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H veéa ekdoxn tou Empirical Data tou 2009 ntav €va 10XUPO KEVIP1OUA yld TNV
EMLOTPOPN ONUEPA TOU annexM oto MoAudidoTato, MELPAPATIKO €pyo Tou [wpyou Apipa
6€Kka Xxpovia PeTA TNV ATOULKN pag €kBeon oto EBV1KO Mouoeio XUyxpovng TExvng Kat
TNV €via€n TNG OULYKEKPLHUEVNG E€YKATACTAONG OTN MOViPN oLAAoyn Ttou. To Empirical
Data 2.6, €pyo autoBloypa®ilkol avactoxacpol Tou kaBopilouv o0l PETABACELG aAMO TN
owwnn oto AGyo, n &1aloylkoTnTa TNG HOVOMPOOWNNG a@nynong Kai Ta PeUOTd mepdopata
ano Tov €dUTO O0Tov GANO (TOUu €adUTOU) KAl TOUG AAAOULG, EMAVAPEPEL OTO TMPOOCKNV1O
€va POV1PO €pWTINUA OTNV KAAALTEXV1KN OKEYN TOU ONUAVI1KOU auTol dnuioupyol MAvVwW
OTNV KO1VWV1KN —KAl MOALT1KN— ouvOnkn tng £evotntag, tng @lhofeviag kat Ing
d6eglwong tou Stagopetikol, tTnv omoia Slepeuvd, PE TNV AmMootaclomoinon pilag otlovet
KA1V1KNG Patldg, €VIOog Twv oplwv TNG avhpwmivng UMOKELPEV1KOTNTAG. H €kBeon
Aopugg ouvailobnudiwv, TPOYPAUHATLIOUEVN APX1KA yld To TEAOG TNG Avol&éng oe
KAE10TOUG €KOEOLAKOUG XWPOUG, EMPOKELTO VA EUTMAOUTLOTEL pe dUO aAKOUN VEEG
MAPAYWYEG, T1G MOAUKAVAAEG €yKATAOTAOE1G Aeonium kal Kaizo, mou Bpilokoviav otnv
apX1KN TOUG GUAANYN KAl Ol OMO1eq XPELAOTNKE HEGA OTLG MPWTIOYVWPEG OLVONKEG
MAQVNT1KOU €YKAE1OPOU Kal amopovwong mou eneRale n e€amiwon tng mavénuiag,

va avaoxediaoctolv, va gavaypagtolv n va EavadiaBactovv alhiwg. H €Eodog amo

T1G OKOTE1VEG aiBouoeg otov KnAmo tou Meydpou amodeixtnke pila p1l1ZoomacTikn
emiloyn mou &ev AMETPEYs aAMAWG, OE Plad OLYKULpila Blatag MOALTLOP1KAG Olyng, TNV
pataiwon tTng €kBeong. Méoda amd TOV AVO1XTO PETAPPACTIKO O61AAOYO TMOU YEVV1ETAL
oTovV evOldpeco, TPiTOo XwWpo PETAEU Twv €KBEPATWV KAl TNG QUOLKNAG TomoBeolag, ot
€VAANGKT1KEG OULVONKEG mapouciacng 61euplVOUV TOV EPUNVEUTIKO 0p1lZ0ovVIa TWV E£PYWV.
EnavakaBopiZouv TNV a1ViypaTlkr €MKPATELA applonuiag Kal €TepoyAwooiag Twv
HOVAX1KWY EKPUOTNPEVOEWYV. H avayvwotikn 61adikacia o0Tto dnuooilo Xwpo, Hida d1apKNng
aiwpnon PeTa&l PUBOMAACTIKOU KAl MPAYHAT1KOU, amoKaAUMTELl HP1KTOUG duvnT1KoUg
TOMOUG OLVAVTINONG KAl EMLKO1VWV1AG OTOUG OMO10UG TMPOCEPXOUACTE WG O1aPOpETLIKOL
—MEPLNATNTEG— Beateg, wg E€vou.

