives
de 1" Athos, XIV, Actes d' Iviron, 1 (ex8. ]. Lefort, N. Qikonomides, D.
Papachryssanthou, H. Metreveli), Hopiot 1985, «. 62. e o épyo Tov Tewpyiov
A’, BA. M. Matchkhaneli, La Vie grecque de Jean, Euthyine et Georges les Athonites,
Thilisi 1982, co. 47-67.

62. I. llpoxoriiow, O xoouodoyids oupPorialtds oTRY GELTEXTOVIN] TOV
Butavtvots uaofi, Abvve 1980, 0. 130, anp. 124.

63. Ketd Iwdvvny 6, 11.

64. Mpoxomiov, O xoauoioywds ovufoiopds, . 130.

65. Kaumobpy, «Néx atoyeios, o. 141,

66. Muhwvés, «Ilapomphasi oto xaloaxd XehovSapious, a. 70 (sue. 13.6).

67. MuAwvée, «[lopatpfioes oto xafohxd Xeaavdupiov», oo. 70 (i
13.9), 71, Xexlnovrwviov, «To xuplaxd», 6. 172,

68. B evdewting, Holupds, Avaylvpes oapxopdyot, wtiv. 59. O (Sog, Ter

" BulavTive: Ylomtd tou xafodusot the powis Batonediov, Beocoiovixn 2001,
Lo 42 (zax. 47).

69. Mukwviée, «llopatnpioes 010 xobolxd XehavBapious, o. 70 (e 13.1).
Mylonas, «Remarques architecturaless, o. 18 (e, 7).

70. Mapohovros, To xalolnd, oy 26.308 xou eux. 147, 148,

71, O.., oy 25.200 %o g1, 152,

72. B, Avtowiadou, Exppao tig Ayicg Jopiog, t. B® Abhiva 1908, o, 38,

73. Ilpoxoniow, O xoouoioywds oupfoiiouds. o. 128.

74.0.7.

75.0.:., o. 129,

76. O.w., go. 130-131.

71.0.x., 0. 130.

78. Atdowog, Adovaydugpa, co. 105-106.

79. B, 8w, umtoonu. 58.

80. A, IMoroypuadavbon, O Afwvixds uovayiouds. Apyés xor opyavwan,
€x5. Moppwtixol 18ptpatog Ebwxrg Toamélng, Abjve 2004, o, 232. T oy
Bto tou Fewpyiov tou Ayiopelty fA. e8i) vroanu. HO.

60 NIKOZ AAEEIOY “THE END”



TEXXZEPA







AEEIKO
Ermiperera INdpyos Thptliddins

ATIOZ MAPKOZ

{rar y Avaroluci Exxlnoio)

Towg amné 1o Bed va pov Hpbe v vootaiyia
Yict T0 dmeLpo, To ampobndbeto. [...]
Avuté o ypovia TogooodBnoo dieg
Tt Bpnoxeiss, oAk oG propsl Evog
Beveraivog vor umy nacthélete move o’

oAce pe Ty Avartohud] Esodinota, £yxovtog

oIV TOAN TOu Wi exxhnoio ooy Tov

Aywo Mépxo. Ztov Abw v euneiplo sivan

eEonpeTiny] 3o 0 dlohoyiopds Bewddys.
MASSIMO CACCIARI, ouvevtsuEy oty Stefania
Rossini.

ATa10

{n adwipem wapdSoon tov xdopov}

Orav pov avetédn o Moadikdg KAimog g
Priolens mpEmeal vo T TG © voug
TAOVLOTAY O Aoyhic axédre. [...] Mou
QOUVOTOV 1) COYLTEXTOVLIY] TTo&SooY|
WGV Ve TpENTa xoll PBoaaixd evtaial
mop’ OAeg Tig eTpépous Slagopés, [..]

Epevvodoo 1o peydho wot hopmpd Pbiio

Ty Perrot xou Chipier oty BifAobm
Tov Iohuteyveiov xon Siamiotwve oL
TNV OROLOTYTO TWY TURVTWY ELE TWV
YEVIHGTOTO YOPOXTARO, TNV Hotpalc
OULOLOTYTEL GTNY YEVLXT; HOTOOXREDY] fTOw,
AW, T’ OAsg Tig eMLLEPOLS SLAPOPES
EVLOEOL OTLG HPUPLES «OPYES» OAWV.
‘Egroaoa étol va BAéme Ty mayxdopio
ToPadoon wody xdTL eviafo, 1tou
LTEROVEL TTg «oidieg» apyis (or apyesg
™™g Tapddoong elvor oidies, oL poppes
Tapoirdocouy), [...]

H wuplopyn peoo pouv oiabnor ftav vo
ovoyfed glg Ty wio wow adiodpeTty
Topddooy, Tov xoéopov. Eiyo mpdipa
Sidel Ty ToyndopLa EVOTTA TG, TNV
plo xow atobpetn @' Gho TV mAGVHTA.
Hécha v’ cveyfd 6° awtiy, €5 Tov
QOVY TNG, YO TV OVOITTAEU0, GTIWE 1)
meotpogo. O emipépoug Srupopss dev
efvot PEPouc opeAnTEES, CAAG ®drTw
omd auTég Stoxpivelg play toybovoo
OspeAtddy. [...] Avaueoo ar’ try

Dpvylo xor v Hepola, tv Kopio,
owvapeoo oty Kive ko v Tvdla
Eawvotverg ty AavBdvovoo evdtria
Omeg weL Ty AcvBdvovoa Siapopdi.
Avdpeoo Avatohfe xat Adovg, Boppd
ot MeovuBoloag Sionepivels v Soupopd:
woit Ty Lol TawTéTyTa. Avté To oidlo
ftav to Depchtondd. O Srapopeg eivar
gmovoldeLs, 1 Boldid ot ecwTEpLXY
TOUTOTATH TO OUOLOTEG.

AHMHTPHY TIKIONHZ, ortd Tig Svueidoets yio
oy EVUpxTpLo Adyo Tov gty Axadnuic,
oL TeALX dev mpaypartorotifmee. 1o 4.
Huudbvng, Houdide Kimog Ciiolene 1961-
1964, emp. Ayvi) Huadhvn, Exddoetg A,
Mmrdotog - N. [TMooug, ADhve 1994,

ATELPO
[to xevd wov pwtila 1 axtivae)
To obproy Sev elvol TEQLOPLOUEVO g

xoppfor Tov xewedovan. Tt av o,

Bo 'wpeme va £xeL wamoo dxpo. Duwg o
PBrémonpe Twg Eva mpdyuw dev ymopel
XETEOU VoL TEAELDVEL, 0V JEV UTLHEYEL KOTL
TEQE, O UTH TOU V&L TO TEQLOPLLEL, £ToL
TTOU VO QUUVETOL TIWE DTTEPYEL KEATTOLD
ONUELD TIOL ¥, Spoton] Log Bev pmopsl va
Eenepdoet. Ki agod o mpénet vo T
opoioTHuoLpe W TEP omtd o Ohov
Timota dev vTtdpyst, To ‘Vhov dev Eyet
axpo, oo dev gxer tepuo. Ko Sev xet
oNLoale GE TTOLO. TLEQLOYY TOU GBULTOVTOG
B otoleis oz oo onpeio xow vo
BploxeTal novels, To GOUTOY EXTEIVETOL
ekioou dmelpo pog xébe xotedfuvan [...]

Ki axdpo, av 6A0 10 Sidotma Tou

OOULTOVTOS ELVOL HAELOPEVD aTtd TtavTod
péou ge xabloplopeva GpLe #t o
TEMEQUTUEVD, GAo TO armdbepor Tng
Uhng ond movtod fo efye cuppedoet
oo TeioPabo eEontiog tov Bdpoug Twv
otepeny, uow tirote 8e 0o *tov Suvartd
vo. oupfel xdTw ond Tov oupdvio OG-
oUTE xov ovpEovog Sev Ba LTPYE UATE
P TOL AALOL, KPOY OAGKANET 1 LAY,
187 emi alwbveg atoPoypévn, o Arow
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pier aedpovg nale. Omwe xovv o
TRAYLOTO, OpOIG, TO REYLAA GTOLYELR Ty
cwpdtwy dev Exovy novyie, oot Sey
LTdEYEl xovévo «tplofiabox» movbevd,
omou o propoboay vo ouyxevtpwlody
xou var peivouy. Ta wévta Pploxovron
ouvEXNE oE adva xivnoy maviod ¢

OAc. To HEQTN, Hou T cwpaTidio dev
TooLY Vo eodialovy LTOYElWS TV DAY,
eEoppudvtag o and to dretpo.

Mob ’pyetot oTo vou e TLotY

OVETEPEGTHOY GLTOD TOU TEAYUOTOS,
pier encdver Tow xofinuepuvd BAEmovue

vor EETUALYETOL UTTPOG OTA LALTLCL LEIS,
llpdoeke, xébe @opd mwou TpLTHVOLY OL -+
axTVES TOU HALOU Xoll PlyYVouV TO QWS
TOVE PEC GTO GXOTASL TWV OTILTLLV [LAG:
Oor Betg ROAAG [UIXPOTHOTLHE. GLROTIOLN
vor avodedovton e YiAtoug duo TPdToUE
o070 xevd moL Putilel v axtivo: ooy

VOU UTEAEYTHOY OE Oytdvel o TOETYTO,
CUTHOOUBOVTOL HOL LEXOVTOL ROTE OV
Yl aVETOLAR XoULd, EEFPUSILEVOL &TTh)
amoveTég cLYKEOVCELS xou amwbioetg.
A’ awtd pmopeic va hpelg pio tdga
YLt TO TG oLdlel avor soi odtéromy
7 ®%ivNoY) TWY KEYIKWY OTOLYEIWY OTO

TNV ®VNOoT O GAAES, ROTIWE ULEYOALTEQEC.
"Erou n xivnor, ue agpempla g To
atoue, opyiler v avePaivel kot vo @TévEt
otadtoxd ko oty Sueh pog avtiindyy
petodideton TeAxE 1o OTH CWUOTISLY
TOL LROQOULE Vol SLOXPIVOLLE TTO (WG
TOL HALOU, YWPLG OOE VO OTTOXOADTITEL
TOL YTUTIHLGCTOL TTOU TV TEROXGACUW. [...]

TIdve oo Bépa awtd BEAw vor gov dwow va

HOTHAGPELS HATL U OTOY T QTOpO.
pEpovton amd To [Blo toug To Phpoc ueg
oto xevd, oe otyres axoldploteg kot
oe Tomovg cotaBdplotoug wapexxhivovy
ROTWG GRS TNV TEOYLE TOUG, T000

HOYO, OG0 TTOU VoL RTTORELS vt TIELG Tt
Suopopomoriiinie n xiwo Toug, Av

Sev UTMEYE QUTY N TTOPEXRNALOY, OAL

Tor atopex fo Eme@Toy oo oTaryoveg
Booyfig ota tptoabo Tov xevod, ko
Sev Ba rpoéxunte xopio ercupy, xopio
TRGOUPOLON LETOED TV OOYLHDY
aTotyefwy, ¥ €rot 1 @bon de Ba
dnuiovgyodoe Timota.

AQYKPHTIOE, [ tv ®don twv Hpayudroy,
wrep. 9. Avtoviddng, P. Xaugtr, exBéoelg
Bopabey, Abdvar 2005,

oTEPOVTO *EVE — oTo Bobud mou pmopel
Evar pxpd yeyovde vo. pog Sdoet pio tiéx
Yiol o LEYRADTEQX Kot VoL petioet T
V&L TTOU 080UV OTY VWO TOLG.
AEiler va dedoeLg TPOOOYY 08 TOOTE Ta

ETANAAHTH I

{ ey pdovis xar opus) Javdrov )

Datvetor 6L xabe eravdinm PeAtidver
TNy eTLOLOXOUEVT] XLELOEYIN KoL TO TTOLdL
Sev yopTaivet va emovahapPaver axdpn

owpatidie wov PAérelg va atpoftAilovToL
aTLg ottiveg ToL MAtow, Yiol Tov eE0g
eTtiang AGYO: QUTH 1) CVATOPOYY TOUS
(POVEREIVEL TTGIC KOL 1) DAY] #pUBEL LG
LG pLOTLKES %ot abdaTeg svioete. et
Bou Setg TOAAG pdpta ondvng orpwYREVa
ortd abéoto yrumuaTa vor cARGLouy
mopeio xow wlodpeve TPog T oW Vo
emLoTEEQPOLY, THTE ETOL TOTE OAMGG,
wpog xibe xatedfuovon. Ku sivow govepd
T OAY ToUT v) TEPLTTAGWOY opefAsTon
ota dtope. Koatapybe, To0 ftopa
HLVOLVTOL ETOL XL DAALGC OTT6 [OVOL TOLE:
OTY) CUVEYELD, ME aBEoTo YTUTAMATE,
BéTovy o wlvnom Tl UREOTEQES ATOWUIXES
EVWOELS, TIOL £xoLy, Do Aéyopue, Sovour
TROUTIAACLY LE QUTH] TV OTOMWY XUTEC
oL EVEITELS LLE TV TELRX TOUG petadidouy

NIKOZ AAEZIOY THE END

KO T EUYEOLOTA BLoduote, emPEVOVTOg
CVUTCOYOETTH GTNY TRUTOTHTR NG
EVTOTWGYE. AUTO TO YUOUXTROLOTING
eivor tpooptauevo vo eEapaviabel
opyotepa. ‘Hve ovéxdoTo mov to axodue
Yior SetbTeEen (OPL HéveL OYEDDOY dopaLpo,
pta Beorpue mapdotoorn Sev Bo emitdyet
TOTE TRV SEUTEPT QOP& TV EVTOTWOT
TTOU pog Cupnoe Ty Tpwty. Bivon
HEMOTE SHOXOA0 Va TopoxIYNooVUE Evay
evixo va Eavadiafdost ge Alyo éva
B, 600 oL v TOL GpECE TYHY TRWTY
popa. To otoryelo Tou véou slvol hvtote
mpobmdheon tng amdinvors. To mond(
Suwg Bev xovpdletol vo armortel o Tov
eVAALXD vor Tou eTtovoAdBer évar oyt
oL ToL €yel Sefket M mou €youv Ttaltel
pnedi, pExoL mov autde eEovbevampévog



apveltod, xot ov xovelc Tou éyst Suyyndet
pLo @poto totopic, 0£AerL rddL xon

TAAL va axovet Ty Bla totopion oyl
YLOL UL VED, ETRUREVEL GBLCWTTO TNV
opoloTnTa TN sTovaANDTE 2ot Sopbver
®Gle oddayy), Yie Ty orolo suldveton

o Sunyytic, pe Ty omola Békel lowg vo
TOU Qovel apectdc. Avtd Sev €pyetol

oe aviibeon mPOG TN CpyYn Tric Noovig
elvar ohogpavepo 6t 1 Ga n emavddndy,
N ETCVEDRETY] TYG TRLTITNTEG, omOTEAEL
ueoe 7oy ndovig. [...]

