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Laboratory of Dilemmas

Foreword

Greece participates in the 57th International Art Exhibition La Biennale di Venezia
with a bold and innovative adaptation of an emblematic piece of classical Greek the-
ater: The Suppliants by Aeschylus. Aeschylus was the first author in the history of
literature to pose a question of colossal significance: How are we supposed to treat
the foreigner, the refugee, the hobo, the vagabond? What is our duty towards the
persecuted, to those who unwillingly flee their home and seek protection in ours?

In Laboratory of Dilemmas, George Drivas elaborates on Aeschylus’s question
through a work combining animated image, sound and visual composition, with-
out yet offering easy and ready-made solutions. The Laboratory of Dilemmas is ex-
actly what its title suggests: A laboratory impregnated with the dilemmas faced by
The Suppliant’s protagonist, the King of Argos, when fifty Egyptian maidens seek
asylum in his city.

What shall we do then? Perhaps the answer lies in Pelasgus’s decision, who asked
the opinion of his citizens and highlighted the values of hospitality, humanism and
solidarity. And, indeed, the people of Argos agreed to protect the fugitives, by sur-
mounting their fear, standing tall in the face of danger and overcoming prejudices.

Thus, the dilemma posed in the Laboratory of Dilemmas is our own dilemma;
a dilemma which each of us must answer on their own. I am confident that we, also,
can take the right decisions today. But, first, we have to prevail over fear and disre-
gard prejudices; to prove ourselves bold and act in solidarity. Let us therefore listen
carefully to the dilemma posed by the work of the Greek delegation and may our an-
swers be bold.

Lydia Koniordou
Minister of Culture and Sports
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TIpoioyog

H EAAGSa ovppetexer oty 57n Atebvn 'ExBeon Eikaotikav La Biennale di Venezia
HE L1 TOAUNPT) KAl TPWOTOTOPLAKT] SIA0KELT) VOGS EUPANUATIKOD €PYOV TOV KAAO1-
KoL eAAnvikov Bedtpov: twv Ikétibwv tov AloyViov. O AoyVlog 0eoe yia tpwTn
(POpA OTNV 1W0TOPIa TNG Aoyotexviag eéva kohooowaio epotnua: Iog opeilovpe va
ovumepipepBovpe otov EEVO, 0TOV TPOOPLYA, OTOV AVECTIO, 0TOV TAGvNTa; IToo
elval 1o XPE0G [LAg ATEVAVTL 0TOV SIWKOLEVO, O€ AUTOV IOV eYKATAAELTEL ABEAA TOU
TO O7TiTL TOL KA NTdel Tpootacia 0To Sko pag omity

O Twpyog Apifag pe to Epyaoctipio SiAnuuatwv enegepyadetal 1o epOTNUA TOU
Ao VAOV pE €va EPYO TTOV CLVELAGEL TNV KIVOUUEVT] E1KOVA, TOV T)XO KAl TNV €1-
KAoTikr] oUvOeorn, aAAd Oev Tpoo@epel €tolueg kal eUKoAeg asmavtnoelg. To
Epyaotnpto SiAnuuatwv givar autod akpiBmg 7ov AEEL 0 TITAOG TOL: Eva EPYAOTNPLO
UECA OTO OO0 KLOPOPOUVTAL TA SIANUUATA TTOV AVTIHETOIMIOE O TPOTAYDVIOTNG
TV IKéTbwv, o facihag tov Apyovg ITehaoyog, OTav TeVHvVTa yuvaikeg amd v
Atyvnto {fjTnoav AovAo otV JIOAN Tov.

T mpémer Aowtov va kavouvpe ki epelg; Towg autd mov ekave o Ilehaoyog,
0 o7oi0g {NTNOoE TN YVOUn TV ToAltov Kt avedei&e Tig aieg g ¢priofeviag, tov
avOpwmopol, tng arAnAeyying. Kat ot moditeg ovppovnoav kat Eemépacav tov
@OoPo toug kat otafdnkav Opbot amévavtt otovg Kvduvovg, mapapepidovtag n
poaiArododia.

To SiAnupa Aowtov tov Epyaotnpiov SiAnuuatwv givan éva Siko pag Sianuua. "Eva
SiAnupa oto omoio mpémet va amavinoovpe o kabévag Eexmprotd. Eipat otyovpn ot
UITOPOVUE K1 EUEIG OTILEPA VA TTAPOVLE TI OWOTEG ATTOPATEIG. APOL OUW®G K1 EUEIG
mapapepioovpe tov eofo, adrapoproovpe yia ) pioairododia, 1owg pavovue ToA-
unpot kat aAAnA€yyvot. Ag akovoovpe Kl gueig OAot ta SiAnupata ov Betet to €pyo
NG EAANVIKIG CUUUETOY NG KAt AG SWOOVLE TOAUNPES ATAVTTOEIG.

Avdia Koviopdov
Yrovpyog IToArtiopod kat AOAnTiopov
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Epyactipto Siknupdtwy

Ol X XNOHIKEZ
EPIAY THPIOY O (ONXTOPIO
AINHMMATON

KaTeriNA Kozkina

Iztorikox TEXNHE, AIEYOYNTPIA EMET

O TI'wpyog Apifag €xet edw kat xpdvia eMKEVIPWOEL TNV EIKACTIKN €pevvd
TOL 0T HEAETN NG 0xéons dwToypadiag, Kivnuatoypdpov Kat KEPEVOU,
TepapaTifopevog ovveymg kat eEeAlooovTag TNy MPOoWIILKTY TOL ypady.
H mpdn vAn twv épymv tou eival aompdpavpes pwtoypadpies, KIvovuevn
€1KOVa, NY0¢ KAl Keipevo oe popdn didtitiwy. Oppopevog amd pa fabid
avdaykn va Katavonoel i ¢ ovoiag Tov KOOHo YOpw Tov Kdl Oxt aTANG
Va TOV avamapactioel, Kal diamvedpuevog amd pia €vrovny avrnovyia yia
™ SvoAettovpyia TV avhpdmMveV ox€oewv KAl TNV APOHOiwon Tov ovy-
xpovov avBpdmov amd kowvwvikd otepedtuna, emédele wG TEYVIKN TO
eyyevwg vpptdikd péco tov Yndprakoy fivteo, yta va dSnpiovpyroet Kivnua-
Toypadikés apnynoeig mov akpofatodv petald mpayparikdtnrag, pobo-
mAaoiag kat emtéieons. Odnyndnke o Stapdpdwon tov S1kov Tov KaAAl-
TEXVIKOV 1010UATOG, PE TT HOPPY APTYNHATIKOV KIVIHATOYPAPIKOV eyKa-
TAo0Tdoewv, 0VVOETOV EVVOIOAOYIKA KAl GLVARA AAK®VIKOV 0KNVODeTIKG.

TTapéro mov yia dexaetieg n téxvn tov Pivieo mpoomabodoe va amoota-
otomomfel amd tov kivnuatoypddo, viofetdvVTag TPAKTIKEG AAADV
puéowv (6mwg n ¢wtoypadia, n performance, axdépa kar n foypadixy),
11§ tedevtaieg dexaetieg kabwe drevpvvovtal ta Gpta Kat GLYKAIVOLY Ta
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véa péoa kar mAéov GrAp kat Bivreo eival S1adpopeTikéG ovopaoieg tov
6100 YnPpraxov péoov, ocvyymvevovtal kat ot mapadooiakés uébodot pe
T1g véeg. Video artists xkdvoov mAEovV €vTOvVh XproN KIVNUATOYPAPIK®OV
pefddwv kar ovppdoewv, 16c0 otnv Mapaywyt (oknvobeoia, oknvoypa-
dia, oevdpro/apiynon, povtdl k.d.), 600 kat oTnv mapovoiaon (peydieg
empdaveieg mpoBong, okotevd Swpdtia k.d.). H Chrissie Iles avapépnke
0€ auTO WG «Véa Kivnuatoypadiky atobntiky oto fivieo» ypddpovrag: «Qg
TPOG TN HOopd1 KAl TO TEPLEYOHEVO, TO Pivteo pipeital topa tig 1d1dtnTeg
01 0Tole¢ MAVTA APopPOoVoaAV ATOKAEIOTIKA TNV Klvnuatoypadikn tawvia.
H yprion g Aé&ng Pivieo wg kaboploTikod dpov yia pia GuyKekpipuévn
Teployn TG ovyxpovng té€xvng dev dpaivetar mAiéov ovte avaykaia aiid
OUTE KAl OYETIKN».!

Ot tawvieg tov Idpyov Apipa yapaxtnpifovrtar and dopiky avotnpdtn-
Ta, OKNVoypadikt otkovopuia kal kpatovv oe andotaon To meld kabnue-
pvo, TPoG OPEN0G Hiag 18eAAOTIKNG TPOCGEYYIONG dlaxpovikOv {ntnud-
tov. H Bepatoroyia tovg avravaxkAid e€apyng tov fabitepo mpoPfinua-
TIOUOG TOL €vavTl TNG €MIPAVEIAKNG EMKOVOVIAG, TNG ATTOROVWONG, TOV
dopov kat ¢ mapopuntikig 1 karevBuvopevng tomobETnong Twv ovy-
Ypovwv avlp®dmwyv amévavtt oe véa 1 Kat TaAld SIAppaTa mov mapapé-
vouv kaipta. Méoa oe ywpovg nheAnuéva ampoodidpiotovg emavapépet
{nmjpata mov amacyéAnoav v avhpwmdtnta amd v apyf g Kovwvi-
KNG TG ovykpdtnong, ta elooppotel peta&d totopiag kar pvbomiaociag
kat dtekdikel T ovppetoyn pag. H atpdodpaipa mapamnépmet oe Gprap vovdp
KAl VIOKILavTép kat aprivet tnv aiofnomn evog kKAILATo§ avTiKeHevikoTn-
Tag, alAd kat pootnpiov, Adyw g acddpeiag mg mpog tov xpoOvo Kat Tov
TOTO oL eKTVAlooETAL 1] LoTopia. Kotvdg mapovopaotig tov tavioy ivat
n ovdétepn, Poypt mpooéyyilon tov Bépatog, kabwng ta mAdva dpaivetar va
€yovv tpaPnytel amd kdmolov ovdETEPO TTAPATNPTTH, TIOL OTOYXEVEL ATIO-
KAELOTIKA OTNV amoKAALYT NG ovoiag Tov SIAHHATOS KAl oV, HdAAov
yla avtdv tov Adyo, €yel avTIKATAGTHOEL TNV TIOAVDXpwHN ovvaiodnuati-
KOTNTaA TG Kabnuepvétntag pe ovvbrkeg epyaotnpiov. H povoikn xat to
KEIPEVO, TIPOOWTIIKO, AOYOTEXVIKO N TNG KAAOIKNG ypappateiag, emnped-
Covv kaBoptoTikd TNV TTAOKTY TOL €pyOV Kal TNV EUTAOKH Tov Beath.

Ot fpweg tov Tdpyov Apifa, péoa anéd v meploptopévn dpdor Tovg, To
Swptkd kAl ATMPOOWTO OTIA TOLE KAl TNV ATIOLoia XPOUATOG, Aappdvovy
Stdotaon yAwootkol kodika. Oa pmopodoav va mapopolactody e TI§
pavpeg vOTeg piag ovvheong oe pia mapTitovpda, Ta ypappata pag ypadpo-
UNXAVHG O€ pia AeVKN oeAida yapti, Ta aompdpavpa movia prag maptidag
okakioV. AtpéowTot, ovvaleONUaATIKA HOVWUEVOL, potdiovy pe «avdpei-
KEAQ» TIOL KIVOUVTAl o€ «oLVONKeG epyaotnpiov», o€ €va OKNVIKS dypovo
Kat SuoTOTIKG, TAPATNPNTEG KAl TAPATNPOVUEVOL, EVE AVTIHETOTI{OVY
0épata kpiowa kat LoTikng onpaoiag.
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O Beatnig €xet tavtoypdvws B€on oLVUUETEXOVTOG, ePpOOOV TIpOKELTAL Yid
éyvn Bedpatog, kat mapatnpnTi/emnpnty, apov kaieitar akovola kat
polpaia va avtipeto iost éva 1 meploodtepa epoTHHaTa 1 SiAfupata,
UNV UTIOPOVTAG OVTE va ayvonoet Ty ainboddveta g Kivnuaroypapt-
KNG TPAYHATIKOTNTAG OVTE OUMG KAl VA ATIOAEOEL TNV LTTOKEIUEVIKOTN-
Ta NG VITOOTAGHG TOV, TIOL TOV TIPOTPETEL OE OLVAIOONUATIKT] EUTTAOKNY.
Kakeitar oe ovvBikeg kat ypdvo akabdépiotovg, amd dmov amovordlet
Kdbe mpoodioploTikd ototyeio mov Ba «xpwudrile» ovvaiobnpatikd 1 a
TAQLOIOVE 10TOPIKA TO SIANUUA Tov, va 1o emefepyaotel avrimapatifépe-
VoG, eVOeEYOHEVMG, e Ta Plopata Kat Tig pooiapfdavovoés tov. Voo o
eheyyOpevol, poothptlot kat Juypol pHotdfouvv ot YapakTipeg 0Td £pya TOV
INopyov Apifa, téoo avédvet kat o Babudg dvokoriag tadtiong tov Beaty
pe avtovg. [Tapdiinia, emetdy ovveldnromoiei i dev dvatar va Aettovp-
yel avermpéaotog and ta 6ikd tov Blopata KAl VITOKEIPEVIKA KpLthpld
oe Bépara nbikng td&ng kat apywv, to SIANppd Tov peyarmvet, kabwg dev
eivar BéPatog ot tov €xel amokaivpBel OAn 1 ainbeia, av dev mpoxket-
Tatl amokAetotikd yta aanbodpavi pobomiaocia. ‘Opwg, dtav mpdkertat yia
mpocopoiwon Lwng, ta dixjupata tibevrar ave&dptnra and v aiibeia
KAl KIVITOTIOI00V UNXAVIOHOUE EVO0OKATMONG, PLXIKOVS KAl VONTIKOVG,
IOV ava{nTovy amavIioelg.

O optopdg g Tpaywdiag avadpépetat otn Pipnon pag «mpdéems omov-
dalag kat teAeiag...» perabétrovrag v «mpdén» €€w amd ta kabnuept-
vd kat TomobeTdvTag TNy, HEcA atmd PNYAVIOHOVS VONTIKOVG, Juytkovs
KAl TeXVIKOVG, 0N odaipa g teAetdtntag pe v évvola tg amoivtng
oAokApwong.?

Ot apyaiot tpaywdoi €é0etav ovyvd SiAfupata oto kovo kat dpnvav ava-
mavnta epotipata. Aev diotafav de kar va avadeifovv evBéwg avibi-
Keg ) kat amotpdmateg mpdelg Twv opoedvmv tovg, dmws T Bvoia g
Ipryéverag amé tov Ayapépvova, t dorodpovia tov avijiikov Actvdvakta
otv Tpoia ) v tipwpia ¢ Avtiyovng kat mapdAinia va eEdpovv «Bap-
Bdapovg» mov eiyav BBo¢ xar ogfacud amévavtt oto dlapopeTikd, TO
«&€vor, dmwg tov Aryvmtio [pwtéa mov mapeiye mpootaocia oty EAévn
1 tov Aapeio mov éyee Tov Y10 TOL yiati dev oefdoTnke TOLG VAOVG TWV
ExMvov. H Bappapdtnta otny Apyaia EAAGSa 6ev ovvdedtav pe tnv ete-
pémta. Eixe apyntikd mpdonpo aird amodiddtav e€iocov oe ‘EAinveg kat

1 Chrissie Iles, “Issues in the New Cinematic Aesthetic in Video”, oto Saving the Image:
Art after Film [emp. T. Leighton xat P. Buchler], Thaokdpn-Mdvtoeotep, 2003, o. 140.

2 JEomw odv toaywdia piunois modEews omovdaiag xai tedelag, uéyeog éxovong,
HOVOUEVQ AOYQ, YwOIS ExXATTQ TOV EIOWV EV TOIS H0ELOLS, dOWVTWY xai 0V 0L drayyeliiag,
O ELéov xal pofov mepalvovaa TY TOY ToL0VTOY TaOnuUdTwy xdOagow» (AploTOTEAOLG,

Iepi oinzixiig).
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EEvoug w¢ vTOTIUNTIKGG Yapaktnpiopds.® Aev eivat katd ovvémela tvyaio
611 0 Atoydrog, péow TG avadopdg tov oTov yevvrtopa Aavad, avatpéyet
ot oxéon twv «Eévav» Aavaidwy pe tovg EAAnveg, vtoypappilovrag pe
AVTOV TOV TPOTIO TNV KOLVT] TIPOEAEVOT], LOOVOUIA KAl Loipd TOV avOpoTmy.

To épyo Epyaorripio Sidnppdrwy, ov Ba amoteAéoet Ty eAANVIKY €0vikn
ovppetoyy oty S7n Mmievdie tng Bevetiag, emavapépet éva SiAnpua mov
€0nke yia mpotn popd pe v tpaywdia Ixerides tov Aioyvrov. Apopd
™V mapoyn § oyt acvrov otig Aavaides KatoTmy andGpaonsg Twv apydv Kat
tov Afjpov. To diAnppa ovviotatatr oty emAoyn petald e ontnpiag tov
«&&vovur, Tov €pyetat va {ntioet katadpuylto, 1 ¢ «Bvoiag» tov yia ) dt-
ATHPNOT TNG EMATEIAOVHEVTS ATIO AVTOV AGPAAELAG TOV «EYYDPLOV».

Ot mapaAAnAiopol pe T obyxpovn 10TopIKTY ovykvpid, AOyw TOv petava-
OTEVTIKOV KAl TOL TIPOOPULYLKOV {NTANATOG, KE TN OKANPT OTAOT APKETOV
EVPOTIATKOV AA®V, LE T dtaxelpion evOG OLHAVIOTIKOV {NTHNATOG —KVPLo-
AekTikd {wnig 1 Bavdrov— pe amokAe10TIKd OLKOVOUIKOVG OpOLG, elval Tpo-
daveils. Onwg capn andvinon oto diAnppa amoteAel kat 1 dtapopeTikn
AVTIHETOTION IOV Pprkav kdmotot «E€vor» og eAANVIKd vnotd and avtd-
yBoveg, mapd v otkovopiky SvoTpayia Kat avéyeld Tovg.

H &evodoPia dev eivar épdputn. H dpvnon vtodoyrg tov «Eévour, Tov dia-
dopeTiko, TPoKVTITEL ATO TOV GPOPO TOL HOIPACHATOS TWV VAIKMV KEKTNHUE-
Vv, ave€dptnta av eivat mpoTipntéo Kal mo eLVYEVES va amodidetal oe avi-
Spaon oTig eMATTEINOVHEVEG pe AALOIWON TALTOTNTAG Kat Siekdiknon nbikdv
ayabov. O dvBpwtiog viiepndpavevetal kat Bempeitat pwag dtav aywvifetat
yia v mpootaocia g eBviKAg Tov TavTdTNTAG KAl TNG TOAITIGTIKTG TOL Tia-
pddoong, kabwg avtd tov evdvel ota pdTia TV «adeAp®@v» TOL Kat TovV
KATATAGOEL 0TOVG LVTIEPAOTIOTEG TNG TATPIOAG, EVKD 1 apvrTiky 1] Kat fiam
OTAoN TOL ATEVAVTL OTOVG «dAAovG» Sikatoroyertat wg dpvva. Kaveig dev
tov pabaiver 6t n tavtdtnta dev evioydetat amnd Ty KATATOAEUNOT| TNG ETE-
poétnTag kat oti, avrtifeta, n eniyvwon g TavtoTnTds pag evovvapovertat
aTod TOV OLYXPWTIOUO HE ToV dAAov, Tov dradépet and pag. Kaveig dev tov
S16doket 6Tt 10 YVwoTikd Tedio pag yia tov KOopo Kat tny vapén pag dtev-
puveTat pe Ty mapovoia tov «E€vour. Ot pntoptkég mepl «eBvikig kabapo-
™NTAG», «AVAKATAANG TOV TTIOAEWY ATIO TOVG HETAVAOTEG» KAl «OprokevTi-
K¢ KAl TOAITIOTIKYG aAhoimwong» dev elvat mapd mpodpdoeig yia va uny ma-
padeytodpe v arfbela: ot n yn eival Kowvog témog kat avadpopd kat 4Tt ot
Bewpieg mepl «E€vou» €youv va kAvouv Kupimwg, av Oyt ATOKAEIOTIKA, HE TNV
matdeia, v €é€apon Tov ATOPOHOY KAl TNV TIPOOoTACIA 1510V OLVUGEPOVTWOV.
O patoiopdg dev viidpyet 600 0 AArog Ttapapével AArog, 660 o «E€vog» ma-
papévet Eévog. Eexvd dtav apyilet va pag potdlet emikivéova.

3 Albrecht Dihle, O1 EAAnveg xai o1 Eévor [ptdp. T. Zigtn], Abva: Odvooéag, 1998.
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AveEdptnta anéd tov yapaktnpiopd mov Ba mpooidiale meptocdTEPO OTOV
KAAALTEY VT, TV avakoivwon g ovppetoyis tov [dpyov Apifa oty 57n
Mrmievdie g Bevetiag oe empérera tov Opéotn Avopeaddkn, kprtikov Ki-
vrpatoypddov, akorovOnoav Nmeg aviidpdoels IKAGTIKOV KAAAITEYVOV
Kat kpruk@v €xvns. O Adyog §rav n Svomotia évavtt emayyeApatiov ano
TOV YOPO TOL Kivnuatoypddpov va avrane&érbouvv oty onpavtikdtepn dieth
S1efvn Sropydvwon eikaotikdy texvov. To ovpmépaopa eivat oti, mapd tig
OLYYWVEVOELS KAL TA SAVELA OTOV YDPO TNG TEYVNG, O S1aywplopnds KAAALTE-
YVIK®OV Tapaddoewv kat ovpPdoewv Béaong mapapével pdAdov toyvpdte-
pog atd 1o KaAAteyviko péoo. Me avtdv tov tpdmo n vrrodoyr g mpdta-
ONG TOL €PYOV, TIPOTOV KAV TIAPOLOLAOTEl, oLVOEDNKE pe To BEpa Tov.

O Topyog Apifag pe 1o Epyaoriipio Sidnppdrwy ovvdéel v atoyVieta
paywdia pe ™ pavraotiky totopia evog Ploroyikod melpdpatog, 4mov
pta opdda emotnuovev kaAeltal va amopaocioet av Ba amodeytel évav
aptBpd evdAwTOV KLTTApWV o€ éva epyaotnplaks BloodoTnua TpoKetpé-
vou va ta omoet. To SiAnppa épyetatl pe tn popdn amelAng Kataotpodng
OV «EEVIOTN». ZTO OLYKEKPIPEVO €PYO 1] TALVIA KAL TA TTAPEAKOUEVA «TEK-
pipta» tng vméheong, CVUTANPOVOVTAL ATIO pid oVVOETN KATAGKELY IOV
mapamépmel oe Aapvpivbo, mopodotdvtag ovvelppovs. H mepiiynon tov
Beatdv OTOV XWPO TOV EAANVIKOV TEPITITEPOV, TOVG HETATPETEL OE TIAPA-
™mPNTES NG dnpdotag exkdpopds g okéYng kAmolwy avhpdmwv, ot otoiot
AVTIPETOTIOL PE TO STANMpA amodoyns 1 g améppPng tov dAAov, Kaiov-
vtat va torofetnfovyv, éxovtag ovvaioOnon tov mbavov emmtooewyv. To
SIANpUpd tovg, HEow eowTEPIKOV dlepyaoctov petapépetat oto kovo. To
epWTNUA TTOGO ETOIHOL E[PACTE VA ATTOOEXTOVUE OTO TOATIKO KAl KOWV®-
VIKO pag ovotnua Kamotov mov €€m amd avtd Kivdvvevel pe apaviopd,
mapapével petéwpo. ‘Ommg ekkpepel Kal 1 amMavinon oTnv epOTNON av
TIPETEL KAL PE TIOLOV KIVOLVO VA TOV 51400 00VHE.

Ta epwtipara €60, dmwg kat oty apyaia tpaywdia, pévouvv, OKOTIH®G,
avamdavnta, mpoodEpovtag tpodt yia okéPYn kat mpoPfAnpatiopnd, aiid
Kat apnivovtdg pag g €idog, ektebeipévo — oyt pdvov amévavtt oTovg
dAlovg, Tovg EEvoug, aAAd, KLplwg, ATEvavTt oTov 1810 pag tov eavtd, Tov
AVTI-KEIPEVO KPLTT.
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LABORATORY CONDITIONS
AS A SEEDBED

OF DILEMMAS

KATERINA KOSKINA

ART HISTORIAN, DIRECTOR EMST

For years George Drivas has been focusing his
artistic research on the relationship between
photography, cinema and text, constantly
experimenting and evolving his own personal
style. The raw material of his works consists

of black-and-white photos, moving pictures,
sound and text in the form of captions. Led

by a profound need to understand the world

and guided by a deep-seated unease for the
perplexities of human relationships and the
categorization of human beings according

to social stereotypes, he chose to employ the
inherently hybrid medium of digital video in
order to create cinematic narratives that oscillate
between reality, fiction and performance. As
such, he configured his own artistic idiom, in the
form of narrative cinematic installations, which
are conceptually complex and aesthetically
minimal.
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Historically, video art dissociated itself from
cinema by adopting established practices from
other art-forms (e.g. photography, performance
or even painting); however, innovative and
traditional methods have merged in recent
decades, as boundaries expanded and new media
converged, to the extent that terms such as

“film” and “video” are now used interchangeably
to designate the same digital medium. Thus,
contemporary video artists consistently use
cinematographic techniques, both in producing
(scenography, direction, script/narration,
montage etc.) and in exhibiting their works (large
projection screens, dark rooms etc.). This “new
cinematic aesthetic in video” has been described
by Chrissie Iles as follows: “In form and content,
video is now mimicking the qualities that had
always pertained exclusively to film. The use of
the word video as a defining term for a particular
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area of contemporary art no longer appears to be

» 1

either necessary or relevant”.

George Drivas’s films are defined by structural
rigor, minimal scenography and take a

distance from the banalities of everyday life

as they put forward an idealistic approach to
issues of diachronic significance pertaining

to mankind. Their themes reflect the artist’s
sincere concern with superficial communication,
isolation, fear and with people’s spontaneous

or directed decisions in response to new or old
yet timely dilemmas. In deliberately abstract
spaces, George Drivas reinstates questions

that preoccupy humanity ever since the birth

of society and, by maintaining a balance
between history and fiction, he demands

our involvement. Their atmosphere bear a
resemblance to film noir and documentary,
impregnated with a sense of scientific objectivity
but also mystery, due to an ambiguity regarding
the space and time in which their story unfolds.
What they all share in common is a neutral
approach to their subject-matter, as the shots
seem to have been filmed by a detached observer
whose exclusive aim is to disclose the essence

of the dilemma, thus replacing the colorful
sentimentality of everyday life with laboratory
observation conditions. The music and the text
- personal, fictional or classic - are of decisive
importance for the development of the plot and
the spectator’s involvement.

George Drivas’s protagonists, through their
confined action, their simplistic and impersonal
behavior, acquire properties of a linguistic code.
One could liken them to black notes on a musical
score, letters printed by a typewriter on a white
sheet, the black and white pawns in a game of
chess. Detached, emotionally disengaged, they
look like puppets in laboratory conditions, in

a dystopian and out-of-time setting, observing
and being observed, as they are confronted with
issues of critical and vital importance.
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The viewer is simultaneously a spectator/
surveyor, since this is a visual art piece, but also
an active participant, as he is confronted with
one or more questions and dilemmas, without
being able to ignore the verisimilitude of
cinematic reality nor dismiss his own existential
subjectivity, urging him to become emotionally
engaged. Under quasi-laboratory conditions
and in undefined time, lacking any indication
that could simplify or historically contextualize
their dilemma, they are called to reflect upon

it, according to their own experiences and
perceptions. The more restrained, strange and
detached the film characters appear, the more
difficult it is for the spectators to identify with
them. At the same time, as the latter realize that
it is impossible to proceed without invoking
their subjective moral criteria, their dilemma
grows even further, since they cannot be certain
that the whole truth has been revealed to them
nor whether this narrative is entirely fictional.
However, in a situation simulating life itself,
these dilemmas activate our psychical and
mental introspective mechanisms, seeking for
an answer.

The definition of tragedy refers to an imitation
of an “action that is serious and complete™;

an action, which is displaced from domain of
everyday life and, through mental, psychical
and technical mechanisms, is inserted in

the sphere of perfection defined as absolute
completion.?

1 Chrissie Iles, “Issues in the New Cinematic Aesthetic
in Video”, in Saving the Image: Art after Film, T. Leighton
and P. Buchler (eds.), (CCA: Glasgow 2003) 140.

2 “Atragedy, then, is the imitation of an action that is
serious and also, as having magnitude, complete in
itself; in language with pleasurable accessories, each
kind brought in separately in the parts of the work;
in a dramatic, not in a narrative form; with incidents
arousing pity and fear, wherewith to accomplish its

catharsis of such emotions.” (Aristotle, Poetics)

Laboratory of Dilemmas

Ancient Greek tragedians often posed dilemmas
to the audience and left questions unanswered.
They were not hesitant to highlight and condemn
immoral or despicable acts of their fellow
countrymen, such as Iphigenia’s sacrifice by
Agamemnon, the murder of juvenile Astyanax in
Troy or Antigone’s punishment, while exalting
virtuous “barbarians” for being respectful of the
“foreign”, such as Proteus of Egypt who protected
Helen or Darius who denounced his son for
having destroyed Greek temples. Barbarism was
not associated with otherness; as a term, it bore

a negative connotation, but it was attributed
equally to Greek and non-Greeks.’ It is not by
accident therefore that Aeschylus, through his
reference to Danaus, traces the relationship
between the “foreign” Danaids and the Greeks,
in order to underlie the common origin, isonomy
and fate of human beings.

The Laboratory of Dilemmas, representing
Greece at the 57th Venice Art Biennale, reinstates
a dilemma which was placed for the first time

in Aeschylus’s tragedy The Suppliant Woman

and concerned whether the King and the people
of Argos should grant asylum to the Danaids;
whether they should save the “Foreigners” who
asked for shelter, or “sacrifice” them to protect

>«

what’s “Native” from the danger they might pose.

The parallels drawn between this dilemma

and the concurrent historical conjuncture are
clear, given the immigrant and refugee issue,
the harsh opposition against asylum seekers by
several Europeans, the financial cost-benefit
calculations on a matter of life and death, but
also the welcoming reception and the spirit of
solidarity exhibited by local residents of Greek
islands, in spite of the economic recession and
deprivation.

Xenophobia is not an inherently human
characteristic. The rejection of the “foreigner”, of
those who are different, comes as a consequence
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of a threat on private economic interests and

is due to a fear of sharing. Men are proud and
treated as heroes when they protect their national
identity and cultural heritage, as this apparently
elevates them in the eyes of their “brothers”

and ranks them among the guardians of the
motherland, while their dismissive or even
violent stance against the “other” is justified

as defensive. No one teaches them that our
identity is not reinforced by fighting against the
otherness; that our very own identity is actually
enhanced when we intermingle with the Other;
that our world and existence is broadened by the
presence of the “foreigner”. “National purity”,
“cities occupied by immigrants” and “religious
and cultural degeneration” are just pretexts
concealing a fundamental truth: that the earth
is our common home and frame of reference,
and that xenophobic theories of the “other”

are mainly, if not exclusively, due to a lack of
education, the rising tide of individualism and
the protection of vested interests. Racism does
not exist when the other remains the Other, and
the foreigner remains a Foreigner. It exists when
the he begins to dangerously look like us.

No matter how we may artistically define

George Drivas oeuvre, the announcement of

his participation in the 57th Biennale of Venice,
curated by Orestis Andreadakis, a film critic,
was met with some reactions by visual artists
and art critics, who doubted whether cinema
professionals could meet the expectations of

the most prestigious, international biennial

of visual arts. In conclusion, it appears that,

in spite of interdisciplinary approaches, the
divisions between artistic traditions and

visual conventions still prevail over the artistic
medium. As such, the reception of the work itself,
before it was even presented, already validated its
theme.

3 Albrecht Dihle, Die Griechen und die Fremden,
(C.H. Beck: Munich 1998).
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In Laboratory of Dilemmas George Drivas
connects Aeschylus’s tragedy with a fictional
story of a biological experiment in which a team
of scientists is called to decide whether it will

save the vulnerable new cells that unexpectedly
appeared and constitute a potential threat to the
laboratory’s cell culture. The film and the relevant
“documents” are complemented by complex
construction which resembles a labyrinth,
allowing for numerous thoughts and associations.
As the spectators wander in the Greek pavilion,
they become witnesses of a discussion among
individuals who are confronted with the dilemma
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of accepting or rejecting the “other” and, as such,
through a series of reflections, the dilemma is
transferred to the audience. Whether we are
ready to accept — and at what cost — an outsider
who faces the danger of extinction is something
that remains to be seen.

As in Aeschylus’s tragedy, these questions in
George Drivas’s work are deliberately open-
ended, offering food for thought and reflection,
but also leave us, as a species, exposed - not only
towards the “foreigners”, but especially against
our very own opposing and critical self.
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FOPIOX APIBAYX
OPEX THY ANAPEAAAIKHY
ANNHAOT PADIA
EN E=EAI=H]

Tov Ampiio tov 2017, Aiyo zp1v odoxAnpwbei o Epyaotiipio Silnupdrawy,-
o empelntirig rov Epyov Opéorng Avdpeadding nmpookdieos tov

rxalliréxvn L'idpyo Apifa o€ pia niextpoviki alindoypagpia pe oroxo tny
anoTvnwon OAwy twv Ospudrwy 70V TOVUS ATA0XOANoav katd tn S1dpKeia tng
ovvepyaoiag rovs. 'Eva uépog tng Snpooieverar mapaxdrw.