Ekppadw T1g BaBUTATEG €UXAPLOTLEG pou OTOV KAaAAlteEXvn Mwpyo ApiBa yia tTnv
EUMVEVLOUEVN KAl SnUloLPY1KN ocuvepyacia O OAA Ta O0TAS1A OXES1ACUOL KAl MAPAywyng
TNG ATOU1KNG Tou €kBeong, Kabwg Kal otnv Avva-Mapia Kavta, 618dktopa Iotopiag
NG TEXVNG TOU avelaBe pe €exwploto ¢nNAo KAl yvwon Tnv emipelela Tng €kBesong Kat
TOUL OLVOSEVT1KOU Kataloyou. Emiong, Bepudtata €uxaplotw TOUG KK. Alovuon KaBpadd,
Mwpyo-Ikapo Mnapmacdkn kal Eba Itegavr, yla TNV ouyypagn TWV KELUEVWY TOUG Kal
TN OULUPBOAN TOUG OTOV KATAAOYyo TNG €kBeong. Mla TNV TEXV1KA UMOOTAP1lEN KAl TNV
OAN dNU1OLPY1KN TOUG CUHUBOAN OTNV €yKATAOTAON TNG €KOEONG €UXAPLOTW EM10NG TOUG
KK. Avtwvn Fkatdouyildavvn, Mdkn ¢dpo kat MixdaAn AvTwvomouAo, Kabwg Kal OAOULG 0001
pe TN ouvepyacoia Toug ouvERBAAav KabolovenmoTe TPOMO OTNV MAPAYWYn TNG €KOeong
KAl TNG OXET1KNG €kdoong. TEAog, 181aitepeg euxaploTieg ekppdloupe oTo Ymoupyeio
MoA1Tiopgol Kal ABANTLOMOL yld TNV O1KOVOM1KN UTMOCTAPLENR TOU TMPOG TOV KAAALTEXVN
MOV EMETPEYE O aALTH TNV SUOKOAN OLYKUPla TNV MPAYUATOMO1NGCN TNG ATOPLKNAG TOUL
€kBeong. Euxapiotolpe, emiong, tnv Polyeco Contemporary Art Initiative kat
161aitepa tov IdSputn Kal AlevBuvtn K. ABavdacio MOAUXPOVOTMOUAO y1ld TNV OLKOVOULKN
UMOOTAPLEN OTNV eyKatdotaon Tng €k6eong.

Avva Kageton
A1gvblOvipla tou annexM
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The new version of Empirical Data, originally produced in 2009, was a major
stimulus for annexM to return to the multidimensional, experimental work of
George Drivas today, ten years after our solo exhibition at the National Museum
of Contemporary Art and the inclusion of this specific installation in its
permanent collection. Empirical Data 2.6, a work of autobiographical reflection
determined by transitions from silence to discourse, dialogism of single-person
narration and fluid passages from the self to the other (of the self) and the
others, brings back to the fore a constant question in the artistic thought of
this significant auteur on the social —and political- condition of foreignness,
hospitality and the reception of the different, which he explores with the
distantiation of a quasi-clinical gaze, within the bounds of human subjectivity.
The exhibition Structures of feelings, initially planned to be held in indoor
exhibition spaces at the end of spring, was to be enriched with another two

new productions, the multi-channel installations Aeonium and Kaizo, which were
in their early conception and, given the unprecedented conditions of planetary
confinement and isolation, had to be reimagined, rewritten or read anew.

Moving out of the dark rooms and entering the Athens Concert Hall Garden proved
to be a radical decision that did not merely prevent, during a conjuncture

of violent culture silence, the cancellation of the exhibition. In the open,
translational dialogue that is being born in the in-between, third space between
the exhibited work and the natural location, the alternate conditions of
presentation expand the works’' interpretive horizon. They redefine the enigmatic
domain of ambiguity and heteroglossia of the solitary confessions. The reading
process in public space, a continuous oscillation between the fictional and the
real, discloses mixed potential sites of encounter and communication, in which
we come as different —wandering— spectators, as strangers.