[ledg ovvdéetal dlws TO 0PUIXG UE

TOV HOUTRVRYXOOUO Yo ETtavGAndry;

Ed¢ mpémet v mopatypfioovue dr
gyovpe @idost ota (yvn evdg yevirod
TVLELoUNTOE TWV 0Py, (Twe Ko

x&be opyovixhg g, To oRoio pEYDL
ofuepa dev éyel avoyvoplobel xobopd

- N TovAdyLoToy Bev Exel Tovialel prTd.
Opum Ba Arory Aotmdy pror evdmTopxTy
otov Lmvtavd opyovioud mtieon yio

TNV CROXOTOOTUGY] (LOE TTOACLOTEDNG
KOUTHAGTOGYG, TNV OTOLX GUTO T0 EPLO oY,
VTG Try ENLEEOY) EEWTEQIHGY SLOTOOAK WY,
avoryrdobne vo eyxoatoieidet, dva eldog
0pYOVLXTG EAQGTIROTITOG 7], OV TIOTLULE
rovele,  exdihwon trg adphvelts oty
opyovexy) {oon. [...]

Av 0 0t6y0¢ TG Lwnig Mo pLoL XOTEGTOT

wou Sev gyet emitevybel mote peype
Twpo, autd Yo epxdToy os avtibeor
TPOG TYY CUVTARPNTIXY QUGY TV 0DUOV.
ZTNV TPOYRGTLIROTITO TEETEL ver E{voit
UL TIOAOUE, XUTAOTOGY GQETELOG, TRV
omolc To EUPpLo OV XATOTE eYruTEASLdE
KO TV OTOLO TWEO ETLATPEPEL LECK
omd GAove Toug Spduoug g eEEMENS
Av propotpe va dexfiodue we sunapio
ywpls ekalpsoeig Ty WEx dT dho To
gppova dvta webaivouy yio ecwTepols
ASYOUC KOt ETLOTREQPOUY ATV CVOPYHVY
HUTAOTOOY), [LTTOPOVIE HUL v TOVUE
amhtde Etoyos g {wig evat o
favatog, xal avadpopixd: Ta dduya
vmhplav woew Ta epuoyc,

SIGMUND FREUD, llépay 05 apyfic g
ndovic, ptep. Asutépng Avayvidotou,
exddoeig Enixovpog, Abfvo 2001.

ENANAAHWH II
{n amoxardoraoy ms Svvatdmras)

Tt

T

efvor pla emovéingm; H vewtepudtnra
onpodelTnxe 070 TETTEQLS HEYHAOUG
CTOYOGTES TNG ETOVEANPTS: TOV
Kierkegaard, Tov Nietzche, Tov Heidegger
wet Tov Gilles Deleuze, Kow ot téooeptic
anédetEay 6Tl 7 eTavaAndy, Sev elvar
ETLOTEOPY] TOU THUTOOYULOV, 1] ETLATPOPY
7oL {8tov wg exel. H ddvaun xot 1 yaon
g emarvdAnding, 1 xcuvotouio oL aLTA
pEpet, efvon 1 ETLOTPOPT &g SuvaToTTo
exeivov mov vrfpEs. H emavdangm
ooxablotd ©n SuverTéTnTel GUToD TOU
vk, 1o xoltoTd ex véou SLVaTS.

To va ertovohopPdvete éva mplypo
onpadvet vo o koot Eovd Suvats.
Ko £86) Pploveton n eyyltyta petakd
NG ETavEANPg xon ™G wvApng. Froet
oOTE ™ VALY LTTOPEL VoL XarTooTHoEL
axptfg (8o exeive Tov vrtipEe. Oo oy
évog egpradeng. H pviprn omoxobiota

v SuvatdTra Tou mopeibdvrog. O
Benjamin éBAsme oty pviun to vémue
pLog tetotog Bechoytig epmetpiog, dtoy
EAEYE OTL 1) GVYNOT] XAVEL TO KTEAEG
TeAhpES xaL o WAMpEg ateAgg. H pviuy
gtvon, xoTd ®AToLe TROTo, TO OQYOVO
TG TEOTOTOINOTG TOL TEAYLLOTLXOD,
£XEVO TTOL UTOPEL Ve LETUUOPPHOEL TO
TpoypoTiné o Suvatd xot 1o Suvaitd oe
mparyratind [L..]

eivo Ll ewovo. emeEepyRopEvT) HE
owTé ToV TPdTo aTd Tig SUVGELS TNG
emtavainmg xat TYg draxomig Tt
cMAGLaL oty vt TeaEn g stbvag;
Mpéne vo emoveEetdooupe ed din

TNy Topadoclont) pag avtiindn yio

v éxppoon. H tpéyovoa avtiindn g
EXPEUCTS HUPLHPYEITE OO TO TEGTLTO
Tou Xéyrel, obppuve pe 10 onolo xdbe
Exppoor mpoypatontoteiton StoUecon
evée medium (eite eivon pio sidve, elte
lor AEEY ¥ dvar ypuduo) To omoio v
TEREL SLHADETOL OTry TAYPY EXQpoT.

H exgppuotin nodEn oAoxAnptdveTtal
dray To péaov, to medium, Sev elvoil
TAEOY xorTowortt we tétaw. To medium
Tpénel vo sfopontotel ¢ exeivo Tou
Brémovpe, 0T OMOALTO TIOU ERQOVICETHL
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Kot ovToveAGTol o8 autd. Avtibétac,

7 ewxéve ToL 1 eneepyaoio g éytve
BLoUECOL TG ETLAVAADING KoL TG
Sroomiig elvor €vo écov, éver medium,
70 orolo dev eEawoviletol o aLTS oL
Bremovpe. Eival avtd mov Go ovdpalo
<<xa6(xp(5 j.léO'O».

GIORGI0 AGAMBENR, “Il cinema di Guy Debord”,
Guy Debord (Contro) il cinema, ed. E. Grezzi, R.
Turigliatto, 11 Castoro, MtAdvo 2001,

ETUPOVELS, 7] OVEYHY] TS ETCVOANDTG wg
TOOGTUTOG.

PAOLO VIRNO, [popuati tov wAdbovs. To
Lo QUEAVGY TWY oUYXPOVEY LopEeY [wic,
wrep. B. llaoadg, Dedpnon I B. Adfoc,
exdooete Alebdvipeia - Oduacénug, AlHva
2007.

HEYXIA
{ pia dvorodn ey Adkn)
To Abweg, o Ayiov Dpog g Oplodoticg,

ELVOL (L0 TTOAACLTTASTY T TOTTWY, Lo
TEASLO EVETNTOL PTLOYREVY; OTTO OYEGELS
son oovtiBéoetg, L autd elvor anapoityto

EHANAAHWH 111
{mpooracia kal avamapaywyLLdTyTa }
To moudi mpostateteTon uéadw ™G

eravdindne (1o idto wopopdiL G - -
Lt ©opd, 1o (Sto moyvidt, v (Buo
yetpovopia). Ipélean tng emavéinmg
slvor ULt OTRRTYYLXY, TROGTROLOKG

GRS TO COX TOU TROKKAS(THL oTThd
webetl xouwvobpylo xor anpoPAetto

[...] Eiyovpa 1 moudixy) epnetplo g
emaviAnding emexteivetal ®ol oTNY
gvnAuen eplodo, cpott CLVLOTA TNV XOELY
1Hop@Y rpootaoioc, exel wwov Asimouy

ot grafiepéc cuvnbietes, oL CLOLUOTLIXES
ROLVOTNTES, TO GPOLELXKO 'ﬁ‘Bog. Tug
napadoctaxés xowwvieg (av TPOTIUATE,
ot «Aoixh» epmelpiod), 1 600 eyoTTnT
oto mondl emoavéhndy €8ive ) BEon g
o€ o TOABTIAOXES oL oplpwpEves
popeés poataaioag o iog, SnAady,

o i xow T e, Tig cuvbeteg

TOL GUYHPOToLY o Lofalpo Twy
OLGLOTIXWY XOoWoTHTWY, Agv gupBalvel
7o To (S0 Le auTh TNV aVTILHOTRoTHOY),
ot emoy Tou TANHous. Mentpdy Tou
vil £yel avTixataotebdet, v emavaingm
ovveyiletot. O Walter Benjamin ouvérafe
o0Té 10 Bépa. ‘Edwoe peyddn mpocoyd
oty Tadixy] Al oo Fondued
moyvidiat, oty aydnn tou rtoudod Yo
THY ETCOVEANDT ROl SLVALY EVIGTLOE
TTNY TEYVNTY CVOTRONYWYLHOTNTE

TOU EQYOU TEXVNG TOV XWpD GTTOU
Sramhdbovtal véeg poppes avtiindng.
Béaauio motedouie, AOLTToy, TG UTTHPYKEL
oOvdea uetakd wov Svo aypeiny. Xty
TEXVIXY] GVRTIOPOYYULOTHTO ovotedvel
EVLOYLUEVO TO Toubixd altnua yLo
«GAAY Lo ©opdi», SNAUdN EgYETOL OTNV
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VoL TTpOYWpde and Ttomo o toro,
ol povaoTtApLl o8 LoVaoTARL, LE To
wéd, apyd. Ot omootdostg TEETEL va
SLEVDOVTEL TIROTEXTIXG XKoL (e PoplTTe.
210 Abwg Sev untGpyEL ETEVEANDY,
rovévag «otalubos tng meEpLhYnoNg
Sev emavoiopPaver Tov GAAOY, 0OTE
OTY GOYLTEXTOVLXY), ODTE OTOUS KUVOVES,
Kdmota otyuy] Pprtoxdpaote o2 pwolxi
meptoyf, oty Mowy [lavreiefovoe,
Afyo o wepa Eempofdiet o eApind
HoveoTNEL Tou Aoyetapion xol aTo
TEADG NG SLadpoung o ExTANXTIG
cepPuo uovaotol tou Xuhievdapiou.
Eda, mévw oty oy, avaduduevoe os
TOOKAVLXO TOTLO, 1500 TO HOVaTTARL TOL
ZrovpovixAta. ATé Ty dAAn TAELEA,
améuENUVO TEVe oty Bdicooo, dpoto
ue Bietiavd povootipt, n erBAntiny o
péyebog Zipwvog Hétpo.

oy mETpa, ot Nin kot oto ebug,
OTOL TORLO CVEROADTTTOVUE TnY AZEY]
wAedt g opbodoklog: «ouppmvios.
Apuovict Ty EEYploTody TRoyRETOY,
OepeAuddn evoTTa Ty TOAAGY. AMAG
LT ) evoTHTH Elvor et yioti o
xofévag Eépet vou elvor «oe novyaopd»
uéoo tou. I8oY 7 Beltepn AEEN #AeLBi
ou Aflw: nouvyeouds To Abwg elvar 0
TN ™G «Novyiog». AVox0OAY] ehhnvad
AgEy, pe aoon eTOROAOYIR, dYveaT)
oG xo aT0 AzElAdYLe Trg Kouvig
Arclifpng, TTov Ouwe 8 Yivetol To
atpfoio Tov oplddotou pvotixionod.
ESd onpoaiver yoAqvn, oAAd yoAhvy o¢
UTIEQTOTY] CUYHEVTOWTY, KC TROGOY .



Yrodewviel pia xetaotoay neeplug,
ohhG, e Npsiiog mov elvon aoTol Ty Ty
SpootniTyte TG xoxpedtde, [Tpdxettol
v ouyio, oA novyla Tng eowTeRLKf
%ol OSLE0TYS TTPOoEUYNS.

M tétoix Sukotaoy xevel 16 Abwg

oEéyaato. Mia yoAfvy Tou arobdveaal
VoL TEAETOL oG TEOoELYY] Kot
TEOTLLOVY, Hie novyia ko piae neeplo
eEOAOHAOOL TTpooNALUEVES OTNY
OUOPQPLE TWY TOTI®Y, TNG LusYpopinnis, g
opyrtextovirde Edw copfaivel to Bodpo:
oxpPog ooy va EMLOTPEPEL OTOV EQUTO
Tov o avlpwrog propel vo Eovarfpel to
BAZLLO YLOL TNV ESVOTEVLGT] TOL wpaioy
oL OAGYUPO TOU £XEL SwpLatel.