O.A. Ayarmmté Twpyo, €xovv mepdoetl oxeddv 6vo ypdvia amd TdTe Tov
ovlntioape TpdT™ Gopd yia Tig IkErideg Tov Atoyvlov. Ouvudpal ta mavta
amo keivn v avoléldtikn kovévra oty ABnva tov 2015. Ta mdvta, ektég
amd tov kKGopo mov Hrav yvpw pag. ‘Exo v aiobnon 61t dAog exeivog o
KOOUOG ftav évag dArog k6opog. Tnv idia aiobnon Pépaia v éxw dap-
kG, Kdbe xp6vo o «mepovdg kGopog» potdietl evieAws Stapopetikdg amo
TOV «PeTIVO KOOUO». ZKEPTOPOLY ONpePd, KAB®OS Srtavdovpe Ty Tedevtaia
efdopdda g mpoeTolpaciag pag, va oov oteidw avtd to PEA yia va Paim
o¢ pia taén 6ia 6oa kdvape ta dVo Terevtaia ypovia. XTny TpAyUATIKOTHTA
Spw¢ avtd akpiPpag nrav mov dev Ba nbeda: v ta&n. Mov mdet o ToAY
ata&ia. Avtd ta 6vo ypovia ot [xerides pag viéarav oe TOAAEG Sokipaoieg
— «bokipaoieg ata&iag» Oa tig ovopala, apov pag avdaykaoav va avaotpé-
Jovpe Tt porj g Pefatdtntdg pag.

"Hrtav oav va ppedikape oe éva vapkomédio 1dedv kat yia va to diaoyioov-
pe emAé€ape T1§ exprelg Kkat Toug StapeAopovs Kat ot Ty aohpair diéiev-
on. ®éiw va w 61t 10 Epyaoriipio Siinupdrwv pag Eefdree, kat mo moAd
eoéva. Ze vnoypéwoe va Eavadeig dha ta péxpt topa €pya cov, va fArelg ouv-
SeTIKOVG KPIKOLE KAl VA EVTOTIOELS TIG HETAEY TOVG AIPETIKEG OLYYEVELEG.
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I.A. Exeig dikio, Op€otn: avemaiodnta oyeddv, dpytoa va emavanpoodio-
pilw T dovield pov, mpoobétovtag kat apapwvtag koppdtia. Topa ma
ovveldntomol®d méoo 10 Epyactipio SiAnpupdrwy ovvopihel pe TAMEG pov
Sovielég kat tavtdypova pe wnoe va aflomomow TeXVIKEG KAl péoa, ta
otmoia efya apvnBel amoAdTwg cLveldNTd va xpnotLoToow oTa £pyad Lov ta
TIPONYOVHeEVA ¥povid — OTIWG N KATAOKELY 1 T TOAAATIAG povitop. Axdpa
Kat to (610 10 yeyovog ng EUmvevorg pov amod éva apyaio kelpevo eivat
KATL Kavouplo. O@a toApovoa va mw Ott, mepLocOTeEPO 1 AlyOTEPO OLVELSNTA,
e&Beoa tov eavtd pov oe éva apketd Eévo €6adog, otkelo amod pia dmoym
Kl amdtnto and pia dAAn. Axpipaig onwg kat ot Ixerides g paywdiag. Aev
Eépw PEPata, o avtiBeon pe avtég, T akpiPdg HTav avtd oL He KLVTYOUOE.

O.A. Tig Ikérideg maviwg 1§ kuvnyovoav ta Eadépdra tovg mov Hherav
Va TIG TAVTPELTOVY pe 1o {Opt ki ekeiveg avtoefoplotnkav kat {itnoav
dovro. ‘Otav ot mevivta Aavaides dprdvoov and v Ailyvrrto otnv EAAdda,
oto Apyog, emikarovvtal pdTa atn’ GAa tov apikropa Aio. — Tov 1KEO10, TOV
TPooTdn TV tkeT®v. Kat katd kdmolov 1pdto eivat Tuyepeg eg oty Tpa-
ywdia tovg, 8161t TdTe eiyav ToLAdYIOTOV avtov Tov Bed va emkaieotodv.
ZHUEpPA TOLOG €ival 0 dpiktwp Tov «EEVOL», TOL dlapopeTikod —dyt HOVO Tov
HETAVAOTN KAl TOL TPOoPUYa—, AAAd KAl EKEIVOL TIOV £XEL CWUATOTIOOEL
10 ad1€€odo TG «TPOPANUATIKNG» —yld TOVG VTIOAOLTTOVG— EEVOTNTAG TOL.
O «&&vog» Nrav avékabev n mio emikivovvn pryovpa kdbe Kovwvikig ovvo-
NG, Tav avtdg o omoiog €0ete oe approfitnon tn Beopobetnuévn kavovi-
KOTNTA, TO ETHOTHO TTIOAITELAKS APHYNIA, TNV ALTATIATH TOL optofeTnpévon
£AVTOV. ZNHEPA OPWG O «EEVOG» ETTAVEPYETAL OAV LA TIPAYHATIKT ATIEIAN.

IA. Nai, o «€€vog» ofpepa, g ameiin § €0tw wg pdPAnpa, yiverat yia
4AAN pa popd o TapdyovTag mov YPOIHOTIOETAL Y1d VA EMOVADOEL LE ETIL-
davelaxo kat amatnAd poTo Td Yapéva evpwaikd —kat 6yt pévo— opdpara.
Ze pia €moyn mov Aelmovy ot peydieg apnynoeig kabmg iowg kat ot peyd-
Aot kowvol 0Téyot, avTd TOL GAiveTal va EVOVEL SLOTLXME S1APOPOLE AA0VE
elvar n mepyapdkwon amévavtt oto(v) «&&vo». H yevikdtepn kovmviko-
ToATikn aoctdbeta evbappivel v emavapopd oe amorldtwg omobodpopt-
KA-UTEPATTAOVOTEVTIKA oxpata 6mmg o OpnokevTikdg pavatiopds, o Ovi-
K1opdg, n EevodopPia, n opodopfia. Zvvopa, teiyn, PUAAKES, EAEYYOL KAl TPO-
HOKPATIKEG eVEPYELEG pag Bupilovv TOAD TaAEg emoyés pavatiopod aiid
KAt amopudévwong, TOTe Tov ta mpdypata ftav Sdokapmta, Suompdorta Kat
amoAdTwg optobetnuéva. Me avtd ta dedopéva mepvdpe oe pia veopeoaiw-
VIKT] €TTOY amayopeboemy, didxvtov ¢popov yia Tov omotovonmote «dAro»
kat avtoeykAwpPiopov. To kdbe «E€vo» eival o amdérvtog kivovvog.

O.A. TV avtd o Atoybrog avadetkvieTal omapakTikd emikaAlpog He TOV

TpdTo TOL Sikatoloyel TV €Aevon Twv Tevivta Aavaidwy oto Apyog. Zto
TphTO K16AA¢ Eme106610 tg tpaywdiag tov falet tig «Eéves» va Eedimamvouy
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otov Bactaid IMehaoyd to yevearoyikd tovg dévipo. «Kavyidpaote 4t
N yevid pag kpatdet and to Apyog» (Apyeion yévog élevydueaba), Tov Aéve
Kat amodetkviovy, avatpéyovrag otn pvboroyia, 41t katdyovtar amd pia
Apyttiooa, v iépeta I, epwpévn tov Ala. Aniadn o Atoydrog emiyelpel va
BewPNTIKOTIOOEL Hid OLKOLHEVIKT] KOOUOYOVIA yid TNV «KOWVH Tatpidar.
Méoa og avt v Koopoyovia o evvololoyikdg Tuprivag Tov «EEvou» Tav-
Tifetal pe Tov avtioToyo TupRva Tov OLIKEOL.

I'a tov Atoydro, ot Aavaideg dev «etofdArovv» oe pia EEvn yu' avtég moAn,
AAAA «€TOTPEGOLY» GTNV TIOAN KATAYWYNG TOVG —ETIOTPEGOLY OTO TAPEA-
06V tovg yia va kepdioovv to pérrov toug. «Ta&ideveig yia va Eavalroeig
1o apeAbov oov; Ta&ideverg yia va EavaPpeic to péArov ocovy» pwtdet o
Meydrog Xav tov Mdpxko I16ro otig Adpazeg molers tov Traro KaiBivo. Ki
exeivog Tov amavtdet: «To aliov eivat évag avtiotpopog kabpédptng. O Tta-
&8¢ avayvwpilet to Alyo mov givat 81k Tov, avakaAdTTovTag To ToAd
TIOL TOTE dev elye Kat TOL TOTE dev Oa €xerr.! Avtd To «aAlov» Aotmdy, avtdg
0 «avtiotpodpog kabpéptng», eivat 1o oknVikd ™G Tpaywdiag twv «EEvwv»
Kat onpepa.

L.A. Oyt pévo twv mpoodvywy, ot omoiot pvoikd dev ta&ibedovv amd
emAoyT, aAld kat kdbe «E€vov» mov e€wbeitat oe pia fian petakivnon g
Vapéng tov, pia voypemTIKY «d16pOBwon» mov draypddetat avamdpevktn
Kal Tov, KATd TN YVOUN LoV, dev PTTOpel TOTE va avamAnp®oet T xapévn
0€omn, To mponyovpevo Eivar. Avtd mov vopilw 611 Aéet o Atoyvrog, Biyovtag
{omG TV o Kaipia kat avhpwmokevpiky didotact tov pavopévov, eivat
Tw¢ 0 «E€vog» pmopel va eivat ovyyevig. Kat v’ avtr v évvola ovuvded-
paote 6Aot petald pag, k4t mov ekdppdlet féPaia amd v mAevpd Tov oLY-
ypadéa évav ovpaviopd.

O.A. Eivat o (6106 ovpaviopdg mov a cuvavtioovpe TTOAAOVE ALOVES
apydtepa oe éva ekmANkTikO dmynua tov Aié€avdpov Tlamadiapdvrn,

2 010 omoio adnyeital v mEPIMTAGVNON €VOG

Tov «Eemeopévo depPion»,
GAAOV «1KETN», EVOG HOVOOLVARAVOL dOTEYOL HOVOIKOV otnv Abrva tov
1896. Avtdg dev {ntdet PéPaia dovro, aAAd TIEPIPEPEL THY AVOVLUIA TOV KAl
TeMKd amodetkviel pe v a&lompemela Kat Kuping He T HOVOIKH TOL OTL

elval 6LYYEVAG HE TOVG VTOTILOVG.

L.A. Ma xat BéBata. Apov o «E€vog» 1 1o «EEvo» elval pépog Tov otkelov
Kt €tot Oev propel mapd va yiver amodextd. ‘Omnwg Aéet K1 évag yapaktipag
oty tedevtaia oknvt tov Epyaotnpiov SidAnupdrwy, «<epdoov to E€vo eivar

1 Traro KaABivo, Oradpares nolers, ptdp. A. Xpvoootouidng, Kaotaviotg, A6rjva 2004.

2 AXéEavdpog IMamadiapdving, «Eemeopévog depPiong», Azavza, tép. 3, Adpog,
Abrva 1989.
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OVYYEVEG, TOTE Ba Tav advotko To va puny to dextovpe». Kat 6o eivat oo
mpokaAeitat To SiAnppa otov Paciiid tov Apyovg. ITapd tov kivovvo mov
Sratpéyet av deytel 11§ Ixerideg, dev propel va pnv tig deytel. Onidymote
4o Ba frav evavtia otig apyég TG KOmviag Kat Ti§ EMITAYESG Twv Oemv.

O.A. H mtapadoon g Beodpvraxtng praoeviag €xet tepdotia onpaocia
Kkat €60, adpov eivat yvwoto 61t 0 Atoybrog Beoroyei o dha tov Ta £pya. Kat
elvat mpaypatt ipayikd va okedrel Kaveig 0Tt ofpepa LEPLKES ATIO TIG TTAEOV
WoaAA680&es amoPelg akodyovtal amd tepwpévoug 1 amd TOAITIKOVES OxN-
UATIGHOUE TIOL £XOVV GLUTIEPIAGPEL TOV ¥PLOTIAVIONS GTO KATAOTATIKG TOVG.
Apxel Spwg va avatpéet kaveig oe éva opfodo&o tpomdpio tov Meydiov
ZaPpdrov yia va akvpwoet omotadimote EevodpopPia. Xto tpomdpto avtd o
Iwon¢ epdpaviCetar otov [Tiadto kar {nrdet 10 Zwua tov Inood Aéyovtdg
ToL: AJ¢ ot ToiTov 1oV EEVov, TOV ék Ppépous ¢ Eévov Cevwbévta év kKdou: 00¢
ot wodtov 1ov EEvov, Ov dudpvior pucoivies Govorovoy wg Eévov: [...] d0¢ uot
100T0V TOV EEVov, Sotic 0lde Cevilely Todg mrwyoig Kai Todg EEvovg: [...] 66g pot
70070V TOV EEVOV, Ivo. Kplyw &v 1, 0¢ ¢ EEvog 0K Exel TV KePoAY oD KAIVA.

LA. Katd t yvoun pov, eivat éva SiAnpua petad evog oypod pea-
Atopod kat piag avatepng nikrg, peta&d pag texvokpatikig avriAnymg
™G Kowvwviag kat evog peydiov opduarog, pag apyng. Ki avté eivat mov
Aetner vopilom onjpepa. Yndpyer dpaye kdmoia kotvy nikn oTig Kovwvieg
pags Avto eivat kat 1o Oépa tov Epyaornpiov Silnppdrwy. Ze 11 motevov-
pe; Avtdg eivat kat o Adyog puoikd mov 1o SiAnppa petadpépetat amd tmy
tpaywdia oe éva terelwg dtapopetikd mAaioto. Aev €xel va kdvet ma pévo
ue to(v) EEvo, aAAd pe adpoppr] avtd €yel va KAvel TEAIKA Pe TO TG XeIpLio-
paote v mpaypatikdtd pag. To épyo Aéet: «Av ovinrodoape yia t Aet-
Tovpyla Kat to péAAov tov kOopov, pe Tt kprtipla Ba tov pavrtaldopaotavs
Me 1 kprtipia Ba tov oxedidlape;». Ot Brordyor-epevvnTég oL TIEIpdpa-
106 010 Epyaorripio Sidnppdrwy S1adpmvodv dyt LOVO yid TO Tt va KAVOLV o€
oyéon pe to melpapd tovg —av Ba amodeyxtodv dnrad ta «véa kdtrapar—,
AAAA KAl PE TL ETYEIPHRATA TIPETIEL VA TIAPOLY TNV TEAIKY aATTOPAOT] TOVG.

Ymdpyovv ¢pvoikd Kt dAAOL GLOYETIONOL pe TV Tpaywdia tov Atoydrov.
Xapéva amoomdopata evog épyov, Evag dvhpmmog mov Ppioketat umpootd
o€ éva mapopolo diAnupa, 1 Aoy Tov va pwTHOEL TOVE GLVEPYATEG TOL
6mwg o Baoiaidg g tpaywdiag potdet tov Aad tov Tpy Tdpet pia anodpa-
on. Kt 620 avté petapéperar kdmov oto mapeAdov oe éva pubikd coppav.
Onwg kat 1 ida n tpaywdia PéPaia, mov pirdet yia éva pobikd copfav.

O.A. T'a v axpipeia, 1o Epyaoripio Silnppudrwyv avadpépetar oe Sbo
pobikd cvpfavra: o Eexaopévo emoTNHOVIKG Telipapa g dekagtiag tov
’60 kat to yapévo vrokipavtép mov to katéypaye. Kat ta 8%o avtd ovp-
Bdvta oynpatomolody pia oAékAnpn pvboroyia, oTov TLPTVA TNG OTOlAG
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KkpvPovral ta Siajppata g pobodroyiag twv Ixkeridwy. [pdkertal yia pia
ovpmAnpwpartiky pvboroyia —Ba pmopovoa va Ty ovopdon «maAipym-
oTN»—, 1 OTIOlA ATIOKTA TV ALTOTEAELd TNG.

T.A. Nai, to Epyaorripio Sidnppdrwy eivat éva €pyo 1o omoio avapépe-
Tat og éva dAlo €pyo —éva maAld VIOKIHAVTEP—, TO OTIOIO HE TH Oelpd TOL
avadepdtav oe Eva dAro épyo mov eivat to id1o to meipapa. ‘Eva emotnpo-
viké meipapa g dexaetiag tov *60, katd ) didpkela Tov OTOIOL Ol EpEL-
VNTEG AVTIHETOTIOAY €va SIANUpa TapOpolo Pe avTd TOv AVTIHETOTILOVY
Ol IPWTAYWVIOTEG TV [KkET1dwy o€ pia 161dpopdn «Cwvtavi Stackevr)» Tov
£pyov tov Atoyvrov. Ta emineda evvolwv kat eppnvetov dadéyovrat to Eva
To dAdo yia va deifovv apevog pia draypovikn moAvmAokdTnTA KAl 6VVOe-
on, n omoia tavtéypova yivetat kat anorvtwg cadpngs. Eivar oav va tpapdet
pta ypappy amé v emoyr] tov AtoybAov Tpog To ofjpepa Kat va Toviget o1t
kdmota Oépara, KaAmg § Kakng, Oa amaoyorovyv mavtote v avhpwrdtnta.

O.A. "Exovpe va kdvovpe AOov pe TNV avamapdotaot] eVog «€pyov»
Tov Kivdvvevoe va e€apaviotel. Xwpig tov kivovvo g eEadpdviong tov met-
pdpartog (owg va pny vIpye N avdykn vd T0 avatapaoTioOVHe OHUeEPA ETIL-
BeBatwvovtag tnv vapé&n tov, 6mwg Ba éreye o TCov Mmiéptiep: «H Lwypa-
d1en etvar n emiPefaiwon tov opatov mov pag meptPdAiel Kkat Tov ovvéyela
epdaviCetar kat e€apaviCetat. Xwpic vy e€apdvion (owg va pnv viipye ki-
vrtpo va foypadioet kaveic».* H avamapdotaon oto Epyaotipio Sidnpupd-
Twv, ®0Td00, Bdlet kat éva devtepo Bépa: to Bépa g idrag g Kivnpato-
Ypadikrig apriynong.

O Zi\ Nterél oto ditopo €pyo tov Kivnpatoypdgog I. H eikdva-kivnon
kat Kivnuartoypddog II. H ypovoeikdva* aoyoreitat, petald dAiwyv, pe toug
TPOTIOVG TIOL O KIVNHATOYPAPOG «pttopel va amoddoel TOAAATAd KAl avTi-
Betikd Staotipata ypdvovr. ‘Exm v aioBnon 6t n Sopr tov Epyaornpiov
Siinppdrwy eEvmmpetel v amédoon avtv akpipig Twv «dtaoTnudtov
xpovov» I'a tov NteAél, o peaiiopds dev avadpépetal mAEOV «OTr pIpnTL-
K1, avaroyikn €£lowon onpelov KAl AVTIKEIHEVOL avapopds» OTws akpt-
B¢ ovppaiver pe Tov peailopnd —f av mpoTIUdS Tov VIO TIOEUEVO peailopd—
TOV KIVHATOYPAPNUEVEOVY amooTaopdtwy mov Bpiokovtal didomapta péoa
OTNV €yKATAoTAON TOL EAANVIKOY Trepttépov. Kat ta omola, v’ avtd to
mplopa, «dev avamapiotody To TPAypatikd, dAid to amokabiotovv». O
NrteAél piAnoe yia to «€votikto g Propévng didpketag» katl 1o «actabég

3 John Berger, «Bjpata mpog pia pixpn Bewpia tov opatod», oto Ovlakes avrioraong,
pwtdpp. Miyding Iavayiotdkng, Avtidoyog, ABrva 2007.

4 Gilles Deleuze, Kivnparoypdpog 1. H eixdva kivnon [ptdp. Miyding Mdtoag],
Nroog, ABrjva 2009+ Kivnparoypdpos I1. H xpovoeikova [ptdpp. Miyding Mdtoag],
Nnoog, ABrjva 2010.
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Kadpo» péoa amd dpia tov omoiov o xpdvog propel va dtappéet pe tov idto
pdTo oL drappéet péoa amd opia Twv £E1 KASPWV KAl TV TEVTE NYNTIKOV
amooTmaopdtwyv ¢ eykatdotaons. [Tiotevw 411 ta kddpa kat ta amoomnd-
opata avtd Ba pmopovoav va 18whovyv oav éva eviaio KAdpo pe «pwYHES
YXPOVOL». EeKIVOVTAG AOITIOV atd v «Kivnomn-eikdva» kat to opforoyloti-
KO HOVTAS TOL EPTIOPIKOV OIVEUA KAL TIEPVWVTAG 0T «YpOovoelkOva» mov Ba-
oiletal otV aovvéyela, ta «Adbog pakdp» kat Ty amoomacpuatiky apiyn-
oM, LTIOPOVHE TTLd VA TIAPE O€ £va TPITo £100¢ povTdl mov e€eAlooeTal pmpo-
0Td pag kabwg mepmardpe.

I.A. Nai, tpdkettar ovotaotikd yia pia tawvia mov e€ehicogtat pmpootd
ota pdtia tov Beatn, Oyt oav pia oetpd amd oKNVEG KIVOOREVTG EIKOVAG TIOV
Stadéyovtal n pia v AAAN PpooTd Tov, aAAd oav pia oelpd and diadope-
TIKA VAIKA KAl TPOTIOVS TIPOCEYYIONG TNG LOTOPIlAg Ta ool avtdg avaka-
AOTrTEL péow NG meptnatnTikig dpaotnpidomtag. To Epyaotiipio Sidnppd-
Twy €lval €va TIdpKO OTITIKOAKOLOTIKMV EUTIEIPLAYV, TIG 0TIoie 0 Beatrig Ba
Biooel kabog mepmatdet kat Tavtdypova cLAAEYeL Ta dtapopeTikd amooTd-
OUATA-TIPOOEYYIOELS TNG 1OTOPIAG. ZTNV apy] TTapakoAovdel pia Stapecora-
Briuévn kat ev pépet okNVoODETUEVN OTITIKOAKOVOTIKT Kataypadn evog met-
pdpartog péca amd ta amoomdopatd eVOog VIOKIHAVTEP TIOL EYIVE ETITOVTOV,
O OLVEYELA AKOVEL TA avBevTikd kat kKaBoploTikNG onuaociag amoomdopa-
Ta VOGS APOVTAPLOTOL 1OV, KAl OTO TEAOG YIVETAL KOWVWVOG M1ag PETAPO-
pdg, g dpapatomomuévng avanapdotaong piag totopiag. H apnynpatikn
epmelpia amartel  dpaotnplomoinon tov Beath.

O.A. To Epyaoriipio Sidnppdrwy eivar tomobetnuévo péoa oe €vav
AapoprvBo. Ti eival Spwg axpipwg évag Aapvpivbog; [poowmikd pe evrv-
Twolace 0 TPOTOG OV EVOWUATWOES 0To €pyo pia Bewpia tov [Mavayn
Aexatod amé to Bipiio tov O AafvpvOos. Karaywyri kar eE€Aién evog tumov
mointikri¢ uvboloyiag® — 1o omoio cov eiya S®MOEL O pia amo TG TPHOTEG HaAG
ovvavtioeig. Ekel o Aekatodg toyvpifetar ot o Aapvprvbog tov [Taratiod
™¢ Kvwoov dev fjtav «pia pviaxn kapwpévn amé 5tadpopovg mov yupigov-
ve kat Eavayvpifovve 0° adtdkomo adiéEodo» aird iowg ki évag «hafvpiv-
01k66 xop66». ‘Evag tedetovpyikdg yopdg mov «mapdoTtaive Ty mePTAd-
vron» tov Onoéa kat twv ovvTpddwv Tov péoa otov Aafvpivbo. O yevdp-
NS ™G EAANVIKTG eBvoroyiag avatpéyet otov Ounpo kat tov [TAodtapyo,
OTOVG TPAYIKOVG TIONTEG KAl T SNUOTIKY TTO{NoN Kal PEAETAEL TTAPACTACELG
0€ ayyela kat Voplopata yia va KataAiéet oto ovpmépaopa 6t o «Aapuvptv-
0o¢ ™¢ Kvwoov fitav oty mpaypatikdtnta éva yopootdot pe Aafopivoi-
KO 0%€810 yia va opilet v kivnon evég avdroyov yopov». ‘Etot kat o Aap-
pwvBo¢ tov Epyaornpiov Sidnpupdrwy Sev eivat éva amid oknviko, arAd pia

5 Tavaynig Aexatodg, O afupivOos. Karaywyri kai eE€Aién evog timov momtixiig

pnvboloyias, ABiva 1973.
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0AOKANPN «xopevTiky dradikaocia». ‘Evag tpdmog mepmjynong péoa oe pia
Kivnpatoypadik mpoPorn kat évag ydptng mov oe fonbdet va vrepPeic ta
adé€odd mg.

L.A. Axpipirg. O Adyog mov €xm xpnotpomotjoet tov AafvpivBo dev eivat
yld va Kavew Tov emokEmtn va yabel exel péoa, arld avtibétng yia va tov
kabodnynow. To «va yabei» o Beatrg péoa oe évav Aapipivbo adpnynoewv
Kat mAnpodoplov eivat n avaykaia kat amapaitntn ovvonikn yia va prdoet
oty é£0d0. H omola é€060¢ pmopel va eivar n kdbapon, pe v évvorla tg
kaBapdtepng avtiinymg. O AafvpivBog eivat Tavtdypova to epyactipto Tov
kabnyntj oto vroxipavtép mov mapovotdietat. ‘Etot ki avtdg, oyedidlet to
epyaoTtnpid tov oav Aapupivbo, pia mov kat o 8106 moTeveL 0T SVVapT TOv
AapopivBov wg pdxAnong yia vEpPaon. O Beatig péoa oto eAANVIKS Te-
plmrtepo potpdletal v aymvia tov mpwtaywvioty g totopiag. [pémet va
yabovdue ota dedopéva, mpémet va extefodue oty poKAnom yia va ppodue
™ AVom kat va Pyodpe copOTePOL, OTIWG AEEL K1 O TIPOTAYWVIGTHG TOL €PYOU.
O AaPvpivBog eivar n mpdkAnon mov opeirovpe va dextodpe, 0 ypdvog kain
evEpyela ov OGEIAOVHE VA EMEVOVOOLHE, N OLAELA TIOL TIPETIEL VA KAVOL-
pe. Q¢ dtopa, aAAd Kar wg KOwvieg OAOKANPEG.

O.A. H tehikr} oknvn] mov mpofdiietat oto Awpdrio mpoflodiis kat ava-
Taplotd ™ ovlATNOT TOV EMOTNUOVWYV TOL gpyactnpiov dev €xet TéAOG.
Aev E€povpe dnradn Tt andépaon mipav. Armodéytnkav ta véa kvttapa f
Ta dpnoav oty TN Tovg; X11¢ IxkETideg BéPaia E€povpe d11 0 Aadg Tov
Apyovg 6éytnre v ipdtaon tov factiid kar €dwoe dovio otig Aavaideg.
Eov moteveig 11 ) anddpaon v emoTnpovey frav 0etikn § apvntiki;

IA. H tehevtaia oknviy tov Epyaornpiov Sidinpupdrwy xiveitar avdpe-
oa og avto mov Ba Bérape -1 Ba HBeda— va oydet kat oe avtd TOL Yyive-
tat tTeAikd. Me v avodo twv ebvikiopwv oty Evpomm, t ovvinpntikg
otpodn twv HITA kat v mpatn €060 evig pérovg amnd v Evpwmaikn
"Evwon, dvotuywg n amépaon mov motevm o1t Ba vrepioyve onuepa Ba
ATAV AvTh TOL ATIOKAEIOHOV KAl TNG TEPIYAPAKMOTS ATEVAVTL 0TA VEA KVUT-
tapa. H ev Adym dmoym ¢paivetat va kepdifel ojuepa oe maykdoouio emiie-
S0 kat Avmdpat yU avtd. Xt Ikerideg, o paciiidg ¢ tpaywdiag Ppioke-
Tat Pmpootd oto diAnppa petald evog mpaypatiopod kat pag Pabivrtepng
NOKNG TTpooTaAyNG, TNV omoia TeAKA eMAEYEL va akoAovOoeL.

TTowa etvat dpaye 1 61kn pag kowvwviki Nk ofpepa; Ti eldovg korvovia O€-
AOVLUE VA €XOVLUE KAl TOLO €ival To Tipnpa yia va v dnprovpynoovpe; [Tov
Bédovpe va elpaote oe elkoot xpovia; Me adpoppr] iowg v t€xvn, ag Eexiviy-
oovpe katapynv va ovintdpe. Ag Bdrovpe TI¢ EVAAAAKTIKEG pag oTov xdptn
kat ag dnupovpyrjoovpe éva véo dpapa. To téhog piag taviag aridler oye-
TIKA e¥koAa. AvoTuyme, Atydtepo evkoAa pmopel va arrdel to péAAov pag.
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GCEORGE DRIVAS
ORESTIS ANDREADAKIS
MAIL IN PROGRESS

In April of 2017, just before the Laboratory of Dilemmas had come to an end,
the curator of the exhibition Orestis Andreadakis invited the artist Giorgos Drivas
to a correspondence, through e-mail, with the aim to illustrate all the topics by which they
were taken up during their co-operation. One part of it is published below.

O.A. Dear George, it’s been almost two years
since we first discussed Aeschylus’s Suppliants
Women. I remember everything from that
conversation, on a spring day of 2015 in Athens;
everything but the world surrounding us. I feel
as if the world was different back then. In fact, I
always feel as such. “Yesterday’s world” seems to
be completely different from “today’s world”. Since
we're in the last week of our preparation, I decided
to write you this email, to reflect on everything
we did in the last couple of years and put them in
some order. And yet, this is exactly what I wanted
to avoid: order. Disorder suits me better.

During these years, the Suppliant Women put us
through many trials - “trials of disorder” as I like
to call them, since they compelled us to disrupt
our stream of certainty. It was as if we suddenly
found ourselves in a minefield of ideas, but instead
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of choosing in the safe way out, we decided to
move right into it.

What 'm mean to say is that the Laboratory of
Dilemmas took us out of our comfort zone; both of
us, but mostly you. It forced you to revisit all your
past works, find links between them and discover
their heretic affinities.

G.D. You're right, Orestis. Almost
subconsciously, I began to redefine my work,
by adding and subtracting pieces. Only now I
come to realize to what extent the Laboratory of
Dilemmas is actually in dialogue with my previous
works. Simultaneously, it created a set of complete
new conditions which led me to utilize media and
practices that I purposely refused to incorporate
in my past works - e.g. a construction or multiple
monitor screens.
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Even drawing inspiration from an ancient text is
something quite new to me. Just like the Suppliant
Women in Aeschylus’s tragedy, I more or less
purposely exposed myself to a quite alien territory,
which was in a sense familiar and yet untrodden.
Unlike the Danaids, however, I don’t know exactly
what was hunting me.

O.A. The uppliant Women fled Egypt in
an attempt to escape a forced marriage to
their cousins and asked King Pelasgus for his
protection. When the fifty daughters of Danaus
fled to Argos, Greece, crying with “pain on their
tender face”, they appeal first and foremost to Zeus
— the “guard of suppliants”. In a sense, they’re
lucky, for at least they had this god to appeal to
back then. But who protects the “foreigner”, him
or her who is “different”, not only the immigrant
or the refugee, but anyone who embodies the
deadlocks of foreignness, today?

The “foreigner” has always been a most perilous
figure for social cohesion; it was he who put under
question the instituted normality, the official
narrative of the state, the illusion of the bounded
self. Today, however, the “foreigner” returns as a
real threat.

G.D. Indeed, the “foreigner” today is
designated as a threat, or at least as an issue of
social concern, and becomes the scapegoat for all
the woes of the Western world.

Sadly, in an age lacking grand narratives and
common aspirations, the peoples of different
nations are united in their retrenchment against
the “foreigner”. Widespread socio-political
instability has revitalized reactionary and overly
simplistic doctrines and practices, such religious
fundamentalism, nationalism, xenophobia and
homophobia. Boarders, walls, prisons, controls
and terrorist acts bring to mind long forgotten
ages of fanaticism and isolation, when things were
rigid, remote and completely demarcated. We're
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witnessing the advent of a neo-medieval era of
prohibitions, omnipresent fear for the “other” and
self-confinement. Anything “foreign” is absolutely
dangerous.

0.A. This is why Aeschylus’s defense of
the Danaids is distressingly timely. Already
in the tragedy’s first episode, the “foreigners”
unfold their genealogical tree to King Pelasgus.
“Argives we claim to be by birth”, they assert and
demonstrate, through a recourse to mythology,
that they are descendants of an Argive priestess
and lover of Zeus, Io.

As such, Aeschylus attempts to formulate a
universal cosmogony and conceptualize a
“common homeland”, in which the “foreign” and
the “intimate” are in fact identical. For Aeschylus,
the daughters of Danaus don’t “invade” a city
which is foreign to them, because they actually
“return” to their city of origin; they return to
their past to claim their future. “Journeys to relive
your past? ... Journeys to recover your future?”
was Great Khan’s question to Marco Polo in Italo
Calvino’s Invisible Cities.! And Marco’s answer
was: “Elsewhere is a negative mirror. The traveler
recognizes the little that is his, discovering

the much he has not had and will never have”.
This “elsewhere”, this “negative mirror”, is also
the setting of the tragedy experienced by the
“foreigner” today.

G.D. Not just by the refugee, who obviously
doesn’t travel by choice, but by every “foreigner”
who’s forced to violently relocate his or her
existence, to make a compulsory “correction”
which appears inevitable and, in my opinion,
can never replace what was lost, the Being-that-
was. I think what Aeschylus suggests, addressing
perhaps the most crucial and anthropocentric
dimension of this phenomenon, is that the

1 Italo Calvio, Invisible Cities, trns. William Weaver

(Vintage: London 1997), 25.
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“foreign” can be our fellow. In this sense, we’re
all connected to each other - an assertion of
humanism on the part of the author.

0O.A. We encounter this exact humanism
again, centuries later, in Alexandros
Papadiamantis’s remarkable short-story The
Decadent Dervish. The author recounts the
story of another “suppliant”, a homeless Muslim
musician meandering through the streets of
Athens in 1896. Although he’s obviously not an
asylum seeker, he’s wandering anonymously and
eventually proves his affinity to the locals, through
his dignity and especially through his music.

G.D. Indeed, the “foreign” is part of
the “intimate” and, as such, it cannot but
be accepted. To quote a character from the
“Laboratory of Dillema’s” final scene: “Since the
foreign is intimate, it wouldn’t make much sense
to reject it”. This is where the dilemma for the
King of Argos lies. Even though it’s dangerous for
his city to grant asylum to the Suppliant Women,
he cannot but accept them. Anything else would
run against the principles of society and the
gods’ imperatives.