I would like to express my deepest thanks to the artist George Drivas for the
inspired and creative collaboration throughout all stages of the preparation and
production of his solo exhibition, and the curator and art historian Dr. Anna-
Maria Kanta, who undertook with distinct zeal and knowledge the organization of
both the exhibition and the accompanying catalogue. I would also like to extend
my warmest thanks to Messrs. Dionysis Kavvathas, George-Icaros Babassakis and
Ms. Eva Stefani for their texts and contribution to the exhibition catalogue.
For their technical support and creative input into the installation of the
exhibition I also thank Messrs. Antonis Gatzougiannis, Makis Faros and Michalis
Antonopoulos, as well as all those who contributed in any way to the realization
of both the exhibition and the catalogue. Finally, we express our special

thanks to the Ministry of Culture and Sports for their financial support to the
artist that made possible his solo exhibition in these difficult circumstances.
Our thanks, also, go to Polyeco Contemporary Art Initiative, and especially

the Founder and Director Mr. Athanasios Polychronopoulos, for their financial
support in the realization of the exhibition.

Anna Kafetsi
Director of annexM
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Avva-Mapia Kavta: Htav peoa deBpouapi-
ov, Otav mpwtofekivnos n oulntnon pag
yla auth tnv €kBeon mou £ixe apxikd
npoypappatiotei yta tov Mdio tou 2020
0To MAaiolo tng oelpdg Project Space
Neeg Mapaywyeg tou annexM. Oa mapou-
oilaleg 600 vea €pya cou. To TMPwto, UE
Titho Empirical Data 2.0, £ixe OANOKAN-
pwlel To 2019. To &gltEpPO PBPlOKOTAV OTO
0tad10 NG GVUAANYNG. Aev gixeg dwoel
akopn TitAo oTo €pyo, aAld yvwpilleg

nén tov TitAo tng €kBeong: Aougg ouvat-
oBnudtwv. H €kBeon €psAhe va avaBAinbei
KAl va MApel TEALKA pOPYN UECA OE plda
Tpouepn «mavon», o€ &va «peocodidoTnuar»
TOu omotiou n 81dpKela MAPAUEVEL AYVWOTN
KAl TO KATAOTPOYLlKO €UPOG TMAYKOOH10. AV
elval TETPLUPEVO va €MavaldBoupe onue-
pa WG TO £pyo TEXvVNG Sev eival mapd n
OULV10TWOA OUXVA ACTABUNTWY UTOKETHUEVLIKWY
KA1l QVTLKETUEVIKWY TaAPAyovIwv, Twg Sev
elval MOTE €va «KAE10TO oLpMav» TMEPLXA-
POKWPEVO AMEVAVTL O AMOTOPEG AAAAYEG,
WG UTOKE1TA1 0 MOAAAMAOUG XPOV1KOUG
KAl XWP1KOUG TMEPLOPLOMOVG, V1IWOWw TMwG n
€kBeon Aougg ouvailoBnudtwv amoTEAEl pila
KaAn agopun yla va £avacke®ToUPE auToug
TOUG KO1VOUG TOMOUG.

Fuwpyog ApiBag: Natl, sivatl akpilpwg £tot.
0 oxed1aopo6g TOOO TNG £KBeONg 000 Kal
Twv Suo amd Ta TPia £pya MOU MAPOLOLA-
ZJovtal Og aUTAV, £XO0ULV TMPOKUYEL PECA Amo
pla 8tadikacia &iapkolg avadiapopewong
mou &1NPKNOE UNAVEG, OMWG MEPLYPAUPELG.
Onwg akp1Bwg kat n <wr pag OAo avTo