MASSIMO CACCIARI, Espresso, 17 IovAiov 1997,

OANATOE 11

{n wpyudmra s «avvmapios»}

Aev tedaudvet v odEnoy. H Twy efvor Sueh
pez. Ko o Odvatog Stude pog. Zodps
vie vor wefidvape: Zodpe pe oxond
VoL SLOaTOAOUUE, VG ATIOPECILE Vi
exbope zig yapov pe tov Bdvaro, Ty
Oovd), Ty amdAsto Ty TavTey. ‘Etot
oA Ta xepdilovpe. To Pplonops. Ta
omoAaufévope. Tmédoyore ' auTd not
YU GLTR, GYTES OTTOVTES, CTOMOXPLTHEVOL
RO CYOTTOPHTOL,

O aydvag pog elvol va @réowue oy
QEUSTTE TG «avOTTOPELNG» —va
xoToEtwfodue oG TG TWAS Hon ThG
XOPUQTic—, oty ehgubepic TG amaVTE D
TOPELg Kot Topouciog St THg
TOVTEAGNS OTAGEWS KoLl OETIOVTLOC.

OANATOT I
{opyeoedés)
Edyve 1o KePdh pov xat 3t Jpionw Adyia

APXIM. BAZIAEIOZ, AfSdc Ioadx o Xdbpog,
‘Eva mAnolaoua 6Tov xdouo Tov, Ex30am g
Iepdig Moviig Ifvpwv, Kopuég Aviov ‘Cpoug

vo Leoypoplow 10 g mod éptaoe o
To0To To Bouvd v dviiom tou BavdaTov.
Agtpetovve Ty 18€n TOL QUTOY
OVTOLYVOD, TOL THIPVEL TO PEYUAELD Twy
OTOVLETOTWY AOVACUSLOY T0 AouAoDEL
Tou, Totog Bo To povtaoTel, To AOUAOLSL
Tou Bovdtou. Bo pe enmaiEel dmolog
axodoEL vo Pploxw OTEvLO PR TO
Bavarrol Kow Todto pob epEAAETo, Hal
oe TotTo T0 onpelo W epspavey o Bedg,
vo. Bpeb epmpoota Tou Bavatou, gov
oyvedotou pou. Ki” ev tovtolg, xolbg
86 xOMMEQYLETAL OTLG CEPPES [LE TOTNY
EMLULEAELO xou Aortpetor —xo xofg
oxOBw vov to 8w Tto Bormd TloAlie
TN OEQPOG —ToV oVTLxpUTw Tov Bdvotov
OVOTTTUYUEVD HE OppT 08 TEADPLY,
povtaoTiléy Gvinon xon Aovioudlond,
B EXELVEL TR OXOUQWTE XOWULOTO, O
TPLKUMPLOTEG TTOPUAAOYEG —elvoil Goy
opyeoeldec. Me ndovi) otpayydet o MAlog
TOL PEITH TOL LEGH O HELVO TH XUTWYLAL.
T. K. DAIATEQNHE, Aoxnon atoy Abw, Hrot
Idaiwov vntixdy yio repididBoon Tov
Vpovg, Exdéoeig Tuapog, Abjva 1963,

2003.

QEATPO

{xoouucds ovvayepuds)

Miot peyédy undyeix aifovon. O tolyol
™, xelog xow To TaPdw, éxouy vTulel
e TéTolov TPOTo WaTeE vol YIVETaL EOXoAX
AVTLANTTO TTwe EVHL GHETOTUEVOL
—OTYV TOOUELWEWY] TIEPITITWOY] UE (UL
«HOAMTEVL»> EMEVSUOT-, TWE dNAady
ol migw stvot xETL GAND, KETL TTOL
ouYypdveg paivetal ko Sev QuiveTol.

Muo xovptive, Téve oty omola elvat
Lwypopropévn 1 Ddhaooo ~£vo. aREGUVTO
mEAdyog—, Ywpllel gov oldvy v ailovoa
ayxeddv ot uéon, ooyilovrog amd Tov
£90V TOLYO HOL XOTUATYOVTOS GTOV GAAD.
To Bpog g Sev Qaver péypl To TPy

Mmpootd o’ Ty XoupTive EXEL
Siapoppnbel pta *Meng aibovoo
Bedtpou: Lo OXW TTOU TTOOLOTGRVEL LULG
EHEOYIOALG OTtoL Bev UTAPYEL ToPd
ROVOV Gog LEYCAD TOPOTTETATLLOITO.
Sekid st apLotepd ou SruLouEYoLY
TR NILOHOVE NOPOVS KoL YLK
raatelo fedtpou Tdoy BATE v ywpéoet
Evol Kovours Koo,

Vi péon o ot ty aifovoo elvat,
wot mpeTeL va delyvouy Twg sivad,
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grinpdolstor, 0Tt SNARSY) KOAUTITOLY
x&moLe Ghhe Tov Sev TEETEL Vo
goivovror. Kuplog va npovgyeiton
Yofyopa, oy glvor Suvatdy, 1 evidrwon
Twg Ever 0ASXANpo BEaTpo €xet

otrlel uéoo 07 Evoy YWHEO AOYETO Xt
aouufiBaoto, xat’ opyiv, e To BEatpo.
To orowyeio awtd dev o elvon omicg
CRNVOYPOUPLS 7 oxpoleTind: elvor
otoelo SpouaToLEYLXG KL, GUVETESG,
Spaportiad. To (8o oxpog suuPoivet
ue dho to Sradpapatiloueve uoe o
LT To BEXTPO, Kot pHE TO YEYOVOTO Mol
pe Tov AGyo: nol ouTOg #al Exelva £Yony
TPOTOVTOG EVOY XOAUTITIHG TTROOPLOWA; -+
Spouy KL auTd OTKe 1 RoLETIVEL TY
oxnvig, SnAas? xpdPouv, Aéyovton xo
yivovtat yie vor xpofouy — éwg dTou

pTdaet v) attyp mou SAx Stoppryvidoviol

Kl TTOXOADTITOUY.

T S0 Bepeidddy Gy avtob Tou
Spépatog 1o xafnuepwd-nloypoeixd-
PECALOTIXG Kot TO QVELLXO-OURPOAIXG-
vrepPotind Ho mpéner vor rolfovron
eEwbnuéva o tor Sbo oto Eoyorte dxpo
TOUG HOTE X0 OTIE VO TEPLTTAOELS Vet
EYOURE L0 SEQVTAYTLXY TUTOADYLKY] TOUG
avoapdotaoy [...]

fZ10 TéAog] dro to Pdboc tov vroyelov
ovolyel SLETTACTo oTtOHCADTITOVTOG
TO OTEPEWRO OE XUTAGTOTY, XOOUXOD
SUVUYEQULOV, [éaa o’ dvor TavBoLpavLlo
TS EXHOPOVTIXOUS HXOUE Kot KUOPPX
oyArete. To odURmaY QPOVEPWVETHL OF
TANEY atoElon.

To 7o yryavtiaio xaw To TLO HTOXPOVITLHG
o’ Ghol Te TAROUGTO. LPEVETAL gty
x0pUPY; Tov 86Aou.

AHMHTPHYE AUMHTPIAAHE, H Néo Exxincio
Tov Aipertog. Mia Bearpus) avdoraon,
exSooetg Aypo, ABhve 1983.

OAIYWH

fAife: opiyvyw mElw, xatamélw, cuvteifn,
oryxove. Eivon pa Soxipoacion wou
emiPdddetar oty Eeviteia, o pNER TG
Sewtelog, ) ERLOTEOPY] MLOG TPLUPEETS
oxédve yio Tov xoopo. Apiveasal vo
0e TOPOGUPEL 1) YONTEWTIXT avivnor
TV YOVLWY, QPTVEGOL VO O8 ROECOUQEL,

68 NIKOZ AAEZIOY THE END

ueg ot HovaEld Gov, N JUPTOVOLY Yik
TOV TIHTEQQ, TN UNTEQQL, 7 TpLPEpdTT
oo T Tondid, v enmbopio evig Epwta
#HTA.. OAreg = elvon 0 ayabds Saipovag
TOU ETMLCTPEQEL oYY ZeviTelo: va
ETEVOTIHTOLGTEG HECH 0Tt TRV
TpuEepdhta. GAldg amd ™) pepld T
vooToAyics 0 Tovog vo etiotpsdelg
xamov cuyxkexpiéve (+ spleen: mévog
Lo oTEAELWTYC ETHOTOOMETG, YWl aToyo,
eEopla ywplc fetnh) povtooiworn spleen
= REQLOTGTEEO N oxndin).

ROLAND BARTHES, Tdie va fobue poti, Hopior,
1977, putepp. Nivog HiGdng, exddoewg Iotaude,
Abfve 2007,

KANNABOE
{70 meprdepeo war i eAevdeptu )
«H ydpakn evdg xowdBou (grid) wpénet vo

OUTOTEAEL [LLOL YOQTOYPHMPYGY TOL EPLXTO,
Oyt évay mepoptotixd d6po. O xdvwvoBog
efver evar TepLdépato SumAnuévo xotd
EVOY GUYHEXPLULEVO TEOTO, TTOL UTopEL
ovd oo oYUy Vo oAhGEel oyfue
ouLed — puo xivnth 0pTh, Oyt wat
avdyxny gofoph, Tou TH Lo oTiyp slvat
dzdouévn xot T GAAY sEnoaviletal kot
ovaagynuotiletor. Kale anpeio néve
oToV HAWOP0 amoAUPdveal pLol Loy
Lw#h.» (Cecil Balmond)

Topdt o xavvafos Tapadogiontd

GVTLUETOTILETEL g MLiot Myo 1] ToAD
HOVOVLKY] Xoptealovh Sout, 1 emavdindm,
TOL TOPAYEL AOYIXES LOPQES, YiX
namoleg olyypOoveg TTpoosyyioelg
amotehel Eva pégo eRtVONOYG
TPOBAETTWOY KoL RETHTEEPLUWY LORPHV
xal yopwy, Kobog dvptovpyodvtar xot
yivovron edmAcato e 7 xeNon 6A0

KO TULO TPRONYLEVOY TROYROULGTLY
OTTOAOYLTTOY, TE TAEYHATH QUTR
TOPELODPLVOVTOL HOL [LETHXLVOUVTOL
vie ver 031y ioouy O TEPITTAOXES OYE0ELS
KoL oLVBECELS.

0 xévvoPog gopddc Sev ouvotd tetopio,

givow yro dops) kot peAloTe TEToLa
TLOL VO ETLTPETIEL TNV avTlpaon petakd
TWY TTOLYELWY TG EMLOTNUNG KoL TG
TVEVRLOTLROTNTOS,

H Rossalind Krauss ypdpet: «0 xdvvofog



TPOGYEL TY) GLTH, TNV omtolor LahoTa
SLOTUTTWVEL W6 LUK LO0QT] Sovnong
Tov Adyou. H amdhuty estvnoio Tov
oW fou, N aTtouaio LEPEEYNoNS,
®EVTPOU 1) Eppoiang Tovilet &y povo
TOV OVTL-CIVOUPOPLNG TOU YHpaXTHPO
el —xuplwe— v améybeid Tov mpog

| oty 7 amopiunon— ivel o
SLCENILOUEVOS. »

ROSALIND E. KRAUSS, The Originality of the
Avant-Garde and Other Modernist Myths, The
siT Press, Kénpmpttl, Maooyovaoét, - AovBivo,
Ayyhio 1986.

v aonynuendmTe. O xdvvafog
SLRTHELEL TN YWERITHTA TN QUENG aTNY
TEPIHAELGUEVY, ERLPAvELE Tou xobopd

KENTPONEE
{0 kaMitéyvns ws ovyxodnTis)
H apyaio Aoyotexvict eival por Aovoteyvic

TOALTLOTLHOD QU TIKELLEVOD. T'La exelvoug
IO TOUG OTLOLOUG 7 TEXVY EEXLVE

ooy Eva ei80¢ apyéyovng ayvoTrTog,

o xévvapog arotedsl uBinuo g
oA TG EAAELDNG “orTlEvTog™ ToL
EPYOU TEYYNG, TNG TTANPOUCS KETOLAlag
QTTWTEQWY GTOYWY 0o Ty omolo
ovTAEL TNV LTdOYECT TNG CUTOVOULOG
Tou. [...] Kat evd o wdvwvafoc stvor éva
CTEQEGTUTIO TLOL CUVEXHIS HOL XOLTA
TPAS0ED TEOTO ETtavaVoKaAdTTTETOL,
amoTeAel TowTéypove —xol eE (oov
RoEGS0Ea— (o QUACXY Ty ortold o
xoAMTE VN cugldveTon Lo edsvbeplic,
[..] Kot gzot 6oy eEetdlovpe v
TOPELC TWY HKOAMTEYVEY EXElVWLY

7oL xoT eEoyhv apoottlnray atov
®Ewofo, UTopodUE va TodpE 6Tt omtd
TN OTUYR OV UTOTROTOVTEL GTY SO
aUTY To £pYO0 TOLE OXESOY oTOPOTA Ve
eEeAlggetor xon, cviibeto, epnhénetal
oty enaveindy. Xapotnptotixd
TREAGEI YU T TETOLWY HOAAUTEXVEY TTOL
yokpovy extiunong and Ty &mody auT
eivert oo Mondrian, Albers, Reinhardt »oe
Agnes Martin.