O.A. The divinely protected tradition of
hospitality is of enormous significance here, since
Aeschylus’s engagement with religious matters is
evident in all his works. And it’s truly disturbing
that some of the most intolerant views today are
being voiced by priests or political parties who
claim to be Christian. A simple reference to the
Great and Holy Friday Orthodox Troparion
would suffice to demolish their xenophobic
argumentation. Accordingly, Joseph approached
Pilate and asked for Jesus’ body by saying the
following words: “Give me this foreigner, who from
his youth hath wandered like a foreigner. Give me
this foreigner, whom his kinsmen killed in hatred
like a foreigner ... Give me this foreigner who
knoweth how to take in the poor and foreigners ...
Give me this foreigner that I may bury him in a
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tomb, who being a foreigner hath no place whereon
to lay his head”.

G.D. In my opinion, it’s a dilemma between
a crude realism and a higher morality, between
a technocratic understanding of society and
a grander vision, a new beginning - which, I
think, is missing today. Are there common moral
principles in contemporary societies? What do we
believe in? These are the fundamental questions
raised in the Laboratory of Dilemmas. As such, the
dilemma in Aeschylus’s tragedy is now reframed
in a totally different context. It doesn’t concern
only the fate of the foreigner, but also the way in
which we may manage our very own reality. The
work asks: “If we were to imagine and design the
way in which our world will operate in the future,
what would our criteria be?” Besides accepting or
rejecting the “new cells”, the issue of disagreement
between the laboratory’s researchers regards
the basis upon which they shall reach their final
decision.

Of course, there are more connections with the
Suppliant Women: lost fragments, a man who
faces a similar dilemma, his decision to ask his
associates, thus resembling the King of Argos
who asked his people for a final verdict... and all
these take place somewhere in the past, during a
mythical event; just like in Aeschylus’s work.

O.A. Actually, the Laboratory of Dilemmas
refers to two mythical events: a scientific
experiment that was carried out during the 60s
and a lost documentary which recorded the
laboratory’s proceeding. Both events articulate
a whole mythology, at the core of which are
the dilemmas present in the mythology of The
Suppliant Women. As such, the Laboratory of
Dilemmas becomes a complementary and yet self-
contained mythology - a palimpsest in a sense.

G.D. Yes, the Laboratory of Dilemmas is a
work that refers to another work - a documentary
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of a scientific experiment — which, in turn,

refers to another work: the experiment itself.

In a peculiar “live adaptation” of the Suppliant
Women, the researchers of the experiment and the
protagonists in Aeschylus’s work were confronted
with the same dilemmas.

In this context, different levels of concepts and
interpretation succeed one another to make
evident a diachronic complexity and composition.
It’s as if the work draws a connection between the
age of Aeschylus and the world today, claiming
that some issues will always remain relevant to the
human race.

O.A. Hence, we're dealing with the
reenactment of a lost “work”. If this wasn’t the
case, then perhaps we wouldn’t need to reenact
it today in order to prove its existence. As John
Berger suggested in a different context: “Painting
is, first, an affirmation of the visible which
surrounds us and which continually appears
and disappears. Without the disappearing, there
would perhaps be no impulse to paint [...]”

However, this particular reenactment seems to
raise another issue: that of cinematic narration.
Gilles Deleuze explored the ways in which cinema
can “convey multiple and contradictory sheets of
time™. I think that representing these “sheets of
time” is central to the “Laboratory of Dilemma’s”
structure. For Deleuze, realism is no longer a
“mimetic analogical adequation between a sign
and referent”, as is the case in the superficially
“realistic” video excerpts projected in the Greek
pavilion — which, in this sense, “don’t represent
the real, but restore it”. Deleuze also wrote about
the “instinct of lived duration” and the “unstable
frame” which allows time to flow through its
boundaries, in the same way it flows through

the installation’s six video frames and five audio
excerpts. I believe that these frames and excerpts
could be seen as a single frame with “time
breaches”.
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Thus, beginning with “movement-image” and the
rational montage of commercial cinema, moving
to “time-image” which is based on discontinuity,
“faux raccords” and fragmentary narration, we
now reach a third type of montage which develops
as we walk.

G.D. Yes, the Laboratory of Dilemmas is a
park of audio-visual experiences; it is a movie that
unfolds in front of the spectator, not as a series
of successive moving pictures, but as a sequence
of different narrative materials, fragments and
approaches, that are being discovered by the
audience through a peripatetic act. First, the
spectators watch a mediated and partially directed
audio-visual material of an experiment through
the excerpts of a documentary that was filmed in
the laboratory; next, they listen to a number of
original and unedited audio excerpts which are
crucial for the narrative’s development; finally,
they partake in an adaptation, a dramatized
reenactment of a story. Therefore, this particular
narrative experience demands an active stance on
the part of audience.

O.A. The Laboratory of Dilemmas takes
places in its entirety within a labyrinth. But what
exactly is a labyrinth? I was impressed by the way
in which you incorporated in your work Panagis
Lekatsas’ theory from the The Labyrinth: Origins
and Evolution of a Form of Poetic Mythology —
which I gave you on one of our first meetings. In
this study, the author suggests that the labyrinth
in Knossos Palace “was not a prison made of
endless looping corridors leading to dead-ends”

2 John Berger, Steps Toward a Small Theory of the Visible,
The Shape of a Pocket (Penguin Random House:
New York 2003).

3 Gilles Deleuze, Cinema I: The Movement-Image,
trans. Hugh Tomlinson and Barbara Habberjam,
Athlone Press London and Cinema 2: The Time-Image
trans. Hugh Tomlinson and Robert Galeta. University

of Minnesota Press.
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but perhaps a “labyrinth dance” - a ritualistic
dance which “reenacted the wandering” of
Theseus and his comrades” within the maze.

Lekatsas, the founder of Greek social
anthropology, refers back to Homer and Plutarch,
to the tragic and folk poetry, and studies painting
on antique Greek vases and coins, concludes that
“Knossos’ labyrinth was in reality a dancefloor
designed as a maze, so as to direct the movement
of a similar dance”.

Likewise, the labyrinth in the Laboratory of
Dilemmas is not a simply a decorative element
but a whole “dance process”; a form of wandering
within a cinematic projection and map for
overcoming its narrative deadlocks and obstacles.

G.D. Exactly. The reason I'm using a labyrinth
is not to disorient the audience, but to guide them.
In this case, “getting lost” in a maze of narratives
and information is the necessary condition for the
spectators to reach the exit, which can serve as a
catharsis, in the sense that it may offer a clearer
perspective. Moreover, the Professor’s laboratory
in the documentary is also a labyrinth; he designed
his lab as such, because he believes that a maze
stimulates our willingness to transgress our limits.

In the Greek pavilion, the spectator and the story’s
protagonist share the same agony. We have to

get lost in its data, we have to expose ourselves,

in order to find a solution and become wiser, in
the words of the protagonist. The labyrinth is a
challenge we have to undertake, it is the time and
energy we have to invest, the work we must do, as
individuals and as societies.
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O.A. The final scene screened in the Screening
Room - a reenactment of the debate between the
laboratory’s scientists — is left unfinished. We
never find out what their final decision was. Did
they accept to include the new cells in the culture?
In Aeschylus’s Suppliant Women we know that
the Argive people decided in favor of the Danaids.
What do you think the decision of the scientists
would have been? Positive or negative?

G.D. The ending of the final scene in the
Laboratory of Dilemmas follows the contrast
between what we or, at least, I wish and what
actually happens. Given the rise of nationalism
in Europe, the conservative turn in the USA
and the first exit of a member-country from the
European Union, I'm afraid that scientists today
would have decided against the protection of
the new cells. Sadly, such views seem to prevail
globally these days.

In the Suppliant Women, the King of Argos faces
a dilemma between being “realistic” or following
a deeper moral imperative; eventually he chooses
the latter.

But what is our social morality today? In what
society do we want to live in and what sacrifices
does it take to create it? Where do we want to be in
twenty years from now? Perhaps, through art, we
may begin to discuss these questions.

Let’s put down the alternatives and articulate a
new vision.

We can easily change the ending of a film;
unfortunately, it’s less easy to change our future.



Epyactipto Siknupdtwy

EPTAY THPIO KPITIHAOY
<<ANA/\QF‘ZMQ\(»
TO MNPATMATIIKO
> TO MIKPOXIKOMIO
THY 2 NXTXPONH2 TEXNHX

Evrenia I'lanNoyrH
Anananrotria KaeHrHTPIA 5TO TMHMA KINHMATOTPA®IKON ZHOYAQN

TOY ITANENIZTHMIOY SORBONNE NOUVELLE PARIs 3

Otav 1o 1870 o Tdirog ¢uvotordyog Etiév-Zih Mapé' otpéder v
TPOOOYN TOL atd TN PeEAETN TNG KukAodopiag Tov alparog kat g kapdia-
KNG TMAAMKAG ovyvOTnTag otn HeAET TG dvotoroyiag g avlpdmivng
kat ™ Jwikng kivnong, kaveic dev pmopel va mpoPAéPel Tov avtikTumo
ov Ba €xovv Ta mepdpara avtd, Alya xpovia apyotepd, OTOV TOMEA TNG
wéyvng. O Mapé 6ev ftav kaiiitéyvng. H axpifrig avdivon g kivnong
avBpdmov kat {owv péoa amo T xpHor WOIKOV TEXVIKOV Kataypapng dev
Tov eviiadépel 010 MAA{O10 TNG KAAATEXVIKNG €KPpaong Kat dnpiovpyi-
ag arid amd Tty mAevpd Tov emotipova. Ta epotiuata mov Béter eivat
avtd tov melpaparikod epevvnty. '’ avtd kar mpofaivel ovotnuartikd
otV £hpedpeo KAl KATACKELT VEOV UNYAVIOU®V KAl TEYVIKMOV UNYAVIKAG
EYYPAPNG TOL OTITIKOV, IKAVOV VA avTamokplBovy 0TI avayKes Tmv e1oTn-
HOVIKOV Telpapdtov mov diedyel kabmg kal oto €(00G TwV epOTNUATOV
Tov B€tel. Méypt to 1878, ta meipdpata tov Mapé, 1diaitepa 6oov apopd

1 O Etév-Zix Mapé (1830-1904) Eexivdel v épevva mavw oty avBpadmivn kat t {wiky
Kivnon otig apyég tov 1870 mapdiinia pe v épevva mov dieEdyet o portntig Tov I'kaotdv
Kapré pe 6épa myv «[leipapatikn perétn g avbpomivng padiong» (Essai expérimental sur

la locomotion humaine: Etude de la marche, 1872).
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HETPNOT] TNG APTNPLAKNAG THEONG KAl TNV KATAYPAdT] TOL OPLYHIKOD {YVOLg,
BaoiCovtat oe ypadikég puebodovg. O opuypoypddog, tapadeiypatog ydpn,
Tov Tapovotdfetl to 1860 otn F'aiiiky Axadnpia Emomuav pertidver tig
VTIAPYOVOEG OLOKEVEG KATAYPADHS TOV TAAUOV KAVOVTAG TOV UNYAVIOHO
dopnTo Kat pe v Kartaypadpy tov iyvouvg va yiverar miéov oe pia Awpida
yapti. Qotéoo 1o 1878 pia Eexwprot epmerpia Oa arrdéet piiikd tov Tpdmo
mov ovAAapPdver o Mapé kat evopynotpwvet ta melpdpatd tov. Ztig 18
Iovviov 1878, oto T1dro Axro tng Kaiidpdpviag, o Bpetavig pwrtoypddog
Tvtyovepvt Mdpmprtl katapépver va amoovvbéoel tov kaimaopd evog
AYWVIOTIKOV aAGYOVL KAl VA ATEIKOVIoEL Ti§ S1adoy1kés pAoelg TG Kivong
Tov, ypnoipomolwvrag pa pébodo dradoyikng pwroypddiong.? AmédeiEe
€101 0Tt Katd T SidpKela Tov YpRyopov KAATACHOV eVOG aAdGyoL vTtdpyovy
otiypés mov kavéva and ta téooepa mddia tov fhov dev €xet emadn pe o
£dagog. To droyo Bpioketal e€ olokApov oTov aépa.

O1 duvatdreg g dwToypadiag otny avdivon kat Ty moTH amoTdnm-
on Ti§ kivnong ovvapmndalovv tov Mapé. Zto €€1g eykataieimet t ypadpikn
péBodo. OErovTag va Katavoroet Kat va avaidoetl Tovg adpatovg oTo av-
Bpdmmivo pdtt pnyaviopovg mov dimovy ) {wn, otpédetal oty dpwrtoypa-
dla wg Baoikn pébodo g diefaymyng towv melpapdtwv tov. Avtd Tov o
Mdpmprig katddpepe 1o 1878 pe t fonbera piag ovotoiyiag moAAATAGY Gw-
Toypadikdv punyavov, o Mapé to metvyaivel téooepa ypévia apydtepa, To
1882, ypnotpomotwvtag pévo pia. Ta dpwtoypapikd otrypidtvma mov €mo-
VTAl TO €va ToL AAAOL TIdvw o€ pia Adka 1 o€ pia Awpida yapti amotvn®-
VoLV T1G 51080y 1KES YPOVIKEG PATELS TNG TITHOTG EVOG TTIOLALOV 1] THG avOp®-
vng Padiong. AvBpwot kat {da Kivovvtal 0Tov xpo Kat oTov xpovo. Atd
™ dwrtoypadpikni avdivor g xpovikig diadoyis twv Mapé kat Mdprprtl
OTNV KIVIpatoypadikn avaovveon g Kivong Kat g HetaBariopevng
TPAYRATIKOTNTAG TO Pripa Tov émetat va yivet eivat pikpo. Oa mpayparto-
momBel péoa ota déka emdpeva ypovia odnywvtag £tot avtd mov Eekiv-
0€ WG Hid EMOTNHOVIKT TpooTidfela pwtoypadikod TERAYIOHOV TG Kivn-
ong va katainet oty dnuovpyia piag véag téxvng, Tov Kivnpatoypddpov.

H ommtikoakovotikry eykatdotaon tov Tdpyov Apifa Epyaoripio Oi-
Inppdrwv (emtionun eAAnviky ovupetoxy oty 571 Aebvr Kaiirteyvikn
"ExBeomn ¢ Mmievdie Bevetiag, 2017) mailet pe ta dpia g emotipng Kat
™G TEXVNG, TG aAnbetag Kat Tov Pépatog, TG MoTHS avamapaywyng Tov
TpAypatikov Kat g apnynuatikig avakataokevig tov. H eykatdotaon

2 Hemvonon mg pehodov tov vypod koirodiov to 1851 0dnyet otnv arcntm peimon tov ypoéveov
£x0eong (oTnVv apy1 TG LOTOPING TNG POTOYPAPING, o LOVASIKT EKOVa amattel Opeg EkOeoNC).
Tn dekaetio Tov 1870, n ehayiotonoinon tov ypodvov £kbeong divet T duvatdtna Ayng
QOTOYPAPLOVY o€ Ypriyopn akinhovyia, yeyovog mov enttpénet otov Mawmpiel vo cLAAGPeL Kot

VO TPOLY LOTOTOWGEL TO TTEIPOLLE TOL.
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BaociCetar oty tpaywdia tov Atoyxdrov IxkErideg: yia va amodpvyovv tov
yapo pe ta mpata Eadépdra tovg, ot IkErideg pedyovv amnd tnv Alyvmnto pe
TPOOPIopS To Apyog 6Tov {NTovv dovAo amd Tov Paciitd tng OANG. Av Tig
BonBnoet, o (610¢ kivbuvevel va pokaiéoet arloiwon TG eOVIKNG, KOV®-
VIKTG KAl OpNoKeVTIKAG GLOIOYVOUIAG TOV KATOTKWY TNG TIOANG, Kabm¢ kat
mdAepo pe tovg Aryvrrtiovg. Av dev tig fonbrjoet, mapaPaivel Tovg vopouvg
™G drro&eviag kat Tig apyég tov dikaiov kat tov avhpwmopod. H eykatd-
otaon tov [dpyov Apifa emyeipel n petatdmon avtod Tov mpoPAnuart-
opoV: «Av ot Ikerides dev Hrav dvBpwmol arld évag pikpog amelpoeidyt-
OTOG OPYAVIOUOS TOL OUUTIAVTOG TIOL KIVOVVELE pe adpaviopd. Av o Aadg tov
Apyovg HTav pia eMOTNHOVIKY KOWVOTNTA, IOV ETPETE VA EMITPEPEL 1] Ol
™V TomofTNoN avTod TOL OPYAVIOHOV OE £va LTIAPYOV ACPAAES EPYATTT-
prako meptBditov, MG Ba amavtodoe 1 EMOTHHN OTO EpOTNHA TIOL DETEL 1)
paywdias».’

H petatdmon tov dianppatikov yapaktipa tg tpayndiag tov Atoyviov
amé TN odaipa TOL KOWWOVIKOTIOATIKOV 01N opaipa evoG KOGUOAOYIKOV
yiyveobat, mov mpaypatevetal tn oyéorn emotiung kar nbikng, amote-
Ael ) Bdomn mdvw oty omola otnpiletal o apnynpatikd otkodounpua g
eykatrdotaons. H petapopd and 1o éva oto dAro dikatoroyeitat amnd tmy
avTavakAaoTiky oxéon mov mpokvmtel avdpeod tovg. O TNwpyog Apifag
Snpiovpyel éva GLHPETPIKG avAAOYO TNG SIANUUATIKNG KATAOTAONG 0TV
omoia Ppioketat n kovovia Tov Apyovg peta&d omtnpiag tov «E€vov» kat
Statrpnong Tov «eyydptov». ‘Eva cuppetpikd avdioyo mov avTikatopi-
Cel kat petabétet Ta mMOIOTIKA YAPAKTNPIOTIKA TOV EpWTHRATOC Tov BETel 0
Atoydrog, pe andtepo otdyo PéPaia va katadeifel ta xapaktnpioTikd mov
oLVBETOVY TN GVYYXPOVN TIAYKOOHIOTIOMUEVT TIpAYHATIKOTNTA KAl TiG aAAa-
Y€¢ Tov emipépet avTr] 0To S1eOVEG YeWTOATIKS TOTI{O.

ITio ovykekpipéva, n eykardotaot ovvovdlel TPEIS YWPOYPOVIKEG EVOTT-
1&g (Sraotdoelg):

1. Kevzpixr Evpdnn, 1960: Sic€aywyn evog emoTNUOVIKOV TEIPARATOS yid
TNV avTIpET®OToT TS nriatitidag. Tnv epyaotnpiakn épevva dievbiver évag
"EXAnvag kabnyntig kuttapolroyiag oe éva epyaotiplo Siapoppopévo amd
Tov {810 wg AaPvpivbo.

2. MzovévogAipeg, 2016: avaxkdivym otny tarviobnikr tov Mmovévog Atpeg
H1ag 0€1pdg amooTACUAT®OV KAl AHOVTAPLOTOL VALKOV £VOG VTOKILAVTEP TIOL
Kataypddet to mapandve meipapd.

3. Edw, onpepa (xdpog kai xpovog adievkpiviorog): pe BAon Tig onUeEI®oelg
IOV AP0 0 OKNVOBETNG TOL VTIOKIHAVTEP (TO GVOHA TOL OTIOIOL TIAPAMEVEL
4yvwoTo), mapakohovbovpe TV Kivnpatoypadnuévn avamnapdotaor g
teAevTaiag ovvedpiaong TV EMOTNHOVOV.

3 Oumanpodopieg éxovv aviinbel petd v evyevi) Tapay®@pnomn LVALKOV amd Tov KaAATEY V.
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‘Oocov apopd v eowtepikn dtappvBuion g eykatdotaong, avty dtapop-
dodveral ot Pdon evog avtiotoryov tpladikod ovotiparog. [epiiappdver
1o Ave Emimedo, 1o Kdtw Entnedo-Aapipivbo xar 1o Kieioté Ampdrio.
Kat ta tpia pépn mapovoidfouvv tpunpatikd oe 00dveg kat nyeia avbevtikd
1 AVAKATAOKEVAGUEVO VAIKG ATIO TO VIOKIHAVTEP TIOV avakaibpOnke otnv
Apyevtivi.t

O Twpyog Apifag opiyet kat cvyyéet ovveldNTd TG APNYNUATIKEG THOTES
kabwg kat t1g StapopeTikés ywpoypovikég evotnreg. [Ipoxvmret pia ovvOe-
™ APNYNHATIKY KAl apYITEKTOVIKY dopr] Tov, péoa amd 1o HOVTENO TOL
AapvptvBovu kat g SraoTpwpdtmong (€ToYES, TANPODOPIES K.ATL), eTIKAL-
pomotel 10 apyaio SiAnppa tov IkEridwy, eved tavtdypova mpoteivel éva
oVyyxpovo oxOAlo yia Tov KOopo oTov omolo fovpe ofpepa. H dtaotpoud-
TOOM KAl N emavarapfavopevn avaovykpdtnon tov «idtov» oto «dtapope-
TIKG» yivovtal o Tpomog yia va avtiAndfoivpe mog pavopevikd acvvoeta
peta&y Tovg pdyparta ovvdEovTal kat aAANAOEMSPovY oTo dtacTacuévo,
ATOOTIACUATIKG, OGLVEYEG TIOL oLVOETEL TN GVyypovn Tpaypatikotnta. H
«Staotpwpdtoon» kat o «Aafipvbog» TpoTelvovTal WG LOVTEAA OKEYTG,
éva eld0¢ TMOAVOKOTIKNG OpAOTG KAl CLUVEKTIKNG avTIANMG twv ToAAA-
TAOTHTWY, IKAV®OV va avadei§ovv tnv avaioyikn oxéor mov Siémet ta mpdy-
pata kat ta propata. Oa emavéAbm OpwG oTNV £vVvold TOL «avaAOyIoHoU»
Alyo apydtepa.

Ze autd 1o onuelo Ba Beda va Sdow peyaidtepn mpoooyr oto Bépa tov
Sumupatog. Tpdkertar yia ™ Bdon g petdfeong amod ) pnTopLKy Tov
Atwoydrov o avtiv tov T'wpyov Apifa, to kovd onpeio avapopdg mov cv-
ykpotei kat ovvdéet Tig dvo apnynoeig petald toug. Ipdkertar dpwg tav-
toypova kat yU avté mov el tov Beatr] va ovoyeTioel Ta TEKTAVOHEVA
oTiG 6¥0 10TOPIEG e TNV IOTOPLKT TIpaypaTikOTnTa péoa oty omoia Let. O
Beatr¢ kKaAeltal va evepyomoijoet ta Pidopatd tov og ToATNG EVOG KOGHOL
onpadepévov amd «tn pnén avdueoa otov dvBpwto kat Ty matpida tov,
™V anofévmon Kdl ToV amoymplopd amd To OLKOYEVELAKO OTITL, KAl TNV
avutépPintn OANYM Tov avtd ocvvendyovtar.® Xto SiAnppa Kar ™ ovyyv-
oM TIOL ATTOTEAOVY TO TIEPIEYOUEVO TOV adpnyroewy, o ['dpyog Apifag mpo-
obétet éva emmAgov SiAnppa, avtd g popdng. H afefaidtra oe oyéon
pe avto mov PArémovpe kat akovpe kabopilet v epmelpia pag wg Beatwv.
Tlpdkertar yia mpaypatikd yeyovota; I'a v avamapdotaocy tovg; T'a
kaBapn pvbomiaoia; ITod eival to 6plo avdpeoa oto VIOKOLUEVTO Kat THY

4 Outminpodopieg éxovv avtAnBel peTd TNV €VYEVH TIAPAXDPNOT VAIKOD ATIO TOV KAAAITEYVT.
S5 «Lexil, s’il constitue étrangement un sujet de réflexion fascinant, est terrible a vivre. C’est la
fissure a jamais creusée entre I’étre humain et sa terre natale, entre 'individu et son vrai

foyer, et la tristesse qu’il implique n’est pas surmontable», oto Edward W. Said, Réflexions

sur lexil et autres essais, Actes Sud, ITapiot 2008, 0. 241.
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mpooopoiwon] Tov; [Tolog elvat o ovvtedeotig yvnoidtntag kabevog amd
ta otddia g aprynong kat ta emineda g eykardotaong; [og otoyetlo-
Beteltar ) e€andtnon, av viidpyel; Méoa oe avtd to mAaiolo ovyyvong, o
Beatr¢ PpiokeTal avTIPETOTIOC Pe TO SIANUUA TV EIKOVOV KAL TOV AEKTIKOV
paptoptdv. AiAnppa mov apopd to Kivnpatoypadpikd/Aoyoteyvikd (6o pe
TO OTIOIO TO OTITIKOAKOVOTIKO LAIKS TOL €pyOv OLVTAGOETAL, TOL PAOHATOC,
yla va eipaote mo akpiPeic, tov e18@dV oL evepyoTotel N eykatdotaon,
aTod TO VIOKOLUEVTO OTNV EMOTNHOVIKY pavtaoia kat amd ) pvbomiacia
otov metpapatiopd. Iog tehikd 1 eAedBepn yprion Tov YAwooikoy 18idpa-
oG kabevdg améd ta kivnparoypadikd €idn mov emkaieitat n eykardorta-
on (vroktipavtép, pobomiaoia, emMoTnHoviky pavraoia) kabiotd to odvopo
peta&d tovg Siamepatd kAl TV ATAITHOT] TALTOTOMONG 1] KATNYOPLOTIOiN-
ONG TV EIKOVOV TIAPWYTUEVT.

O tpdmog pe tov omoio o [wpyog Apipag «mailer» pe ™ oxéon mpaypartt-
KoV Kdal pn mpaypatikov eyypdpetal o pia yevikotepn tdon g ovyypo-
vn¢ téxvng. [ToAdol elvar ot kaAAitéyveg, diaitepa doot epydfovrat pe tnv
KivoVpevT €1kéva, ot 0moiol 0To KAAEOUA TOL ETEYOVTOG YAPAKTHPA TOV
oV¥yYPOVOL KOGHOL amavTovy pe épya mov emkarovvtal ti¢ pefddovg kat
™ AErToLpYia TOL VTIOKIPAVTEP. XPNOIHOTOI00V, WOTO00, TO VIOKIHAVTEDP
pe tpdmo mov Eemepvdel Tov avotnpd OpLoUS TOL KOG KIVIHATOYPApIKOV
eidovg. TTio ovykekpipéva, to amodopovy téoo and atebntiky dmoymn 6co
kat amd pebodoroyikn. H morvmiokdtnta twv popdpmv, n moikiAia tov
KAAATEYVIKOV TAGEMV TIOV EVOWUATMOVOLY (TEY VT TOL BivTeo, melpapatikdg
KIVNUATOYpAdOG, EVVOIOAOYIKT] TEXVN K.ATL), 1] TIOAVGWVIA TOV TPWTOKOA-
AoV dnuiovpyiag mov Bétovy oe epappoyr, mavw an’ GAa n TAnBwpa Twv
pefddwyv Epevvag mov emikaiovvtal yida TNV TPOOEyYlon Kat Ty avdiv-
on Tov TPAypatikoly (kovwvioAoyia, yewypadia, avBpwmoroyia, oiko-
Aoyia) éxet emtpéPet ta tehevtaia ypovia va emMKpATHOOLY Ol EKPPAOELS
«S1EVPLUEVO VTOKIHAVTEP» KAl «OTPOPN TPOG TO VIokipavtep».® To kdpto
YAPAKTNPLIOTIKG AVTAG TNG «OTPOoPNG» €ival TO TAVTIpeEUA TOL TeXVAoUA-
TOG pe TV avbevTikdTnTd, Tov AtodNTIKoV Vdovg pe to moAttiké 0og¢. (To
TPOPANpHA ™G atobNTIKOTOIMONG TOL TIOAITIKOD, £TO1 OTIWG €XEL dlATLTIW-
Oel ano tov Bddtep Mmévyiapy, amotedel éva kbpto {itnua mov, dSvotv-
YOG, 0TO TAALG10 NG Tapovoag dnpooicvong dev éxovpe T duvatdtnta va
e€etdoovpe epAITépw.)

To kaAArteyvikd yeyovog mov onpatoddTnoe ) HetdPfaor o€ pia yevikev-
HEVT] avTIANYM TNG XPHIONG TOL VIOKIMAVTEP eivatl 1 evoékatn ékdoon g

6 Zyetikd pe ) «Ztpodr Tpog to viokipavtép» (The Documentary Turn) mapaméuno 8o
o710 apbpo pov «No Man’s Land, Every Man’s Home: Clemens von Wedemeyer’s Documentary
Aporia», oto Erika Balsom xat Hila Peleg (emip.), Documentary Across Disciplines, The MIT
Press & Haus der Kulteren der Welt (HKW), Kéumpitg, 2016, 0. 216-237.
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Documenta 10 2002. O kaiirteyvikog Sievbuvtig g ‘Oxouvt Evyovélop,
e Tt ovvepyaoia piag opddag diebvav empentwyv, enéiee Epya pe cadeig
avaopég 0TV KPLTIKN TOV EMITTTOOEWY THG TIAYKOOULOTIOMONG KAl TNG KL-
prapyiag g dutikn¢ (evpwapepikavikig) kovitovpag. Praodotia tov frav
va dnpovpynoet pia ovykvpia Gmov To medio TG KAAATEYVIKNG dnpiovpylag
Ba umopovoe va ouvavtioet TNy TOATIKY okéYn kat dpdon. Mia Stevpopé-
V1] XPYOT] TOL VTOKIHAVTEP Ba Propovoe, v’ avtég Tig ovvOnkeg, va dtadpa-
patioet évav onuavtiko péro. Oyt wg «atdépia aribela» (n avamapdotaon
€EAALOVL TOL TIPAYUATIKOV TNV TEXVH ovvodeveTal, pvoet kat Boet, and v
évrtaon mov ekppdlet n Sryotopia petald Gpoppailopoy kat peailopov, vTo-
KEIPEVIKOTNTAG KAl AVTIKEILEVIKOTNTAG), AAAA 0G pia «aioBnon airbetag»,’
OV YPNOIUOTIOLET TA EPYAAEIA TOV VTOKIPAVTEP Yid VA EKPPAOEL «KATL AAN-
0wvé yia ) Lwn», oe oyéon Kuplwg pe to aiobnua odyyvong kat advvapiag
Katavonong Tov KOOHOoL 0To TAAIO10 TNG VEAG TIayKOopULAg avakatdta&ng.

>to BiBrio tng Dispositifs Critiques: le documentaire, du cinéma aux arts
visuels, n Bewpnrikdg g téyvng AAlv Kayié® e€nyel dt1 o1 Sievpopéveg
HOPDEG TOL VIOKIHAVTEP OTOV YMPO TWV EIKACTIKOV TEXVAOV, OTIOG EMIONG
oto Béatpo kat Tov xopd, €xovv TNV TAON va AEITOLPYOVY MG «OCLOTHHATA»
(dispositif®) S10atong (avdivon, épevva, oxoMacuds) TV pAvOPEV®V TOV
TIPAYRATIKOV KAl TOV YEYOVOTWY TIOL AAUPAVOLY X®pa OTIG OVYYPOVES KOL-
Vwvieg. ATIOTEAOVV EVOAPKDOELS HLAG KPITIKNG 0TAONG amévavTt oTig SOpEG
TOV GVYYPOVOL KOGHOVL.

TTio ovykekpipéva, n Bewpntikdg dratvmdvet v 18€a Ot ot dtevpopéveg
HOPDEG TOL VTOKIHAVTEP ATIOTEAOVV «KPITIKEG evOTNTEG» TOCO TapdDe-
ongG, 600 KAl EKTEAEOTG TOL TPAYHATIKOV (avadiatdmwor tov). Me dAia
AOy1a, exppdlovy To TPaynatikd, oyt HOVO pEoa amod TO TEPIEYOHEVO TTOV
ototyelobetovy (tnv dpeon avamapdotaot), aAid Tavtdéypova péoa amo Tov
TPOTIO TIOL EVOWUATOVOLV TIG OOHEG TOL TIpAYHATIKOV (1] TNV apdipoiia wg
T(POG TNV KATAVON o™ Kdl TNV TAVTOTION 01 TOVG), 0TO E0CMTEPLIKO TOL £PYOV,
ot OVAMY Tov, 0T dopun ekTEAEONG TOV, KADWE KAl 0TV 0pYdvwo™ TOv
TEPLEYOUEVOL TOV.

7 «A Sense of Truthfulness», pA. Okwui Enwesor, «Documentary/Vérité: Bio-politics, Human
Rights, and the Figure of ‘Truth’ in Contemporary Art», oto Maria Lind xat Hito Steyerl
(em.), The Greenroom: Reconsidering the Documentary and Contemporary Art #1, Berlin,
Annandale-on- Hudson, Sternberg Press & Center for Curatorial Studies, Bard College,
2008, 0. 62-102.

8  Aline Caillet, Dispositifs critiques: le documentaire, du cinéma aux arts visuels, Presses
universitaires de Rennes, Pev 2014.