To &1dotnua, £tol Kal n dtadikaocia tNnNg
OUVOA1KNG TaPaywyng Kadwg Katl Twv emi-
PEPOUG E£pywv TNG €Kkppalel Ba €heya €va
€agviaoua, Pla avacTtAtwon KAl QUOLKA pia
avnouxia (pPouv) TMOU OTNV CUVEXELA TMPOOTA-
Bw va ditaxelplotw. Evw eixa amopacicetl
HEV €K TWV TMPOTEPWV TO MAA1010 PECA OTO
omoio ABeAa va Kivnlw yila Tn YEV1KA Ka-
tevBuvon NG €kBeONGg, pPla TMOU AUTO NTav
KAT1 TOU PE AMACXOAOUOE E£TOT K1 AAA1WG,
a@1€pwoa KATOMlV TOV avaykaio kat umo-
XPEWTLKO XPOVO yld va Opilow KAl QUOLKA
va enavanpocdiopiow —omwg Kail OAol pag-—
Ta mdvia peca oe €va VEo mAaiolo, Bdost
Twyv SeSopEvwy TOL TPOKLTMTAV KABE pEpa.
Htav cav “va TEAE1WVOUV KAl va apxi-
Zouv OAa ouveéxesla”, OnMwg AEE1l 0 NPWaAg
Tou Empirical Data 2.8, oxeb0v mpoenTika
plag mMou TO €py0 ONOKANPWONKE TO @B1VO-
mwpo Tou 2019.

H €kBeon ouvoAilkd, KaBwg Katl ta duo Vea
£pya mapaywyng 20620, €eskivnoav va oxe-
81dZovtatl mplv TNV mepiodo TNG Kapa-
vtivag, €avaypaptnkav Katd tnv nepiodo
TOU EYKAE10QOL KAl €avaypagtnkav Kat

MAA1 aPEOWG HETA eKPPAZOVTAG KATA KAMO1oV
TPOMmo Katl tn 61kn pou mopeia, ocuvalobnua-
T1KA, TVELPATLKA KA1l OUYYPAQLlKA OANO aUTO
To Stdotnua.

OAa dAAaZav kaBe pepa, n omotladnmote
oagnvetla 61apkolos EAAX10TA PEXPL TOU
KAmo1a oTlypn avapwtnénka av €Xel omolo-
dnmote vonua To va mpoonafei va Kavetl
Kavelg pia €kBeon o auToUG TOUG KaAlpoug.
Towg yla autd to Aoyo ta duo veEa €pya

TOu 2020, aAAd kat oAOkAnpn n €kBeon,
P1AG yila KAtl mou &gv €xel ovopa, dev
exel TteNog, 1owg olTe Katl apxn. Eivatl to
anocTayya piag meplodou 51apkoUG E€KKPE-
potnTag, avnouxiag kai actdbeilag mou Sev
oTapatd Kat pdliota avtiBetwg sivat oav
vVa £yKA1viddel pila povipn Katdotaon Te-
Tolou TUMOUL.

H OAn €kBeon v TEAel eivatl pia KUKAoBu-
pia, pla Stapkng ouvailoBnuatikn actdbeta,
pla mpoomddela va Bpel Kaveilg, Kal mpwta
and OAa eyw, pila véa Bdaon, pla véa ota-
Bepd. PUOTKA AUTO PEVEL PETEWPO, N AVAYKN
8ev EKMANPWVETA1l MOTE, TO E€PWTINUA MAPAMPE-
VE1 QVO1lKTO Kal n €kBeon eivat n 1oto-
pla avtng tng mpoomndbetiag. Eva €pyo, TO
Empirical Data 2.0, mpoeibomolel yia To
niBavo TENOG plag £MOXNG £vw £va dAAo, To
Aeonium, mpoomnaBei va KataldBst Tl aKpl-
Bwg ocuveRn. To tpito, TOo Kaizo, eivat ocav
va Badilel oe AyvwOTOUG VEOUG KOOHOUG.
Ekel mou timota mia 8ev €xel vonua mapd
povo yia pia kat poévn otiypn, Kabwg pia
eMOPEVN OTlypPn pe 1owg evieAwg AAAo vonua
sivatl moAU miBavé va akolouBroet.