AMME AévovTog 6T 0 nGwoog rotodirndlat

TOUG ROUAALTEYVES ctuTOUG Oyt oTYY
TEWTOTVTEO OAM 0TV ETtavdindy, Sev
VTTOVOW XATL oW TiXd Lo Tv; SOUAELE
ToLG mpooTaltd ATALS Vo EdTIRTW OE
300 Opoue, TewToTLRIC XL EROVEANY,
xoi vex eEetdaw T oOTeLES Toug Ywpls
TooxoTaAfiets, yiortl oty guyREMELUHEY
nepinTwan o Svo autol dpot poLdlovy
vor gLvBEovToL pEoa oE Eve TmAGloLo
atobfntihsg owovoples, oveEdpTrToL KoL
apoiPaio vooTpilduevor, ToEOTL O
Eveig —1 TpwToTLTRIR— elval exelvog Tou
EXTULETOL XA O GAAOG —1) eTcarvaAndn

ulunong, 6mov v wipnoy dev etvor et
optopod avtiletn mpog tn Syovpyio. H
TpwToTLTie LToponoe Tote Vo exppoaTel
a6 Ty veetepunn Stdtadn opadoTiany
Bepdtov. Avil v' aroguvapuoiayoly
TOUG UIEOVLORO0G TG HIPNoNG Hol v
KOADTTOUY TLE TYES TS, EVYOPLETOOVTRY
ver ) Stahorhoty ko v tn Soupmilouy.
Tett ot yvdoteg Qo propobooy wévta
vor exTrficouy TS duapopeg petalt tou
VEQU EQYOU XOIL TOU TOALOD, TYV ERLTIVELGY
®otl TV TpwToTuTie oL éxpufe pa
EELTIVY ovaBLdToEn Ty avTiypoowv.

H avziypopy Tov ovirypoapay £3uve
TUYVE, oART Oyl mhvTo, B yynotdTepm
TOOYLLOCTEROTY T

ApTh ) voOTpOToL EPTOOE GT GUERL [LE TY)

Snpoupyio Twv xevTpnvey. Ot XeEVTpwveg
oy tpaTe Ton slyay ouppoupet crd
oA Tepyte. Koataoxevddovtoy

ATTO TCL HOADS BLOTETNPOBILEVE
LITOAE(LLUCITO TTOAQLEDY EVOLUGTWY, KoL

Y ENCULOTIOLOVVIRY TOLUAGTRAT MG, ATd
*EVTOWVES MOTOaxEDal oy poUYoL YL
BoUAOUC, TROUTTAGLGITOL KO GEVTOVLOL, TLOLE,
tomobetodpeve xdtw and to gopdpLo
TeV VTOLUYIWY, XKOAOLPOTH TEOAEULHEY
LYGVUETOY Yo TpoQ@ilaEn amd to
eyboued PAAMUOTO, OASULOTOL YLO TO
HEQGUAL TWY TOASULOTEY TorobeTodueve
néte ond TO KERVOS YL REOOTHTK o
T Suxpr? TP Ue to uEtaAio. Myt
KO TTUPRAYLES OPBYVOIVE UE REVTOWVES
motiopévog e B0t Kot’ avahoyiay
AOLTTGV, OVOLLAOTIHONY KEVIDWVEG KOt

TOL TCOLAUOITO EXELVE TTOU GTTOTEAODGOY
CUUTIATLO. YYOOTOY oTiywy Stapdpwy
TLOLTOV, oLPEGPT atiywy rapuéva omd
Sréwopo morAuato. Kot’ enéxtooy,
OVORLGOTOY HEVTPWYEG XoL Tor Teld
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xelpeve o guvtlBevtol pe ToEOUOLo
tpdmo. O Bavetopéveg TeEPIKOTES dgv
urcatvouy Adbpo kot LTOVAWS UEGA 0TO
xeipevo. Avtibeto, 1o amoptifovy ek
ohoxifpou. H Bidtakn twv xAspuévav
TEQLKOTKY otoTEAEL e TTOLGD, Kol ThY
mpwToTuTio, TOU KéVTpwva. Aev elvol T
midvia oL cuvBétouvy v Taptidoa, oARG
ot Béoelg Toug TTAVE oY oxoxtépn. Me
véo Btatetn oL TEPLHOTEG atonTOUY Evix
tedelng Sta@opetixd vonua and autd
mov eiyov opyxd. [...]

O tpomog, N orTin? ywvio, xpoPet (owng xaT

KOUVODPYLO, OAA’ Oyt ot t3geg. VAeg ot
Wéeg elval moAtés. 0,11 avoxcldnTours:
epelc LTTNPYE oAAG Bev T0 Egpope. To
xouvopyLo xplfBetol (pévo otov Tpdro
Yoot o Suatakng twy RaAldy ey,
ot TOAD Alyo ot o, [...]

O Nixog I'aPpiid Ievtlinng loteve wwg

dev vplotaton Gk StéEodos yio Ty
EXPEOON EXTOG ATO TV AVTLYPUPY,
TG yoopTye xo o éva apbpo mou
dnpogiedtie atig 22 defpovapiov
2002 avo évbeto Bifiobhim the
EAevbepotumicg. [...] ALBocoxépoco'rs
DVTLYPAUPOVTRG TIS ETOMWLES OLTTOVTHOELS
mov StoAgEope péoa amd Tov oweod.

H oxéy) pog pridvet £va epydyelno,
ouvtatptdloviag Savela amd GhAa
xefpeve. "Etol, énwg ypdepe: evbopowg
o Hevtlixng, évog AoyoTéxyng ooy xi
exeivov givol oLOlXOTIHG CUYHOAANTAC.
ETAYPOE KPHTIOTHE, To MyvoAdyio evig
omdvTog, exdooes [Idhg, Abiva 2005.

gBVOAD, QVdl TTACO OTLYILY TLEREQUOTREVD,
oBVEQY@Y XKoL DALXGY etEpoxAltov oto
peyoAbtepo pépog toug, viati v odvleoy
Tou evBeyouévor ouvoion Sev eEaptdTal
o 10 oxESLO TG oTLYRYG. OUTE GAAWGTTE
o Rovéve: Ao sdtxd ayédio, Al
eive T0 TUYOLO ATOTEAETUN GAWY TLV
SURGLOLEY TIOU TOPOVILATTKOY YL

TNV GVRVEETY 1) TOV ELTTACUTIOS TOU
oamobéuatog M TV cLVTAPNCT Tou e TA
UTTOAELLUATO THROTYOUUEVHOY HOTHOXEVGY
wol Staddozwy. To oOvoAe Twv pécwy
oL €yel oty dudbeay; Tov awtde oL
uooTopeder dev uropel vo oplotel and
gvor oyédo (rmpdeypa mou Bo mpotiméfete
GAADTTE, OTUC OTHY TEPLTTWON TOU
TeYVIXOD, T Unepkn thaev auvdimy
epyoAsity oo To L0 Ty oxedlov,
Bewpnmind Tovidyiotoy): xabopiletal
pévo oe oygon ue to Boalus mou siva
APNOLULOTIOVAGLLO, UE GAAG AGYLE How
YL VO LETOYELQLOTODUE TN YAGCOoO

TN HOoTOPLG, £Tetdh T ototyela

TOU GLAAEYBCY A SLapuidoyBnxoy pe
Bdom tny opyh T «OUTO TTAVTE RETTOL
propel vo xonapetoets. TéTowou eidoug
otoueln elval, ETOREVLIG, KOITE TO YiULaL
eEetSuesvpévon HPRETA, HOTE QUTOS

TTOU HOTTOPEVEL VoL 211V EXEL CVAYHY]
od Tov eEOTTALOMO 3oL T YVOGY GALY
TWY CUVTEXMLY, KAAG OYL T000 WoTE
xale atotyeio va mepLopileTor os o
oxpLPh xou mpoxrafoplopEvy yohon. Kéle
TTOLYELD AVTITREOTWREDEL Evet GUVOAOD
TYECEWY, TUYKEROLUEVIV COVELOL KL
SovnTiedy TEOKELTOL VL0 TEAEGTEG TTOV

elvoe Buvatdy vo ypnoworomioly yio
omoteodNmote wpdkeig oo mAalola evig
Tomou, [...]

H Swagpopd kot v opotétrTe: TpoxdTTOULY

MAZTOPIKH

{n ovdoyi vrodelpdteor)

Avtée rov paozopedet (bricoleur) pmopel
VoL EXTEAEOEL Evet HEYGAC optfud Epywy

Stxpopetixmy etdoyv oG ge avtifeon ue
TOV TEXVING, 08V EECDTE TNV HOTOGXELN
TOUG OO TG TEHTES VASE XOL TG
gOvERYQR TIOL TEENEL vor TTEopUEVTEL, xo
70 ool LTTOAOYILEL xon mpounbelbeTon
oTor LETPC TOL €pyou Ttov oyediddet:

omd TV Aol twy epYoAElwY, T0
TUUTIONY TOU Elvort XASLOTO KUl O XOVOVOS
1oL mouxwidLot Tou eitvor va Tor Bydile
TEQH «EX TWY EVOVI@Y», Snhad? 1’ évo
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TOAG xalupd amd o Topddetypol Tou
ovlptimou Tou pactopedel, Ag Tov
HOLTAEOQURE TNV BPU TG JOLAELSS:
ouVERAPLEVOS ard to oyedid Tou, 7
TEWTY TERRKTL evEpyetd Tou efva
»oTO00 VodEOULXT TIPETEL VO OTPOUDEL
TEOS TO Eval 10T CUYHPOTAHULEYD GHVOAD
OTOTEAQDILEVO (Tl GOVEQYO HOL DAL
vor xéver N vo Eavodvel Ty amoypooh
TOUC TEAOG oL XUPLLE, V' avolEeL



uoli toug évor eldog BlaAdyou yiew vor
®oTarypoupEL, TELY o eTASEEL TG
Thovég amovTACELS TTOV TO OUVOAD cTd
elvort g Oon v Tov SadTel avoUpopLXd
HE To TpdBAnuo ou Tou Bétat. Vi
OWTC. TOL ETEQORANTC CVTIXEPEVR TTOV
omoTeAoly o Gnoavpd Tou, To Ptk

yio ver xatoehafet T Do uropodoe To
sofEvel vou «OnUeVEL», CUVTEADVTOS

£10t ooy xabopioud Ve GUVGAGD oL
TpdxeLTee vo nptoupyiel, To omoio
opws 8¢ Bo SLapépel TEMUG otd TO
aOVOAD EpYOAEILY XOL LALKOD Topé LGvoY
600 opopd:. TNy eowTepiiy) Stdtaly Twvy
pepady, Todtog 0 Spditvog wiPog Lmopel
vo v vTooThplyre gt pio oovido
o Edato ¥ Pabpo, edypa mov ¢
ELOTIOLONOE TR VERD O TY] YUOAGSO TOL
ToALoY EbAoL. LTy TROTY REPIRTWoT
petpdet to uéyefdg tov, oty &AMy TO
UALS tov. AAAG ot Suvortdonteg ot
TOUOOREVOUY TIAVTOTE TEQLOPLOYEVEC
Adye g WLaitEpng LoTopiog Tov rdle
HOUPOTION %o AOY® OTL g xdbe xoppdTL
ekoxohovBodv vo uTdpxovy oToyeto
TeoxaboploUEve ROU OQELAOVTOL oty
CEYLHN ¥pTon Yo Ty orcla Tpoopilovtay
) OTLE TMPOOOUOTES TTOL LTEaTY] Evifiet
GAAWY YONoEWY. Zay TG OVOTOTLYES
uovadeg tov ubdov, Twy oTmoiwy ot
mliovol cuvduaouol elvot TEpLOPLOMEVGL
and To YeEYovis OTL elvor Suveloudveg
oG T YAGOoow, 6oL Ko Exouvy W
onpaoie rouw TeEpLogilel v shsubzpio
EALYLLY TOVE, ETOL oL TO oToLyEld oV
CLAAEYEL HoL YpMotLoTolel auTég oL
poaTopevet efvol «mpoTeTaévey, ATO
TV GAAY pEPLE M) omdpaon eEopTdTon
amd 1y SuvetdnTo TN avupetddeang
EVDG (AAOL oToLyElon Gy xevy Déom,
gtot hote xébe emAoyY) vo ouveRGyETOL
L TTAROY] cvaSLopYGvaay] the SOYg mou
de Qo poréiler ToTé W owTAY oL ElYE,
E0TO Xl aOPLOTH, OYESLOGTEL 0bTE KAl
ue %oy &AM mov o umopodoe ve
slvol TPoTWGTERT,.