9 BX. Giorgio Agamben, Che cos’é un dispositivo?, Nottetempo, Mirdvo 2006. Emtiong,
Michel Foucault, L'Ordre du discours, Gallimard, TTapiot 1971 emiong, tov 18iov, Surveiller

et punir, Gallimard, ITapiot 1975.
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To Epyaorripio Sidnppdrwy B€1el T0 MAPAKATO EPOTNHUA: TO VIOKIHAVTEDP
oL TIapovotldfetal TpnpaTikd ota tpia emimeda g eykatdotaong eivat
vriapkto; To meipapa oto omoio avapépetar to viokipavtép xet ovpPel; T
amé 1o €pyo tov ['wpyov Apifa mapaméptet oe mpaypatikd yeyovota; Av
Kat pépet epdavn ta onuddia g $pOopdg kat ¢ maraidtnrag, To OTMTIKO-
AKOLOTIKG LAIKO TIApOLOLASel pe aApesOTNTA TIG HAPTLUPIES TOL EMKEPAAG
tov metpdparog. O emotipovag amevbivvel tov AGyo oty oudda tov ek-
dpdtovtag tn onpacia tov piokov oTNV avaiitnon Tov kavovpiov. AAlote
TdAL piddet amevbeiag oty kdpepa eENydvTag 0To Koo to VioTng onua-
olag épyo ov emitedettat oto epyaoctipro. H kAvikr kabapdtnra, axpifeia
kat dtadpdvela mov yapaktnpifovv tig e1kéves tov I'idpyov Apifa (oToyeia
oL Tapamépmovy oty eEdhenyn Tov e£ATOUIKEVUEVOL KAL TOL OPYAVIKOV
TPOG OPEAOG HIAG LOPPNG AVTIKEIHEVOTIOMONG KAl PNYAVIOTIKAG ATTOEEV®-
ong) divovv ed® T B€on TOLG O€ 1A HOPPN ETHUEANUEVTIG UN AVAYVOOIHO-
mrag. [apatiBetal pia ogtpd amd Adbn oty amédoon Tov NYov Kat TG e1-
KOVAG (Kuplwg S1akoTég TG Opaing porg), aAAoldoeis ovyyeveig, Oa éleya,
Tov 6pov «glitch» mov mapaméumer ota aipvidia opdipara evég ovotipa-
T0G, Ta omola SpmG éxovv T duvatdtnta va dtopbwvovtat avtépata. Av kat
N yeopetpikn dtdtaén otov xopo (péow g draydviag AMyng) dmwg emiong
KAl TO OTOLELO TNG GVHUETPIAG 0T 0VVOEOT (LECW TOV HETOTILK®OV TTAAV®V)
e€aodpaifovv tn peyaiitepn Svvaty andéboomn AVTIKEIPEVIKOTNTAG, O AOYOG
TOV €MOTANOVA Kat 0 PaBud¢ TPOOWTIKAG EUTTAOKTG TOV OTO €PYO LTIO-
ypappitouv éva aiobnua ovykpatnuévov evhovotaopol kat Yoyikig avd-
taong. Me dedopévn map’ 6Aa avtd v apdipoiia wg mpog TNV avBevtikod-
TNTA TOL OTITIKOAKOLOTIKOV VALKOY Kat Ti§ Tpobéaeig tov dnutovpyod tov,
TO €pyO 0TO GVVOAS TOL TAPAHEVEL APPNKTA CLUVOESEPEVO [E TO TIPAYHUATL-
k6. ‘Omota k1 av eivat 11 ox€on Tov VIOKIHavtép pe v ainbeia, kdt amd
™V aifela Tov GVyPovoL KOVWVIKOU yiyveohat Sietodvet oav emtakTikg
avaykmn avdpeoa otig Aé€eig kat Tig e1kOveg TG eykatdotaong. Av oyt ama-
paitnta pe tn popdn ¢ petadpopds kat tg arinyopiag, 6mwg Ha prmopov-
oe va vrioféoet kavelg, iong pe avtiv g avaioyiag.

>to PipAio Par-dela nature et culture,”’ o avBpwmordyog ®idint Nteokord
Tpoteivel Téooepa Paoikd povTéAd SEOUMV KAl OLOYETIONG TOV OTOLKE(WV
Tov k6opovL (dvta, mpdypara, oxUaTd, OLOIEG K.ATL), TE00EPA OLOTHHATA
OVTOAOYIKNG TAVTOTIOMONG KAl KaBOoptopoV Twv eTepoTHTOV. Avdpeod Tovg,
0 «avaloytopdg» (analogisme)'! opiGetat wg o TPOTOG KATAVOUNG KAl OVV-
Seong twv dtapopeTikoTHTOV. APopd TNV TEpITT®OoT GOV TOCO N ECHTEPL-
KOTNTA 600 KAl 1] COUATIKOTNTA VOGS oTolKElOL, avOpd oL 1 un, opilovtat
WG drapopeTikés amod TNV e0WTEPIKOTNTA KAl TN OWUATIKOTNTA EVOG AAAOL

10 Philippe Descola, Par-dela nature et culture, Gallimard, ITapiot 2005. ITio ovykexpipéva,

ked. «H {ain mg avaroyiag» (Les Vertiges de I'analogie), 0. 280-320.

11 Ta d\ha tpia povtéda eival 0 «TOTEPIOROG», O «AVIUIOROG» KAl O «VATOLPAAOUOG».
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ototyeiov. O NteokoAd Bewpel Tov «avaroyiopd» €va Gvelpo manpdtnTag
KAl OLVEYELAG TOL KOOHOL, OV ATIAVTA OTN YEVIKT KATATUNOT KAl AOLVE-
yela twv ototxeiwv tov. To Epyaotipio Sidnpupdrwy tov Tdpyov Apifa
elval éva T€Tolo epyaoTrplo GLOYETIONG S1adPOPETIKOTHTWV Kal dSnuiovpyi-
ag avaroyiov. Avdpeoa oto €pyo tov AloybAov, ta SpwpeEVa 0TO EpyaAcTh-
PlO KAl TNV TPAYHATIKOTNTA TOL KOGHOL GTOV OTI0l0 oUHE, 0 dnptovpyds
Stapopddvel otoyelddelg dopés ovyyévetag mov petptdlovv to PAapog tov
oYlopatog avdpeoa oto mpaypatikd ka to un mpaypatikd. Xwpic va mpo-
KELITAL y1ad eppnvevTiKd viepbepatiopd (to pn mpaypartiké oty vinpeoia
TOL TPAYHATIKOV), AAAd OUTE yid AKVP®WON TOL TPAYHATIKOY (4TIwG oty
TEPIMTWOT TNG «peTa-aindeiag»'?), to épyo cuvdvdlel kat ovoyetilet pdy-
pata avopola peta&l tovg. Av n avtibeorn amoteAel 1 ovviOn katdotaon
TOL KOOHOV, O KPITIKOG «avAAOYIopOG» (kat oyt n eEopoiwon ovte n oteipa
TadTion) €PYETAL VA IKAVOTIOOEL TO OVEIPO TIANPOTNTAG KAl OLVEXELAG TOV
KOOHOV KA1, ®G €K TOVTOL, VA KAvel avTth Tny idta ) dtadpopetikdtnta Alyo
Ayotepo dradopetiky.

Mia mbavn andvnon tov ['wpyov Apifa oto diAnppa twv IkEridwy kabwg
Kat 670 PYeLSodIANUUA TOV KOWVOVIOV TOL OUYYPOVOL SLTIKOV KOGHOL, TO
omoilo avTmapabetel oty eYyevy avayKr TOV KOWVOVIOV KAl TOV TTOALTL-
OUOV Yla S1adpopeTikdTNTA TO SNUAYOYIKO avTIETIXEIpNUA TNG AALoiwong
oL eyYwpiov, eivat o 810 To €pyo, 1 oVVOETN GVON TOL, 1] CLYYDVELOT] TWV
€TEPOKANTWV TIOL TipeoPevet kat paypatovetl. To TAvVTpepa Twv eTePOKAN-
TOV, TOL TAYVISI0V KAl TOL EPYACTNPLAKOV TEPARATIOUOV, HTAV ALTO OV
€dwoe T w1 oToV KIVNUATOYypddo, oL KATOYVPWOE TN YEVVNOT TOL OTO
oTavpodpdpt ¢ arnbetag kat g payeiag, Tov opatoy kat tov aopdrov. H
oVyXLON OGS TIPOG TNV TAVTOTITA TOL OTITIKOAKOVOTIKOV LVALKOV Tov [dpyov
Apifa avavedvet tn Oepediddn Tdon TV TPOT®V KIVOOHEVOY EIKOVOV, 0Td
OTAQYVA TOV OTIO{MV 1 VITOOYECT] TOL TIPAYHATIKOV HTTOAAOE TO GVELPO TNG
dtag tov g véppaong.

12 Ralph Keyes, The Post-truth Era: Dishonesty and Deception in Contemporary Life, St. Martin’s
Press, Néa Yopkn 2004.
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When in 1870 the French physiologist Etienne-
Jules Marey' turned his attention from the study
of blood circulation and heart pulse frequency
to the physiology of human and animal motion,
no one could predict the impact that these
experiments would have a few years later in

the field of art. Marey was not an artist. The
exact analysis of the locomotion of humans and
animals through the use of special recording
techniques did not interest him as artistic
expression and creation but from the perspective
of a scientist. The questions he posed were those
of an experimental researcher. This is why he
systematically proceeded to invent and construct
new mechanisms and techniques for the
mechanical recording of the visual so as to meet
the needs of the scientific experiments he carried
out and the type of questions he posed.

Until 1878, Marey’s experiments, particularly
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with regard to the measurement of blood pressure
and the recording of the pulse’s trace, were
based on graphic methods. The sphygmograph,
for example, which he presented in 1860

to the French Academy of Sciences, was an
improvement of the existing pulse recording
apparatuses, by making the mechanism portable
and with the recording of the trace appearing
now on a paper strip. However, in 1878 a

unique experience radically changed the way

in which Marey conceived and orchestrated

his experiments. On 18 June 1878, in Palo Alto,

1 Etienne-Jules Marey (1830-1904) began his research on
human and animal locomotion in early 1870 in parallel
with the research being carried out by his student, Gaston
Carlet, author of “Experimental essay on human
locomotion: Study of the walk” (Essai expérimental sur la

locomotion humaine: Etude de la marche, 1872).
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California, the British photographer Eadweard
Muybridge managed to break down the gallop

of a race horse and depict the successive phases
of its movement using a method of sequential
photography.? He thus proved that during the
rapid gallop of a horse there are times when none
of the four legs of the animal is touching the
ground. The horse is entirely in the air.

The potential of photography in analyzing

and faithfully capturing movement fascinated
Marey. From then on he abandoned the graphic
method. Wishing to understand and analyze

the mechanisms which govern life and which

are invisible to the human eye, he turned to
photography as the main method for conducting
his experiments. What Muybridge succeeded in
doing in 1878 with the help of a multi-camera
apparatus, Marey achieved four years later, in
1882, using only one. The camera shots which
follow one another on a plate or on a strip of
paper illustrate the successive time phases of the
flight of a bird or of the human gait: people and
animals moving in space and time. From the
photographic analysis of the successive phases of
movement achieved by Marey and Muybridge, to
the cinematic reconstruction of movement and
its changing reality, there is only one small step to
be made. This was to take place over the next ten
years, leading what began as a scientific endeavor
to photographically break down movement to the
creation of a new art, cinema.

George Drivas’ audiovisual installation
Laboratory of Dilemmas (the official Greek
participation in the 57th International Art
Exhibition of the Venice Biennale, 2017)
investigates the limits of science and art; truth
and lie; the faithful reproduction of the real and
its narrative reconstruction. The installation is
based on Aeschylus’s tragedy Suppliant Women: to
avoid marrying their first cousins, the Suppliant
Women leave Egypt for Argos where they seek
asylum from the king of the city. If he helps them,
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he risks altering the national, social and religious
character of the city, in addition to provoking war
with the Egyptians. If he does not help them, he
will be violating the tacit laws of hospitality as
well as the principles of humanity and the rule of
law. George Drivas’ installation attempts to shift
this quandary: “What if the Suppliant Women
were not humans but an infinitesimal organism in
the universe threatened with extinction? What if
the people of Argos were a scientific community
asked whether or not to allow the organism to be
placed in the safe environment of the laboratory?
How would science answer the question posed by
the tragedy?”?

The shift of the initial dilemma from the sphere
of the socio-political to that of the cosmological
dealing with the relationship between science and
ethics is the foundation upon which the narrative
structure of the installation rests. The transfer
from one to the other is justified by the reflective
relationship that arises between them. George
Drivas creates a symmetrical “analogon” of the
dilemma facing the society of Argos: embrace

the “foreign” or maintain the “domestic”? A
symmetrical “analogon” which transposes the
qualitative features of the question raised by
Aeschylus, and aimes ultimately at outling the
current situation of the world and issues related
to the changes brought to the international
geopolitical landscape.

The installation combines three time-space units
(dimensions):
1. Central Europe, 1960: A scientific experiment is

2 Atthebeginning of the history of photography a single
image required hours of exposure. The invention of the
liquid collodion process in 1851 led to a significant
reduction in exposure time which later enabled
photographs to be taken in rapid succession, and
Muybridge to conceive and realize his experiment.

3 The text and the information have been drawn from

material kindly provided by the artist.
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being conducted in order to find a treatment for
hepatitis. The laboratory research is headed by a
Greek professor of cytology in a laboratory set up
by him in the form of a maze.

2. Buenos Aires, 2016: Unedited footage of a
documentary film about this experiment is
discovered in the Buenos Aires cinématheque.

3. Here, today (space and time undetermined):
based on the notes left by the filmmaker of the
documentary (whose name remains unknown),
the viewer watches a cinematic reenactment of
the last meeting held by the scientists.

The installation reproduces this triadic division.
It is conceived and staged on the basis of a
similar tripartite stratification. It includes an
Upper Level, a Lower Level-Maze and a Closed
Room. In all these three parts, screens and
speakers present original or reenacted material
from the documentary which was discovered in
Argentina.*

George Drivas mingles consciously the narrative
tracks with the different time-space units. The
outcome is a complex narrative and architectural
structure using models such as the labyrinth and
the superimposition of strata (historical times,
information, etc.) in order to present a revised
version of the ancient dilemma of the Suppliant
Women while at the same time commenting

on the world we live in today. The stratification
and the repeated reconstruction of the “known”
into the “different” help us perceive how things
that seem disconnected are indeed connected;
furthermore, how they manage to interact in

the fractured, fragmented continuum which
makes up contemporary reality. “Layering”

and the “labyrinth” stand for thought models,

a kind of polyscopic vision and cohesive
perception of pluralities, capable of enhancing the
proportional relationship which governs things
and experiences. I will return to the concept of
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proportionality and more specifically to that of
“analogism” a little later.

At this point I would like to pay greater attention
to the very essence of the dilemma. This marks
the shift from the rhetoric of Aeschylus to that
of George Drivas. It is at the same time the
common reference point which constitutes and
connects the two stories together. This dilemma
is also what urges the viewers to relate what

is happening in both stories to the historical
now. The viewers are invited to activate their
experiences as citizens of a world scarred by
what Edward Said calls “the rift forced between
man and his homeland”.” To the dilemma and
confusion that make up the content of the
narratives, George Drivas adds an additional
variable - that of form. The uncertainty regarding
what we see and hear determines our experience
as viewers. Are we witnessing actual facts or
rather their representation? Are we confronted
with mere fiction? Where is the border line
between the document and its simulation? What
is the coefficient of authenticity of each stage of
the story as well as of the installation? How is
the deception carried out, if deception exists?
Within such a context of confusion, the viewer
is continuously led to interrogate what is seen
and heard. He/she is led to question the nature
of the cinematic or literary genre with which

the audiovisual material is associated; to be
more precise, the spectrum of genres activated
by the installation, namely from documentary
film to science fiction and from mere fiction

to experimental film. Eventually, the way in
which the project chooses to freely navigate
through different genres and their respective
morphological features (documentary, fiction,
science fiction) renders the border between

4 The information has been drawn from material kindly
provided by the artist.

5  See Edward W. Said, Reflections on Exile and Other Essays,
Harvard University Press, Cambridge Mass. 2008, p. 137.
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them permeable and the very requirement for
identification and classification, totally obsolete.

In fact, George Drivas explores the borders
between the real and the non-real in a way
frequently encountered in contemporary

art nowadays. Many artists, especially those
working with the moving image, choose to
respond to the urgent call of the present day
world by producing a body of work that explicitly
invokes the methods and function of the
documentary. However, the use they make of it
goes beyond its strict definition as a cinematic
genre, deconstructing it both aesthetically and
methodologically. The complexity of the forms
they produce, the variety of artistic styles they
incorporate (video art, experimental cinema,
conceptual art, etc.), the plurality of the
protocols of creation they apply, and above all the
abundance of research methods they invoke in
order to approach and analyze the real (sociology,
geography, anthropology, ecology), has allowed
in recent years for the expressions “Expanded
Documentary” and “The Documentary Turn” to
become established.® What mainly characterizes
this “Turn” is the merging of ruse and
authenticity, of aesthetic style and political ethos.
(The problem of the aestheticization of politics,
as formulated by Walter Benjamin, is a key issue
here, but unfortunately, we cannot explore it any
further in the framework of this essay.)

The artistic event which marked the transition
to a generalized perception of the use of

the documentary was the eleventh edition

of Documenta in 2002. Its artistic director,
Okwui Enwezor, collaborating with a team

of international curators, selected works with
clear references to criticism of the effects of
globalization and the domination of Western
(Euro-American) culture. He aspired to create
a situation in which the field of artistic creation
could meet political thought and action. An
expanded use of the documentary could, under
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these circumstances, play a significant role. Not
as “pure truth” (after all, the representation of the
real in art is, by name and by nature, accompanied
by the tension arising from the dichotomy
between formalism and realism, subjectivity and
objectivity), but as a “sense of truthfulness”.” The
tools of the documentary are hence employed

in order to express “something true about life”,
notably in relation to the feeling of confusion
and the inability to understand the world in the
current context of new global realignments.

In her book Dispositifs Critiques: le
documentaire, du cinéma aux arts visuels, art
theorist Aline Caillet® explains that the expanded
forms of the documentary in the visual arts

as well as in theater and dance, tend to act as
“systems” (dispositifs’) aiming to unravel and
scrutinize the phenomena of the real and the
events that take place in contemporary societies.
They are incarnations of a critical attitude with
regard to the structures of the contemporary
world. Specifically, the theorist puts forth the

6  Regarding the documentary turn, see my article “No
Man’s Land, Every Man’s Home: Clemens von
Wedemeyer’s Documentary Aporia”, in Erika Balsom
and Hila Peleg (eds.), Documentary Across Disciplines,
The MIT Press & Haus der Kulteren der Welt (HKW),
Cambridge Mass./London/Berlin 2016, pp. 216-237.

7 “A Sense of Truthfulness”, see Okwui Enwesor,
“Documentary/Vérité: Bio-politics, Human Rights,
and the Figure of “Truth’ in Contemporary Art”, in
Maria Lind and Hito Steyerl (eds.), The Greenroom:
Reconsidering the Documentary and Contemporary Art #1,
Berlin, Annandale-on-Hudson, Sternberg Press & Center
for Curatorial Studies, Bard College, 2008, pp. 62-102.

8  Aline Caillet, Dispositifs critiques: le documentaire,
du cinéma aux arts visuels, Presses universitaires de
Rennes, Rennes 2014.

9  See Giorgio Agamben, Che cos’é un dispositivo?,
Nottetempo, Milan 2006. Also, Michel Foucault,

L’Ordre du discours, Gallimard, Paris 1971; also by

Foucault, Surveiller et punir, Gallimard, Paris 1975.
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idea that the expanded forms of the documentary
are “critical units” providing information on how
the real is both represented and reconfigured (or
rearticulated) by way of artistic form. In other
words, the expanded forms of the documentary
are supposed to convey the real not only through
the image of the world they provide, but also
through the way they manage to incorporate
(recast) the world’s structures and problematic
issues inside their own mode of conceiving,
organizing and performing the audiovisual
material.

The Laboratory of Dilemmas poses a number of
questions: does the documentary presented in the
three sections of the installation actually exist?
Has the experiment to which the documentary
refers actually taken place? How much of

George Drivas’ work relates to real events? The
audiovisual material displays evident signs of
wear and tear. Still, the head of the experiment is
clearly seen addressing the members of his team
as he stresses the significance of risk lurking in
every form of quest for the new. Then there are
times when he speaks directly to the camera,
explaining the project’s upmost importance, the
significant implications of what is being carried
out in the laboratory. The purity, clinical accuracy
and transparency that usually characterize George
Drivas’ image-making (namely whatever in his
work tends to eliminate the individual and the
organic to the benefit of a form of objectification
and mechanistic alienation), give way here to

an intermittent indistinctness, a kind of, dare I
say, elaborate non-readability. In fact, a series of
errors disrupt the flow of the film both on the
sound and image track. These are distortions
which may be described as “glitches”, a term that
commonly refers to the sudden appearance of
defects in a system, yet having the possibility of
automatically correcting themselves. In terms of
visual composition, the film favors the geometrical
environments arranged either diagonally or
symmetrically by means of carefully constructed
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frontal takes. Whenever the latter occur, a sense of
objectivity is enhanced in the image. Nevertheless,
the way the scientist addresses his audience and
his apparent attachment to the task, introduce

a sense of enthusiasm, certainly retained, but
enhanced by personal exaltation. Given the doubt
as to the authenticity of the audiovisual material
and the intentions of its creator, it is striking that
the work still remains inextricably linked to the
real. Whatever its factual relation to the truth,
something of the true becoming of the world
invades the space between the words and images
of the installation with a sense of compelling
urgency; if not necessarily, as one might assume,
in the form of a metaphor or an allegory, perhaps
in that of an analogy.

In his book Par-dela nature et culture,” the
anthropologist Philippe Descola proposes four
basic models aspiring to draw connections and
parallels between the elements of the world
(namely beings, things, shapes, substances,

etc.); four systems of ontological identification
and definition of Otherness. Among them,
“analogism” (analogisme') is defined as a method
of connecting diversities. It concerns the case
wherein both the interiority and the physicality
of an element, whether human or non-human,
are defined as different from the interiority and
physicality of another element. Descola considers
that “analogism” accomplishes a dream of
completeness and continuity. He calls attention
to the fact that it reflects an operation likely to
counterbalance the inherent dispersion of the
world as well as the discontinuous and fragmented

10  Philippe Descola, Par-dela nature et culture, Gallimard,
Paris 2005. See specifically the chapter under the title
“Les Vertiges de I'analogie”, pp. 280-320.

11 The other three models are “totemism”, “animism” and
“naturalism”.

12 See for example Ralph Keyes, The Post-Truth Era:
Dishonesty and Deception in Contemporary Life,

St. Martin’s Press, New York 2004.
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arrangement of its elements. George Drivas’
Laboratory of Dilemmas is one such laboratory
for the correlation of diversities and the creation
of analogies. By combining the ancient tragedy,
the scientific experiment and the reality of the
world we live in, the artist shapes elementary
kinship structures that eventually moderate the
schism between the real and the non-real. The
project combines and correlates disparate things,
yet not in a process of unsustainable assimilation
and over-interpretation (using the non-real in
order to metonymically deal with the real), nor
in order to empty the real from the reality of

its events (as in the case of “Post-Truth”'?). If
contrast and diversity are indeed the normal
states of the world, then critical “analogism”
proceeds to realize the dream of completeness
and continuity, therefore making its very
difference a little less differing.
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George Drivas suggests a possible answer to

the dilemma aroused by both the Suppliant
Women and contemporary Western societies; the
latter being in fact a false dilemma juxtaposing
the inherent need of peoples and cultures for
diversity to the demagogic counter-argument
which advocates the preservation of the
domestic. Such a possible answer is the work
itself, its complex nature, the merging of the
disparate elements it promotes and accomplishes.
Bringing together the disparate gave birth to
cinema in the first place, at the crossroads of
entertainment and science (the play and the
search), truth and magic, the visible and the
invisible. The confusion as to the identity of
George Drivas’ audiovisual material renews the
fundamental trend of the first moving images,

in the bowels of which the promise of the real
instilled the dream of its own transcendence.
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Atoyvrog, Ikétides
[lépodog, otiyor 1-10

Xopdg Aavaidwv

Z&0g PEV AQIKTOp £TLO0L TPOPPOVOG
GTOAOV NUETEPOV VATOV pOEVT’
a6 TpocTopinv Aemtoyouddmy
Neidov Alav 6€ Mmodoat

106va cvuyyoptov Zupig pevyouEy,
obTv’ €9’ aipott dSnunAaciov
YNeo torewc yvocbeioat,

AN avToyeVR uEavopiav,

yapov Atyvmtov naidmv aoepi T
ovotalopevart.

O 0ikTmp 0 ZEVG, TV IKET®V 0 TPOGTATNG,

TN GTAOYVIKY TOV 0G pi&el Lol

GTO KOPAPLOL LG TOV CNKOGOLV TOVLA

v va pOyovv o’ Tov Nellov 1o 6ToHO.

Tn yn pag, otng Zupiag to cVVopa TAAL, APNCOLE TG
Oyl yroti 0 Aadg v e€opla pag YHPLoE Yo pOVo GpyTo
W and picog avépdv GuyyeEVOV

amd eofo yU avocio yapo

LLE TOVG Y1OVG TOV AlyVTTOV.

urgp. Op. A.

Aeschylus, The Suppliant Women
Parodos, 1-10

Chorus of Danaids

May Zeus, the Eternal Suppliant, smile
In mercy on this suppliant band
Sea-lifted from the slender sand

That masks the mouths of Nile;
Outcast from that diviner land,

By Syrian gardens fringed, we fly

In exile, not with tainted hand

Nor by our city doomed to die:

A shrinking of the flesh inborn

From man’s touch, from the lust and scorn
Of dark Aegyptus’ sons, to shame
Hath cast us.

trans. Murray, George Gilbert Aimé
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Laboratory of Dilemmas

Awoydrog, Ikétideg
Eneic6610 A/, otiyol 378-380

Bootietc

ViV & apnyey ovk Exyo PAAPNG dtep

008’ ad 168 EVPPOV, TAGS’ ATILAGOL ATAG.
apnyovd 6 Kol eOPog [ Exel ppévag
dpdoai te un dpdoai te, Kol TOYnV EAELV.

Amo 1 o, av oag fondnom, o Kivduvevom

omd TNV AAAN, SEV UTOP®d VO TAPOPAEY® TIG IKEGTIES GOC.
H yoyn pov etvat oorypévn and eofo.

Bpiokopat og peydro dianppo:

No. 10 Kavm, vo unv 1o Koveo

1 60 TNV TOYN VAL T 0P |oW;

urpp. EAévy Mepreviooo

Aeschylus, The Suppliant Women
Episode 1, 378-380

King

On one side, if I help you, I will be in danger.
On the other, I cannot ignore your supplications.

My soul is clenched by fear.
I am in a big dilemma:

To do it, not do it, or to leave everything to chance?
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MIA AIAKALNO H
ENA MONOIMAT
MIA TAINIA

ITETPOX MIIAMITIAZIKAS
AExTOPAT £TO TMHMA APXITEKTONON

ITANEnIETHMIO ITATPAT

T'a ra Swaxradwrd povordria

H SiakAiddwon eivar pia diyotéunomn, pia €mioyy eVAAAAKTIKOV 1 €va
SiAnupa.! Ymovoel pia katevbuvon: éva povomdtt pe apyr Kat TéAoG thv
mlfavotnta mponyolpevey 1 emdpevov dtakiadwoenv. Omwg Kt epeis, n
StakAddmon vrdpyet otov ydpo kat, kabwg t Sraocyifovpe, oTov ypdvo.
TTepioodtepo amd amiwg pia emAoyn anartel pia anépaon, pia evépyeta
YOPIG eTOTPODT, N OTIOIA pavepOVETAL TN OTIY Y TIOL S1AAEYOLHE EVA HOVO-
TdTl. AToTEAEl CLVETIOG €Va ONUEIO KAWUTING, K KPIGIUN OTIYUR TNG 1OTO-
plag, opatn oto oxéd16 TG, Eva pdPAnua kat ovvdua T AdoT| Tov.

Tn StakAddwon v avtidappdvovrar e€icov T0 KOO KAl Ol TPWTAYWVI-
otéq. Exel appdtepot ovvavtiodvtat, Omws akptpadg kat o xypdvog g mpay-
HaTIKOTNTAG pE avtdv NG adrynong. Pillopévn oe diddpopa péoa, n dtakid-
Swon dtappnyviet Ty mpaypatikdtnta pe  pvbomiaoia.

1 Otopiopoi paciGovtar oto Oxford English Dictionary- BA. Perla Sasson-Henry, Borges 2.0:
From Text to Virtual Worlds, Peter Lang, Néa Yépxn 2007, o. 29.
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O knmog pe ta StakAadmtd povordtia tov Xopyxe Aovic Mmdpyeg eivat
€va TPOTEIKO KATAOKEVAOKA — HId 10TOpia OV TEPLEYEL TTOAAATIAG, AAAA
Oyt amepidptlota yeyovota: «pia ateAng, Oyt OpmG kal e0paApévn eikdva
oV oVpTavtog [Omov] ... emAéyovtal tavtdypova OAeG ot eVAAAAKTIKEG,
Snuovpyovvtal dpbova pérrovra, apbovor ypdvot, mov ki avtol TAnOai-
vouv kat drakiadwvovtar.? To épyo avtd eivar ovyxpévmng pubiotopn-
pa, Aapopvbog, ardd xat timote amd ta dVvor eival emiong £mmAo amod
diAvTiol, kATmog, kabw¢ kar to dynpa mov apnyeitar dheg T Tapand-
v duvatdtmres. T'a va avoier o avayvwomg tig dpboveg arid memepa-
opéves adnynoetg Tov kMo ypetdletal va avanndnoet and kehpdralo oe
KeGdAalo 1 va TEPTATHOEL TA POVOTIATIA TOV pe dtapopetikny oepd.’ Ot
Npweg Tov Mmdpyeg Statobdvovtat Ty mapovoia pag kabwg epeis ovvapuo-
Aoyovpe T Sk Tovg, pe pia aiobnom piyovg, 6mov «o vypdg KATIOG oL
€Cwve To ot fTav em’ dmelpov SlamoTiopévos pe adpatovg avhpomovg».*
Méoa otig mapairayég g mAokng, oty vitébeon g Kataypadrng, oTig
TIPOOMTILKEG TPOYLEG TIOL EVUTIAPYOLY OE €VA UEYAAO YEYOVOG, AVTIHETWTTI-
Covpe v pokatdAnym tov péowv kat ¢ lotopiag, mov teAikd dev eivat
OUTE YPAUMIKY OVTE TTARPNG.®

Ot tpetg dradopetikol ydpot mov mapovotdiouy tig tpeig mpdéeig tov Epya-
ornpiov SiAnupudrwv> tov Nwpyov Apifa mepiéxovv pia oelpd and dtakia-
SwTd HovOTIATIa AVTIoTOL A HE TIG KaTaokevéS Tov Mmdpyeg. Mia Stadpopn
pe 006veg, évag Aapuvpivbog kat pia aibovoa mpoPoiig cvvapporoyovy pia
avouytr aprynon. Iepiéyovv Bpadopata owopéva and ta epeima g av-
BpdTIVNG YV®OONG: TO TTP®TOTLTIO VALKS aTid TV Kataypadr] evOg eMOTNHO-
VIKOU TIELPAPATOG, NXOYPAPNOELS aTO TA TPAKTIKA TOL KAl TV avamnapdota-
on g ovvedpiaong evog drotknTikob ovppfoviiov. Ot otopieg Tovg facifo-
vtatl oe anoondopata twv [xézidwy tov Atoyviov, amd Ty eAAT tprioyia
tov Aavaidwv, kat oxiaypadovv  xapévr, payikn katdinén tov apyaiov
Spdpatog. H e&1otépnor] tovg elvat oadpag pun ypappikni: meptéyet mapdiin-
Aa, oA amAd, memepacpéva yeyovota. H emompovikny aiobntiky xat to

2 Xopye Aovig Mm6pyeg, «O kimog pe ta dStakiadwtd povondtiar, Azavza ra meld
[ptdpp. Axiaréag Koprakidng], EXanvikd Tpdppata, ABrva 2005, o. 164.

3 O kdopog tov Mmépyeg eivat Adytog: mepiéyet ayadd tépata, apyeTumikovs Ympoug Kat
evpetdPinteg mapamopmég. Ot otopieg Tov amoterody Bpadopata Stacwopéva and ta
ave€yviaota epeima g avhpwmvng yvoong. Otpwég tov katoikody oe hapipivBoug,
Biprobrikeg, eykvkAomaideles kat 10Topieg-péoa-oe-10ToPieg.

4 Mmndpyeg, 6.1, 0. 162.

5 To daxepeviko eyyeipnua tov Mndpyeg ovveyilet to avrtiotoyo tov Avtordo Mmidt
Kaodpeg oty Egevpeon rov Mopé, kabag kat tov TGépug TE61g o0 diktvo tov odvhetmv
mapamnopt®v tov Odvooga. H avatpomi g mpaypatikdtntag Kkat g ypappikig
adpriynong ovveyiGetat, elkoot ypovia apydtepa, and tov Xovao Koptdaoap pe to Kovroo,

éva pubiotopnua mov drapdetar pe Stapopetikég akorovbies keparainv.
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Vdog mapamépmovy oTto €pyo evog dAdov deflotéyxvn twv StakAadnoswy,
TOV KUKALKOV adpnyNoemV Kal Tov 6aoTévg, ot AaPvptvbot Tov omoiov eivat
yepdrot pe Spapatikd, koppd Katr ameiAntikd texvo-pavrdopata, kat td
Juypd tov TAGva amoTe AoV KAAOIKEG ovvBEoeig: Tov Ztdviei Kiodpmpik.

Ze avtryv T obvbeon dtadpopng, Aafupivhov kat TpoPfoArg, o eTOKETTNG
ovyvd ouvvdéetal kat eviote «katolke» T amopdoelg twv npwwyv. Ta di-
AMHPHATd Tovg yivovTtal opatd oty KAToyn g eyKatdotaons, Ommg akpi-
Bwg oe évav knmo, éva yaAl § évav Aapvpivbo. Katarappdavovpe tavtdypo-
va ) Bom tov yapaktipnv kat tov oevaptoypddpov. Kivodpaote ano kedpd-
Adlo og KePpAAAlo avakaAVTITOVTAG TAd KEVA TNG 10TOPIAG, EVAAAAOCOVTAG
TN OKOTILd TOV EMIOKETITH HE TOV ETMOTHUOVA, TOV KAAATEYVY, TOL factitd
1 Tov ovpPoviiov. H akorovbia péver avorokApwn, kataiyovtag o€ pia
atéppovn emavdinym. O telkdg xdpog pdg petadpépet amd v apiynon
Kat ta yapéva épya tov Atoyviov oty lotopia ev tw ylyveobat. Ztovg opa-
ToVG KOpPovg TG, ota Prwpéva mpofAipata kat oTig pdtateg AVoELS TOVG,
1o Epyaoriipio SiAnppdrwy Sianhéket Ty mpaypatikdtnta pe t pobormia-
otla. To meipapa ivat oyeddv €torpo.

T'a gvay weprmarntico kivnparoypdpo

To Epyaotiipio SiAnpupdrwy tov ['wpyov Apifa e&iotopel éva ovtomikd mei-
papa 6Tov Kuplapyel 0 HeTATMOAEUIKOG MOTNHOVIKOG 1deaitopds. Ot ayvég
TEMOIONOELS TWV TIPWTAYWVIOTOV —1] OKANp1, opadikn dovAeld, n vrépPa-
on Twv epmodinv kat n deopn avdinym piokwv— potdfouvv va eyyvovrtat thy
emtvyia tov. Bpliokdpaote oty emikpdreta ¢ atotodoliag kat g mpo-
680v €8 To péEANOV elval dvta kaAdtepo amd to mapeAdov. Tloaiamid
aAAd memepaopéva Proroyikd ovppdvra €xouvv mapaydyet Stapopetikods
oVVOLAOHOVG KLTTAPWY, EEVIOTMV KAl 1OV, Td OoTold pdyovtal oe dokipa-
OTIKOVUG OWANVEG. Ze évav amd avtovg mpofrémetat ot Ba amokaivdbei n
Bepamneia g nmatitidag. Avepaivovpe oe évav vitepuvwpévo dtddpopo —
otV TpwTN TPA&n ¢ eykatdotaong— omov avtikpifovpe pia akorovdia
HAYVNTOOKOTINUEVOV APYEIOV HIKPOV MAKOLE, Ta oToia mpofdAlovtal o
€& 006veg. Tpdkertar yia kataypapés ano vy mopeila towv metpapdtov. H
patid tov oknvoBéty eivat apepdAnmn: ta Pivreo eivat yvpiopéva amnd ota-
Bepd onpeio, pe améTopo povtds, eva n pon tovg £xet drareipers. H mept-
TAdvNon pag avdpeoa otig 00dveg ovpAnpovetl ta kevd, kabodnyel v
TAOKT Kat pag Ponbd va mapaxorovOoovpe v eEEAEN ¢ 1o0Topiag.