AK: AkoOpn kat o 1810¢ o TiTAOG TNG €K-
Beong umailvicostal, 10wg KAl PE TPOMOUG
nou 6e Ba pmopoloape va €xoupe MPOPRAEYET,
auTrn TNV peTEwpn ouvenkn. H «dopn Tou
ouvaloBnuaTog» MEPLYPAPEL yla Tov Petl-
pgovt FouiAlapg T1g «aAAayeg tTNG LMAPENG»,
alhayeg Biateg n ouxvd adidpateg mou av
KAl BlWVOVTAl WG UTOKELUEVIKEG KAl Aue-
0eg onuatodoTolV TO MEPACHA OE €va VEO
10TOP1KO KABEOoTWG Katl padi ouykpotouv TNV
«181atitepn moloTnTa», TN BlWUEVN EUPMEL-
pia prag emoxng. Mpdgel pdAiota mwg oTnV
TEXVN KAl otn Aoyotexvia ol aANAyEG AUTEG
oLVAVTIWVTAl OUXVA o AavBdvouoa popen

KAl PeTAOXNUATiZovial OE «OnNUAC1ONOY1-
KEG QLYOUPEG», AELTOUPYWVTAG WG TPWLHEG
«evdel€e1g» piag oAOkAnpng emoxng. riati
enele€eg autov Ttov TiTAO;

FA: NopiZw OT1 amd TNV apxn HE AMACXO-
AolUoe o0 TPOMoOG TMou Blwvoups. T1 aKP1BWG
onuaivel gpmeilpia yila tov Kabeva pag;

Kat moco 61iagepel auto amd MPOnyoLHEVEG
EMOXEG; AvVaKAAUMTOVTAG TO KELUEVO KA1 TOV
0po/@pdon Tou MouiAlapg TOU HE EVEMVEUOE



yld TOV T1TAO TNG €kBeong, eixa mAEov
€ekaBapa TO €VVO10NOY1KO ULMOBABPO ALTOL
nmou pe amaoxoAovoes. Ta cuvaicBnuata pag,
auTto TO KATEEOXNV TMPOOWNM1KO GAAA Katl
amoAVTWG ACA@EG @aivopevo, eivat (kat)
£va KO1VWV1KO KATAOKELAOUA, KATL TOou
OX1 AMAWG AMOTEAELTAL AMO OUYKEKPTIHUEVEG
Sopgg mou pmopolV va 61acmacTouv KAl va
avalvBolv, aAAd UTOKE1TAl KA1 OE €UPU-
TEPEG OOPEG KOLVWVIKOU, MOALT1OTLKOU,
O1KOVOU1KOU, XPOV1KOU XapakTnpa.

T1 ouvailoBhipata Aolmdv mapdysl n €moxn
pag; H 1owg mio owotd, Tl £idoug duva-
TOTNTEG ouvalobnudtwv; T1 £idoug mi1Baveg
ouvaloBnuatikeg aviidpdoseilg; T1 akpilBwg
gilpaote 1kavoil va viwooups; Avtd ntav
TA EVAPKTAP1A EPWTAUATA Yld EUEVA, TOUL
BeBaiwg katd tnv Sidpketla tng mavén-
piag kat tng kapavtivag €yilvav amolvta
EMLTAKTIKA. T1 £€180UG¢ OLVALOBNUATLIKEG
sunelpieg mapayovpe; MG Katl Tl akpipwg
goBopacte; Me Tl xaipopacte; Katl mavw
ané OAa, yilati dpaye;

AK: Me dAAa Aoyila, ylati viwBoupe ouyKe-
Kplpéva ouvaloBripata aAld Katl nmwg TeEA1KdA
viwBoupe. Exw TNV ailoBnon nmwg Ta £pya
NG €kBeong BEAouv va dwoouv KAAALTEXV1-
KI €K@paocn O€ AUTAV akplBwg TNV €via-

on aVvApeoa OTNV KOLVWVLKI «HOPYR» Twv
oUVa108NUATWY KAl TO UMOKETUEVIKO TOUG
«TIEPLEXOUEVO», OMWG TNV MEPLEYPAYEG KAl
€00 mapandvw. AvadsikvlOouv, mapdAAnAa,
€va akopn smipovo B€pa TNG OUVOATKAG