Aev vTtGpyEL ap@Bora dTL xat O TEYVL-

%65 pwTd, epbaov 1) OTapEn evic
COUYOULAYTY» TOOXDTITEL Y| GUTGY
omd To YEYOVSs 6Tl oUTE Ta péoa odte

7 Stvaun odte ot Yveoelg Tou Elval
OTEQLOPLOTES XL GLTE6 TO OTL, XOTW GRd
QUTAY TNV CLEVITTLRY] LLOP@T, TROOXPOUEL
gE IO OYTLOTHOT (e TV OTolo efval
OVEYHOOUEVOS Vo ouvBLAAcYeL. B
TOALGDOE YOt TEL KOVElG OTL O TEXVLHOC
PWTE TO GUULTONY EVE) aTdg TTOL
uoestopeler ansubdveton oe Lo cUARDYY
uToAELULGTWY ovBpoTivey Epymy, SAadY
g’ éva uTO-GUVOAG Tov TTolTLGpoL. H
fewpla g TWANPOPopiog Selyvet dAAWOTE
1teg efvort SLVETS, XAl XETTOTE YEHOLUO,
vor ovaryBody ov mpoonaleteg ToL PuGLXOY
o’ évo glBog SuxAdyou pe ) pboy,
mpaype mou bo aufiove ) Stéxpiorn mTou
npoonabodpe va yapdEovpe. Qotdoa,

Bo. vTtapyet ThvTa e Stopopd EaTn

®L oy AdPet xavelg veddy Tou 6Tl 0
ETLOTAUOVOG TOTE Bev GUVBLOAEYETOL

pe v xobop @UoY, oA pe peoy
OPLOULEVT ROTATTOGT TG OYRETG QUOYS-
ToNTIoLOD, N onola xabopiletatl amnd try
totopiry] meplodo péoa oty omolo e,
TOV TTOMTLORG TOU #OL TO UAMO UETO TTOU
gyet ot Sudbeoy Tou. Ztov idto Palbpd

ue Tov dvbpwro 1oL wasTopsvEL, dTay
Bpebel pmpoota ¢’ évoy dedopévo atdyo,
dev givon ehetbepog vo xdvel oudimote
®L QUTOC TLPETEL TOLTOL V' CEYIoEL e

™V otaypo@n) evée mporaloptougvon
OUVOAOL DTy XKoL TROXTLHGY
TVOGEWY XU TEXVIHOY Yéawy, TO omolo
meploptlel Tig mhoveég MoeLs.

CLAUDE LEVI-STRAUSS, Aypiet oxdim, wtep.
Eto Kadmovptlh, exdooeig Homalnorn, Alva
1977.

MAYPO
«ZT Gvby verdg n elo” Spopeo ydape Tou

Bodov pabpos»
AIONYZIOE Z0AQMOE, «O Hopplpocs» (1847),
oto Hovjuara, exdboeig Trapog, ABAva 1964,

OMDAAOWYTXIA
Argtévopol eyototinde ooy o Toudld

TOU ®OLGOLAXIVOVTEL Kot TeEARBvouy
e8, ooy & xeAoYEpLy, oL SLBalouy
T Grhoxoiic, To peydho Nymriedy, xol
épTouvy o BOboee peydies. Téoo mov
o Bopiady o KohafBpds opooioduyio
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THY OVORMTLOEY ETOUTN THY KUTERTTOON,
vt Toug yel evmobel, oo RehoyEpLe,
TOU TOLEVTR peg auveyeic av Stafidoouy
v Praoxcdio, o tdodve pe T pdTie
Toug, ooy 0 Mmuo, To Bed to vouobéty,
TO YEPL HETH GTIG VEQEAES APRTOVTCS

T0 AexdGhoyo, (e xEporto, Vg O0Eng
QUTPWUEVE. GTO UETWTTO.

T. K. DAOATZQNHE, Acxnoy otov Abw, Hroc
IpddAwy yprTmdy yia nepibafBacny Tou
Vpouvs, exudboeig Tuapos, Abfver 1963,

OPIZONTAE
O Martin Heidegger ovo PuAlo tov

The Metaphysical Foundations of Logic ~ -
(Bloomington: Indiana Press, 1984)
cvopEpst pnth Ty W8Ea OTL 0 0pilovTog
elvon evog TepixASLOTOS XWPOE, ARG,
onebdel kot vo amoppidpel v xuplopyic
g dpoomg oL LTOVoELTAL 6T GLVYOY
olofnor mov épovue yio Tov opllovie,
ToV 071t0l0 oV TIARUBUVOLOOTE WG
neplpetpo Tou omtixol uog Tedio.
Qoto00, 0 dp0C ALTOS TTOU TROEPYETHL
amd T0 «opitev» Sev elvat xortd xbpto
AGyo ouVBEBENEVOG e TNV HpEa X

™ Swxialnon oAAd onpolver amiog

RETL oL OpITEL, TEPLYRPUHWMVEL — EVOV
Teptistato yopo. Iptv yiver dpao,

o opilovtag sivor ovopo, QedyTrc,
eyrargotacy. Zouewve pe trv Beatriz
Colomina, pthdvrtog yio opllovtes xol
KOTOSLRALOVTAS TOV EXTOTUORS TOUE UR0
Tig oUYypoveg Teyvoioyiceg, o Heidegger
rpowboboe tov woyvpLopd tou Nitoe dt
«Ever Lwvtovd medyle Lmopel vor elvon
UYLES, SLVHTE XKoL TTUPOY YIS [LEvoy
droav mepLopileton amd évay opllovta ... O
GvlpWTog ... APEWOTHIVEL XKoL XOCTAPPEEL
[6Ttov] o yparpée tou opllovtd tov
BLoupuedS CANZLOUY ».

I.T.

OTPANIOE QOAOX
0 wotpovépog [..] Tov 0dynoe erdve

Swopggon uLog sAroeldols oxdihog ot
TO TRPATHENTAPLO KOl LeTd Tov £fyaie
EEw oY OvOLYTY) TUPATOO. O vl ARO
TOPYO LEAROY xLMALS. Mo mevtondfopn
VOYTOL WTEWVY KOl QOTROUPTEQH OTtd GA

NIKOXZ AAEEZEIQOY THE END

T aotEpLo, nepltéPoie Tov TovAtéapo
TOU UVO TETE, VLot TEWTY popd, riote(e
6t EBReme Tov ovpdvio BOA0 o bAn tov
TV peyohompémete. [...] Toyuvnuévog
O EVIDTTWOLOOREVOS EXAELOE Xat Tor GUO
Tou o gt H anepavtosivy énoe
va efvoel Loty TEOGTREPVOVTEG TNV
IXOVOTTO, HETOVOTOTG (LOC.

J. W. GOETHE, «Te ypdvio g pobnreiog tou
Tovhgdpov Mawotep», ato Opere, To. 4,
DAwpevtia 1951,

NENGOE

{n oxid Twv avTikeudvor)

O Opdivt, amoxdieoe v amodoyn Tng
aTtAstag evig Tpdyiatog TEvhoc,
avunapaditovtag 0 oy «nalfohoyun
ueAoyoAlo, SNAadN GTN VoHLOoLETLIY
T TLOY UE TO omoAecBEY avTixeinevo,

AEen vo poTioovue Tlg AETTTES GAAL
*plolpeg SLOQORES CVAUESH OTLS
3o otdoetg. Kot mpddtor o’ 6Ax
vo Stacouprvicoupe 6t 88y LTAPYEL
®ATL UoEBplo N TpopaxTind oF aLTHY
Ty «gpyagic Tou mévloug», N omolo
arjuetodotel por gupfoli vikn
v 910 @ofio ™ anwisiag. To
miévlog ouvdéetal [e TV QpoT evig
CVTLXELLEYOD GTO OTOLO 7] PEAXYYOMXY
GUTEQLROPT. TTXPCUEVEL TTROOKOAATAEYT,
HOL UE TOV TEOTO QOTO GVTLOTEXETOL
GTYV JPOY] TOU. TYNULOTOTOLDVTOC
RTTOPODUE & LTEOCTNEEOLUE OTL )
npdT othon onpadede neplocdtepn o
LOVTEQVO, 1] SEVTERT] TO LETHUOVIEQVO.
H mpdym acxifiine ot dipebvron
™G yeovxdTTag 3o v dedtepn oty
CUUTIORVOIOY] TOU YOOVOL T Eval SLOprEg
mapdv. H Srpiovpyi oo g
«gpyoolog Tou mEVBOUG» EMLTPETEL
TNV CVAHANOY TNG LOTOPLXOTYTOC
TOU AOAECBEVTOS aVTIXELUEVOD, )
peroyyoric g Statpnomg o eYrAaBilet
OTV CVOTUAOTHGT. LTY) LEARYYOALD,
obupwye pe tov Ppdvt, 1 Alumvto
OTTOCUPETOL oI EVOL CIVTIXELMEVO YWplg
vor petartelet o xamoto dhho. Avtileta,
«1] ORLE TOU QVTLXEYLEVOD ETIEGE TLHVE)
oTo £Y, T0 onoio Oo xptvéTov oTo kg
crrd évoy eLBind PopLo oUY o HTo



CVTIXELUEVD, TO EEXOIGUEVD CIVTIHELLEVO».
Me Aya Adyte, n peroryyorio sivor peo
Bobid amoTuyio: TG AVTO-XATAVONGYS.

0O @povt Sev Tpodfiedie pio xovitobpa
oYy onoln 1) LEAY oAl ol v «Epyoaia
Tou TEVHoUg» LTOPOLY VO XATHGTOHY
XOPLOOYN ROTROTOGY. LTT OYETIH
atoLdS0EY] Teplods Tov, 0 PEAXYYOALKOS
mivoxo XEmowou OTwe o Gustave Moreau
freoy eptdwptoxds. O APBag Toadx o
Zpog to Uérer Supopetind: «Keou dtov
dobel ot Guyn 1 Bpuy, emtaipstor v
suvtpn tou mévbovgs.

I.T.

ETENAXQPIA

H otevy] 08dc, 1 {wn o otevdtrnio = o
poppt) eBopiag, Omwe n Eevitele, odhd
uter sEoplo Téoo evdouuyn oL 0 xOoRog
Sev n BAETEL xov. Zogla Tov pEver
Gryveoty, supuia ou dev xotvoroyeito,
Lo¥) xpuEh, dyvora Twy AV YL ToV
aTdyn oL ETMBLEHE, GpvnaT g Bokog,
Bépabpo g otwrtis. Emonuoaive
T Erevoopuon, opyixd emeEldt; elvol
®OVTE ot Zevitelor kL Dotepa emetdy
QVTLOTOYEL CEUETH OTOV «TTEVS Yhpo»
Tou Téo: evdidletn Srorywy rporeévon
VE TEQVEC CTECpOITNPYTOC,
ROLAND BARTHES, [Td¢ v fobue pati, Tlapiot,
1977, papp. Nivog Hiadrg, exddaers [otopde,
AQRve 2007,

ITPIPOTTPIZMATA

liows va pov “ye cadéhe kuydia 70 puadd}

Ae o "yuve wepdoel Thve ard SO0 Aemtd,
TRV TOL XOULOTO XOTOAGYIETovE Eqpyind
wal Bpsbipcape ToALYpEVOL OE opEals.

H oxodva €xove proy amdtopn atpogt
TepBd, oL METHTNHE PTIPOGTE Toy
CLOTPOTEY).

Ty (St oy, To LoLYHENTS
e DdAaooag, Tviynxe péoa o
Ever OLOMEPOTTING FTRlYHMOM A
— VoL, POVTAToU TG TELONVES YLMGSES
Bartoprwy va opupilovve dAieg podl.
Topo POLoROUOGTON TTOV CPELCUEVD
#xOxAo, TTOL LedVeEL TvTaL T poLEYTOX,
RO OHEQTNUG, PUOLKE, TS OF ULy
gty ber Bovtotoaps oty &fucao,

ROV EVEXK 7] TEOUEPT] TEDTYTO, TOU
TOPACEPVO Lo TRY, povaye Oopnd v
Eeywptlope.

To »aiit Asg xon Sev elye xobdhov Pobiopa

UES OTO VEPOS, EMASHE OOV LT (POVGXO
Tove atov appd. H 8eEud pov puravto
BoloxrGTove AV od T POLPTITER KoL
lepBd nog frrove To mERoyo. Yipwvitove
{BLog TEAWMELOG TOLYOG, OV GTELPOYLELLE
oVaLEoH O° EUAS KoL aTov opllovTo.

Mmopet v poivetot tapdEevo, (o THEo

TOD FUOCTONY oTol SOVTLY TS QOLPTYTOOC,
futwfa 1o aTdpayog Topd TGTE TToL

TN otpovepe povdyo. Mo kot To "o
TROEL OTThEaaY) Vo Y0ow ®Gbe eAnidea,
pov gpuye évo Levdho népog o’ Tov
TEOO TIOL UE TORUAOLOE GTNY o).
Doavtdlopot TWE 1 CMEATLIN UOL
Buvdpwve Te VEDOL.

TowG VoL GOL POVEL XOWNOoW —Uol GOV

LLAGUD ELALUOIVOE- dPYLOO VO OXEPTOUOL T
peycAsio Tou ATow éveg TéTolog Bavertoc,
%o Tt avdNTOg TOL MRGUY Vo SUAAOYLELOL
QWTO TO TLTOTEVLO TEOAM, TOL elvoit
7§ LoV, UTPOGTR 08 [LLO TOOY
afrofobpaoty poptupio ¢ Sovaung
oL Beol. Elpot oiyovpog mwg xoxuivioo
ar’ T VIPpOTH Lov, OTay T0 oo 6To
vou pov. Kot os Ayo |1’ émLace peydiy
TepLEpyeta Yo T (Bl T poveyTed.
Ewvtwbo v embopio vor xortdlo ond
roved to Pabuo tg, odpo won tdpa
mou Buolalo 1 Cwij pouv, x owtd

mou 1 E0APe fTove mwe ToTeé de o
pumopotca v eELoTopvon aToug ToALOLS
GUVTROQOUS LOL TOL YPLOY, T RLCTADL
mou o "BreTo, VN avzd frow, BéPouc,
ToA, TopdEeves 18geg Y fvoy dvBpwTo
oL Pplondtoave o TéTolo wlvBuvo —xor
GREQTIHO TOMAES POpEg A TOTE, Twg
TOL OTRLEOYTLEIoHOTH YOpL TELYDREL o
POLYTXTEN (OWG VoL Lou "Yove GHAEDEL
Aydne o pood. [..]