"Emerta amé pia yeviky eloaywyr oto mpwto Bivieo, akorovbel 1 mapov-
olaomn ¢ pakétag evog AaPvpivbov —tov TElpAPaTog Kat Tov epyaotnpi-
OL— TIOV €lVAl TAVOUOIOTUTIOE HE AVTOV EMAVM OTOV OTolo Pplokdpacte,
EMOTITEVOVTAG TOVG ETOKETTEG-TIElpaApaTOimwa. O avolktépvarog, deait-
oG, TOAENPOG S1evbuvTrg tov gpyaoctnpiov avtikpifer tov Aafvpivbo
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efuopvovtag ta anpéopeva opEéan tov amompooavatortopov. Ta amoomnd-
opata ovveyifovv va mpofdiiovrat, e0TIALOVTAG O ETMOTNUOVIKEG AETITO-
HEPELEG KAl OTNV €1KOVA £VOG Broroyikov ovuPfdvtog péoa amod o pKkpooKo-
M0, TPOTPETOVTAG PAG VA EVOTEPVIOTOVHE TO ATIPOOOOKNTO. XTO TEUTITO
Bivteo avakowvovovtal ta mpota Petikd amoteAéopara, ta omoia emife-
Batdvovv v amapéykiitn mpdodo tov eyyetpriparog. Tnyv idia otypr, pia
aioBnon apnyaviag avadidetar amd T payvnrooxkomioeg. Ot avoiket-
o1, olwmnAoi, Beatpikoi kar yepdtor caomeévg ydpot OBvpilovv oknvég
tov Kiovumpik, eved o xapniig avdivong fxog, to amdtopo povtdl kar n
amékoopun ekpopd tov Adyov, maparépmovv otov Apbovp Kiapk 1 tov
Mrmdxpivotep Povhep.

Zmv tedevtaia 006vn ¢ akolovbiag yvopaote pdpTupeg vLIEPAOTIIONG
tov 1deaitopov. O dievbuvtig vrootnpilel ot avTd ToVL €xet TpaypaTikd
onpacia eivat va ayovigOpuaoTe yia va VAOTIOI0OVHE 0pdRaTd, VA KATAKTH-
OOLHE OLTOTIEG KAl AvEPLIKTOLG oTdYoVG. Elvatl epidpavog, ayaotdg, ara-
févag kat aperis. Mia avdoa mptv ) peydin avakdaivym Oewpel dt1 propel
va mpofréyet to péadov. Téte katadpBdver n fonbog tov: viidpyovv kard
aAAd Kat Kakd véa. Ze évav SokipaoTikd owinva, éva avlpamivo Kotta-
po avtiotéketat oty nratitida. [apdAinia dpwg, otov i(dio owAjva, ava-
mrrdooetal pra emkivouvn petdAraén. O Sievbuvng mpéel va amopaoioet:
Oa eTITPEYEL T1 OLVEYELA TOL TIPOTOTIOPLAKOV TIEIPARATOS PLOKAPOVTAG Hid
mavonuia; 'H Oa kheloet v mépta, mpoTipavtag v acpdiela anévavtt oe
6Aa ta mbava evdeyopeva; To Bdpog g anddpaong Tov kdvel va dtotdlet.
H apooiwon tov ¢pbivet.

2 devtepn mpdén g meprmatnTikig tawviag tov Ldpyov Apifa pmaivov-
pe otov Aapvpvbo. ‘Exovpe apfoet miow pag tig diddpopeg mapaiiay£g tov
Telpdpatog kabwg kat ty emikpdreia g atotodoéiag, g mpoddov kat g
emoTtnpovikig artokpatiag. Eda elpaote ovyypdvmg npweg kat dnptovp-
yol TG TTAOKNG, OXEOIA0TEG KAl EPEVVITEG TIOL GLVAPUOAOYOVV TA KOUUATIA
HLAG YAHEVNG tOTOPIAG: TIEVTE NYOYPAPTOELS ATIO TA TIPAKTIKA TOV TEIpApia-
to¢. H meptmAdvnot] pag avdpeoa ota nyntikd VIOKOLHEVTA KATASEIKVVEL
Ta véAoLTIA KeVd NG toTopiag, n omoia avrtnyel v paywdia tov Atoydrov.
Kat mye otpaPd. H adidmtwtn, yepdtn Befaidtnta v tov emotipova
gxermviyel. Ot dQjoyeg epyaotnplakég eykataotdoelg dev vplotavtat mAEoy.
Mnyv pmopwvtag va avté€et 1o Bdpog g andépaong, o npwag T petadétet
ot1o ovppovrto. Iepvdpe oty tpitn Mpdén. To mAaiolo aridlet, dpwg dev
gyovpe mpoywpnoet. H Staxiddwon Pploketar akéun pmpootd pag.

Ta 11¢ kvovpeves e1koves

O mepimatog, wg atobNTiKY TPAKTIKY, Tponyeltat g ameikoviong. Ot
AVOIKTEG APNYNOELG IOV EKTIEUTIEL 1] APYITEKTOVIKY €VEPYOTIOIOVVTAL ATIO
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™y avBpwrivn kivnon avdpeoa oe apyItektovikd otowyeia, yAurtd kat
KTrpta otov dnpudoto ydpo. Ztig apyés tov 2000 atdva o Kivnuatoypddpog
™mv avtikabiotd wg kvpiapyo péco emikowvoviag. O Zepykél Alevotaiv
TEPYPAPEL AVTOV TOV PETACYNUATIONS MG Hid aAAayT] Tapadelypatog mov
avadiapBpaivet Tov kGopo: €vag oTatikog TapatnpnTiG, Kablopévog oe pia
okotewvy aibovoa mpoPoirg, mapakorovbel 1otopieg péoa amd Tig Kvov-
HEVEG EIKOVEG TIOL TIEPYOVY PTIPOGTA TOV, Ywpig Tia va Ppioketat o (d10¢ o
kivnorn avdpeoa oe otabepés avanapaotdoels.” H e£éMén tov owvepd pe-
tapopdavel, péoa amd to Béapa kat To povtal, Tov TOTo KAl ToV TPAOTOo Tov
GLVAVTOVHE TNV TIPAYHATIKOTNTA, KAODG PETAAAAOOEL TN HVIAUN KAl T ¢pa-
vraoia pag aniovovtag pia véa, anoppodntiky otoipdda mpocopoinong
emAvm oTov Gpuotko xwpo. O Avtordpo Mot Kaodpeg meprypddet avtiv
petatomion oty Egevpeon rov Mopél,* kataoxkevdfovtag pia Bavpaotr
KAl KATAGTPOPIKY UNyavy mapdAAnAwy TpaypaTtikoTHToV, OOV TIOAAATIAEG
TAOKEG eTTavaAapBdvovTal atéppova amévavTt 0TI OTEPEES TIPOPOAES TOVG.
Ot vrep-pPOTAACTIKEG SVVATOTNTEG TOL KIVNpATOypaAPIKOoD HEGOL TEPL-
Aappavouy, k4mov oTo eyyvg HEAAOV, TOLG AUVNOLAKOVG €AVTOVS pHaAG, Ta-
YOUEVOLG O€ £vav TePITIATO ATEAEIW TV KOKA®V 0TO (610 HOVOTIGTL, TIEPIKL-
KAWUEVOLEG atd Ta AKATAANTITA €PENTLA TNG AVOp@TIVIG YyVOONG.

6  Hiotopia tg mepimAdvnong tov kdopov eivat, odpdpwva pe tov Birép drovoep
TIPOYEVEDTEPN TNG AVATIAPAGTACTG TOL HEOW EIKOVWY KAl TTaAaldTepn amd v totopia
™G ypadrg. Meta&d avtov twv emoy®y, o1 0Toieg KaASTITOLY ekatoppdpla xpovid, Teeitat
Hia 0€1pd I0TOPIKOV HETATOTIOEMY TTOL AAAALOLY TNV 1 18€a NG TTpaypatikdTTag Kat ta
HovoTIdTia mov emAEyovpe va dtavdoovpe yia va v mepmynBodpe (BA. [Ipog to odpmav
TOV TEYVIKOV e1KOVOV [putdp. Tidpyog Hadmovrog], Zpiin, ABiva 2008, o. 14-21).

O ®pavroéoxo Kapépt etodyet tnv évvora tov mepmatntixoy totiov (walkscape), evog
£dddovg Tov vonuatodoteital amd Tov mEPIATO 0TV OUWVLUN YEVEAOYIA TWV VOUASIKGOV
UETAKIVHOE®V Kal KaAMTEXVIKOV Teptmhavioewy (Walkscapes: Walking as an Aesthetic
Practice, Barcelona, 2002: Gustavo Gili).

7 Sergei Eisenstein, “Montage and Architecture” [ptdp. Yve-Alain Bois, Michael Gleny],
Assemblage, Ty. 10 (Aexéppprog 1989), 0. 110-131. Zto Soxipié tov, o Aiievoteiv avaibet
TO APYITEKTOVIKG HOVTAL 800 onpavtikdv pvnpeiwv: g Akpomoing twv ABnvaov
(Brapagovtag to KTNPLaKs oLYKPOTNHA WG Hid aKoAoVH{a YTICHEVOV KIVIHATOYpaAPIKOV
Kadpwv mov apnyovvrat Sracvvdedepéveg 1otopieg) kai tov Bamrtiotnpiov tov Ayiov
[Tétpov oo Batikavo (amokaiimrovtag pia avBpamivn, Brdopnun totopia aydnng ota
avayivpa g pdong tov). O Ailevoteiv pavepdvel T ox€omn TOL APYITEKTOVIKOV TEPITATOVL
— NG adpnynpatikig, atobnTikig mpaktikig g mepididpaong, Béaong kat cuvopAiag otov
FWPO — KAl TG KIVNHATOYPAPIKNG OEKAVG.

8  Adolfo Bioy Casares, The Invention of Morel [ptdp. Susanne Jill Levine], NYRB Classics,
Néa Yopkn 2003. O Kaodpeg, ovvepydtng tov Mmdpyes, ypddet T vouPéra avty yia va
Aoet 1o €€Xg apadolo: €xetl epwtevtel TNV poBoin g Aovii Mmpovkg, prag Sidonung
nBomotod ™ dexaetia tov *30, ywpig va €xet ovvavtioet moTé v dia. O Mmdpyeg ypddet

™V eloayoyr oto Bifiio.
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Ot amotvynuévol Npweg kat ot mapd&evor mpookekAnpévor tov Epyaornpiov
Siinppdrwv tov TNwpyov Apifa poidlovv va Ppiokovtar oe €vav TETOL0
KUKALKO Trepimato. [epimiavapevol péoa oe éva epyaotrplo —péypt mpotL-
VoG S1amoTIONEVO pe TPpoodevTikd mvedpa kat aiotodolia, aiid topa
KATAKALOMUEVO attd TNV eVIPOTIiA KAl TNV KATAOTPOPN—, TEPLOVAAEYOVTAG
OTITIKOAKOVLOTIKA Bpadopata amd Tty 10Topia TOL HETATOAEUIKOD OIvERd
Kat avTnyioeig g apyalag ypappateiag, emavépyovtal ouvexns oto idto
Sinupa: Ba apoovpe to Eévo kitrapo va avamtvybel, wbdvtag ta opa
™G €MOTAUNG, B€ToVTag dpwg oe kivouvo v vmapén pag; Oa mpoodépov-
pe kartaduvylo otig [kErideg, EKTTANPOVOVTAG TOVG OPKOLES HAG, EPXOUEVOL
SpwG avTIpéTOTOL pe To evdeydpevo Tov apaviopov pag; ‘H Ba dtaxdyov-
e to melpapa kat 0a opaiioovpe Ti¢ MOPTES, TPOSIdOVTAG TOVG TIPOGPLYEG;
Mrmopovpe va emavardfovpe tn Stadpopn Tov TMEPARATOS KAl TNG EVVOOU-
pevng amotvyiag tov; Mmopovpe va idaxbodue and  yapévn tpaywdia
Kdl va oTdoovpe tov pavro kdkro; To meprmatntikd tomio tov Apifa diver
pta Avon oto adié€odo: n meptdrdPaon propel va pag fondioet va Bopndov-
e Tt ovvéPT 0To EpyacTiplo. Ztov vypd kNTo £€m amnd tov Aafvpivbo, oty
dkpn g Bevetiag, viwbouvpe 10 piyog tov SiakAadwt®dv povomati®y, to
pAypa g pobomiaciag oty mpaypatikoTTa.

Ta ri¢ avépixres anopdosis

H tedevtaia mpdén tov Epyaorripio Silnppdrwy eival pia avamapdortaon
™G ovvedpiaong Tov S1o1kNTIKOV oLUPovAiov TOv gpyaotnpiov, 1 omoia
€xet 10N odpayioet ™ poipa tov mepdparog. [pdkertar yia pia aovvi-
B0t oxnvi. H avtiotoyn Adikni ynqédog otig Ixkerides ovuPaivel ektdg
oknvi¢. Ed® pag diverar mpdofaomn oe évav mapaoknviaxo ywpo tng eEov-
olag. Bpiokduaote oe pia aibovoa mpoPoris. Aev mapakorovbolpe vio-
KIpavtep aird pia avakataokevy. H aanbopdveid g dev €xet onpaoia:
To Téyvaopa g ovvheong eivar mpopavég. Metaribépevo oto cupfou-
Ao, To SiAnupa tov dievBuvtr Srapepifetar kat avaivetar. To draxdPev-
pa eivat vmAd. H mpoiotdpevn g ovvedpiaong eivat mpaypatiotpia mapd
deariotpla. Amartel éva vat 1 éva oyt and GA0VG TOVG OLUUETEYOVTEG.
TTapakorovboipe, petd ta yeyovota, m dadikacia AYPng amopdcewy mov
TA VOUIHOTIOMOE, Ol OH®E KAl TO ATTOTEAEOUA TNG: 1) TAVIA TEAELWVEL TIPLY
™V el ymdpodopia. Mévovpe pe 11§ tehevtaieg okéelg tov kdbe cuppe-
téyovta. Eavappiokdpaote prpootd (kat miow) and vy idia dtakAddwon.
H 1otopia Eexivder amd v apyni €xovtag mapaieiel Ty KAILAK®ON THG.
TTotog xat yiati dptoe va yiver avtq n mapda&evn tawvia, avt 1 wotopia-pe-
td-tnv-1otopia; [a motov Adyo EavaPpiokovpe, otov kabéva amd Tovg Tpeig
YOPOLG, dtadpopeTikég exdoyés Tov idov epwtriuarog; Mia kpioun andda-
on mov Ba enmpedoet T poipa eviog kpdtovg (1] g avBpwmdtntag) Aapfd-
vetat mow anod KAeloTég mopteg. To kivnTpo Tov kdbe uérovg Tov cupfou-
Aov eivat pavepd kat amrd. O kabévag Ba emré€et o vai 1) 1o Oyt oVppwva
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pe v nOikn tov: 10 VPaoua TV TEMOIONCEWY, EUTEIPLOV, CLVAICONUATWOY,
TOV KOWVWVIKOV TAAloiov kat tng aiobnong g lotopiag mov tov drakaté-
youv. H amédpaon, map’ 6ieg tig mpoomndbeieg, dev Oa eivar mpayparioti-
K1, akpifog emeldn eivat onpavtiky. Opwg odte avtd dev éyet onuaoia. H
mopeia g lotopiag éxet 61 anodpaciotel — 0To TEAOG TNG TPDOTNG TIPAENG.

Avdpeoa og 6Aa ta Bpavopata tov Epyaorripio Siinpupdrwv, avté —to o
epdhavids KAtaokeLAOUEVO— AvATPETEL TN SVVATOTNTA HIAG EVAAAAKTIKAG
Topelag kat ovvdpa ¢oTifet to yeyovog 4Tt 1 Kpiotun otiyun ¢ 1otopilag
Atav exeivn 6Tov to SiANupa MPwToekdONA®ONKE: 1 OTIYU Katd thy omoia
amartiOnke pia apvnTiky 1 Katapatiky andavinon kat o factitdg/dievbv-
viig amodpdotoe va pn dtaré€el kavéva povomdrt. Avuidappavépevog ty
mmlavotnta g emKkeipevns katdppevong petébeoe v evbvvn oTo oLp-
BovA6 tov. Apaye amépuye €101 va amavinoel €va mapdioyo epwTHA 1
e€ovolodotoe tov Afjpo; Ta Staxiadwtd povomdtia g otopiag eivat
TOAAG, KON KL AV TO amotéAeopd Toug potdiet otabepd. H eykatdotaon
tov Apifa dev diver oadpn andvinon oto diAnupa, arrd pag {ntdet va to Ao-
yaptdoovpe oav 61k6 pag. Towg kat va eivat évag mpobdrapog g Biag mov
NN E€povpe 611 Ba akorovBRoer pia avoikty épTa oty Eexaopévn Tpa-
ywdia mov kpvPetat oTo vog ¢ eykatdotaong.

Ztovg Kipmovg g Bevetiag, kovtd oty dkpn g Atpvobdiaocoag, petd tov
1deaitopd, v mpdodo kat v oy Mo Ta TPAypHaTa £iyav aiolo TEAOG,
n emouoviky pobomiaocia tov Apifa mapeppfdiietar oe pia mpaypaTiko-
™ta mapdAoywv Snpoynpropdtwy, Tpooduylk®v KpIGEMV KAl TTApaoKVia-
KoV armodpdoewv. [Tépa and ta epeima g yvoong kat ta kivnuatoypadpikd
Bpadopata Tov epyactnpiov, avTH 1 TEPITATNTIKY TAViA (0WG PTTOPEDEL va
emavadEpel KAToOLA KOPPATIA TG LVAUNG Hag péoa amd T Oepehtdrdn mpdén
tov meptrdtov.’ 'Eva dAho mpwteikd €pyo Téxvng avinyel otny epdavn dopn
Kat oty atéppovr Aodma etovtov Tov epyaoctnpiov: to “La Jetée” tov Kpig
Mapxép. A1t v 006vn wg tov ko kpatdpe to SiAnupa: Oa emAéEovpe
™y aodpdieta kat ta kAelotd ovvopa 1 Ba amodeybodue to pioko TG Ka-
Taotpodnig kat padi v vméoyeon TG avavéwong Kat TG Karvotopiag; Oa
Tpd&ovpe GVUPWVA PE TNV LTIOYPEWON PAG ATIEVAVTL OTOV EEVO AVTIPETWTII-
Covtag ovyypovmg tov adpaviopd; Oa aymonoovpe tig alieg pag 1 tig amnat-
toetg ™G e€ovoiag; Aev vTIdpyoLY EVKOAEG ATIAVTNOELS O AVTA TA EPWTH-
pata, mapd povo o aywvag pag va Bopnbovue to maperbov, wote, iowg, va
UMV TO €TAVAAAPOLE.

9 Hmupaypateia mg Ppavoig Févrg, H zéxvn tng pviipng (pidp. Apng Mmepiig, MIET, Abrva
2014) anotehel pia kopPikn peAETn TG apyaiag pvnpoTeXVikNg: piag pedédov vontixkig
xaptoypadnong, apyelof€tnong kar onpeloypadiag mov xprnotpoToLel €vav ¢avtaoTiko
TEPITIATO OE APYITEKTOVIKOVS YWPOLG, WOTE VA KATAOKELAOEL Kal va dhoet pdofaocn oe

€va 0BVOA0 TIANPOGOPLOV, 18EDV KAl VONTIKOV EIKOVOV.
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A FORIK
A PATH
A FILM

PETROS BABASIKAS

LECTURER AT THE UNIVERSITY OF PATRAS

DEPARTMENT OF ARCHITECTURE

On Forking Paths

A fork is a dichotomy; a choice of alternatives;
a dilemma.' It implies movement in a given
direction; a path with a beginning and an end;
the likelihood of other forks before or after it.
A fork exists in space as much as we do, and in
time inasmuch as we cross it. More than choice,
it necessitates decision, an act of no return, first
seen then manifested by ‘taking’ a path. It is
thus a key place and moment in a story, visible
in its design, a problem and solution perceived
by audience and protagonists alike, because in
its split they connect, as do story time and real
time. Present in many different media, the fork
breaches fiction with reality.

Jorge Luis Borges” Garden of Forking Paths is
a protean artifact containing multiple (yet not
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endless) events in its story: “an incomplete, but
not false, image of the universe [where] ... all
possible outcomes occur, each one the point of
departure of other forkings.” This artifact is
simultaneously a novel, a labyrinth, and none
of the above; also, an ivory piece of furniture,

a garden, and the short story where all these
possibilities are narrated. To unlock the garden’s
multiple yet finite narratives, the reader must
jump from chapter to chapter or walk its paths
in different sequences.’ Borges’ characters sense
our presence as we piece together theirs, in “a

1 OED, in Perla Sasson-Henry, Borges 2.0: From Text to
Virtual Worlds, New York, 2007: Peter Lang, p. 29.

2 Jorge Luis Borges, trans. Donald Yates, The Garden of
Forking Paths, Ficciones, New York, 1962: Grove Press, p. 47.

3 Borges’ world is a bookish one, containing kind monsters,

archetypal spaces and mercurial annotations.
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swarming sensation” where “the humid garden
that surrounds the house [is] infinitely saturated
with invisible persons.™ In the variations of

a plot, the premise of the documentary, the
individual arcs of a great event, we confront the
biases of History and media, which are neither
linear nor wholesome.’

The three distinct spaces presenting the
respective acts of George Drivas’ Laboratory

of Dilemmas write their forking paths much
like Borges’ artifacts. A walkway of screens,

a labyrinth and a projection room, they piece
together an open-ended narrative. They contain
fragments saved from the ruins of human
knowledge: original documentary footage of
alost scientific experiment, a reenactment

of a council’s deliberations, and audio from
experimental proceedings. These stories-within-
stories are based on excerpts from Aeschylus’
Suppliants, a piece of the lost Danaid Tetralogy,
tracing its missing, tragic conclusion. Their
history is decidedly not linear, containing
simultaneous, multiple yet finite events. Their
tone and visual style are scientific. They give
homage to another master of forks, loops

and suspense, whose labyrinths swarm with
groomed, sinister, thespian, technological ghosts,
and whose cold-blooded frames are classical
compositions: Stanley Kubrick.

In this assemblage of walkway, labyrinth and
projection, the visitor often connects with

and occasionally inhabits the characters’
decisions. Much like in a garden, a carpet or a
labyrinth, the characters’ dilemmas are visible
in the installation’s plan: we occupy both their
position and that of the weaver of their plot. We
move from chapter to chapter, discovering the
story’s gaps and missing pieces, switching the
viewpoints of the visitor, scientist, artist, king
or council. The sequence ends inconclusively, in
an endless loop. The final space projects us from
the story and lost plays of Aeschylus’s Suppliants

to History-in-the-making. In its visible nodes,
inhabited problems and manifest non-solutions,
Drivas’ Laboratory of Dilemmas blurs fiction
with reality. An experiment is imminent.

On a Peripatetic Cinema

The visionary experiment chronicled in the
Laboratory of Dilemmas is steeped in post-

war scientific idealism. Driven by collective
hard work, overcoming obstacles, and intrepid
risk-taking, its success seems guaranteed by

the purity of its convictions. We are in a future
always better than the past, the realm of progress
and optimism. The story’s multiple yet finite
biological events produce combinations of

cells, hosts and viruses battling in test dishes.
One of them shall reveal the cure for hepatitis.
Ascending to an elevated walkway - the first act
of Drivas’ film-installation - we are confronted
with six screens showing a sequence of short
videos, documenting different events during the
course of the experiment. Shot from a stationary
point of view, jump-cut, objective, disinterested,
the films are discontinuous. Our walk along the
screens connects their dots, drives the plot and
makes the story legible.

In the films, an introduction is followed by the
presentation of a labyrinth —a model for both
the experiment and the lab- identical to the
one we are standing over, watching visitors like
test subjects. An idealistic, intrepid, open-
minded director confronts the labyrinth. He
waxes lyrical about the benefits of getting lost.

4 Borges, op. cit., p. 50.
5  The hypertextual project of Borges is a continuation of

Adolfo Bioy Casares’ The Invention of Morel, and also

of the precisely mapped cross-references of Joyce’s Ulysses.

The same project of challenging reality and linear history
is picked up, twenty years later, by Julio Cortazar in
Hopscotch, a novel that can be read in different chapter

sequences.

Laboratory of Dilemmas

The fragments continue, offering us scientific
details, a microscope view of a biological event,
urging us to embrace the unexpected. Later,
positive signs in the study’s first results reaffirm
its ineluctable progress. At the same time a
feeling of unease emerges from the recordings.
Their alien, theatrical, suspenseful, silent spaces
reflect Kubrick; their lo-fi sound, jump-cuts and
eerie intonations echo Arthur Clarke, or Bucky
Fuller.

In the sequence’s final screen we witness a
defense of idealism. The director makes his
case: what is there to strive for if not visions,
utopias, unattainable goals? He is admirable
and proud, arrogant, naive. With the great
discovery at hand, he thinks he can predict

the future. An assistant arrives with mixed
news: in a single dish, a human cell seems to be
resisting hepatitis. But in the same dish grows a
dangerous mutation. The director must decide:
will he allow the trailblazing experiment to
continue, risking an outbreak? Or will he safely
shut the door to all possible outcomes? The
weight of the decision makes him hesitate. His
commitment wanes.

In the second act of Drivas’ peripatetic film we
enter the labyrinth. The experiment’s multiple
iterations are behind us - and so are progress,
optimism, scientific determinism. We are plot-
weavers and heroes, designers and researchers
sorting through the pieces of a lost story: five
audio recordings of the director monitoring of

the experiment. Our movement along the present

audio points to the other, missing pieces of the
story — and echoes Aeschylus’ play. Something
has gone wrong. The unfaltering, enthusiastic
voice of Buckminster Fuller has been muted. The
Lab’s meticulous installations are gone. Unable
to bear the weight of his decision the hero defers
it to his council. We move to the third act. The
context changes but no progress has been made.
The fork is still ahead of us.

On Moving Images

Walking as an aesthetic practice historically
precedes image making.® The mass medium

of architecture, broadcasting open-ended
stories actuated by human movement along
architectural elements, sculptures and buildings
in public space is superseded, in the early 20th
Century, by cinema. Sergei Eisenstein describes
this as a paradigm shift that restructures

our world: a static observer, sitting in a dark
projection room, no longer mobile along static
images, watches the stories of moving images.”
The evolution of cinema changes, via montage
and spectacle, our connection to reality. It
mutates our collective memory and imagination
and lays a new, consuming layer of simulation

6  The history of wandering the world is, according to Vilém
Flusser, much older than that of presenting it through
images, and even more than the history of writing.

A series of paradigm shifts in self-awareness and
representation occur among these eras, from millions
to millennia (Into the Universe of Technical Images
[Electronic Meditations], Minneapolis, 2011: University
of Minnesota Press, pp. 5-13). These alter our concept
of reality and our ‘taking’ paths within it. Francesco
Careri introduces the concept of a walkscape - a
landscape made meaningful by the act of walking - in
his genealogy of nomadic movements and artistic walks
of the same title (Walkscapes: Walking as an Aesthetic
Practice, Barcelona, 2002: Gustavo Gili).

7 Sergei Eisenstein, trans. Yve-Alain Bois, Michael Gleny,
Montage and Architecture, Assemblage, No.10 (December
1989), pp. 110-131. In this essay Eisenstein analyzes the
architectural montage of two major monuments:
the Acropolis of Athens (its building assembly as
a series of cinematic frames set in stone in order to narrate
interconnected stories) and St. Peter’s Throne in the
Vatican (revealing a human, blasphemous love story
sculpted at its base). He illuminates the connection
between the architectural promenade - the narrative,
aesthetic practice of walking, looking and talking - and

the cinematic sequence.
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over physical space. Adolfo Bioy Casares’
Invention of Morel® describes this shift by
imagining a wondrous and catastrophic reality
machine, endlessly looping multiple plots against
their solid projections. Somewhere in the future
of the cinematic medium, its hyperfictional
possibilities include us getting stuck in a
motionless promenade, endlessly looping around
the same path, surrounded by the unreadable
ruins of human knowledge, having lost our
memories.

The failed heroes and curious guests of George
Drivas’ Laboratory of Dilemmas find themselves
in such a loop. Wandering in a progressive,
optimistic lab beset by entropy and catastrophe,
picking up audiovisual fragments from the
history of post-war cinema and echoes of
classical drama, they keep returning to the
same dilemma: do we allow the stranger cell to
grow, pushing the limits of science but risking
catastrophe? Do we give refuge to the Suppliants,
doing good by our gods, facing annihilation?
Do we shut down the experiment and bolt our
gates, betraying the refugees? Can we retrace
the path of the experiment and its implicit
failure? Can we learn from the missing tragedy
and break its vicious circle? Drivas’ walkscape
offers a solution to this quandary: our walk may
help us remember what took place in this lab.

In the humid gardens outside the labyrinth, at
the eastern end of Venice, we experience the
swarming sensation of the forking paths, of
fiction breaching reality.

On Impossible Decisions

The final act of George Drivas’ Laboratory of
Dilemmas is a re-enactment of the board room
meeting that has already sealed the fate of

the experiment. This is an unusual scene. In
Aeschylus’ Suppliants the popular vote takes
place off-stage. Here we are given an inside

to a back room of power. We stand in a large
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projection room. This is not a documentary but
a reconstruction. Its veracity is irrelevant; the
artifice of the assemblage is laid bare. Transferred
to this council, the director’s dilemma is taken
to pieces. The stakes are high. The meeting’s
moderator is pragmatic rather than idealist.

She demands a yes or no answer from everyone.
We watch, after the events, the decision process
that legitimized them, but not its result: the film
ends before the final vote. We are left with each
person’s last thoughts. We stand before (and
after) the same fork. The story loops back to the
beginning, having skipped its climax.

Who has commissioned this strange piece of
cinema, this story-after-the-story, and why? Why
do we keep encountering, in each of the three
spaces, different iterations of the same question?
A tremendous decision that will affect the fate

of a nation (or humanity) happens behind

closed doors. The motives of each actor are plain
and readable. Each will chose based on their
morality - the fabric of their beliefs, experiences,
sentiments, society and sense of History. The
board’s decision, despite its efforts, will not be
pragmatic, precisely because it is important. But
this too, is irrelevant. The course of History has
already been decided, at the end of the first act.

Among all the fragments of the Laboratory

of Dilemmas it is this one, the most obviously
fabricated, that subverts the possibility of an
alternate course, and in so doing, illuminates the
fact that the story’s tipping point is the moment
the dilemma manifests itself, the moment a
yes/no answer is requested and the director/

8  Adolfo Bioy Casares, trans. Susanne Jill Levine,
The Invention of Morel, New York: NYRB Classics, 2003.
Casares, a friend and close collaborator of Borges, writes
this novella to resolve a paradox: he seems to have fallen
in love with the projection of Louise Brooks, a famous
actress of the 1930’s whom he has never met. Borges writes

the introduction to this book.
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king decides not to take a path. He realizes the
possibility of the imminent collapse and transfers
responsibility to the people: does he bail out

of a senseless question, or does he empower
democracy? The story’s forking paths are
multiple, even if the result feels constant. Drivas’
installation gives no clear answer to the dilemma,
but asks us to consider it as our own. Perhaps it
is an anteroom to the violence that we already
know will follow — an open door to the forgotten
tragedy that is the blueprint of the installation.

In the Giardini of Venice, near the edge of the
lagoon, after progress, idealism and the age of
happy endings, Drivas’ science fiction breaches a
reality of senseless referenda, refugee crises and
decisions made behind closed doors. Beyond the
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ruins of knowledge and the cinematic fragments
of the lab, this peripatetic film may recover
pieces of our memories through the basic act
of walking.” Another protean artwork echoes
in the exposed structure and endless loop of
this laboratory: Chris Marker’s “La Jetée.” We
carry the dilemma from the cinema screen into
the garden: do we opt for security and closed
borders, or accept the risk of disaster but also
the promise of innovation and renewal? Do we
act according to our responsibility to take in a
stranger and face annihilation? Do we defy our
principles or the demands of power?

There are no answers to those questions, only
our constant effort to remember the past, so that,
perhaps, we do not repeat it.

9  Frances Yates’ treatise on The Art of Memory (London,
2001: Pimlico) is a seminal reference on the ancient practice
of Mnemotechnics, a method of mental mapping, archiving
and notation using walking in imaginary spaces as
a practice for accessing a cachet of information and ideas

and activating memory.
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O Y IKOTAAR- MO
TON OOTON

Nikos ITANATIQTONOYAOS

KaenrutHs KomnoNioaoriaz 1o ITANENIETHMIO A@HNON

‘Omorog OAer va modepurnioer tny Pevtid kair tny apudOsia kai va ypdiper tny
alnBeia éxerva Eemepdoel o Atyorepo meve Svokolieg. Ilpémer va éxer o
Odppos va ypdiper tnv ainbeia mapolo wov mavrov tny Karamviyovv, Thy
eEvmvdda va tny avayvwpioei map Ao wov Th OKEXACOVY TAVTOU, TNV TEXVN
Va TRV KAVEL EVKOAOUETAXEIPIOTN OaV OTAO, TNV Kpion va O1aAEEel ekeivous
70V 0Ta XEP1a Tovs n alnbeia 0’ anoxtiiost Svvaun, tny movnpid va tn
Saddoer avapeod Tovg.!

Mrméprort Mmpeyt

EEvog, HETAVAOTNG, TIPOOodLYAG. .. TIOAVG BSpLPOC YOpm atd avTég Tig popdhEg
KOWWVIKAG vTtdoTtaong. ©6pufog o omoiog kaidmret pia évoyn, ekkwdavti-
k1] owwmn. Avth ™ otwny dtappnyviet to €pyo tov [dpyov Apifa, emrtpérmo-
VTag, péow G epyaociag g Hophikig avaintnong mov eMITEAEL, TNV eTtava-
$opd evog TEPAOTION ATTWONUEVOL TOL EVPWTIATKOV TIOAITIGHOV.