00U KAAATTEXV1KNG MAPAYWYNG: AUTO TNG
gunelpiag tou xpovou. Ta €pya cou, ONMWG
€XE1G emionudvetl kat o iditog, Ssv €xouv
oaer] apxr, MEon f TENOG. AVATPEMOULV

TNV €LBLYpPAPUN AQYNon, KlvnTomolwviag
avtifeta, PE TPOMO E€UPNUATIKO KA1 CLUXVA
apgionuo, TNV emavainyn, Tnv mapalAia-
yn, TNV enavagopd kai tnv avadpopr. Oa
g€\eyad, PAA1OTA, TMWG N CUOTNUATLKN XPNAOoN
TETOWV OXNUATWY 0T1g AopEG ouvailoln-
pdtwv £ival amoAVTwG KOPB1lKA yla Tnv
Katavonon twv ev8oTEpwv vonuatwv, aAid
Kal twv moAAamAwv S1lacuvdEcswv avape-

oa ota €pya oou. Agevog s€umnpetel €va
oUVBETO OXOA10 MAvw otnv 18iaitepn Xxpo-
V1KOTNTA TNG 81KNAG pag €Moxng. Agetepou
elval ouxvd aQuToavagopilkr, OMwg givat
M0 EUPAVEG OTO MPWTIO XPOVOAOY1KA E£PYyO
autng tng €kBeong. To Empirical Data 2.0
oUV10TA pla 81mAR €mMloTPOYPr, 81KN Oou
KA1 TOU KEVIPL1KOU XAPAKTINPA, OTO £pYy0
Empirical Data, mapaywyng tou 20089. H
«8ekastia» Asitoupysel €6w WG PBAOTIKOG
deiktng Xxpovikng aliayng. ¢aivetat,
paAiota, va umoBondd TNV AUTORLOYPAPLK
avadpopr] —ouxvd €EAAAOU OKEQTOUACTE TN
Snuiloupy1lkn Kat BloAoy1lkn Cwr] pE Opoug

Sekastiag— 600 Katl va unevBupidel T1G
PUBUTKEG &1aKULUAVOELG TNG Agvang Kat
€€10WT1KNAG MAPAYWYNG VEWV EVIUMWOEWY,
gunelplwy, ekdooswv (2.8). T1 os wlnoe
vVa EMLOTPEYELG OE AUTO TO EPYO;

FA: H aAnBela sivatl 6t1 oxedov amd tnv
apxr TNG Mapaywyng TOU GUYKEKPLUEVOUL
€pYOL £€1Xa pla TETOld OXEon paldi tou.
Mavta mioteva 0Tl BEAW va KAVW KAl KATL
GANO pe TO UA1KO Tou. O povohoyog Oe,
nmou exel mpootebel otn vea €kdoxr Tmou
napouo1dadeTal oTnV €KBeon €xel ypa-