Az Bo Egydiow TTOTE TOV TEOLLO, TV

avaTplyiAa, T0 oROTLORG oL, xabig
xoltaEa Totydpw. To xoixt, Asg xot
HPELOTOVE, Tor YO T TOVE LTENYIEVD, OTO
pLod g wertnpopLde, e o7 Eva Ywvl
ue meAdpo mepiyupo, TEptotio Béboc,
oL T’ OAGOTPWTO ECLTEPLXS Tou Ba to
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Tonpves Yo oTEpEo £Beva, av dev tove
outd to Sonpoviopévo ximloydplopa
xt 7 WyEN Adudn Tov avédive, xobdg
T OAGYLORO QEYYAEL, ORd xelvn TNy
OTEOYYUAY] TOOTIC, ES TR GUVVEDD,
TAMUPLPCVTE L’ CAGYOUOO PKEG TOVS
xoTdpapovs Tolyoug wg to tploPabo,
®OCTEo, oY ATEAEUDTY dfuogo.

ENTIKAP AAAN NOE, H povpiytoo Ttou
Maeloroou, prpp. K. Hodti, exBdoetg K.
Kopovtlh, Abdve 1996.

IYNAETPIA
H Siodesetind etdva Sev avtiypdpet to

OVELPO OF PLCL XOTH TOV TRATO TOL
Lwyp@eou avamapdotecy — Toté Sev
iy Tv wpdbeon v e x&TL TETOLD,
Opowg pouv gaiveton 6Tt 1 Stahextiny
ELHOVO TEPLEYEL TiE OTLYRES, TOV TOTO TG
eLafloMig g eYpriyoporg kot mopdYEL
amd auTolE Tovg TOTOUS TY) LoPPh T1C,
dmee uta ovvaotpla [oynpatiletor]

oré ta otpagtoailovte otivuota... H
Stodextint; etxdve efval Lo Qo TRETY.
To tédte wpémet vo. ouAAnepdel TayiToTa
nofedg TEEVE GOV HOTEATTY TV
KEPOOVLOL ELXGYO. TOU OTO TOEO TG
avayveptotdttag. H didawan mov état
—X0lL (LOVOV ETOL— TEoxoAsiTon uropel
vor Adfet xthoo wévo yi' avTé oL TN
eTOUEYY oTLYRY efvan averavopButo
QTLOAEOUEVO.

WALTER BENJAMIN, ovoupépete oimd Tov Z.
PoCavn oto Walter Benjamin. H wepomoinoy
TOL anoondoueTog, exddoetg Mertaiyito,
Abve 2008.

Thpyay aoTEPLo oTov oLEaVl, &L
Alye. Aev Egpw mog fray 0 xatpds, Sev
®EUwYe OOTE CEoTUVALOUY XL A OV
aivovtay yeAve, O mpoxvpaices 6o
%L TTORLOHPOVOVTOY, NTOY SVUTTOMELHTO,
Yotfiyopc, dev Tig £fiemo ma. To podTo
6ho non Mybotevay, 6o xon Dépmewvey
xabog To motdp TAdTonve. Exel oty
oELpd ®OLLODVTOY GvEpWTOL, XOPULE TIOL
CUYHEVTOWVOY GUVAELS YLO TOV ODELAVO
péyfo xa o moyvidie. H Bépxo topo
8e vYAlotpotios, oxaTtavEPale YTUTTHLEYT
QUTTH T TEEOYHEVE VERXR TOU ALROVLOD.
Ohe goivoviay Apepa xat 1 oplydn pe
noxAwve. O Bodoooivog ayépog fizov
TELYDPW pob, Bev elyor GAAO xotupiylo
Ew am’ TN OTEQLE, O TL OYLULOLYE
HUTHPVYIO O GTEQLG OE [LLCL TETOLO,
wpe; Eida tovg gdpoug, Téoosptg Ghot

st OAoL poll pe To wAwtd eovipt. Toug
vsprtlor xohd ored moudi, ntpénet va toug
NEepat ®ohd, Ty AmdYELUN, NUOLY e
TOV TOTEQXK OV O EVE DYoL, ROOTOUOE
0 YEpr pou. Bo lelo aR’ owTOV Vo pLov
0 OEiYYEL |11 €voy TROT0 TEOTTRTEVTIRG
OYATENG, O TO LUCAG TOL £TpEYE
oadol. Mou efye pnabet emiong ta
ovopoto TV Bouveiy. AANAG éxovtac vo
wéve 1 oLTéS Tig onttaoies, eido enlorg
o QuTo oTed Tig onpoadotpeg, 1 Bdiaoon
POVTHE YEUATN 0T QUTES, KONHIVEG

ROl TEGOLVES XKoL, TL EXTTANEY outdpLor

xo witpuveg [L..] Ki o1 Povvormhoyisg
TOEO, VPBVOVTOY OF [ SLOEI KoL
adiaonoaty pale wlow omé Ty ToAY,

oL PWTLEG YIVOVTOY GTtO ¥PLOES, KOXHLVES
®L o ubxxives, yovoés. HEgpa v Ao,

Hray o Béuvol rou xafyovtow. [looeg
popég elyo avduel eva onipro povog pov,
Geav Auovy mondl. Kt £nstta and dpeg,

TO TEAOE
{ota ovvopa tov Saotiuatos}
Aowmdy Auovvae LEoa ot Papro LOU

oL YALOTROVOR TRV ot vepd. Agv
TpeBolon KOUTLE XL 7 QUEOVEPLE U
gocpve Toog o Péoa. Onwodymote

OTO ORLTL O TPOTOD THRUPPUANCE
oTo ®PEPATL LoL xorToboe oT’ To YNAG
mopdbupo Tig puTiég ou avodo. Exelvn

™0 VOYTO, UETE, OAX QUWTEWVG OTTO TG
UONPLVES PTLES TThve 617 BdAaoon,
GTY) GTEPLEL MKt TOV 0LPOVE, apUévLla
KE OAc To PEbRATO xoL TIS TtaAlppotee.
Toparhpnoo 7wwe T *OTEAD Lou Ty,
vTobeTw, Sepevo 1’ v adoua oTNY
HOLUTOTEUTG Pov. Zxabnia and

dev EfAerco oTNEIYAOTO XOUTILDY,
énperne vo to elyay aparpéost. Eiya
Lo Bépxna o Evar UTTGAELLLE ROUTTLOD
fowe, ToU TO XENOLHOTIOLOBo0 GTOY
TAnololo TTOAD XOVTE GTO QEAYTH 1)
Oty £voc POROG epYOTOY XOTUTTAVE
MO % pler eyrLEOBOANUEYY LaolvoL
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Béomn woL oY TIPVLVY] KL GXOVOTNHE EVOC
peyaAog xpdtoc. Hrov v advoido. To éva
NG Gxpo hroy SEREVO OTTY TTADEY X

" GAAO YOPL oo T péan pov. Mpenet
vex el amd wow avollel pua tpima oTo
TETWURE TG PRprUS, YU qUTO YOVETLoo
OVETHHAEDOVTHG TNV THTT, TG UE TO
gouyld pouv. H Tpdme ftay pixpt ko 1o
vepd éumonve apyd. ‘Oho Bo teheiwvay
TepiToL oF oY WP, exTdg av cLVERaLvE
xdett. Hicw thpo, ot Ban g mEdUYNG,
E ToL TTOBLo CRMOPEVE, Ty TTALTY
XOAOPBOAELLEYY GTO OBXO YEUATO UE YOPTO
TLOL TO YENOLLOTOLO0OG Kol Lot UotELtAdoL,
rotémioe A pov To npepwatixd. H
fddaoon, o ovpavde, To Bovvd, ot Ta
wnotd eveddmpon ket pe guvEbiuboy

KE WL LOYUPT) GUGTOAY XL ETertal W
EXCEEVEOVLONY OTO OTEQLLOVO. GUVOPO TOL
Sraothpetog, H pvipun pov Hpbe opudp
®ot PuyeT] Yoo TV LoTopic tou propel
voL glor, o totoplor dpota e T Lo
LoD, EWOL BiYKE TO ROUPAYLO var Ty
tedeudow ) ddvaun va ) ouvexiow.
TAMOYEA MIEKET, To Telog, yrtgp. M.
Actyovde, exddoere Awddvn, Abfve, 1990,

oz Lo «exBloppdvioy Tou JmeLoxod
xwoopov Boolopévy; oty yelpoTevio»

TCOL POLGLEL «vO TToEAyEL T Sixée TG
ovbryxeg, Toug duxoig g pubpole, To
S Tng SlxTLA ETMLHOLVEOVLOY» — Lo
owovoute eEetdixenpévey mpotdviwy Tou
footiletor otyy togoywy TOAACTALY
CVTLTOTIOY OE PIXPEC TOTOTTEG KOl OTY
peTOpopd cpyeiny Mp3. Qotéoo, owTd TO
eidog «Proteyvicg» Sev meptypdpet T600
gva Propoviad, i nAEXTEovird, oOOTHUA,
600 gvor 1Gitepo el8og mveupoTINYC
Snutovpyiog. O xedirtéyvng-SniLLovpyos
efye XATOTE TNV TUTEOTNTH XOL TNV
XUELGTNTIC TOU EQYOL TOU: OTERN, T
gpyooTAPLE slVol EXEIVR TTOU EYYUEVTOL
TG TROLOW.

Axdum o eTeBefoinon g pryobposg

ToL techno craftsman (teyvo-yeLpotéypm)
E0YETOL VoL TROGWPEPEL 7] TOPABCEN
QO POVIGTINY TPOGEYYLOY] TTOU GUYVE
cxoAovbody ot «Blot aylwv» Twv dj
RO TNG NAEXTOOVIHAG LOVGLRAG. Agy
uropel xevels vo unv mopotrefost o
Wiaitepo evBlaQEépoy TOU LTTAEYEL YL
TLG YELPOVOULES, TLS PLYOVPESG HOIL TLG
ougtutés wowvotopieg wov Pocilovrot

ot Yphon (ot Guyvd THY XaTdypon)
{o «dvatos tov dyuiovpyot») NG TEXVOADYLOG GAAG 2ot Yo Tov pOAD
To mveduo tov do-it-yourself £xel XOTREOVGG 7oL TOLlEL 7 TOYN KL ) ELONUATLHOTYTCL.
mpoodnosl xamole ainbopdvela oy [...]
Bepotiny Tov «BavdTou Tou druovpyotn. Ot gupfdosig Tov KLELaEYOdY ot AUTS TO

TECHNO-CRATFTSMAN

Topmiéovtag pe Ty ERmveEnan Tou
XLVAETOg Toovy, evloppdver 1
dnprovpyL] cutodlayeipton kol To
«UOOTOPELOTH» EVEH TRUTOY POV
gyxatoheinet Ty 18Ea TG €% TOL
unbevée dnuovpyiog. [...]

Mmopetl aogoAvg v vmomteufel xaveic ot

TOAMES Ot TLG TEOKRTIMES HUTES AUTTALG
eTteXTE(VOLY TN POUOVTLIY PLyodpet Tng
WBlopuioe oe pa Siapopetixy poper. H
ovvupie, wotdoo, Taber vor amoTeAE]
L0 OTEOT]) CUTOPETKELNG TOU BNULouEYoD
6Ty c0ToG soponvileTon teAsing Tiow
IO TO MYOTLGTNUE TOL, N GTOY HAVEL TNV
gnxéte EUBANUS Ttou. [...]

Av o dj elvon €vag «Tevitng ToL Yovtal», 0

KOANLTEXWNG TNG NAEXTOOWXY]G LOVOLRYG
HETEYEL ae TOAL peyaAdTepo Palyd

el8og elvor TOAD o wovta oe exelveg
™G (g Twy XOAAITEXVEY TELY oTTd Ty
ETTOYY] TOL HOVTEQVOU, OIVLTPEXOVTHG

gV SPEVPETN TWY SLOPEPWY TEXVIHWY
RO TEXYOTPOTILOY, TTOpG O EXE(VES TOL
eidoug Tou avopEpeTol 0Ty «LwH ToL
ouyypapE». Edt 0 «Proypoptapliss
ropopepiletor teheing and ™y
repoortdbero avédetEng Touv TEGTOL PE TOV
omol0 0 NCAMTEXVYG EVvTaooeTOl O Ve
TEXVING TACLGLO XONOULOTOLIVTRG RATOLO
vAd péco — dnAed g ovadeEng g
TEYYNG TOL LEAAOY Topd: T LdlopLiog
Tou. Omwg GAAmoTe ®ow xoetd Tov HAalvio,
Tov Vasari, 9 xot tov Winckelmann, to
owvexBoToAoYLiG ototyela Sev propody
v SLopwEtoTody xortd Ty eEgtaoy

TYC TUROEAELONS TNG TEXVNG KL TWY
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reyvixady tng. Heploobtepo and to. (Sro
To gpye, elvor o Sradaoies, ot tpdmol
exTEAEOTG —UE SVO AdYLE, 1 TEXVIHT— TOL
mpoadlopllovy Tov xetplath. Kot to £ovo
Sev elvor THo0 TO TEOLAY TOL OPEPTOS 1)
TOU OYESLEOLOD TOL *OAATEYYY H00 Ui
TREGETOLTY TV YELPOVOLLLIY TOU.

ELIE DURING, «Owetomoiicels: ot Bavorotl tou
SHLOLEY0D OV MAEXTPOVLKY} LODGLXT», GTO
Chrisiine Von Assche (emuL.), Somic Process. A
New Geography of Sounds, Actar, Bopxedadvy
2003.