Tlpdypat, ané to Epyaotiipio Silnppdrwy, and avtd 1o KAPKIKO oVpTay
4mov to vrépTato drakvPevpa g {wng Kat tov Bavdrov tov «EEvov oopa-
T0¢» Tibetat, Vo Gpovg pag ToAY évrovng avaopdielag, amd pia eovoia
1Kavn va eivar anoAvtn, avadvetat éva fabvotéyaoto epdTnpa mov amevhv-
veTtat otov Sutikd Yevdooikovpeviopd, oe avtd mov o [Tiep Mmovpvtié ovo-
pale «lpTEPIAMOPS TOL OLKOVUEVIKOV»? =1 AVTIOTAGH GTOV OTIOIO ATIOTEAEDE
TIOAAEG HOPEG amAXG TN pdoka piag emotpodng oty okotadiotiky fla— kat
Tov omoiov 1 Evpwmm vipée 1 kate€oynv evodpkwon: avti n «avopboroyt-
K1)» kKatdotaor, dmwg yapaktnpifetal ovyvd to mpooduyikd fnua onuepa,

1 Mmnéprort Mupeyt, IIévre Svoxolieg yia va ypdper kaveis tnv arifeia (1935), Ztoxaotig,

AbYva 2010, 0. 15.
2 Pierre Bourdieu, Avzenifeon nvpdv [ptp. K. Aapavtdakov], ITatdkng, 1998, o. 36-37.
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Sev elvat ev pépet to «Tpoidv» Tov S1kov pag ophoroylopov, evog opboroyi-
OOV IUTIEPLAAIOTIKOV, OEGTIOTIKOV KAl KATAKTNTIKOV 1] oLpPIpacTtikoy, mpo-
OTATEVTIKOV KAl KATAOTAATIKOV, avdioyd Pe Tovg TOTovg Kat Tig emoyés; H
apnxavia, n avendpkeia, 1 pratdtnra, ot avripdoeig mov yapaktnpifoovv Tig
onuepvég dradikaoieg karavonong kar Siayeiptong avtod de Tov «mpoid-
VTOG» TIPOSIBOLV TO YEYOVOG OTL OE OPIOUEVES TIEPITITMOELG O OLKOVUEVIOUOS
Sevntav kat dev eivat tehikd apd évag eBvViKiopdg, o 0moiog TPOKEPEVOL va
emPanOel emmkaleital To OIKOVUEVIKS, OTIMG Ay Ta dikaidpata tov avlpw-
mov; H Sopiky ovAdoyikt] vrokpioia v omoia evdvovtal ofpepa ot Adyot
Tepl TOL «EEVOL» KAl 1 ATIAY] AVTIOTPOGY ALTIMV (ATTOIKIOKPATIONOS KAl Veoa-
TIOLKIOKPATIOHOG, TO VEO KADEOTOG TOL TIAYKOGHIOL OIKOVOHLKOV TIEdiov Kat
1 TIAYKOOGUIOTIONMOT TV YPHHATAYOP®Y, Ol VEEG HOPHEG O1EOVMV OYECEMV KL-
prapyiag kat o duTikKGG oTPATIWTIKOG TAPEUPATIONOE. ..) KAl AITIATOV, HEOW
™G omoilag 0dNyovHaoTe ouyvd OTO va «KATNyopovpe To Bdpar, kataloyi-
Covtag ot «dpvon» tov Ty evhVvn yia ta devd mov vdiotartat, odnyei oy
e&ng mpodpavn amddelén: o onpepvog Kuplapyxog adnpnUéVog OIKOVHEVIOHOS
péow tov omoiov drayxeipiépacte ) BEomn katl To pEAOV Tov «EEVov» G-
BdAAet ot VOpIHOTIOMOT TNG KATEOTNHEVNG TAENG, TNG 10XVOVOAG KATAVOUNG
€EOLOLOV KAl TIPOVOUIMY, OTNY aAvaTapaywyn g mapayvmpiong Tov 10Topt-
KOV Yapaktrpa g vmap&ng tov «E€vour, o Statdvion g apdpremg towv
SLAKPITIKGOV 1810THTOV TOL WG amdppold piag OLAAOYIKNG KAl ATOHIKNG 1OTO-
plag mov oppayietal amé pia oxéon koplapyiag Hetald KpaTwy.

To Epyaoripio Sidnppdrwy petatpénetal o epyaotiplo avaiitnong tov
onpeiov B€aong twv onpeiwv BEaong avtov tov (ntipatog. Emyeipdvrag va
avadei€el 6Aeg i draotdoelg ™G Vapéng Tov «EEVou ompatog», Oorwg Ha
€leye o [Tiep Mrmovpvtié, avtol Tov dToTov, TOL EKTOTIIOHEVOL KAl TOV aTd-
Ewvdpntov, avtol mov dev eivat ovTe ekel ov B€Ael oUTe ekel TIOL avaykdale-
tat va Bélet ovte axpifwg pali pe toug Opoiovg ovte pe tovg AAAOVE, ALTOV
TIOL £(VAL ATIOV-«TIAP®V>» OTOV TOTIO KATAYWYNG KAl TIAPDV-«ATIOV» GTOV TOTIO
VTIOSOYNG, AVTOV oV PplokeTal oe ekeivo To «vdBo» onueio yia to omoio
Kkavet Adyo o ITAdtwvag, 610 0dvopo avdpeoa oTo KOVmVIKO gival Kat To pn
elvat, otn B€oM TOL EKTOTIIOUEVOD e TNV €VVOLA TOV TIAPATALPOV, TOV N ATIO-
SekTov Kat Tov andmeptTon, o [bpyog Apifag pag odnyel o” évav avaoto-
Yaopo mov pag amootabepomolel: pag vmoypewvet va Eavaokeptodpe € oho-
KAjpov 10 {RTNUa twv vOutpwy Bepeiov g 1616TnTag Tov moAity kat g
oyéong avdpeoa oTov TOAITH KAl TO KPAtog, to €0vog 1 v eBvikdtnta, pag
odnyel va SiepwtnBodpe w¢ mPog TG avTidpdoelg amoppng Kal amokAel-
OOV 01 0TIolEG, BewPOVTAG TO KPATOG EKPPAT TOL €0VOLG, VOUIHOTIOOVVTAL
EMKAAOVUEVEG TO eTiyelpnpa 6Tt BepeAi@vouy TV 181 TNTa TOL TOAITN TIAVK
OTNV KOWOTNTA YA®OOoAG Kat KovAtovpag. To emotnpoviks melpapa mov xpn-
opomotel 1o Epyaorripio Sidnupudrwy tov [wpyov ApiPa, kat eidikdtepa ot
Adyot Tov Sopovv T facikn emiyelpnpaToroyia kat ta SIAUHATA TOV ETOTH-
HOVIKOU GLHBOLAIOL TTOL el eTUIOTEL TNV €VOVVT TG amddaong yia ™ fwr
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A tov Bdvato tov «EEvov oOUATOG», HAG ETIITPETIOLY VA AVAYVOPIOOVUE Td
«KPATIKOTIONUEVA» OMUATA KAL TIG «KPATIKOTIOMUEVEG» OKEPELS, OTIWG AEEL
o Topag Mmépvyapvt, ta omoia, TapdAo oL pag POoKAAOVY 0TV OLUAVL-
OTIKN THOTN, TIOAY GLYVA PAG VTIOXPEMVOLV VA PNV AVayVWPILOLHE KAl va pn
oefopaote OAeG TIG pophEG TG avOpmivng vtapéng.’

Kar’ eméxtaon, to epyaotipio tov ['dpyov Apifa pag petatpéret oe Kovm-
VOUG LA EVPUTEPNG EUTIELPLAG, EKEIVNG TIOL APOPd OAEG AVTEG TIG LTIAPEELG pE
TETPWUEVO TNV ATIoVoia HEAAOVTOG, IOV adpopd dAovg oot eivat vioypewpé-
VOL TIAVTA y1d Ta TAVTd VA TEPIUEVOLY TOVG AAAOVE, TOLG KATOYOLS TG e€ov-
olag mavew oto Tayvidt g Long Kat Tdve oTNY AVTIKEIMEVIKY KAl VTIOKEL-
HEVIKN TIpoodoKia KepdOV TOL pttopel avtd va mpoodépet, GAOLG G001 YVK-
piCouv v amérvtn avbaipeoia avtig g e€ovoiag mov kabiotd tov KGopo
avbaipeto, anpdPrerto, Tapdroyo, GAovg 6ot fLdvVoLy TNV ATOAVTT AVARO-
V1] TIOL EPTIEPLEYEL TNV ATIOAVTT] VTIOTAY T, ALTH TIOL TOVG KAvel va atofdvovtat
4Tt kpépovtal amd pia amépaom, «amnd pia KA®oTtH», GA0VG GO0l AVAUEVOLY
Va TOLG TOLY OTL KAANDG LTIAPYOLY €TO1 OTIWG LTIAPYOLY, EKEL TTOVL LTIAPKOLY,
6Aovg oot Ppiokovtal avuTiepdoTioTol 0TI o BAvavoeg HophES yelpay®-
YNong twv GpOPwv Kat Twv mpoodoKIDY, ETEPOTIPOGSIOPICHEVOL, OTEPNUEVOL
amnd ) dvvatdtnta va divovv vonua kat katevbuvorn otn {wn Tovg, va armo-
¢$aoifouv yia T onpacia kat To MEPIEYOPEVO TV TIPOOOOKIDV TOLG, KATAd1-
kaopévol va fovv oe évav ypévo amdivTta Tpoodloptopévo amd Tovg dAAOLG,
amoATA AAAOTPIOUEVOL.

Qot600, ot pia oyt Tov, OTwG éAeye 0 AloyVA0G, «yld TOLG TTPOOHLYESG
pe Tpopo / tpopavtedm eVAVTIEG PTIOPEG, / OKANPOVE TTOVOLE KI AldatoPpe-
YTOVG TIOAEROVE»,* TO €pyo Tov ['wpyov Apifa dev ToviGet pévo v avaykat-
étnra va emave€etaotel To fnpa g Kovmvikng 0éong tov «Eévou» péoa
oTig oVyypoveg dnpokparieg, va katavonfoiv ta ¢pvoikd kar nbikd pap-
TUpLa OV LGIOTAVTAL Ol ONUEPIVOL IKETEG, AVTOL IOV pe €vav TpOTo ava-
Taptotody avtd mov o Xdvteykep ovopale «dvvatdtnra g advvatdn-
tag». H avapopd oty tpaywdia tov Atoyvrov Ikérides Oétet, €€ avrikeipé-
vov, Kat 1o {tnua twv épwv yia tn dvvatdnrta ovvoyns g Evpwmaikg
"Evwong kat tov pérrovtog . H onpepiviy EAAGSa, dmwg to apyaio Apyog
oto omoio ot Aavaides IxéTideg apovoldfovtal peTéwpeg, TPOOHLYEG TIOV
{ntovv dovio kat eaptdvral and to mepi dikaiov alobnpa Twv TOATOV
kat tov Bactitd tov Apyovg, eivatl petald avtov TV Ywp®V Tov KAAOV-
vtal va diayeiptotovv éva mpofanpa yia t dnpiovpyia tov omoiov dev gv-
Bvvovrtat. Kat o pérog tov [Tiddtov ov dpaivetat va vioBetody ta kupiapya

3 Pierre Bourdieu, “Preface”, oto: Abdelmalek Sayad, The Suffering of the Immigrant [pt@p. David
Macey], Cambridge: Polity Press 2004, 0. xiv.

4 Awoxvdov, IkéTideg, oto O1 paywdies Tov Atgyvdov [ptep. I N. Tpvmapng], BipAionwleiov tng Eotiag,
ABnva 1999, ot. 1043-1444.
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EVPOTAIKA KPATN O€ GYEON HE TO GVYYPOVO TIPOCHLYIKS JHTNHA TIOV TIART-
tet v Evpomaikn ‘Evoon katadeikviet aAAn pia popd v amovoia arin-
Aeyyovng kat ovvoyig oto eowTePIKO TNG. Ot GLYKPOVOELS OTO E0WTEPIKO
™G avapopikd pe 1o peifov fMtnpa g anédpaong yia 1o péArov tov «E€vou
OOUATOG» KAl TOV TPATIO dtayeiplorng Tov katadeikvdouy mwg n Evpwdikn
"Evwon kivéuvevet 6yt povo va mdyet va eivat evpomdaiky, aAid kat va av-
tokatapynbei 6oo ytifetal mAvw og GLOYETIOPOVE SVVAREWV KAl ATIOPAKPY-
vetat OAo KAl TePLOGOTEPO ATIO G,TL IO EVPWTIATKS LTIAPYEL HEOA OTOV €VL-
PWTATKO TOAITIONOS, dNAadt amd Tov Kprtikd, SnUIovpyLKo KAl OLTOTIKOS TOL
yapaktipa. Kai mog pévo av diatnprioet, peta&d dAAwv, ToV KOGPOTIOALTL-
oS Tov atdva Tov AladpwTIoRoV, Tov avotnpd opHoroyIopHs TwV TeEAELTAIOY
Sdexaetiwv tov 190v ardva, ™ prrodolia yelpadpEtnong Twv mpwtwy dekae-
TV Tov 1900 atdva kat av, v idia otypr, araiiayei and tov Soypatiopd
Kat tov ¢pataitopd tov 2000 atovva, o evpWTAIKOS TOATIONOS Oa TpoodhE-
PEL OTIG EVPWTIATKES KOWVWVIEG T Suvatdtnta va emPdiovy oplotikd T600
07O O1KOLpEVIKOS va opiletat Ty idia tn ottypr ™ apdiopritnong tov, ovu-
dova pe v TCovvtid Mmdtiep, 600 kat oTov dnpokpatikd Sidioyo va die-
vepyeitat ot fdon tov «a priori AAdov», oniwg Oa éleye o Zid Ntehél. Y’
avTty TV €vvold, 1 TIpOOKANOT 0€ €Vav OpYAVOUEVO KAl GLOTNUATIKO GUA-
A0Y1K6 avaotoyaopd,  omoia amoppéet and to Epyaotiipio SiAnpupdrwy tov
TlNopyov Apifa, dev amoterel pévo pa e€aipetikn ovpPoAin otny avdivon
TOV IO OKOTEWVHOV TIEPLOYDV TOV «EVPMTIATKOV AOLVELSTOV»* GLUPAAAEL, O
TeAKN avdivon, otn oxediaon evog avorytov TPOPANUATIOHOV Yid TO Ep®-
TNHA-KAELST TOL ONUEPIVOV KOLVOVIKOV HAG KOGHOL: O€ TIOLEG KOWVWVIES 0€-
Aovpe va fovpe;

Avtd 0 Kploo epdTNHA ATav mdvrtote, Kal mapapévet, dvoemiavto. Ot
KOWWVIKEG oxéoelg petald twv opddmv, ot omoieg SOPOVY TOV KOWVWVIKO
KOOHO, ATOTEAOVV TIOAD oLYVA OYE0ELG EAEYYOV, AVTAYWVIOHOV KAl KLpL-
apylag Kat, GLVETIMOG, TIPOKAAOVY, £ OPIOHOV, GLYKPOVOELG KAl EVTAOELS PE
AVTIKEIPEVO TO HEAAOV TOLG Kal TN VOpIun Tapdotaor yU avtd. [lap’ 6ia
avTtd, amd Tr OTyp ToL ETHEVOVUE Va PIAdUE yia dnpokpatia, ta SiAfu-
HATA IOV ATopPEOLY ATIO AVTO TO EPWTNHA TelvoLy va amodopunfodv kat ot
otéyot Tibevtal pe oadprvera: évag Sapxnic Aufklirung tov Aufklirung mov
Oa avtimaievel TOG0 TOV ONUEPIVO TEYVOKPATIKS TEGOTIOUEVO OKOTASIONO
oL teivel va emiPinbei 6oo kat tov avophoroyikd kat avtidpaotikd Adiki-
OO TIOL TEIVEL VA avayVopLoTel, KAl pia prioomaoctikdtepr kat kaboAikdte-
pn pREN pe pra kovtépHarpn, omobodpopiky, OxLVPWUEVY, TPOOTATEVTIKT],
ovvnenTiky, EevodoPn kowvwvia, utopovy va ovupfdrovv oto va tefodv
01 6pol TOOO yld TN SNUIOLPYIA OLKOVHEVIK®MV, AAANAEYYL®OV, TIPOOSEVTL-
KOV, S1eOVIOTIKOV KOVOVIOY anedevbepwpévoy and kdbe eldovg ipmeptat-
oo kat €Bvikiopd ot omoiot epmodifovv Tr cvoowpeLON, TV avdmtuén kat
™ S1dyvon 6,Tt Mo OIKOLUEVIKOV LTIdpyel otny mapddoon kdbe kovmviag,
400 KAl y1d TNV OLKOVHEVIKOTIOMOT] TOV OpwV TPOGPAONG OTO OLKOVHUEVIKO.
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Laboratory of Dilemmas

THE OBSCURANTISM
OF THE LIGHTS

NIkos PANAYOTOPOULOS

PROFESSOR OF SOCIOLOGY, UNIVERSITY OF ATHENS

Nowadays, anyone who wishes to combat lies and ignorance and to write the truth

must overcome at least five difficulties. He must have the courage to write the truth when
truth is everywhere opposed; the keenness to recognize it, although it is everywhere concealed;
the skill to manipulate it as a weapon; the judgment to select those in whose hands it will be
effective; and the cunning to spread the truth among such persons.!

Bertold Brecht

Foreigner, immigrant, refugee... There has been
much commotion over these forms of social
existence; a commotion which cloaks a guilty,
deafening silence. It is exactly this silence that is
being broken by George Drivas’s work, allowing
us, through the formal searching it effects, to
disclose a major repressed aspect of European
culture.

Indeed, from the Laboratory of Dilemmas - from
this Kafkaesque universe in which the life and
death of the foreign body is perilously determined
by a power capable of being absolute — there
emerges a profound question addressing the false
universalism of the West or, in Pierre Bourdieu’s
words, the “imperialism of the universal” (of
which Europe has been the quintessential
incarnation): isn’t this “irrationalism”, as

the refugee issue is often depicted nowadays,

97

partly the “product” of our own rationalism, a
rationalism which is imperialist, despotic and
conquering or compromising, protective and
repressive, depending on the place and time? In
fact, the perplexity, inadequacy, violence and
contradictions that characterize today’s processes
of understanding and managing this “product”
betray the fact that, in certain cases, universalism
was and is nothing more than a form of
nationalism, which invokes the universal (human
rights etc.) in order to impose itself and disregard
any resistance as a return to obscurantist
violence.” The structural collective hypocrisy of

1 Bertolt Brecht, Galileo, trans. Charles Laughton
(New York: Grove Press, 1966), 131.

2 Pierre Bourdieu, Acts ofResistunce Against the Tyranny
of the Market, trans. Richard Nice (New York:
The New York Press 1998), 19.
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concurrent discourses on the Foreigner and the
simple reversal of causes and effects often lead
us to “blame the victims”, by imputing to their
“nature” the responsibility for the hardships
they endure. As such, today’s dominant abstract
universalism, through which we manage the
status and future of the Foreigner, contributes

to the legitimization of the established order,
reinforces the existing distribution of powers and
privileges, and fails to identify the Foreigner’s
distinctive properties as the result of a collective
and individual history marked by a relationship
of domination between states.

Hence, the Laboratory of Dilemmas is
transformed into a laboratory in search of

the viewpoint of viewpoints on this matter.
According to Pierre Bourdieu, the immigrant is
atopos, displaced and unclassifiable; neither where
he wants to be nor where he is forced to want to
be; not truly on the side of the Same nor really on
the side of the Other; he is absent-“present” in his
place of origin and present-“absent” in his place
of arrival; he exists within that “bastard” place,
of which Plato speaks, on the frontier between
social being and non-being; displaced, in the
sense of the incongruous and inopportune, he is
a source of embarrassment. George Drivas, in an
effort to thoroughly highlight these dimensions
of the foreign body, leads us to a destabilizing
reflection: he forces us to rethink completely

the question of the legitimate foundations of
citizenship and the relations between citizen

and state, nation or nationality; to rethink the
instinctive rejection and exclusion which, by
being founded on a perception of the state as an
expression of the nation, justify themselves by
claiming to base citizenship on a linguistic and
cultural community. The scientific experiment
used in George Drivas’s Laboratory of Dilemmas,
and especially the discourse that structures the
fundamental argumentation of the scientific
council deciding on the life or death of the foreign
body, enable us to identify what Thomas Bernard
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calls the “state-controlled” thoughts and bodies
that, despite all the humanist professions of
faith, very often prevent us from recognizing and
respecting all forms of the human condition.?

By extension, George Drivas’s laboratory allows
us to partake in a broader experience involving
all these beings whose destiny is the absence of a
future; who are constantly obliged, for everything
they need, to wait for those who hold power

over the game of life and over the objective and
subjective expectation of profits that it may offer;
all those who face the absolute arbitrariness of
this power, which renders the world unpredictable
and irrational; all those left in an absolute limbo
that entails absolute submission, waiting for

a decision, hanging by a thread; all those who
expect to be told that deservedly they exist as they
do, where they do; all those who stand defenseless
against the most cruel manipulation of fears and
expectations, defined by others, bereft of the
ability to give meaning and direction to their
lives, to decide on the significance and content

of their expectations; condemned to live, totally
alienated, in a time which is totally determined
by others.

However, in a time when, as Aeschylus said, “but
for the fugitives I have boding fears of blasts

of harm and cruel distress and bloody wars”,*
George Drivas’s work does not only highlight
the necessity to reconsider the Foreigner’s social
status in modern democracies and understand
the physical and moral sufferings that today’s
supplicants undergo - representing, as it

were, what Heidegger calls the “possibility of
impossibility”. The reference to Aeschylus’s

3 Pierre Bourdieu, “Preface” in: Abdelmalek Sayad,
The Suffering of the Immigrant, trans. David Macey
(Cambridge: Polity Press 2004), xiv.

4 Aeschylus, Suppliant Women, trans. Herbert Weir
Smyth, 1. 1043-1444, accessed on April 8, 2017,

http://www.perseus.tufts.edu/
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tragedy Suppliant Women also brings into
question the extent to which European Union’s
cohesion and future is possible and under

which conditions. Like ancient Argos, in which
the Danaid Suppliant Women are presented as
refugees seeking asylum and dependent on the
citizens’ and the king’s sense of justice, modern-
day Greece is among those countries that are
asked to manage a problem they did not create.
The role of Pontius Pilate assumed by dominant
European states in this context demonstrates once
again the lack of solidarity and cohesion within
the Union itself. Its internal conflicts regarding
the future of the foreign body and its management
indicate that the European Union is in danger
not only of ceasing to be European, but also of
abolishing itself, as long as it continues to be built
on power relations and to move further away from
what is specifically European within European
culture, i.e. its critical, creative and utopian spirit.
Only if European culture maintains, inter alia,
the cosmopolitanism of the Enlightenment, the
rigorous rationalism of the late 19th century,

the emancipatory aspirations of the early 19th
century and rids itself of the dogmatism and
fatalism of the 20th century, will it be able to offer
European societies the possibility to articulate

a universalism that is being created through the
contestation of its already existing formulation,
as Judith Butler would say, and hold a democratic
dialogue on the basis of the “a priori Other”, in
the words of Gilles Deleuze.
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In this sense, George Drivas’s Laboratory of
Dilemmas is not only an outstanding analysis
and a call for a systematic and collective
reflection on the darkest regions of the
“European unconscious”, but it also contributes
to an open debate on the key issue of our current
social world: what kind of societies do we want
to live in?

This crucial question has always been and still
remains intractable. Social relations among
groups are often relations of control, competition
and domination which, by definition, cause
conflicts and tensions regarding their future

and its legitimate representation. Nevertheless,
since we insist on talking about democracy, the
dilemmas arising from this question tend to

be deconstructed and our objectives are clearly
set. A constant Aufklirung of the Aufklarung -
which will combat the technocratic enlightened
obscurantism and the irrational and reactionary
populism - and a more radical and total break
with the short-sighted, backward, fortified,
protective, conservative and xenophobic parts of
society, can contribute to the universalization of
the conditions of access to the universal and to
the creation of mutually supportive, progressive
and internationalist communities liberated from
all kinds of imperialisms and nationalisms, which
prevent the accumulation, development and
diffusion of that which is most universal in the
tradition of each society.



Epyactipto Siknupdtwv Epyactipto Siknupdtwy

> B ANAZHTHYH MIAX
ADHIHYHY META=X X TATIKHX
KA IKINOXYMENH2 EINKONA2

AAoNH BITaAH

IzTorikox TEXNHE, ENIMEAHTPIA

Eeniko MOYzEIO XYrXPONHE TEXNHE

Mia avaokdmmon oto €pyo tov [dpyov Apifa

I =\ (-

H otatikn xat n kivodpevn eikdva amotelody éva amnd ta facikd {nriua-
TA TIOL €XEL ATIACYOANOEL TOVG BewpPNTIKOVG TOL Kivrpatoypddpov 1on amd
11§ amapyés tov. Ot Tavieg yevviodvtal Kat avantiooovtal péoa amnd m

dotoypadia. Onwe éyel emonpdvel o BewpnTtikdg TOov Kivnpatoypddpov
Ziykopwvt Kpaxdovep, «n tawvia eivar eyyevdg dpwtoypadikn mapd Tig
0oTo1E0ONTIOTE AAAEG TEXVIKEG 1O10TNTEG PTTOPEL VA KATEYEL, EVD 1) TIPAYHA-
TIKY KIVNpatoypadikt tavia eivat eKeivn mov Tapapévet moty oty pwTo-
ypadiky g ¢pony.!

Zmpigopevos otnv atodntikn ¢ otatikig pwtoypadiag kat ypnotpoTot-
WOVTag ovyvd mayopéva kapé avti yla dtapkn kivnon, ta kivnuatoypadpikd
mAdva tov I'wpyov Apifa eivar factopéva oy akivnoia, eved ota meplo-
04TEPA €PYA TOL YPNOIHOTIOLET pid TEXVIKY aAAniovyiag pwtoypadikov et-
KOVWV Tov evaiidooovtatl pubuikd. ‘Ozws avagéper o idiog: «H akivnm
e1kdva eivat n p@T VAN yia ) dnpiovpyia tng KIVOUHEVNG EIKOVAG KAl €TOL
akpif®g ™ xpnopoTol®. Ymovow thy Kivnon xwpig va Benpd ot pémet

1 David Campany (emp.), The Cinematic. Documents of Contemporary Art, Whitechapel and
Kepler, 2014, Greece/Georgia. Single Channel HD Video, 15 min MIT Press, Aovdivo/Képmprts 2007, o. 115.
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OTWOONTIOTE Va TV avamapaydyw. Aev ypnotpomold m pwrtoypadia mapd
HOVO 1 ATIOKOUUEVO KOUUATL EVOS PIAM, WG Kivnpatoypadpikd kapér».> Xe
avtifeon pe to Kivpatoypadikd «mapdv» Tng KIvoOpevng eikévag —0mwg
€yet voopLy el oLYVA—, 1 OTATIKN GWTOYPAPIKY EIKOVA TIAPATIEPTIEL O
KAtt to omolo €xet kataypadel kar aviket mAEov oto tapeAdov. «Amnd ) pa
TAELPAd LTIAPYEL 1] KIVTioN, TO Ttapdv, 1 Tapovoia, Kt and v dAAn, 1 aKivn-
ola, to mapeAddv, kdmoto ibog¢ amovoiag», mapatnpei o Peipdv Mmerovp.?
Qotéoo, 1 Adpa MdrPei kat o Peipdv Mmedodp €xovv emonudvetl 6Tt n
OTATIKY] €1KOVA glval ekelvn oL Tpoohépet éva medlo yia cLAAOYIoNS Kat
TG 1 AKIVNOIA HEOA GTNV KIVOUUEVT] E1KOVA SNUIOVPYEL VAV «OKETITOPEVO
Beatr».* EEetdlovtag to kivnuatoypadpikd €pyo tov [dpyov Apifa Ba vro-
otmpilape ot o Beatnig kaieital va avardfet évav tétoto poro, o 0moiog,
TAPATNPOVTAG TA OTATIKA Kivnpatoypadikd kapé, oviroyifetat ybpw amd
avtd olokAnpwvovtag o 610¢ to €pyo. Me ta Adyta tov kaiirtéyvn: «O
BeaTrg KAAelTal va GUUTIANPOOEL TA YAREVA KAPE TNG TAVIAG TTOV EKTVAIOOE-
Tat prpootd ota pdtia tov. H ypnopomnoinon g amovoiag avtig, n adpai-
pEOT KAl 1] «KeVOTNTA» TOL dnpovpyeltat pe Bdon ™ xpnotpomoinon evog
Kapé kat Oyl piag S1apko G KIVOOHEVNG EIKOVAG adpivet akpiPog Tov avaykaio
YOPO aird xkat tov xpévo otov Beatn yia va mpoPdiet tig SikéG Tov OKE-
Jetg mdvw oty toTopia mov mapakorovdei».> Ao v dAAn pepid, ot otati-
k€¢ dwToypadieg dev pmopovdv amd Pdveg TOVG va amoteAéoovy adpnyruard,
AAAA pTTOpovY va 1dwBovv wg anoomdopata piag adprynong. Onwg €xet emi-
onpdvet AAAwote 1 empeAqTpia vémv péowv Kptotiv pav Ag, n 1otopia e&e-
AMooetal oty Kivodpevn eikéva. Aev eivat toyaio Aotmév 61t o Apifag ota
o mpoodara Epya tov, BElovtag va Shoet peyalitepn Eudaot oTny TAOKNH
Kat mv apriynom, otpédetat mpog Ty Kivnom.

Emyepovrtag pia avadpopr] oto kivnpatoypadikd Epyo tov Apifa Ba vrmo-
otmpilape 671 n Epevvd Tov, €6® kat dekamévte ypdvia mepimov, agopd Evav
TLEWPAUATIONO UE LAON TNV KIVOUUEVN 1 Ui APNYynuatiKni e1Kova KAl Ty ava-
Mmon pag yawooag adaipeong oe eminedo apriynong arrid kar ¢poppag.
2116 MAAAIOTEPEG PIKPOV UKOLE TAIVIEG TOV, 1] TTAOKT] BV €xel Kvupiapyn on-
paoia kat ta yeyovota eivat pikpd enetoddia ta omoia eeAlooovtat pe Evav
otabepd pvbuo.

H aAAnovyia tov potoypadikdv eIKOVmV 6€ GLVOLAGUS PE TO NAEKTPOVIKO
NXOXPWHRA EVIGYVOLY TN PLOUIKOTNTA, EVH TA ACTIPOHALPA KIVIHATOYpAdiKd

2 http://fixit-emst.blogspot.gr/2009/07/un-documented-conversation-between-g.html

3 Raymond Bellour, «The Pensive Spectator» (1984), oto D. Campany (emp.), The Cinematic.
Documents of Contemporary Art, é.1., 0. 119.

4 Laura Mulvey, Death 24x a Second. Stillness and the Moving Image, Reaktion books,
Aovdivo 2006, o. 181-196.

S hetp://fixit-emst.blogspot.gr/2009/07/un-documented-conversation-between-g.html
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Tov mAdva viopdiiovv tov Beatn. Zta petayevéotepa €pya tov, kabwe n
1oTopia amoktd peyaidtepn onuaoia, N €1KOvVa YivETAl KIVOUUEVT Kal €y-
Xpwun, Owg mapatnpovpe yia mpwtn ¢popd to 2011 oto Sequence Error.
210 véo Tov €pyo, pe to omoio o Apifag ekmpoowmel v EAAGSa oty 57n
Mrievaie g Bevetiag, n apriynon eivar idiaitepa moAvetinedr, kabwg
—6mw¢ Ba Sodpe avaivtikd apyotepa— drapopetikés otopieg, poboroyieg
KAt Ipaypatik4nteg ovvoudaivovtal petadd toug.

Ot tawvieg tov Apipa Ba pmopovoav va Siadpapatifovrar oe ypovovg
TapeAfovTiKov§ 1§ peAAOVTIKOVS Kabng petapépovy pa dtdbeon dpovtov-
PLOTIKY aAAd kal petpd. O pOAOG TV KTIPIOV KAl TOV APYITEKTOVIK®OV
otolyelwv eivat 1diaitepa onpavtikdg, kabwg avtd opifovv kat 1o oTiAia-
propévo kddpo tov. ‘OYeig kTipinv, okdieg, dtddpopor, YnAd ktipta, Ao,
Biprtobnkeg, owdnpodpopikol otabpoi, povoeia, Béatpa, epyaotipia K.d.,
XPNOLHOTIOOVVTAL ATIO TOV KAAAITEX VY Y1d VA TAALOIOO0LY TIG EIKOVES TOV.
Ta mAdva TV Juxp®Vv HOVTEPVIOTIKMOV KTIPIwV oL ovAAaupdvel o pakdg
Tov Tpofdirovy pia atpdopaipa perayyoAiag katr amo&Evwong, Vo To
aoTiké totio anoteAel to medio dpdong dmov avadvovrtal ta factkd Oépata
TOL TIpaypateveTal: avhpOmiveg oy€oeig, EAAENPT] eTIKOIVOVIAG, AVEKONA®-
Ta ovvaloHRpata Kar avekTANPWTEG EPWTIKES eTOVIEG.

210 mapov keipevo Ba avapepBoiue oe opiopéva amod ta maraidtepa épya
TOV KAAMTEYVN OOTE va peretnOel 1 eEEMEN TG e1KAOTIKNG TOL €pevvag at-
oOnTikd kat apnynuatikd. To épyo Case Study (2007), to omoio anoterel to
Sedtepo pépog g tpraoyiag Social Software, SiadpapatiCetal ota mepiyw-
pa tov BepoAivou mov oikodopnOnkav tig dexaetieg tov 1960 kat tov 1970
Kat ekdppdlovv To povtepvioTikd ovtomikd dpapa. Méoa and v yoyxpotn-
TA TNG HOVTEPVIOTIKNG APYITEKTOVIKTG KAL TV TIOTIKOV ASELOV YDPWV TTOL
ATOTLTIOVOVTAL, Ol HPWEG avTavakiovy pia afefatdnta kat pia mpood-
Beta avtokaboptopoy kat emKovoviag H€oa oTo ovyYpovo doTikO KEVTPO.