gtel kKat' apxdg xpovia mplv, KAMOu otd
p€oa tng dekaetiag mou xwpilel T1g duo
eKOOXEG TOU €pyou. PUOTKA OTNV TOPEia
gavaypagtnke. Nopidw OT1 AUTO TMOU pE
wlnos va €avamidow TO £PYO KAl Tou Sev
anokAeiw va to favamidow KAmoila oTlyun
Katl MAAl, Atav —kait sivai— n aioBnon
OT1 aUTO TMOU AEE1l MAPAPEVEL amoAuvta
avO1lKTO, €VEPYO Kal e€mikaipo. Kai @uoika
pe amacxoAel moAU. Mwg Biwvoupe tTn 61a-
QOPETIKOTNTA KAl amd T1¢ Suo MAEUPEG TOU
@atlvougvou, £ite dnhadr otav Kalovuaote
va unap&ovue wg Siragopetikol, ata&ivo-
pntol N ataipilactol site otav Kalolpaote
va anodexBoUPE TO OT1ONAMOTE S1APOPETIKO
Kal atagivounto; Tl pmopeil va onuatvetl
Kal TWG akp1Bwg €KTUAioostal avtn n me-
plenun mopeila mpog tnv omoila €viaén Kat
avayvwplon, pia mopeia mou MOAAEG QOPEGQ
EUTEPTLEXEL KAl Wla TMPOOWIKN avadrtnon,
pla unap&€ilakn aywvia kdmoiou va Bpel TO
81k0 TOu TPOMO £€KPpacng, Tn 861kn Tou
yAwooa, av UTdpxel KAT1 TETolo. Kat, amo
TNV GAAn, motlol akplpwg amogacidouv yla
TNV omotla amodoxr), av QUOKA UTAPXOULV
T€TO101. BgBatla n katdotaon sivat moAL
Mo olveeTn Kal mepimAokn oe onueio Tou
€xw TNV aioBnon 6Tl OAol pag KalolupaoTe
oxedOv KaBnuepilvd va S1aPEPOUUE KAl TAU-
TOXPOVWG va taipld€oupe, va dtagwvnoouue
Kal tavtoxpova va yivoupe amodektol, va
TonoBetnBolpe amevavil o €vav KOOUO TOU
aAAdZel KadBnuepilvd, va Tov Kpivoupe 600
UTMoPOUUE KAl TAuTOXpova va gvtaxBolupe
p€oa Ttou. MmopolUpe va plAdpe akopa yta
pta Oomap€n eviog N €KTOG TOU CLUOTAUATOG,
0,Tl K1 av onuaivel autd yia tov Kabeva
pag; MAmwg teAlkd to mPOoBAnua Ssv sivat
0Tl KAmoilol &ev prnopolV va «ouvosBolv»,
aAAd oTtl apyd n ypnyopa kaveévag dev (8a)
pumopei va «amoouvdeBei» amd auTtod mou Tov
nep1BaAAetl; Kt av sivatl €tol pAnwg Ba
ETMPENE VA €navanpocdiopicovpye €k PBabe-
WV TO Tl onupaivel eyw, €peig kai ol —
Omo101— GANO1;

AK: AvapgipoAa, o Malteéle avapetpdratl pe
auTtoé akplBwg TO €pWTNUA: OE Tl OLVi-

|...a.
[t
|....a.

0TATAT AUTO TO «EYW», O «EAVTOG» HOU;
Agnysital tnv 10Topia TOU KAl AUTH TOU N
avaoToxaoTikn mpagn, 6a £Aeye n @1AdoO-
oG TZouvT18 MnatAep, e£bpdletatl €€apxng
0E P1a «KATAOTATLKA QOUPUETPia», O yia
XPOV1KNA avakohovBia. «H s€iotdpnon tou
£aUTOU POU TOU APBPWVW PECA OTOV AOYO»,
ypagel n MndatAep, «dsv pnopsi motE va
EKPPACEL 1 va EKQPEPET TMANPWG TOV JWVTAvVO
€auto. Ta Aoyla pou xdvovtal Kabwg Ta
MPOYPEPW, OS1aKOMTOVTAL Amd TO XPOVO €VOG
AOyou TOU 8ev CUUMIMTEL PE TO XPOVO TNG
Zwng pou. Avutn n ‘Siakomn’ apgiopntet
tnv atoBnon 0Tt n €€10TOPNON TOU £AUTOL
BEUEALWVETAT AMOKAELOT1IKA OTOV €AUTO
pOU, plag Kat ol adi1agopeg SOPEG TOUL HOUL
EMLTPEMOLY va W AVIKOUV OF H1d KO1VWV1-
KOTNnta mov pe umepPaivel». Kati, Oviwg, o
MaAtéde tou Empirical data 2.6 gaivetat
va €xel MANpn emiyvwon auvtng tng Ka-
taotatikng aduvaptiag va eivat ditagavig
OTOV €aUTO Tou. XTo Empirical data 2.0
avtn n 8itdotacn amd TO «EYW», N AMO-
noinon Tng KuploTNTAG TNG MPOOWILKNG
1o0topiag, amodidstal supnuatikd, Kabwg o
MaAT€de pag MApPouoilddeTal TAUTOXpPova O
800 TMPOBOAEG WG TO AVILKELPEVO KAl

TO UMOKELUEVO TNG AVAOTOXAOTLKNG TPAENG.