(Aomopptep, To eAAnvud xaioxaipt),
ouvavioe T AEn mou Ty EPahe

oe Aertoupyla. Tro Ayto ‘Opog
HOWOBLOHEG [ROVES + LOVUYOL, CLYYEOVES
CTTOULOVOUEVOL XOL gLVEESEPEVOL UECH TE
ptee optopévy) Soun (tar ototyela avtig
g doprg Ba mepLypdgpony ev enliétw
xpovw) = 18L6ppullucg cuvabpoioets.
Kébe vronsipevo gyel Tov Sud tou
pLlud.

HNpémer vo xotoAdBoups oA TTog YL

var DTGRPEEL PavTacinoy, TPETEL v
vTdpEel o oxnvh (gevépro), Snhadi

gvag toTog. 0 Abwg (Orov Sev €xw Téer
TOTE) TPOTPEQPEL Evar Uiy EedvmY:
Megdyerog, Tapdton, Bouvs (Uéoa

$ANTAZIQLIH
{H xowdmta tov Adw} "
Mo povtacianay (TovAdtotoy 6,1

£Ytd OVOUGlo ETOL): Lot ETLOTPOYT
emifupiay, etxdvwy, oL GTEUPoYTLEILQLY
ol g Péopvete péon oo, RATOTE
yioe Lo TwH OAOXANOY], Kol oURVE
OLTEORPLOTHARDVOVTOL LOVEyo PETe.

ord plo AEEn. H AéEy, peilov onuaivoy,
ouvayetaL ot T Qovtooiwan, xaboe
BoAtdooxomotue. H BoAdooxdmnon trg
Héoo amd To SAYOPN GTHPCYLLTH THG
yvang: n épevva. ExpetodAe0diocte T
paviooinoy ooy uralBpo opuyeio.

e "ugver ) povtaoinon mou avalyrobon

dev ouvdedTay xalbdhov pe To
OVTIXELUEVO TWV OO TEAEUTOLWY ETWOY
(tov «epwTiné AdYo»). Aev empdxerto yin
LLOE EXUETAAAELGY Lo povtasinang (#
7 Toppinoy). B3¢, dev sivor v Toupiowon
Twv 300, o ctovel ouluyids Adyog Tou
émetal ~DoupoTOuDYE— TOU EPWTIXOD
Adyou. Efver e oovtaciwon e,
tpdrou Lwfig, eldouvg Lwve, dtaitne.

O0te Suixde, odte TAnbuvtiée opllpdg
(ouAhoyixdmTa). Kt gav poveaEid wou
SLOKOTTTETOL PE HOVOVIOUEVO TPOTTO: TO
TopdSoko, N avtioaaon, n amoplo pLog
ROLVORTALOGOVIC TWY OTTOGTROEWY

— 7} oUTOTIO EVOE COOLGALGLLOU Tty
arootdoewy (0 Nitoe xével Adyo, oc
eTtoyEg Tou elvon toyvpeg, Tov Jev elvor
oyeiuleg, 6mwe 1 Avaygwwnan, Lo evo
«réfog g amdotaangs). (Oio aotd,
a6y 1ortd TPOoEYYLOT.)

AuvTh 1 pavTacianoy, Aoy, pe TV

euxatpion Lo TLYRLOS SVEYVOoNG

NIKOZ AAEZIOY THE END

oTh POVTaGLWTY, olVoLUE XEROoL
mpdypoter 36, T Beowtatd, Ty TtioTn).
Kata Bébog, mpdxertor yvio éva Tomio.
BAgrw Tov exvTd pov exel, dpn axpn
og o toepdton, 1 Sdhaoca TEQH, 0
Asundg aoPag, pov éyouv Slabiéce Sto
SwpdTio yior epgver xoit dhAa. tdoo yia
ToUg PIACLE 10V, Oyl TTOAD PoMELE Mol
teer euxotpior yioe atbvaEy (BrBhobhxn).
Mevraxdbopn paviaciuan Tou amaielpst
Tig SUOROALEG, Ol OTIOlEG TTPOXELTAL

vor EERNSN00LY GaY QOVTRGILOTO

(toito: TaVL-%ETw TO avTxalLEvo

Tou podhuctos). «IStoppubiios,
«t3toppLBLog»: Ntay v AEER oD
uettAAaEe ™) povtaoiwoy ge Tedio
Tvhong M’ auth T AdEn amoxtobon
npocPoon ge TOAYIOTE TOU HITopoloa
vor uéBe. [...]

Méxpt Ty oty neplodo, puude

dev onuoivel ROTE «pLBUGE», ey
LONGULOTIOLELTRL i Ty TEPLOBLI
®iynor Ty xopdtwy. H éword tou sivow
StoplTh) LOPPY), (VOAOYLXY) OTTELRGVLOT,
Bopexs Suabeoyr ToAD xovTd OTO oYU,
®L Opog Sroipopetind. Tyiuo: otabepy,
DAOTTOLNUEYY] [LopeT, Ttov Tiheton wg
avuxetpevo (dyoipa, ayopntig, eLyode
™G KopoYpapiag). Xyjua + Lopgi, oe
TERITTWGY oL anod{deTon o xaTL
XIVOOUEVD, HLVITO, PELGTO, LOPPY oTOY
mov Bev gyet opyovier cuvoyh. Puludg

= MPHTUTO PEVOTOY oTotyeion (ypdppa,
TéRAOS LYPS), CTOTYEDLEL, EVUETEPANTY



popey. Ztn Bewplo, o WBialtepoc Tpdmog
TOU XVODVTOL TO HTORA: SLOUOOQEoT
Ywpic atabepdtyro, xwpic puotky
VY RaLGTTON [ «00M» (TO povotxd,
Brhedd poviépvo vimuos TTAdTwy,
®iAnBog).

AUTY N STOUOAOYLIY] CVOLLVRLOVEDCY) (UG
ATOPEPEL:

1) ISwoppulpog, oyedév mAsovaopie,
oupod o pubpde elvar €€ optopod
eEoroptreupévoe: Sudxeva, 0dol Stopuyrg
TOU HWOBLHO, TOU TEOTIOL LE ToV OTolo To
LTTOXELLEVO EVTROTETOL GTOY Rowmvxd ()
PLOWG) HOBra.

2) TMaporopnh 0Tl EXASTITLOUEVES
poppeée tedtoL e o duxbozsLe, oL
aotabeic popporoyiss, oL Tapodiudg
xotabMieis % eEdpoele xovtohoyic, To
StopeToixd avtileto [og GUVTELTTLRYG
pLOLAg SLoBoyhc, aveALntng AdYw TG
pubutdords e Ernawdy o pubudg
TPOGEAXPE QLTS TO KATHTHEOTIXG VoMo
(Svrad Tov pubpd Lwihc Tov pérovg evdg
xowoBicy v Tou PuAcyYLETNELoL, TTOL
TEEMEL VO OVTATIOXPLVETOL PLECT 7 Ever
TETHPTO TNS HPOS TEPITTOL) YEELEOTAHE
vou Tou repocopTilel to (Sog: (Slog
pubudc, {dtog = pubuds.

Stov apyetumind g oo (AbBwo), 7
WBroppulipie onpoatodotel axepPag
TNV OVOAOYLOL TNG (POVTUOLBREYNS
XOWOTNTOG — CUTO LV TO TTAEOVEXTYUS
™e N xvnthpLe Sovauy g (o
epévar). Avohoyla = pLa ovrodoyia tov
OVTLELUEVOU. Agyrtextoviny., Beldv [ Nte
o [...]
ROLAND BARTHES, lu¢ vor fodue padl,
Hoplean, 1977, prpp. Nivog Hiddne, ExSdoeig
Ioteds, Abvver 2007.
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To épyo The End eivon apiepwpévo
o pvipn g EAdvng Akeklov.

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 11™-century Iviron Monastery in Mount
Athos and are presenting it at the Greek Pavilion.

Such a modular work, rich in meanings, does not refute
the conternporary; 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. OQurs 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
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COSMOLOGY

Yorgos Tzirtzilakis

“Thus is the heaven a Vortex passed already, and the earth n Vortex 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 alferity and hence the ambiguities of
the local scene and its dormant potential for contribution to the
international cultural discourse.

If there is one thing 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-fronencnta)? — 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, nenwrotic 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. of Architecture,

University of Thessely He
lives and works in Volos

and Athens.
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Yorgoes Tzirtzilakis

2. THE MINOR
Let us see now how all this is associated with the Greek rep-
resentation at the 52™ Biennale and why this attitude concerns
us. Alexiou belongs to a generation of artists who in the 1980s
extended art into the fleld 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-
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 exisfence —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 modern.
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.

NIKOS ALEXIOU THE END



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
through what he makes, and thus works on the return of the
refusal and on what Hélderlin 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 Geviert]®: “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 meditaticn 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-giving potential of a “poetic dwelling”
which appears to be more oriented towards what is absenf 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 Wholeness 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 (“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 infangible 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 the fact that one contemplates his works with discretion
and attention (prosoché). “Entrez Lentement” (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. (“No one has heard the phrase a raging
serenity”') 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 muotifs, 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,”'® 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 dia-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 Iviron Monastery in
Mount Athos (11* 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 soul and the strange interpersonal
experiences of monastic life in a place full of insinuations, which
Roland Barthes cited as a model on Comment vivre ensemble in his
lessons at the Collége de France. The poet Takis Papatsonis has
accurately described the behaviour of visitors to Athos as a “state
of incessant and almost always wild ecstasy”.!t

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 all — 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 infangible. One could define the mobile immobility
of this floor as a complex ideogram, a densely packed symbolic
system, a condensation of the Whole or what we call ‘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, 1 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 theclogical connotations, in sensu
stricto, and follow 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 theoclogy. We no
longer need to believe in God. We seek the ‘structure’, a form
which could be filled by various religious constructs but does not
need to be filled in order to be called ‘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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Yorgos Tzirtzilakis

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 Greel,
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
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"-century 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”.'8

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.”®

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 “postproductive™ artist is not an entirely new
phenomeneon, but part of a model of cultural 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 allegories of “copying”
push the already shaken boundaries between the abstract tradi-
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tion of modern 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 social 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 viz 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, ie.
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 modern and the obsolete. This
comes to both reinforce and differentiate the postproductive di-
mensicn 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

ONE

99



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”, ie. 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 bedy can explain.

I am saying this because I believe that the body of the artist is
always in a relationship of fension 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, ie. 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 thythm 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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Q. 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 ¢, 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 ceuvre of Alexiou and invests it with
histerical depth. Clearly, what is at stake here is the expansion
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 almost
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 factile 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 conversaiion 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 ALEXI0U: | was born in Rethymnon in 1960. One early
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, taking 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 Constantinidis, the lace where [ grew up:
everything there —seats, 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
still 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, Christopher Marinos is an
1979-’80 —and whom I saw later in Europe— were Fontana, art critic and independent
Takis, Tinguely, all that gang with the ‘space’ works. curator. He lives and works

cm: Weren’t you influenced by Arte Povera? Its impact on the in Athens.
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Greek art of that time must have been quite strong.

~a: 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.

cv: 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

The Image on the left, those who remain, the ones you really appreciate, the
Carpet 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 playfulness 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.

cv: 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-New York were like gospels. They are still very
important. Later, when | went to Austria, | liked Hermann
Nitsch and all those performance artists.

oy 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.

o 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 Greal Wave, 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.

cv: When did you come across Rudofsky’s book? A conversalion

Na: I was 18 or 19. Later, in Vienna, [ saw some contemporary between Nikos Alexiou
architecture in Europe, I got to know some architects whom and Christophoros
I loved. Richard Neutra did some wonderful projects in Marinos

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.

o 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 flcor 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 The Shining. The work for the Biennale, which
I've called The 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.

ou: 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 illustrated 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.

cv: 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 curreni. He
turns 4¢ 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. If 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?

mar 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.

od: And what is your experience of this work?

va: 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
t0 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 journey far away”. When I finish,
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after the dress rehearsal, completely knackered, 1 go home
-I didn’t even have a home, ] 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
1 realise I am under water, an almost completely still water.

T 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 ! left for Mount Athos. So A conversaiion

this work 1 am making now is a dark, black work. belween Nikos Alexiou
c: In a negative sense, you mean? Didn’t you say in a recent and Christophoros

interview that your work is positive? Marinos

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 fioor plan,
resembles the fleldwork 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.

em; What could be missing? Other experiences, you mean?

na: Not experiences as such. | believe that as one grows oider
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...

Naz 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.

cu: 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
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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.
The Image on the  om: But why do you feel you can’t grasp it? You must have
Carpet 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
throﬁgh 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.
cv: They are like the sponges of the metropolis.
~a: 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.
oM. 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.
“] 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 1 start

mixing them up, I’ll be confused and I won’t be any good on

either.

Recently, when I came back from Athos I went with my
friend E. to the café-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 long as they are faithful and poor’. And so it is:
you get the very best in this way.

cy: 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 sifleteli song — that’s exactly the right
rhythm.

cM: It is a work with astro-biclogical 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: 1 don’t know. | 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" 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. 1 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.

cv: How do you mean, exactly?

ra: Two experiences, The first time | went to Olympia and
walked around the museum, | suddenly 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 only 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 Olvide 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 themn 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 Diirer. 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,
The Image on the and then I realise that there is this guy who’s following me
Carpet 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.
cv: When did you make the Barsky works?
Na: | repainted Barsky’s drawings with this technique before 1
went to Athos.
cM: Where did you find them?
na: In a book. These drawings were what made me go to Athos,
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.
em: 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 Iviron 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. 50 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. 1
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, 1 say to myself, ‘tonight you’ll

do it, too — there is no getting away this time’. I go to stand
at the left-hand corner 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, fairytale moment. It felt like Heidi
flying over Switzerland and locking at the rivers and fields
below; suddenly time slowed down, I rose into the air and
the floor became Swiss fields, and 1 was Heidi. And that’s
what | 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?