O1 AtyooTol kat cvuyvd avvopol YApaKTHPES TV EPYWV TOL KIvoOVTal O
SNUAO10VE XWPOLE KAl KTipld, evd divetal N evidmwon Tt mapakoAovhov-
vtat, kabog ot kivrjoelg tovg kataypddovrtat. Ot mpwTaywvioTég potdiovv
va éxouv avaidfet pta amooTtoAr, va dokipdfouvv éva mpdypappa 1 va mai-
Couv éva mayvidt porwv. ZTo TPOTO HEPOGS TNG TPLAoyiag Tov €yel TITAO
Beta Test (2006), o omoio €xyet emiong yvpiotei oto Beporivo, ovvavtdpe
epdavag T tpoavadpepdpeves avalntioeis tov karirréyvn. Ia my tawvia
avTH 0 KAAMTEYVNG ONUEIDVEL:

To Brjta eivat to debtepo ypdpupa tov eAAnvikob aidpapritov. To Beta Test
eivai n otopia piag moing. H éxdoon beta eivar n Soxipaotiky] éxdoomn Ao-
YIOHLIKOV TPtV TNV €T{onun epmoptky kvkAodpopia tov. To Beta Test €xet va
KAvet pe to péAdov pag. Ipaypatevetat v emtipnorn, 10 aoTikd totio,
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™V emkowvwvia, v aioBnon g avvrapéiag. To Beta Test eivat pia 1oto-
pla aydmng. Mmopei va ovppel otov kabéva. Ot tarvieg tov Apifa potdgovv
va eivar 6Aeg éva beta test, pia epyaotnpiakyy Siadikaoia, Aiyo mpiv Pyet
To TPOYpaApua oTNY ayopd, eVd Ol YAPAKTHPES TV EPymV Gpaivetal va un
Covv onv mpaypatikny fon: eival amoAdTws XepaymyovHevoL Kal aKoO oL~
B0Vv T1g 001yieg TOL TOVEG SivovTtal oTIg CLVONKEG TTAPATHPNOTG KAl EAEY-
yov oTig omoieg Bplokovtat. Ooo mpoywpel 1 10TOpia, ATTOKTOVV SIKN TOVG
Bovinon kat mpoomabovv va Eepvyovy amo v mpoxkaboptopévn mopeia.

>to épyo Empirical Data (2009), to omoio éyet yvpiotei otnv EAAdda,
0 TPWTAYWVIOTHG eivatl évag petavdotng mov Ppioketat oty ydpa pag, o
omoi{o¢ og pia mpoomddeta va yivel Kovovikd amodektdg kat va evraydel
oT1o VEO Tov TEepIPdAroy, emiyxetpel va aridéet. Qotéoo 1 ariayn avty
¢daiverar va unv eivat amodektr amé 1o ovotnua. H apriynon oto keipevo
TOV StaTithwy ™G Taviag eivatr xapaktplotiky. Avapépovpe evoelkTikd:
H attnon emave&etdletal, divovrar véeg odnyieg, vrd ovveyn mapatipn-
on, dtadikaoia afloAdynong, n Siadikacia evowpdtwong Oa emaveetaotel,
ampOPAeTTTN S1avonTiKy ypryopoT], ATOTLYIA THPNOTG TG TPOPAETIOUEVNG
Siadikaoiag.

OXS6kANpo TO Kivnpatoypadikd épyo tov Apifa apopd t dayeipion g
Kplong, tov AdBovg kat Tov 6PAApATOG VOG oLOTHUATOG. AEITOVPYIKEG dL-
okoAieg otny tprioyia Social Software yivovtal kataotdoeig eKTAKTOL avd-
YKNG o€ o pdodara £pya tov, eve N Evvola g Kpiong apyifet va amoktd
™ popdf KOWVWVIKOTIOMTIKOV TpofAnpdtov. «To ovotnua Ppioketat oto
yelhog ™G katdppevong», avadépet 1 apnynrpia oto épyo Sequence Error
(2011) kat xaieltat va mpoywpnoetl o€ ATOAVOELG £pYAlopEVOV. 21O €pyO
avTod, ot dvBpwot armorvovtat kat Staypddovrat amd To oVoTNUA PE pid V-
KoAla oav va mpdkertat yia ynoiaxkd apyeia evog mpoypdpparog. ‘Onwg oe
6Aa ta épya tov Apifa, étot kat d® 1 ovykekpiuévn akorovbia yeyovotov
ov Ba émpeme va tnpeltat yia Tt datipnon g opaiig Aertovpyiag tov
ovotiuarog ¢paivetat va avatpémnetat. To Sequence Error eivai éva épyo pe
KOWVWOVIKOTIOAITIKO YapakTipd, Kabmg o KAAAMTEXVNG Tipaypatevetat ovy-
ypova {ntpata mov oyetifovtal pe tny kpior mov piover  EAAGSa onpepa.

[Tapdro mov to véo épyo tov Apifa, pe titho Epyaoripio Sidnpupdrwv
(2017), daveiletar moAAG oTotyeia amd v maiatdtepn Kivnuatoypapikn
oL YADOoOQ, eival yeyovog Ott e8¢ apatnpeital pia GNpavtiky otpody wg
TPOG TO TEPLEYOUEVO, AAAd kat T Gpdppa g dovretdg tov. To Epyaoripio
Siinppdrwy eivat éva €pyo pe TOAAG emiteda avayvwong eVVOLoAOYIKd Kat
aoOntikd. Eivat katapyiv pia moAdmAoKy, TTOAVKAVAAT OTITIKOAKOVOTIKY
£YKATAOTAON TIOV ETHYEIPEL O KAAMTEX VNG Yia TipdTN Ppopd. [Tpdkertar yia
pia agnynuatiky eykatdotaor, Paciopévn oty paywdia tov Atoydrov
IkET1de¢—10 povadikd pépog mov ohletat and  yapévn tptioyia Aavaides—,
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n omoia ¢pépvetl tov Beatr aviipetomo pe €va SiAnppa: T owtnpia tov
«&&vov» ) T Sratrpnon TG aoPdAetag Tov «eyywplov». Zto £pyo tov Apifa
To SiANUpa maipvet T popdn Liag EMOTNUOVIKAG aTtOPacng avdpeod otny
Eveon N un V0 KLTTAPIK®OV TANOVOUOY yia TiG avdykeg evog Proroyikov
TEPARATOG TIOV UEAETA TNV AVTIUETOTION piag aocbéverag. Tn otypr g
Kplomg, o1 eMOTHHOVEG KatovvTatl va mdpovv pia arépaon. To épyo Baocile-
TAL O€ PId AVOAOKARPWTI EMIOTHHOVIKY TALVIA TEKUNPIWONG, TO VAIKO TNG
omoiag €yet yabel oe peydro Babud. ‘Omnng 1 tprroyia tov Atoybiov mov dev
owletat oAoxAnpn, 10 Epyaorripio Siinupdrwv avapépetat otny votifépe-
V1] YApEVN Tatvia ov Katéypade tig pAoelg Tov melpdpatog mov Eaape yopa
oe éva Poynuikoé epyaotipto g Evpdmng pe emxepainig évav ‘Exinva
Brordyo t dexaetia tov 1960.

H eyxatdotaon eivat yopiopévn oe tpia pépn: oto mpwTo PEPog o Beatrg
mapatnpei €& pikprg didpkelag Pivreo dmov mapovoidlovrar ot pdoelg
™G €pevvag Kat Tov melpduartog amnd Tty tavia tekpnpinong. Zto devte-
po pépog, o Beatic mepidpépetar oe évav AaPupvbwdn ydpo —mov amote-
Ael TNV KATOYM TOL (810V TOL EpYATTNPIOV—, GOV AKOVYOVTAL NXNTIKA ATO-
omdopata and v avbevtiky 10TOPIKY oLINTNON TOV EMOTNUOVOV dTav
TPOKVTITEL TO TPOPANpa. Zta amoondopata avtd, o Apifag petapépet ord-
KAnpa ywpia and vy tpayndia tov AtoxdAov oTNnV €MOTNHOVIKT OLINTN-
on. H 8pdon g tpaywdiag petapépetar and to Apyog oto froynuikd epya-
oTplo, eve ot Béon Twv [kEridwy Tov exkAtmapovy yia dovio fpiokovtat
Ta véa KVTTapa ta omoia yia va empiooovy Ba mpémnel va evowpatndody
pali pe kdmota dAia oto vidpyov froovotnpa. H cuvévwon avty epmepié-
YEL TO PIOKO VA KATAOTPAPE! TO ONUAvVTIKO avTtd KAl PEYPL OTIYUNG ETILITUYN-
pévo melpapd. ZTo TEAELTAlo HEPOG TNG EYKATAOTAOT TIapovotlddeTal i po-
00TAAOTIKY avakataokevy TG ovvedPlaoT§ TV ETHOTNUGVOY TIOV EXEL WG
oKOTIO TN AN TG anmddaong.

O kaAAitéyvng exkBéter TV aywvia kat tov mpoPAnuatiopd atépmv Kat Kot-
VOVIK®OV Opddwv dtav kaAovvtat va Siayeiptotoly kdt va amopacioovy yia
éva onpavtiké Mua. [Iéoo €toport eipaote va mpootate b oOvHE KATIOIOV
oL ametieitat 4tav avtd ocvvendyetal ott dtakivévvevovpe Ty acpdretd
pags; Ti efvar emotpovikd owoto kat Tt nbikd anodextd; Me apopun to
TPAOTO AOYOTEYVIKS Kelpevo g 1otopiag g avBpwmdtnrag mov OBétet 10
aitnpa acvrov, o Apifag mpaypatedetal emikalpa KOWOVIKOTOATIKA {n-
tpata. Ot KOmVIKol Kal TOAITIKOT TpofAnuatiopol g apyaiag tpaymw-
Slag potdfouv va ovvdéovrtal pe ta SIMUPATa Tov avTipeTomifel onpepan
EAXGSa kat n Evpaomm 6yt pévo pe ) petavaotevtikny kpion, aAld kuping
pe TNV LIOSOYN KAl TNV ATOd0YN TV «SlaPOPETIKOV» Kal TOV «EEVWV»
HEOA OTIG LVTIAPYXOLOEG KOWVWVIKES SOPEG. ZTnV Tapovoa ovvOikn, To €pyo
pag vrrevOuvpiet 6t to nO1KS Tnpa mov avtipetwmitovpe dev amotelei éva
VEO TPOPANHA TNG TPEXOLOAG KOIWVWVIKOTIOAITIKHG TPAYUATIKOTNTAG AAAd
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Empirical Data, 2009, Greece. Single Channel HD Video, 34 min

éva dtaypovikd dianppa. Qotéco to Epyaoripio Sidnupdrwy Sev eivat to
TphTO €pyo Tov Apifa mov mpaypatevetal To Bpa g peTavaoTevong Kat
™G evompdtmong tov «&&vov owpatog» oe éva véo mepipdirov. H 1oto-
pia oto épyo Empirical Data mov mpoavadépape faoifetal otny mpoowixy
eptetpia Tov n6omolol yewpylavig Kataymyng og petavdotn otnv EAAada
Kat apopd v mopeia Tov and v €l60d0 0T YWpa PEYPL TNV EVOWUATOON
oV oTNV eAANViKY Kowvovia. Ooov adpopd 1o atobntikd pépog tov €pyov,
TAPATNPOVUE OPLOPEVEG HETAPOAEG ATIO TNV TIPOYEVEDTEPT KIvnpatoypa-
d1n SovAerd tov Apifa tig omoieg propovpe va emtonpdvoovpe. ‘Hon amd
1o 2011, énwg eidape, o Apifag amopakpdverar amd v kabapd otatiky
€1KOVA Kat v aAAniovyia tTwv ¢oToypadpik®v oTIypiOTUTIOV IOV oLVEDE-
tav ta épya tov. Eved n kivnon miéov kataypddetal otov Kivnpatoypapt-
KO paxo, ta mAdva tov map’ 6Aa avtd eivat otabepd kat 1 Kivovpevn etkdva
dAeptdpet pe v mayopévn. H emioyn avty dev eivatl tuxaia. O Apifag
avakataokevdgel Ty Tavia tekpnpinong kat yta tov Adyo avtd, ta pivieo
ATOOTIAOHATA IOV ONUIOLPYET TIAPATIEPTIOLY OTNV TOTE KIVIUATOYPAPIKN
aoOntikn. Enopévag, ta amoypopatiopéva mAdva, To apovtdploto LVAIKO
KAl Ta jump cuts oL mapatnpovpe oTo €pyo, dtapépovv katd moAd amd ta
otiAtgapiopéva aompépavpa mAAva TG mponyovpevng dovieldg. Emmiéoy,
EV( Ta TIpOyevEDTEPA €pya Tov TPOfaiiav pia povtovplotikn dtdbeon, to
€pyo avtd viobetel pia petpd atobnrtikn, n omola tovietal diaitepa pe ™
xprion tov amnoypwuatiopol. Inyn épnvevong g atobntikig avtig amo-
téleoav ta viokipavtép tov BBC g dexaetiag tov 1960, dmov emotipo-
veg Omw¢ 0 Ayylog ovyypadpéag emotnuovikig ¢avraciag Apbovp Toapig
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Kiapk kat o Apepikavog opapatiotig Pitoapvt Mndkpivotep ®ovrep, amd
TOVG ONUAVTIKOTEPOLS VEMTEPLOTEG TOL 2000 aldva, PAGVE Yia TO HEAAOV
Kat yia 1o €pyo tovg. To épyo tov Apifa pmopel va 1dwbel wg pia eieyeia
OTOV poVTOLPLOTIKG popavTiopd g dekaetiag Tov 1960 kar amoterel Eva
OYOALO V1A TO OVTOTIKG OpApd TOV HOVTEPVIOUOV IOV, OTwG eidape, éxet
amnaocyoljoet Tov kKarArtéyvn 1én and ta épya g tprhoyiag Social Software.

H tehikn amépaon g ovvedpiaong tov ovpPoviiov dev yivetar yvwotni
otov Beatn kat, dmwg ota meptoodtepa pya tov Apifa, o TéAog tapapével
avorytd. Qo100 0 TpdToG oL Aapfdvovtal ot amopdoelg otny Tpaywdia
aAAd kat oto gpyaotipto givatl mapeppepng. O kariitéyvng ovoyetilel Tov
vrodetypatikd dnpokpatikd tpdmo dtakvPépvnong tov Paociiid Iledaoyod
oti§ IkErideg, 0 omoiog deiyvel peydro evorapépov yia tnv dmoyn Twv moAL-
0V, pe ) dtadikaoia mov emmiAéyet o EAAnvag emotipovag, KaAdvtag ord-
KANpO 10 oLpPovAlo og ouvavtnon. Emiong, o tpdmog mov mpaypatomotei-
Tl 1] OLVEAELOT] OTO €PY0, KEKAEIOUEVDV TOV Bupdv, amoteAel €va oyoAlo
yla tov tpoTo mov Adpufdvovtat ot amopdoelg GHUEPA YA TV AVTIHETMTIL-
on ovyypovev {ntnudtnv. To dimoro e€ovotafopévov kat eovotaott kat to
epwtnpa mov dpaivetat va Bétet o Apifag oyetikd pe to ToL0§ givat motog —
TO OTIO{0 EVLTIAPYEL OTO GVVOAO TOV EIKACTIKOV TOL £PYOUL Kdl £XEL AVAPOPES
otV mpoPAnuatiky tov Mioéd ®ovké yia ) oxeotaxy avriAnym g eov-
olag— epdpaviletat kat oto €pyo avto. Kat edv ota maraidtepa épya tov to
epWTNHA oVYVA HTav Totog TtapaxkoAovdel kat molov apakorovdei; To epw-
mpa edw paivetat va drapoppdverar wg e€ng: TTotog kdvet to meipapa kat
TIO10G €1Val TO TEIPAPATOlmwo; X1o €pyo Tov Apifa to emoTnpovikd poPAn-
pa mov avakvTTel amokTd pia noikn Sidotaon Kat otn ovvéyela petatpee-
TAl 0€ KOWVOVIKO, TOATIKG aAAd kat vrap&laxo.

Onwg diamothoape, to Kivnpatoypadpiko pyo tov Apifa e€eriytnke on-
pavtikd o atobntikd, apnynuatiko kat popdporoyiko emninedo. H moivmro-
KOTNTA TNG AdPrynong He Touvg OLUPOAIGUOVG, TIG AAANYOPIEG KAl TA TTOA-
AamAd emimeda avdyvwong eival éva véo otorxelo otny épevva Tov Kai-
Atéyvn. Mopdoroyikd, 1o Epyaoriipio Silnppdrwy anotelel pia ovvOetn
OTITIKOAKOVOTIKY] eykaTdotaon pe Pivieo amoomndopard mov mapovotdlo-
VTal 6€ POVITOP, TPOPOAEG Kat NTIKd Koppdria ov ovvOétovy éva datda-
ADSeG €pyo, TO 0010 —OTIWG avadEpeL O (B10¢— TIAPATIEUTIEL OTOV TIEPITIATT]-
TIKO Kivnpatoypddo. Qotéoo, 1 16€a TG OAOKAP®ONG TOL £PYOL aATd TOV
Beatr] dev amotelel AMOKAEIOTIKS YAPAKTNPLOTIKG TNG TIPONYOVHEVNS HOVL-
Aetdg tov. Eva ota mpoyevéotepa €pya o Beatig KaAovvTav va GOUTTANP®-
OEl TA EOKEUUEVA KEVA TNG dynong, ta «xapévar» kapé tng airiniovyiag
TOV OTATIK®OV EIKOVMYV, 0TO €pyo avTtd kaieital va avaocvvBéoet ta dtapope-
Tikd otoryeia tov épyov. O Apifag e€axorovbel va avalntd évav «oKemtod-
pevo Beath)», 0 0Toi0¢ Ba GLUTTANPWOEL TA YAREVA KOPUATIA TNG TAViag Tek-
unpiwong kat Ba ohokAnpioet Ty avoryty adriynon tov épyov.
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Sequence Error, 2011, Greece. Single Channel HD Video, 11 min
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THE MOVING IMAGE
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A Survey of George Drivas’s Work

The still and moving image have been among

the paramount concerns of film theorists since

its earliest inception. Films are born and evolve
out of photography. As noted by the film theorist
Ziegfried Kracauer, “[a film] is intrinsically
photographic in spite of any other technical
properties that it may possess, while the truly
cinematic film is the one that remains truest to its
photographic nature.” Relying on the aesthetics
of the still image and often using freeze-frames,
rather than continuous motion, George Drivas’s
filming is grounded on stillness, whereas in most
of his works he uses a technique of rhythmically
alternating image sequences. As the artist points
out: “The still image is the building block for

the moving image, and that’s precisely how I

use it. I evoke motion without feeling obliged to
reproduce it. I only use photography as a slice of a
film, a film frame.”?

As has often been argued, unlike the cinematic
“presence” of the moving image, the still
photographic image refers to something recorded,
which belongs to the past. “On one side, there is
movement, the present, presence; on the other,
immobility, the past, a certain absent,” notes
Raymond Belour.? However, Laura Mulvey and
Raymond Belour have observed that it is the still
image that offers room for reflection, and that
stillness within the moving image engenders a

1 David Campany (ed.), The Cinematic. Documents
of Contemporary Art, Whitechapel and MIT Press,
London/Cambridge 2007, p. 115.

2 http://fixit-emst.blogspot.gr/2009/07/un-documented-
conversation-between-g.html

3 Raymond Bellour, “The Pensive Spectator” (1984),
in D. Campany (ed.), The Cinematic. Documents

of Contemporary Art, ibid., p. 119.
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Beta Test, 2005-06, Germany. Single Channel HD Video, 12.40 min

“pensive spectator.”™ Looking at George Drivas’s
film work, we could argue that the spectator

is invited to assume such a role, of observing

the film’s still frames, pondering on them, thus
providing the completion of the artwork. In the
artist’s words: “The viewer is invited to fill in the
missing frames of the film unfolding before their
eyes. The use of this absence, the abstraction and
‘emptiness’ created by using a frame, rather than
a constantly moving image, is precisely what
provides the space and time required for the
viewer to project their own thoughts on to the
story unfolding before their eyes.” On the other
hand, still images cannot by themselves constitute
narratives; yet, they can be regarded as excerpts
of a narrative. Moreover, as highlighted by the
new-media curator Christine Van Ash, the story
unfolds in moving image. It is no coincidence
that, seeking to emphasise plot and narrative in
his most recent works, Drivas turns to motion.

Attempting a survey of Drivas’s body of films,

we might argue that his investigation for some
fifteen years now involves experimentation on the
moving, or non-narrative, image and a quest for
an abstract language as regards both narrative
and form. In his earlier short films, the plot is of
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secondary importance, and the events consist of
brief episodes unfolding at a steady pace.

The sequence of photographic images combined
with the electronic sonic textures enhance the
rhythmic quality, while his black and white
footage is most evocative. In his later works, as
the plot gains in importance, the image acquires
both motion and colour, first introduced in
Sequence Error, in 2011. In his latest work, with
which Drivas represents Greece at the 57th Venice
Biennale, the narrative is subtly layered and - as
will be shown in detail below - different stories,
mythologies and realities intertwine.

Drivas’s films could be set in future or past times,
as they convey both a futuristic and a retro
mood. Buildings and architectural elements

play a very prominent role, shaping his stylised
frames. Building facades, staircases, corridors,
high-rise buildings, lobbies, libraries, railway
stations, museums, theatres, laboratories, and

4 Laura Mulvey, Death 24x a Second. Stillness and the
Moving Image, Reaktion Books, London 2006, p. 181-196.
5  http://fixit-emst.blogspot.gr/2009/07/un-documented-

conversation-between-g.html
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other edifices, all feature in his images. The
images of the cold modernist buildings captured
by his camera project an ambiance of melancholy
and alienation, while the urban landscape sets
the stage for the key issues addressed: human
relationships, lack of communication, feelings left
unexpressed, sexual desires left unfulfilled.

In this essay, some of the artist’s earlier works
will also be discussed so as to trace the evolution
of his visual investigation both in aesthetic and
narrative terms. Set in the outskirts of Berlin, in
districts built in the 1960s and 1970s, Case Study
(2007), the second part of the Social Software
trilogy, reflects on the utopian modernist vision.
Through the coolness of modernist architecture
and the poetry of the empty spaces captured, the
characters reflect the uncertainty and struggle
towards self-determination and communication
within the contemporary urban centre.

The small number of, often anonymous,
characters in Drivas’s films move across public
places and buildings, giving the impression of
being watched, their movements recorded. The
protagonists seem to be on a mission - to test a

software programme, or play a role-playing game.

In the first part of the Beta Test trilogy (2006),
also filmed in Berlin, these artist’s concerns are
evident. With regard to this film, the artist noted:

Beta (B) is the second letter of the Greek alphabet.
Beta Test is the story of a city. Beta is a pre-
release, test version of software. Beta Test is about
our future. It is about surveillance, urbanity,
communication and the sense of non-existence.

Beta Test is a love story. It could happen to anyone.

All Drivas’s films seem to be in beta — a process
before a software programme becomes available
for sale; the characters seem not to exist in the
real world: They are totally manipulated, and
follow the instructions given under control and
observation conditions. As the story progresses,
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they acquire a will of their own and try to escape
their predetermined course. In Empirical Data
(2009), filmed in Greece, the protagonist is an
immigrant who tries to change, in his effort to
become socially accepted and integrated into

his new environment. However, this change
appears to be unauthorised by the system. The
film subtitles are characteristic: Application
reconsidered, new guidelines given, under constant
observation, evaluation process, integration
progress to be reconsidered, unpredictable
intellectual vigilance, failure to follow the standard
procedure.

Drivas’s entire body of films concerns the
management of a crisis, of a mistake, of a system
error. The operational difficulties of his Social
Software trilogy turn into emergencies in his
more recent works, while the notion of a crisis
begins to take tangible form in the guise of socio-
political problems. “The system is on the verge

of collapse,” says the narrator in Sequence Error
(2011), who is tasked with laying employees off.
In this film, people are made redundant, deleted
from the system as casually as if they were digital
files. Here, as in all Drivas’s films, the specified
sequence of events to be followed so as to keep the
system functioning smoothly seems to be upset.
Sequence Error is a sociopolitical film, as the artist
deals with topical issues relevant to the crisis
Greece is facing today. Although Drivas’s latest
work, Laboratory of Dilemmas (2017), borrows
many elements from the cinematic language of
his earlier films, in fact a major shift in content
as well as form is evident here. Conceptually and
aesthetically, Laboratory of Dilemmas is a multi-
layered film. First, it is a complex, multi-channel
audiovisual installation — which the artist is
attempting for the first time.

It is a narrative installation, based on Aeschylus’s
tragedy Suppliant Women, the only surviving
part of the lost Danaids, trilogy which confronts
the viewer with a dilemma: saving the Foreign,
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Case Study, 2007, Germany. Single Channel HD Video, 18 min

or preserving the Local. In Drivas’s work, this
dilemma takes the form of a scientific decision
between bringing, or not, two cell populations
together for the requirements of biology research
into some disease. At the critical moment, the
scientists are asked to reach a decision. This
installation is based on an incomplete science
documentary film, whose material has been
largely lost. Reminiscent of Aeschylus’s trilogy,
which does not survive intact, Laboratory of
Dilemmas refers to an imaginary lost film
documenting the phases of an experiment that
took place in a biochemical laboratory in Europe,
headed by a Greek biologist in the 1960s.

The installation is in three parts: The first part
comprises six short videos from the research and
experiment phases of the documentary. In the
second part, the viewer wanders into a maze-
like structure - actually, the floor plan of the lab
- listening to audio excerpts from the original
discussion of the scientists at the moment when
the problem arises. In these excerpts, Drivas cites
entire passages from Aeschylus’s tragedy coupled
to the scientists’ debate. Rather than in Argos, the
tragedy is set in a biochemical laboratory, while
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the place of the women seeking asylum is taken
by new cells, which need to integrate with others
in the existing bio-system, if they are to survive.
This chemical bond threatens to compromise this
important, so far successful experiment. The last
part of the installation comprises the fictional
re-enactment of the scientists’ meeting to reach a
decision.

The artist conveys the anxiety and concern of
individuals and social groups when called upon
to deal with and decide on an important issue.
How ready are we to protect someone in danger
when that entails putting our own security at
risk? What is scientifically valid and morally
just? Inspired by the earliest literary work in the
history of humanity to probe the issue of seeking
asylum, Drivas deals with topical social and
political issues. The concerns of the Greek tragedy
seem to parallel the dilemmas now facing Greece
and Europe, not only with respect to the refugee
crisis, but above all involving the reception and
acceptance of the “different” and the “foreign”
within existing social structures. In the current
condition, this project reminds us that the ethical
issue that we are facing is not a new problem in

Laboratory of Dilemmas

the context of our sociopolitical reality, but an
age-old dilemma. Still, Laboratory of Dilemmas is
not Drivas’s first project to deal with the issue of
migration and integration of a foreign body into
anew environment. The story in Empirical Data
is based on the personal experience of a Georgian
actor who is an immigrant in Greece, following
him from entering the country through to his
integration into the Greek society. Regarding the
aesthetic aspects of this work, certain changes
from Drivas’s earlier film work can be identified.
Already in 2011, as we have seen, Drivas moved
away from a purely still image and a sequence

of photographic snapshots as the basis of his
works. While motion is now captured by the
camera, his shots are nevertheless static, and the
moving image flirts with freeze-frames. This is a
deliberate choice.

Drivas reconstructs the documentary, and for
this reason the video clips he produces reflect the
contemporary film style of its time. Therefore,
the faded shots, raw footage and jump cuts
abundant in the film are very different from the
stylised black and white footage of his previous
film. Moreover, while his earlier works conveyed
a futuristic mood, this one adopts a retro

feeling, intensified by the use of discolouration.
This stylistic approach is inspired by the 1960s
BBC documentaries in which scientists such

as the British science-fiction writer Arthur C.
Clarke and the American visionary Richard
Buckminster Fuller, one of the greatest 20th-
century innovators, talked about their work

and the future. An elegy to 1960s futuristic
romanticism, Drivas’s work is a commentary on
the utopian vision of modernism, which, as we
have seen, preoccupied the artist as early as in his
Social Software trilogy.

The final decision of the scientists’ meeting is not
revealed to the viewer and, as in most of Drivas’s
works, the end remains open. However, the way
decisions are made in both the tragedy and the
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laboratory is similar. The artist draws a parallel
between the exemplary democratic governance
of King Pelasgus in Suppliant Women, who gives
a lot of consideration for the citizens’ views, and
the procedure adopted by the Greek scientist,
who called an assembly meeting. Moreover, the
way the meeting is held - behind closed doors

- in the film is a comment on how decisions on
topical issues are made today. The ruler-ruled
dipole and the question that Drivas seems to pose
regarding who is who - ever-present in the artist’s
visual work and referencing Michel Foucault’s
problematique on the relational perception of
power - are also evident in this project. If in

his earlier works the question often was who

is watching whom, here the question seems to
be: Who is running the experiment, and who

is the experiment subject? In Drivas’s work,

the epistemological issue that arises has ethical
repercussions, expanding into a social, political
and existential issue.

In conclusion, Drivas’s work in film has evolved
significantly in aesthetic, narrative and stylistic
terms. The complexity of the narrative, with

its symbolism, allegories and proliferation

of meaning, is a new element in the artist’s
investigation. Regarding the media used,
Laboratory of Dilemmas is a complex audiovisual
installation, with video clips on monitor displays,
film projections and audio clips, which compose
an intricate work, suggesting — according to the
artist - an itinerant cinema. Yet, the concept

of the viewer completing the work is not an
exclusive feature of his earlier work. While in
previous projects the viewer was invited to fill

in the deliberate gaps in the narrative - the
“missing” frames of the still-image sequences - in
this project they are called upon to reconstruct
the distinct elements whose synthesis makes up
the project. Drivas is still looking for a “pensive
spectator”, who will supply the missing pieces in
the documentary film and complete the project’s
open-ended narrative.
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Science Without Art? A Necessary Osmosis

Our everyday life is dominated by science. Even our most personal moments are medi-
ated and shared through technology. There’s nothing wrong with this; it’s our choice.

However, what’s truly missing is a harmonious coexistence with art. Art can be a bal-
ancing force in life. As it guides us towards our inner self and fosters our individual-
ity, it allows us to observe and apprehend our surrounding world. Through its influ-
ence on the human mind and psyche, art can bring science closer to the interests of
humanity and, as such, a substantial interaction between art and science can bring
our lives closer to human ideals. In this sense, we may irrefutably suggest that science
without art is dangerous.

Moreover, art can become a stimulus for science, as it leads our internal senses and re-
flections towards new directions. Today’s scientific observations — which constitute a
set of knowledges, new conclusions and inventions — tend to be in need of artistic in-
tuition and instinct. Concurrent scientific claims, in order to form a database benefi-
cial to humanity, should transcend the laws of thought and logic; they have to unfold
within a game of emotions, which bridges the mind and the heart, to acquire a prom-
inent place in our collective memory. We remember something because we associate
it with something else; for example, a scientific event with an emotional image from
our childhood.

Thus, art does not oppose but in fact respects science. Art and science must therefore
coexist and interact to produce an Osmosis. It is exactly this Osmosis that is being re-
alized by the Laboratory of Dilemmas, an artwork which incorporates the data of a
scientific experiment in order to thoroughly examine the assimilating processes being
triggered when a society becomes the receiver of new ideas from different cultures; a
process which opens up new possibilities and turns life into an existentially intense
experience. The scientific and artistic achievements, bringing together people on a
global scale, indicate that creative games of memory and remembrance stimulate our
senses and generate thoughts of a radically new orientation; an orientation charted
jointly by art and science.

Christian Hadjiminas
President of Efa Ventures
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Epyactipto Siknupdtwy

H emotnun xwpig t€xvn elvar emikivévvn; Mia amapaitnt ®opnon

Ynv tpoontadeld pag va avriotabolue otn AN Kat TNy KATAoTPOQT), EMEVEDOLUE
XPOVO KA XPTIA 0TV TEXVI KA TNV emOTNUN. Ol EMOTNUOVIKES KAl KAAMTEYVIKEG
KATAKTINOELS, IOV OUOTEIPM®VOUV OLAdeg 0€ ayKOoUA KAIHakKa, amoteAovy evdei-
Ee1g, amd TNV mAevpA TNG Snpovpyiag, OTL Ta A vidia TG VNG KAl TG avAapuvnong
S1eyelpovy TIg 0MTEPIKEG Hag aloONoeIg KAl YEVVOUV OKEWELS TIPOG VEEG KATELODV-
0€1g. AuTEg TIg KatevBvvaelg mov xapaooovv tnv ko) mopeia Texvng kan Emotnung.

H appovikn ouvomapén texvng Kat eMOTHUNG LOVO 100pPOTTIA ITOPEL VA PEPEL OTIG
{wég pag. KabBmg n teéxvn Seiyvel Tov Tposmo yia TNV E0mMTEPLKT HAG CUYKEVTP®OOT) KAl
guvoel TNV KAAUTEPT 0pyAVmOT] TNG ATOMIKOTNTAG Hag, pag fondaet Stapkag va ma-
PATNPOVLE KAl VA KATAAABAivOupEe AUTOV TOV KOO0 Ttov pag eptaiiel. Méoa amo
mv enidpaot ng, T0o0 oV avBpmvn Yoy 0600 kat oTov vov, 1 Téxvn eivat ov
kavelrm ypnon g Emotung mmo mpoottr) ota eviiagEpovta g avlpmmotntag.

Kata ovvenela, peoa amo tny Eviovn aAAnAemidpaon T€XvNg Kal EMOTHUNG, Ol {WEG
Hag EpXovTat o Kovtd oTig avBpmmiveg afleg. Ot ONUEPIVES EMOTNUOVIKEG TTAPATT)-
PTOELG, 01 0TTOLEG ATTAPTIOVY VA GUVOAO YVMDOEMYV, VEWV GULITEPATHATMVY KA LOVTEP-
VOV EQPEVPETEWV, TEIVOUV VA AvadnTtovy TNV KaAAMTeX VKT SiaioOnon kat 1o evoTiKTo.
TIpoKEEVOL VA KATAYPAPOUV KAl va opyavwBolv og pua o@EAun, ya v avipw-
noTnTa, faon dedopevmwv, aLTEG o1 emOoTNHOVIKEG AElMoEIg 0Peilovy va Eemepaocovy
TOVG VOLOUG TNG OKEWNG KA TNG AOYIKTG. Xperadetar va ektuAyBolv péoa oto matyvi-
1 twv cuvaleONEATKY, ToL CLUVAPOPDVEL VOL KAl KAPSIA, Y10 VA EYYPAPOVY 0TI GUA-
Aoy pvijun kat va Adfovv mepiomtn O¢on oTig avapvnoeig pag. Ouuopaote emeldn
£XOVLLE TLVEETEL AVTO LLE TO AANO, EVG) TO «AUTO» EIVAL, AOYOU XAPT, LA ETOTNUOVIKT
eldnom kat 1o «aAAo» pia cuvaeONUATIKT E1IKOVA TNG TTASIKTG Hag NAKIAG.