~a: 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.

cu: 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

A conversation
belween Nikos Alexiou
and Christophoros
Marinos

TWO 115



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 [ saw them all at once. Not just saw them — 1
had had this personal physical experience of them. I used
elements and motifs from this floor pattern in a show I did

The Image on the in the gallery of Rebecca Camhi in 2003. I made my own
Carpet 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 invelves
some 100,000 tessserae. Some motifs were repeated, so they
needed careful counting. | 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.
cv: 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 507
oM: 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 FILOOR 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 fo the craftsman’s admirable wisdom.
It was with these words that Patriarch Photios described in his
10* Speech 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
rartog® {bottom] or Edapog® [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™ ¢. BC.® 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 uepuapoféTnua
[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 7™ ¢., 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% c. onwards
is a preference for geometrical subjects, particularly circle motifs
which can combine with other shapes or form chains, creating
various combinations®. 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 (pietre 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% ¢.'5,

There are some particularly illuminating references in written
sources on floors of the period from the 8" to the mid-10™ c.,
of which few specimens have survived, whereas the references
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about floor decorations in the centuries after that (11-14™ ¢.) 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" ¢, onward. The most important
examples include the floors of Desiatynna church in Kiev (ca.
996)", the catholicon of Ikossifinissa monastery on Mount Pan-
geon (ca.1000)%, St Sophia of Nikea (post-1000)¥, Panaghia in
Osios Loukas, Fokis (post-1033)®, the catholicon of the Nea Moni
on Chios (1043-1056)%, 5t John the Baptist in Stoudiou monas-
tery (post-1059)?, the Assumption Church in Nikea (11" ¢)%,

Dimitrios A. Liakos  the church of Veljusa in FYROM (1080)*, the southern church
of Pantocrator monastery in Constantinople (first half of the 12™
c.)®, the three-nave church of Kokkino Nero, Kissavos (second
half of the 12% ¢. ) the Taxiarchis of Messaria, Andros (1158)%,
the church of Zoodochos Pigi at Samari, Messinia (13™ ¢.),® 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 Krina,
Chios, the catholicon of Monte Cassino monastery etc,?

Added to the above indicative list are the opus sectile floors
from mid-Byzantine times that survive in several Athonite
churches: the catholica of the monasteries of Vatopediou (late
10% - early 11% ¢)%, Great Lavra (1020-1060)%, Chelandariou
(1™ ¢.)*, Xenophontos (11% ¢)%, Karakallou (11" ¢.)¥, Iviron
(mid-11* c.), which we are discussing here®, the main churche
of the Vatopedian Skete of Aghios Dimitrios (11" ¢.)* and the
church of the Chelandarean small monastery of Aghios Vassilios
(11" ¢.)¥. Moreover, segments of an opus sectile floor from the
late 10™ or early 11" ¢. 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 12* c. floors as
typified by that of the southern church of Pantokrator monastery
in Constantinople®.

Attempting a brief overview of the development of forms and
decorations on Athonite floors in 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, ete.) and are filled with marble inlays or
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lead. This decoration of Islamic inspiration forms part of the pe-
‘riod’s prevailing artistic trends, and similar themes can be found
in other art forms such as marble®® and wood sculpture®.
In the 18"® and 19* 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 ete.)*. An entirely
different picture is presented by another group of simple floors
made of marble slabs, with no artistic pretentions and usually
only decorated with a two-headed eagle in relief —~ a theme with  The Byzantine opus
both national and religious significance for Greeks in the years sectile floor in the
under Ottoman rule®*. Typical examples of this type are found in  catholicon of Iviron
the chapel of Panaghia Portaitissa of Iviron Monastery (1785)*®,  Monastery on Mouni
the chapel of St Andreas in Vatopediou Monastery (1788)" and  Athos
the exonarthex of the catholicon in the same monastery (second
half of the 18" c.)*,

The floor of the catholicon of Iviron monastery, with its various
exquisite and splendid marbles, as described by loannis Comnenos®,
is one of the best preserved and most remarkable opus sectile
floors in Athos, made as a pietre dure like most Athonite floors.
It is preserved in the main church, the lite and the chapel of St
Nicholas™.

The floor consists of individual compositions fully harmonised
into a whole. The decorative composition is largely 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 pillars, 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 omphalion®® 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 OMPHALION - 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, sro
ETEPEQEA TOYE ETIAOYE AYTHE + KAI EIZ TON AIQNA OF SAAEYOHIETAI
TEQPTIOS MONAXOZ - O IBHP KAI KTHTOPSY, 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. Lickos  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 deeoration 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 digchora 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 alse 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, swrounded 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 diachora filled with red marble, possibly
from Mt Taenaron, green, possibly from Larissa, and white with
multicolour veins. These diachora 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 digchora, follows the same princi-

Dimitrios A. Liakos  ples 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’liveliness 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
diachora.~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 simpler 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 similar 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-11" ¢.®8, as part of the ‘‘renovations’’ comrnis-
sioned by George the Athonite during his highly creative office as
abbot of the monastery (1045-1056)%. 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 | is more recent than the floor and may date
from the second half of the 11" ¢., 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 pentaomphalon 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 cross-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 5t. 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 Vatopediou®.

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. Al this points to its significance as the centre of the
church —what the texts call mesonaon™— and recalls the Ompha-
lus 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 5t. 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 different con-
tent, as a national and religious symbol associated with the hope
for the libération 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 fioor around the mid-11* ¢.” 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 lviron 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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ABBREVIATIONS

ABME: Apysiov Bulovtivev Mvnuelwy ExAGSog [Archive of
Byzantine Monuments of Greece]
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[Bulletin of the Christian Archaeological Society]

AnalBoll: Analecta Bollandiana

REG: Revue des Etudes Grecques

DOP: Dumbarton Oaks Papers

CahArch: Cahiers Archéologiques
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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 Il6poupag» (1847),
Homuata, Icaros Publications 1901.

BRICOLEUR

{Collecting remmanis}

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 ‘bricolenr’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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surpassing our capacity to comprehend.
J. W. GOETHE, Wilhelm Meisters Lehtrjghre, Opere
vol. 4, Florence 1951.

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

CENTRONS
{the artist as compiler}
The ancient literature is an imitative

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 siib-
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 Wilhelim 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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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 —but not
always— present a more genuine reality.
This practice reached a peak with the
invention of cenfrons. 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 centron 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.

[...]



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 Pavié. For instance, the use of
folk tradition in Pentzikis’s Fairy Tales
from the City and the District of Drama
reminded me of Pavié’s style, while both
of them practise a non-linear kind of
writing. [...]

Nikos Gabriel Pentzikis believed that there

was no outlet for expression other
than copying, as it was written in an
article in the Bibliothiki supplement of
ELeftherotypia on February 22, 2002.
[...] 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 CRETI0TIS, To Myvoddyo evdg
omdvrog [Menologium of an Absenteel, Polis
Publications, Athens, 2005.

DEATH 1
{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 te 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 [ lean

to peer through the opaque glass of the
greenhouse 1 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, Aoxnon orov Afw, frot
ImddAtov vamruedy yio mepidiifBooy tou
‘Opoug [Ascetic Life in Athos, or a neptic
guide for touring the Mount], Ikaros
Publications, Athens 1963.

DEATH 11

{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, ABfdc Ioadx o
Ztpog. ‘Bva rmAnclooua oToV XOOLO TOU
EAbbot Isaac the Syrign. An approach to his
world], Karyes, a Publication of Iviron Holy
Monastery, Mt Athos 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 reading
(Lacarriere, Greek summer), encountgred
the word which put it in operation.

In Mount Athos: communal convents

+ monks, at once isclated and listked
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. Athos
{(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. 1 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. [...].

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,
medifiable 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. Idiorhythmic — 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.

. 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 (Athos), idiorhythm

signifies the analogy of a tantasised
community -~ this is its advantage, its
motive power {to me). Analogy = an
ontology of the object. Architecture.
Cezanne / de Staél. [...]

ROLAND BARTHES, Cours ei Séminaire qu College
de France (1976-1977), Paris 1977.

GRID
{the necklace and freedom}
“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



S|

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

—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 Myths, The
siT Press, Cambridge, Massachusetts, London,
England, 19086.

HESYCHIA
la difficult Greek word)
Athos, the holy mountain of Eastern

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 Hiberty [...] 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

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: “sympheny”. A harmony of
different things, a fundamental union of
many elements. Yet this union is possible
because everyone knows how to be “at
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 included in the vocabulary of the
New Testament, but here it becomes the
symbeol 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
Pplace, 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 CACCIARL, 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
«0plewv, 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.”

YT '

f

INFINITY

{the vacuum tlluminated 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 thyseli,

138 NiK0S ALEXIOU THE END

In whatsoever regions of the same;

Even any place a man has set him down

Still leaves about him the unbounded all

Qutward 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 veid 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.
Lo, 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 small
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 cbjects also move which we
Can mark in sunbeams, though it not
appears
What blows do urge them.
[.]
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 little- call it, so to speak,
Mere changed trend. For were it not their
WOILt
Thuswise to swerve, down would they fall,
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 small
but crucial differences between the
two attitudes, and first of all 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 removal 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 fell upen 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 memory weakens and historical
conscience is disrupted; when a long
tradition no longer seems possible. Abbot
Isaac the Syrian puts it differently: “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, Acxnon otov Alw, fTot
IIpdddov varrdy yior wepididfooy o0 -
‘Dpovg [Ascetic Life in Athos, or a neptic
guide for touring the Mount], Ikaros
Publications, Athens 1963. N

i+

REPETITION 1

{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

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 astribute

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
conirary, 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 infernal reasons
— becomes inorganic once again- then we
shall be compelled to say that ‘the aim of
life is death’ and, looking backwards, that
‘inantimate things existed before living ones’,
SIGMUND FREUD, Beyond the Pleasure Principle,
The Standard Edition of the Complete
Psychological Works of Sigmund Freud,
Volume xvur, Vintage, London, 2001,

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;

REPETITION II
{the restitution of possibility}
What is repetition? There were four great

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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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-
tnally dissolves into the full expression.
The expressive act is completed when the
mediunm 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”.
GIORGIC AGAMBEN, “Il cinema di Guy Debord”,
Guy Debord (Contro) il cinema, ed. E. Grezzi, R.
Turigliatto, Milano 2001.

REPETITION 111

{protection and reproducibility)

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 mare complex and articulated
forms of protection: to efhos; 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 Granmmar 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:/fwww.
generation-online.org/c/femultitude3.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 Séniinaire au College
de France (1976-1977), Paris 1977.

ST MARK

{and the FEastern Church}

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 faithful?

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 frorh
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 Stefanja 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
lightning flash. The Then must be held
fast as it flashes its lightning 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 5. Rozanis
in Whalter Benjamin. H eponoinoy touv
anoondouctog, 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. [...] 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. [...]

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
efectronic system as of a particular regime
of authorship. One might say that, today,
it is the independent labels that often
tulfill 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. [...]

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 prolengation of his
gestures.

ELIE DURING, «Appropriations: Deaths of the
Author in Electronic Musics 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

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 dene 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.
DIMITRIS DIMITRIADIS, H véa Exxcdnoio Tou
Afuatog. Mo Geatpuei avéoraon [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

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
betfore 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 encugh 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

waters. [ 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 came 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, I had
no other shelter than the land, and what
does it amount to, the shelter of the
land, at such a time. I saw the beacons,
four in all, including a lightship. I knew
them well, even as a child I had known
them well. It was evening, I was with my
father on a height, he held my hand. [
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 I
also saw the lights of the buoys, the sear
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. I knew what it was, it was the gorse
burning. How often I had set a match to
it myself, as a child. And hours later, back
in my home, before I climbed into bed, I
watched from my high window the fires
I had lit. That night then, all aglow with
distant fires, on sea, on land and in the
sky, I drifted with the currents and the
tides. I noticed that my hat was tied, with
a string I suppose, to my buttonhole. I
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. I must
have pierced a hole beforehand in the
floor-boards, for there I 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 I used
as a cushion, I 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 I might
have told, a story in the likeness of my
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life, I 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 xenifeia, a rupture of xenileia, 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 xenitein, the
repatriation through tenderness. Thlipsis:
on the part 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 Séminaire au Collige
de France (1976-1977), Paris 1977,

TROUT
{the indivisible tradition of the world}
When I was commissioned to design the

Playground in Filethei I 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
[...]I studied the large and excellent book
of Perrot and Chipier in the library of

the Technical University and I saw this
similarity of everything in the broadest
sense, this inevitable match in the general
structure; as I say, for all the individual
differences the hidden ‘principles’ were
the same everywhere. Thus I came

to treat tradition as a uniform thing

that heeds the eternal principles (the
principles of tradition are constant, the
forms vary).[...]

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 Kast and West, North
and South you can see the difference and
the mythical concurrence. This constancy
was fundamental. The differences are
imrmaterial, the deep inner connection is
the essence.

DIMITRIS PIKIONIS, «[loudinde Kvimog Guroléng
1961-1864», ed Agni Pikioni, A. Bastas - N,
Plessas Publications, Athens 1994.

TOSSING AND TWISTING

{perhaps my brain was a litile 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 beat 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. 1 positively felt a wish to explore
its depths, even at the sacrifice [ 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 | 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. [...]

Never shall T 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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