Y7o autiv v €vvouwa, pmopovpe adiypevota va 1oxvplotovpe 0Tt N Emotnun
xwpig v Texvn Ba nrav emkivéuvn. e évav koouo, omov 1 Emotiun Ba tpafovoe
E&xwpn mopetla amno ekeivn g Texvng, Sev Ba vinpye mapd povo n oteipa kuplapyia
TOV EMOTNUOVIKOV emTevypatowv. Kat to onpavtikotepo, Sev Oa pmopovoaue va
Viooovpe kat taAtl taudia. H Téyvn popel akdpa va amoteA&oet Ty apyrn Snuovp-
yiag Emotnung, dieyelpovtdag pag. Ze kapia mepintwon Sev etvar avtiBetn pe v
Emotun. Avtifeta, tv o¢fetar. H Teyxvn kau  Emotnun mpémet va ouvumdpyovv
Kat va apayovv ‘Qopwon. Opoing, eivat akpifaog auvtr 1 'Qopwaon mov emdekvo-
et and 1o Epyaotnpio SIANUUAT@Y, Eva KAANTEXVIKO EPYO TO 0IT010 XPNOHOTOLEl
10 8edopevo eVOg EMOTNHOVIKOD TEIPAUATOE, MOTE va Korta&el fabvtepa otnv
'‘Qopwon. 'Otav n kowvwvia dexetarl véeg 18¢eg amd S1aPopeTIKEG KOVATOVPES, TOTE
n 'Qopwon dravoiyel Tig SuvatoOTNTEG TNG MPAYHATIKOTNTAG, KAvovTag T (w1 adla
Blwpatikn epmepia.

Kpiotiav Xatdnunvag
IIpoedpog Efa Ventures
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FIOProOx APIBAL

0 Nnwpyog ApiBag yevvaBnke otnv ABAva. Eivatandgotrog
Tou Tunpatoc MoArikwv Entetnpav Tou Maventotnyiou
ABnvav kat Tou Tpnpatog MME kat ®hp Tou Freie
Universitat Tou BepoAivou. Exetunap&et anodexTng
noAov BpaBeiwv kat dtakpioewv avapeoa ota onoia kat
TV e€NG: EU@npoc Mveia oto @eoTiBaA Metpapatikoy
Kwnpatoypagou «[Mapagevn 0B8ovn», Makedoviko Mouoeio
Zuyxpovng Téxvng, Becoalovikn 2009, AeUtepo BpaBeio
KaAUtepng Tawviag oTo TuAPa nelpapatikav rawvi@v Media
Art Forum tou AteBvoug ®eoTiBaA Kivnpatoypagou

Tng Mooxag, 2006 kat oo AteBveg @eoTtBaA MotnTikou
Kwnuatoypagou tou BepoAivou (Zebra Poetry Film
Festival, 2002).

To €pyo Tou Nwpyou ApiBa napouotdzeTat wG aTopLkn
€kBean otnv Galeria Nazionale otn Papn, 2017 kat oTo
EBviko Mouoeio Zuyxpovng Téxvng Tng ABnvag, 2009,

WG eLOLKO apLEpwpa oe autov ato AleBvec DeaTtBaA
Kwnuatoypagou tnc ABnvag «Nuxteg lMpeptépacg», 2014,
KaBwg kat oe opadikeg ekBeoelg kat PeoTBAA atnv EAAGda
Kal 0leBvig onwe evoekTika ota e€ng: Documenta 14,
Kaoel, leppavia 2017, «As Rights Go By», Q21 International,
MuseumsQuartier Biévvn, AuaTpia 2016, «Kino der
Kunst», Movaxo, leppavia 2015, Festival du nouveau
cinéma, Movtpeah Kavadag 2015, «future past - past
future», ®eotBaA Transmediale, BepoAivo, leppavia 2014,
«Depression Era», Mouoeio Mnevakn, ABnva 2014, «Art
Projections», Mouaeio Kivnpatoypagou Becaalovikng,
4n Biennale XUyxpovng Téxvng Beaoalovikng, 2013,
«Hybrid Stories», EBviko Mouoeio ZUyxpovng Téxvng,
ABnva 2013, «Melancholy in Progress», Opyadikn

€kBeon Video Art, Ghong-Gah Museum, Taipei City,
TaiBav 2012, «FILE», Electronic Language International
Festival, FIESP Cultural Center, Sao Paulo, BpaztAia
2012, «Annual Exhibition», Kévtpo XUyxpovng Téxvng
YiatA, HMA 2012, «Les Rencontres Internationales: New
Cinema and Contemporary Art», Centre Pompidou, 2011,
«MMoAuyhwaooia», X1éyn Mpappdtwy kat Texvay, 1dpupa
Qvaon, 2011, «<ECU», European Independent Film Festival,
2010, «Digital Wave», AteBvég @eoTiBaA Kwvnpatoypapou
Beaoalovikng, 2009, «Transexperiences Greece»,
Opadikn €kBeon, Space 798, Mekivo 2008, «Néol'EAANveg
KaAAwréxvec - e Eveatwra Xpovo», EBvikd Mouaeio
Yuyxpovng Téxvng, ABAva 2007-2008, «Les Jeunes
Cinéastes D'aujourd’ hui» - Centre Pompidou, 2007,
Media Art Forum - AteBveg @eoTiBaA Kwvnuatoypagou
Tng Mooxag, 2006, «Synch Cinema», Synch Digital Arts
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GEORGE DRIVAS

George Drivas was born in Athens, Greece. He studied
Political Science at the National and Kapodistrian
University of Athens and then he completed his MA

in Film and Media studies at the Freie Universitaet in
Berlin. He is the recipient of numerous awards namely
among others, Special Mention at “Strange Screen”,
Experimental Film and Video Festival, Macedonian
Museum of Contemporary Art, Thessaloniki, Greece,
2009, 2nd prize at VIl Media Art Forum, XXVII Moscow
International Film Festival, Moscow, Russia, 2006 and
2nd prize at Zebra International Poetry Film Festival,
Berlin, Germany, 2002.

George Drivas’'s work is featured as a solo show in
Galeria Nazionale, Rome, Italy, 2017 and at the National
Museum of Contemporary Art, Athens, Greece, 2009,

as a Tribute to him at the Athens’s International Film
Festival, 2014, and as part of a group exhibition or
festival among others in "Documenta 14", Kassel,
Germany, 2017; "As Rights Go By”, Q21 International,
MuseumsQuartier Vienna, Austria, 2016; Festival du
nouveau cinéma, Montreal, Canada, 2015; “future

past - past future”, Transmediale Festival, Berlin,
Germany, 2014; «Depression Era», Benaki Museum,
Athens, Greece, 2014; "Art Projections”, Thessaloniki
Biennale of Contemporary Art, 2013; "Hybrid Stories”,
National Museum of Contemporary Art, Athens, Greece,
2013; "Melancholy in Progress”, Hong-Gah Museum,
Taipei City, Taiwan, 2012; "FILE", Electronic Language
International Festival, FIESP Cultural Center, Sao
Paulo, Brazil, 2012; "Annual Exhibition”, Center on
Contemporary Art, Seattle, USA, 2012; “Les Rencontres
Internationales: New Cinema and Contemporary Art”,
Centre Pompidou, Paris, France; "Polyglossia”, Onassis
Cultural Centre, Athens, Greece, 2011; "ECU", European
Independent Film Festival, Paris, France, 2010; "Digital
Wave”, Thessaloniki International Film Festival,
Thessaloniki, Greece, 2009; “Transexperiences Greece”,
Space 798, Beijing, China, 2008; "Young Greek Artists -
In Present Tense”, National Museum of Contemporary
Art, Athens, Greece, 2007-2008; "Les Jeunes Cinéastes
D'aujourd’hui”, Centre Pompidou, Paris, France, 2007;
Media Art Forum, XXVIlI Moscow International Film
Festival, Moscow, Russia, 2006; “Synch Cinema”, Synch
Digital Arts Festival, Athens, Greece, 2005; "Machinista
- International Arts and Technology Festival”, Glasgow,
U.K., 2004; Poetry International Festival, Rotterdam,
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Festival, ABnva 2005, «Machinista - International Arts and
Technology Festival», MaokwBn, Hvwpévo Baothelo 2004,
«Poetry International Film Festival», Potrepvrap 2003,

«Zebra International Poetry Film Festival», 2002.

‘Epya tou Napyou ApiBa anoteAoUv HEPOG TNG HOVLUNG
ouhAoyng Tou EBvikou Mouoeiou ZUyxpovng Téxvng Tng
EANadac. Zetotnv ABnva.

www.drivas.com

OPEXTHZ ANAPEAAAKHZ

0 Opeotng Avopeadakng eival dlopyavwTAg GeoTBAA,
ave€apTNTOG ENHEANTAG, OUYYPAPEQG KAL KPLTIKOG
kvnpatoypapou. To 2016 doplotnke KaAAtTexvikog
AteuBuvthc Tou AteBvoug DeoTBAA Kivnpatoypapou
Beaoalovikng kat Tou QeaTiBaA NTokLavTEp

Beooalovikng.

levvnBnke oTo HpakAeto Kpntng, onoudaoe Kvnuatoypapo
kat loTopla Tng Téxvng oe ABnva kat Maptot. To 1995
ouviopuoe 1o AteBveég DeaTiBaA Kivnpatoypapou tnc ABnvag
katto 2011 1o Athens Open Air Film Festival, Ta onota kat
otnuBuve péxpLto 2016. Exet oxedlaoel, entpeAnBel kat
NapoucLAcEL Pla OeLpa eKBETEWY KAl EYKATAOTAOEWY ONWG:
«Space Story» (noAupop@ikn eykaraotaon, 2009), «Tpunas»
[eva npoTzekT Bepatikng epeuvag nou neptehapBave 16
ouppeToxeg and aBnvaika pouoeia, 2010-2011), «Kafka
Zone» (1010 apLepwpa otov Ppavrg Kagka, 2011), «Révle)
olution» ([apnynuatikn eykataotaon, 2012), «<Matiég otn
oUyxpovn eAAnvikn oknvis» (Teveun 2013), «Frame - Light

- Motion» (MOAUPOP@LKN £YKATAGTAGN yLa TNV KATAYWYN KAl
70 pEMNOV ToU Kivnpatoypagou, 2014), «To MuaTikéd» (2015),
«Tzov Mnéprzep: €vag plzoonaostng oupaviotne» (2017). Exet
TinBel e Tov TiTAo INNéTN Tou Taypatoc Twy MpappdTtwy Kat

Twv Texvav tng MaAAiac.

KATEPINA KOZKINA
H Katepiva Kooktva eivat loToptkog Téxvng-Mouagtohoyog
kat EnpeAntpla ekBeoewv. Eivat AteuBuvTpla Tou EBvikou

Mouoeiou Zuyxpovng Texvng [(EMET) ano 1o 2014.

levvnpévn otnv Képkupa, onoudaoe MaiAtkn Gihohoyia oTo
Maventotnpto ABnvav kaBwg kat loTopia kat @Lhocopia

Tng Téxvng oto Paris |- Maventothpto Tng ZopBovvng.
Entnp6oBeta, anoudace Mousetohoyia oo Ecole du Louvre.
Eivatkaroxog ddakToptkou oTnv laTopia Tng Téxvng.
Epydotnke and 1o 1988 péxptto 1992 oto Eupwnaiko
[MoAtTioTiko Kevpo AeApav wg Etdikn ZupBoulog oTig
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Netherlands, 2003; and “Zebra International Poetry Film
Festival”, 2002.

George Drivas's work is part of Greece’s National
Mouseum of Contemporary Art collection. He lives in
Athens.

www.drivas.com

ORESTIS ANDREADAKIS

Orestis Andreadakis is festival organizer, independent
curator, writer and film critic. In 2016 he was appointed
Artistic Director of the Thessaloniki International Film

Festival and Thessaloniki Documentary Festival.

He was born in Heraklion, Crete, studied cinema and
art history in Athens and Paris. In 1995 he co-founded
the Athens International Film Festival and in 2011 the
Athens Open Air Film Festival and directed them until
2016. He has designed, curated and presented a number
of exhibitions and installations such as: “Space Story”

(a polymorphic installation, 2009), "Hole" (a thematic
research project which included 16 participating
Athenian museums, 2010-2011), "Kafka Zone" (a special
tribute to Franz Kafka, 2011) "Rév(e)olution” (a narrative
installation, 2012), "Regards sur la scéne grecque
contemporaine” (Geneva 2013), “Frame- Light - Motion”
(a polymorphic installation on the origins and the future
of film, 2014), "The Secret” (2015), “John Berger: A
Radical Humanist” (2017). He has been decorated as
Chevalier dans l'Ordre des Arts et des Lettres (France).

KATERINA KOSKINA

Katerina Koskina is and Art Historian-Museologist and
Curator of exhibitions. She is the Director of the National
Museum of Contemporary Art, Athens, since 2014.

Bornin Corfu, she studied French Literature at the
University of Athens, as well as History and Philosophy
of Art at Paris [-Sorbonne University. In addition, she
studied Museology at the Ecole du Louvre. She has a
PhD in Art History. She worked from 1988 to 1992 at the
European Cultural Centre of Delphi as a Special Advisor
forvisual arts. She was the Greek Commissioner at

the 23rd Biennale of Sao Paulo in 1996 and at the 51st
Venice Biennale in 2005, and the Director of the 3rd,
4th and the 5th Thessaloniki Biennale of Contemporary
Art (2011-2015). From 1992 to October 2014 she was
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OnTtikég Texveg. Ynnp&e ENAnvida Enitponog otnv 23n
Mntevale Tou Zao Maoko 1o 1996 kat atnv 51n Mntevale

Tng Bevetiag 1o 2005 kat AteuBUvtpla otnv 3n, 4n kat 5n
Mntevahe Zuyxpovng Téxvng Tng Becoalovikng (2011-2015).
And 1o 1992 ewg tov OkTwBpto Tou 2014 unnpge EntpeAnTpla
TnG LUAAoyng Téxvng Tng Alpha Bank. Exetunapget
KahArexvikn AteuBuvtpta Tou 18pUpatog Kwotonouou,
otnv ABnva, uéxpLTo 1EAog Tou 2014 (1992-2014), Mpoedpog
Tou AtotknTikoU ZupBouAiou Tou Kpatikou Mouoeiou
Zuyxpovng Téxvng oTn Becoalovikn, ano Tov AekeépBpto Tou
2008 pexpttov lavoudpto Tou 2015, péAog TnG KaAALTEXVIKNG
Entrponng Tou ABnvaikoU MeTpo ano 1o 1998 ewg 1o 2011,
Kat KaAArexvikn ZupBoulog tng OpyavwTikng Entrponng
yta Toug OAupniakoug Ayaveg / ABnva 2004 A.E. ano o
2000 ewg 10 2004. Eivat pédoc Tou AteBvoug ZupBouliou

Mouoeiwv kat Tou EAAnvikoU Tpnpatoc Tnc AteBvolc

‘Evwong Kpurikawv Téxvng. Exet opyavaoet, dteuBuvet,

entpeAnBel kat/n ouveniueAnBel opuadLKES KaL ATOPLKEG
ekBeaelg, evw OOKIpLA TNG UNAPXOUV 0e apKeTa BIBALa Kat
ekBeatlakoUc katahoyoug, 6Nwg entong kat apBpa Tng oe
e@nuepidec kat neplodtka Teéxvne. Exel TipnBet pe Tov Titho
Cavaliere dell'Ordine della Stella d'ltalia kat Tou InnoTN TNG

Aeyewvag Tng Tipng Tng MfaAAiag.

EYTENIATIANNOYPH

H Euyevia Navvoupn eivat avanAnpwrpla kaBnyntpia oto
Tunpa Kwnpatoypagkwy Znoudwy Tou MNaveniotnpiou
Sorbonne Nouvelle Paris 3. Eviy n npotepn épeuva

TNG APOPOUCE TNV KATAVONON TwV HETAAAGEEWY Kal
OLa0TAUPWOEWV HETAEU KLVNPUATOYPAPOU Kal 6UyXpovng
TEXVNG, OL TPEXOUCEG EPYAOLEG TNG APOPOUV ELBLKOTEPA
ZNTAPATA NOU OXETIZOVTALUE TN «ZTPOPN NPOG TO
VTOKLlpavTep». Mpdapara, éxet avanTUEeL €va LoXUPO
eVOLAPEPOV yLa TO Nedi0 aVAAUGNG MOU OXETIZETAL UE TNV
€VvoLla Tou «avolkelou», kaBwe Katyla Tnv anetkovion
TOU «0{KOU» 0TOV OUYXPOVO KLVNPAToypd®o Kat tnv
ONTLKOGKOUOTIKN TExVN. EpydzeTal Tautoxpova navw oTnv
opyavwon plag npepidag pe Bepa Tov oUyxpovo eAANVLIKO
kvnpatoypago. Ot dnpooteVoelg Tng neptAapBavouv
ke@aAala BBAlwv kat apBpa yla KaAATEXVEG Kal
oknvoBeTec onwg ot Victor Burgin, S.M. Eisenstein, Robert
Smithson, Bernard Tschumi, Zachary Formwalt, Béla
Tarr, Martin Scorsese, Samuel F. B. Morse, Clemens Von

Wedemeyer. Exet oknvoBeThoet U0 Tavieg HiKpoU PNKouG.

MNETPOX MNAMMNAZIKAL
O lMétpog Mnapnacikag eivat apxTéKTwy Kat ouyypaeeag.
ZeLkatepyazetat otnv ABnva. To €pyo Tou Olepeuva
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Robert Smithson, Bernard Tschumi, Zachary Formwalt,
Béla Tarr, Martin Scorsese, Samuel F.B. Morse, Clemens

Von Wedemeyer. She has directed two short films.
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Athens. His work explores the connections among
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Lecturer at the University of Patras, where he teaches
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TIG OXEOELG HETAEU TNG APXLTEKTOVLKAG, TNG APNynong,
Twv media Kat Tou Onpootou xwpou. Elvat tdputng Tou
ypageiou Drifting City, ouv-entgeAnThc Kat -ouUVTOVLOTAG
TnG KoAekTiBag «Depression Era» kalt AékTopag oTo
Tunpa Apxtrektovwy Tou Maventotnpiou Matpwv, 6nou
d1daokel oxedlaopo Kat Bewpia. To uhonotnpévo €pyo Tou
nepthapBavel to npoypappa dnpodclou xwpou «Adpae 1o
ewc» (ABrva 2004), Tn BpaBeupévn peéTn avaniaong
Tng neptoxng MAatetag Kanvepyarn otnv KaBdAa, tnv
ykahept EAIKA, 1o «Drip», éva nepintepo nou peyalamvet
kaBwg autokataoTpePeTat, To «Rock», Evav NxnTko KAMo
yta 1o Mouoeio Santozeum, kat Tn BpaBeupévn pe Webby
oT00eAida/d1adpacTiko kAo dreamgrove.org. Keipeva
Kal€pya Tou €xouv ekd0Bel kat exTeBel dleBvmwa. Eivat
avTentoTéAAwv peloc Tng AteBvoug Akadnpiac Wnelakav
Texvav kat Entotnpav. Znotdace ApxITEKTOVIKA Kat
Yuykpttikn OthoAoyia ota Maventotnyta Columbia kat
Princeton.

NIKOZ MANATIQTOMNOYAOZ

0 Nikoc Mavaytwténouhog eivat KaBnyntng Kowvwviohoyiag
Tou TuApatoc Entkowvwviag kat M.M.E. Tou EBvikoU kat
KanodtoTplakou Maventotnyiou ABnv®y, ENLGTNPOVLKOG
OUVEPYATNG EPEUVNTIKAOV KEVTPWY KAl NAVENLOTNPIWV TNG
EANGGac kal Tou eEwTepikou, AvTinpoedpog Tou [dpupatog
Bourdieu (EABeTia), EAOG OUVTAKTIKGV EMLTPON GOV

OleBV@Y ENLOTNHOVIK®Y MEPLOOLKWY KAl eNBEWPNOEWY,

kat 8lteuBuvTng Tng eTNOLag TpiyAwoong entBewpnong

KOWWVIK®Y epeUVAV «Kolvwvikeg EntaTnpeg».

AAONH BITAAH

H Adgvn BiraAn elval LoToplkoG TEXVNG KAl ENLPEANTPLA.
Inoudaoe toTtopia Tng 1éxvng oto Camberwell College
of Arts kat Bewpia Tng Téxvng oo Goldsmiths College
o1o Aovdivo. Ano 1o 2006 epyazeTal wg entdeAnTpLa

oTo Tpnpa Zuhhoywv Tou EBvikoU Mouaoeiou ZUyxpovng
Téxvng, 6nou éxel entpeAnBel noAuaplBpeg atoputkec Kat
opadikeg ekBeaelg EAMAVOV Kal OteBvav KaAALTEXVQV.
‘Exetdnpootetoel apBpa Tng yta Tn aUyxpovn TExvn

o€ Notkiheg ekd0OOELC KaL OleBvn NepLodikd onwg 1o
«Kunstforum International», «<Mousse» kat «Artpulse»
Kat Exel ouyypayel kat entdeAnBet noANoUg KaTtaAoyoug
KAAALTEXVDV.
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Euxapuotieg

[tatnv npaypatonoinon Tou €pyou «Epyaotnplo SIANppaTwy»
ouvéBahav kaBoptaTika noAlot popeic kat avBpwnot ot
ornoilol NPOCEPEPAV TNV UMOOTAPLEN, TIG LOEEC, TN yv@ON
KalTnv epnelpia Toug, Hag €dwaav Koupaylo, duvapn Kat
AUoeLg oe dUOKOAG NpoBANpaTa, KAt epyacTnkav akoupacTa

n eBeAovTika eni noAAoUG uhveg. Xwpig autouc dev Ba eixe
ohokAnpwBel 1o €pyo Kat Toug euxaploToUpe Beppad:

Tnv Ynoupyo lMoAtrtopoU kat ABAnTIopoU k. Audia Koviopdou.
Tov npwnv Ynoupyo MoAriopou kat ABAnTLopOU

K. AptoTeidn Mnahrad.

Tnv Ap. Mapia Avdpeadakn-BAazakn, levikn Fpappatéa Tou
Ynoupyetou lMoAtriopoU kat ABAnTLopoU, Tov k. Euayyelo
MoAirn, AteuBuvtn Tou Mpageiou Ynoupyou MoAtTiopou kat
ABANTLIOPOU, TOV K. Avdpéa Mapato, LUpBoulo Tou npwnv
YnoupyoU MoAtrtopou kat ABANTIopoU, Kou MnaAta, Tov

K. Mdptlo Kwortakn, Mpototapevo tng Fevikng AtetBuvong
Zuyxpovou lMoAriopou, Tnv k. Tiva Moxurzn, Mpolotapévn
Tng AtelBuvonc Epappoyng MoAwrioTikng MoAtrikng,

Tnv K. Baothikn ManakwotonoUAou, Mpototapévn Tng
AteuBuvong Enontelag kat Apacewy, Tnv K. [apaokeun
BaotAdkn, Mpototapévn tou Tpunpatog EtkaoTikmv Texvav,
Apxurektovikng, dwroypagiag kat Ixediou / AteuBuvon
Epappoync MoAwriotikng MoAtrikng, Tnv k. EA€vn
Toupnavakn, MpotoTtapévn tou TuApatog YnootnplEng
Apaoewv/ AtebBuvon Enontelag kat Apacewy kat Tov

K. Znupo Makka, ZtéAexog Tou TuApatog EtkaoTikav Texvavy,
ApxurekTovikng, dwroypagiag kat Zxediou / AleuBuvon
Epappoyng MoAtrtoTikng MoALTikng.

To EBviko Mouoeio ZUyxpovng Téxvng kat tdtairepa

1o A.Z., Tov [Mpoedpo k. lewpyto Manavaocraaciou, Tov
AvTinpoedpo k. Ayyeho Avtwvonoudo, Ta MéAn k.k. Biktwpia
EuBuptadou, AvBeta Katon, EgpavounA Maupopparn,
Anpntplo Mnoupnoupn, OAya Mevtzagou-oAuzou,
MuxaAn Manadakn, EuBupia-Avva Ztpouza kaBwe kat Tnv
K. Aagvn Burahn (Enwpelntpial, Tnv k. EALoGBEeT lwavvidn
(EnwpeAnTpial, Tnv k. Kaootavn Mngvou (fpageio Tunou
Katenkowwviac), Tnv k. Aéonowa Mnapapnoutn (Mpageio
Tunou kat Entkowwviag), Tov k. Kwvatavrivo Kovroytavvn
(Z1€AeX0G BLOIKNTIKGOV UNNPEGLAV), Tov K. XphaTo Mpavrako
(Aoytothptol, Tnv k. Agonowa Mayavn (Aoytathptol, Tnv

K. Avva Mukoviarn (Enotnpovikn ouvepyarnda -
EnweAnTpual, Tnv k. Aéonowa Kwveotavrvidou (Mpappateia)

katTov k. Anpntpn Kavva (EtkaoTiko).
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Tnv Skinos kat tdtaitepa Tov K. AnpnTtpn Zratvxaouep, 16putn

kat AteuBuvovrta ZUpBouho.

Tov k. Zotnpn ToagouALa.

Tov k. ONBLE TkAouzpav, AteuBuvovTta ZUPBouAo TNG
Les Visiteurs du Soir, Mapiot.

Tnv etatpia Shop & Trade.

Eniong, Ba BéNape va euxaploThooupe Kat Toug:

K.K. 2TaUpo Mnévo, Ztépavo TatBonouAo, Mapia
[Manadnuntpilou, AAéEavdpo Baatapdn, Epn fovon, Avtavn
Toouho, Ap. Zapavtn [kayko, Mwpyo NoUveaon, Taco

Adayyn, EppavounA Aapiyo, Beate Tembridis, AAé€avdpo
lavvn, lwavvn Z. ManavikoAaou, Bodwpn Mnévo, PwTelvn
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Eutuxia lwongidou, Avtiyovn Katoadnua, Xpnoto MoAirn,
EAévn ZapoyAou, Xpnoto AtdAto kat Katepiva Bazoupa.
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Katia Mneptzep- Avdpeaddkn, Avia Mnéptzep- Zioepuav
kat BEBata tov Tzov Mnéprzep (1926-2017).

Katepiva Kookiva, Opgotng Avdpeadakng, lwpyog ApiBag
Anpiitog 2017.
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Production Manager: Tania Xigou
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Entotnpovikn EntpéAdeta: Avva Ayandkn
EpeuvnTikoi kat Entotnpovikoi ZOpBouAot:
Bodwphc Mnévog, Anpntpa MixanA
Opoahia Ayanakn, Adhpntpa Zayoupa
BayyéAng Baooog, Xplotiva Mnouvtoupn
Ap. Nikog Kupnidng, Ap. EAévn Kovtoytavvn

AievBuvon OwToypagiag: KAaouvtio MnoABap G.S.C.
MovTép: Xpnotog Fakng

EvduparoAoyog: Eua NéBeva

HxoAnntng: Mavvng Aviunag

IxedlaopogHxou-Mi€ag: Mapyog Papavravng / DNA Lab,

Aéavopoc Ntouvng

Zuvepyatng Napaywyog: Nikn Eownion
Aditional Casting: Ztaupog Pantng

Key Make-up Artist: [tavvng lMapoukng
Key Hairstylist: Xpovng Tzipog

BonB6¢g ZknvoBéTn: Xapng XraBomnoulog

ZkpwnT & B' BonB6g ZknvoBETn: Znupog Manaonupou
A’ BonBo6g A. DwToypagiag: IBav Bouvtidong

B’ BonBo6g A. Dwroypagiag: ANEENG lwonpidng
®povTioTng: AAéEavdpog AnpnTpiou

BonB6¢g A. Mapaywyng: Anpntpng ToavTilag

BonB6¢ Mapaywyng: Nikohag Manadnuntpiou
AANEENC ZTaBonoulocg

DOwTtoypagot MAate: Stephie Grapes, Mapia Tzoupna
HAekTpoAdyou: [éTpog Tpexag, Nwpyog ZatoAdg

3D Artist: BaoiAng Katodpag

BonBoi EvéupatoAdyou: Adpvn KohuBa, EBeAiva Aapzévra,

Maptavva Zaxaptadou

BonB6¢ Tng kag PaunAwyk: Lovia Aiza Kevreppav
KataokeuaoTng: Z1eAtog Aaunaddaplog

Catering: MATEIPEMATA -Mapia ZtapnoAidou
Camera & ®akoi: Rent PhotoVideo

KooTtoUpta: BEXTIAPIO

Mapaywyn: BLONDE A E.

ITnv Tawvia cuppeTEiXaAV:

HAlkltwpévo Méhog ZupBouAiou: Stuart Evans
HAlktwpévo Méhog ZupBouAiou: David Rawstrom
HAtktwpévo Mélog XupBouliou: Phillip Barry
MéAoc ZupBouhiou: Mavayliwtne Mnekiapng
MéAoc ZupBouhiou: ANeéEavdpoc Bapougng
MéAoc ZupBouhiou: Kwatac Kaloytavvng

Scientific Supervision: Anna Agapaki
Research and Scientific Advisors:

Theo Benos, Dimitra Michael

Orsalia Agapaki, Dimitra Zagoura
Evangelos Vassos, Christina Boudouri
Dr. Nikos Kyrpides, Dr. Eleni Kontogianni

Director of Photography: Claudio Bolivar G.S.C.
Editor: Christos Gakis

Costume Designer: Eva Nathena

Sound Engineer: Yannis Antipas

Sound Design-Mixing: George Ramantanis / DNA Lab,

Leandrow Dounis

Associate Producer: Niki Edipidi
Aditional Casting: Stavros Raptis
Key Make-up Artist: Yannis Pamoukis
Key Hairstylist: Chronis Tzimos

Assistant Director: Haris Stathopoulos

Script & 2nd Assistant Director: Spiros Papaspirou
1st Assistant DOP: lvan Vountidis

2nd Assistant DOP: Alexis losifidis

Props Manager: Alexandros Dimitriou

Assistant Pr. Manager: Dimitris Tsantilas
Assistant Production: Nikolas Papadimitriou,
Alexis Stathopoulos

Still Photographers: Stephie Grapes, Maria Tzoumba
Electricians: Petros Trechas, George Satolias

3D Artist: Vasilis Katsaras

Assistant Costume Designer: Daphne Koliva,
Evelyn Darzenta, Marianna Zachariadou

Assistant to Ms. Rambling: Sonia Liza Kenterman
Constructor: Stelios Labadarios

Catering: MAGEIREMATA -Maria Stabolidou
Camera Lenses: Rent PhotoVideo

Costumes: VESTIARIO

Production: BLONDE S.A.

Also Appearing:

Elder Board Member: Stuart Evans
Elder Board Member: David Rawstrom
Elder Board Member: Phillip Barry
Board Member: Panagiotis Mpekiaris
Board Member: Alexandros Varouxis

Board Member: Costas Kalogiannis
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KATAAOIOX

EnwpéAera: Napyog ApiBag, Opéotng Avdpeadakng

EnwpéAleta’Ekdoang: EAEvn Zapoylou

(Cube Art Editions)

Ixedlaopog: Studio Christos Lialios

Keipeva: Katepiva Kookuva, Opéotng Avdpeadakng,

Mopyoc ApiBag, Euyevia Navvoupn, Métpog Mnapnasikag,

Nikog Mavaywwronoulog, Aapvn BiraAn
KploTiav Xatznpnvag

MeTagpaoeig:

Kawotag Kwvatavtivou

oehideg 10, 23-27, 39-45, 83-89, 97-99
AnpnTtpnc ZaAtapndaong

oeAideg 109-113

Maipn Kurpoegp

oelideg 59-65

Mwoaikn EntpéAeta: Apetn Mnoukaha
AwopBmaoelg: EreuBepia Koyloa
EktUnwon: Colorprint, ABnva
BiBAtodeaia: Androvic Djordje, ABnva

© 2017 EBviko Mouoeio Zuyxpovng Téxvng (EMET)
© o0 KAAALTEXVNC yLa TO EpYO

© olLouyypageic yla Ta Keipeva

[VwpodoTIkn ENLTPONA yLa TNV EMNLAOYN TWV CUVTEAECTMV
TNG EAANVIKAG OUPPETOXNG.

Nikohaog Tpavog, KaBnyntng tou Tpunpatog ElkaoTikwy
Texvav AZKT. Tewpytog AtBapng, KaBnyntng, Mpoedpog
Tou Tunpatog EtkaoTikav kat Epappoopévwy Texvav Al6.
Katepiva Kookuva, AteuBuvTpla tou EMZT. Zupayw Totapa,
AteuBuvTpla Tou Kévtpou Zuyxpovng Téxvng Tou KpaTtikou
Mouoeiou XUyxpovng Téxvng. Euayyehog Anpntpéac,
Oportipoc KaBnyntng AMB, zwypagoc, eknpoownoc EETE.
Eppavoun Maupopdrng, Opotigog Kabnynthc AM6,
Mpoedpoc EKT AICA HELLAS. Mdaploc Kwotdkng.
MpotoTtapevog Tng Mevikng AteuBuvong Zuyxpovou
MoAtriapou Tou YMMOA.

CUBEARTEDITIONS
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Editors: George Drivas, Orestis Andreadakis

Publication Editor: Eleni Saroglou

(Cube Art Editions)

Design: Studio Christos Lialios

Texts: Katerina Koskina, Orestis Andreadakis,
George Drivas, Evgenia Giannouri, Petros Babasikas,
Nikos Panayotopoulos, Daphne Vitali,
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Translations:

Kostas Konstantinou

pages 10, 23-27, 39-45, 83-89, 97-99
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Mary Kitroeff

pages 59-65

Copy Editing: Areti Mpoukala

Proofreading: Eleftheria Kopsida

Printing: Colorprint, Athens

Binding: Androvic Djordje, Athens

© 2017 National Museum of Contemporary Art, Athens (EMST)
© the artist of the work
© the authors of the texts
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Arts. Georgios Divaris, Chair of the School of Visual and
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