FA: Oa €Aeya, ouvexidovtag TNV OKEYN
oovu, OT1 TO €pyo KAl O Apwag Tou eivat
oav va pwtdast «T1 sivat Eyw;» Mwg Sia-
HOPPWVETAL, TWG EKPPAZETAL, TWG OP1lO-
feteital Kal 10wg Mwg mpootatevetatl; Oa
gAEya KAMWG TMPOKANT1KA, ylati Ba €npemne
va pe anaoxoheil 1o «Eyw», autd To Kata-
okelaopua, autn n CULVEXNG avadiapopewon,
auTto TO €ppato Tou aAANAdEl CUVEXWG Katl
gv TéAel Sgv eival kav 81kO pou, pe TN
OoTEVN €vvold TNG KTINoNng; Aev pou avnketl
€€ OANOKANpov, 8ev To sA€yxw £€ ONOKAN-
pou Kal olyoupa 6ev to €9tiaga. Eipai
UTIOS0UVAOG Tou, eipatl &vag umnpPEINg £vOg
npoiovtog. «Eyw, £ivatl €vag AaAAog» Onwg
nepignua €ixe mel o Pepnw f to va Aget
kavelg «Eyw» sivatl pia vnepBoAn onwg
eixe ypayel o Aviopvo. duoilka Sev pmopw
Kal va anootacionoindw MANpwg amd auvthnv
TNV gopeoid tou «Eyw», autnv tnv Bapld
navonmAia mou Kalovpatl va @opeow. lpooma-
8w va tnv amodexBw, va TNV &VIAEW KAmou,
va Znow pali tng, va tnv avisfw. Avtn
gilval n 1otopila touv Empirical Data 2.6.
Autn eivatl n 1otopia pou.

AK: Avapwtiepal €dv to Empirical Data
2.0 anoteAel TEA1KA KA1 Pild KP1Til-

KI EM10TPOYPN OT1G K1VNUATOYPAPLKEG OOUL
ava@gopeg, HE MPOEEEXOUOA OTNV TPOKETHEVN
nepintwon tnv MpoBAnta tou Kpig Mapkep.
01 MAPAMOUTMEG OTO €pY0 AUTO Qaivetatl va

pnv eivatl povo UQOANOY1KEG —n Xpnon, ma-
padeilypatog xdpilv, ACMPOUAUPWYV OTATLKWY
£1KOVWV, N «QVT1-K1VNUATOYPAQPLKN» PaTld—
aAAd TMPWTi0TWG €VVOloAOy1KEG. Onwg Kat o
newag tng MpoBAntag, €Tol KA1 O KEVIPLKOG
XapaktApag tou Empirical Data 2.8 mpaypa-
tonolel €va tagidt oto XpOvo, Xwpig QUOKA
TNV apwyn KAmoilag HUoTNP1WwdouUG TEXVOAO-
yilag. Asv eilval 0 AVWVUPOG KATO1KOG EVOG
HUETA-ATMOKAAUTIT1KOU, SUCTOM1KOU GUUTAVTOG,
aAAd avtiBeta o avayvwpioilpog nbomoildg emi
OKNVAG TOU P1Ad yla Tnv mopeia Ttou amd

NV avwvupgtia kat tnv mepilBwplomoinon otnv
kata&iwon. AvalapBdavetl vtoUTO1G KAl AUTOG
TO PONO E€VOG «AYYEALOQOPOU» EMLYOPTLIOUEVOU
pue TO Kadrnkov, Ba pmopovoape va movpe pali
puE TOV Mapkep, «va KAAECE1 TO MAPEABOV Kat
To pEAAOV va ouVSOPApOULV TO TAPOV».

FA: Nati, akplBwg. O fjpwag TOu €PYOU poOU,
CUUTIUKVWVET TO XPOvo. M1AdEl yla TOV €auTo
TOU MaAAloTEPA MOU U1AOUOE yla TOV €auto
TOU akopa mio maAild. H iowg kKai va Kot-

TA KAl VA KP1T1KAPEL TOV €AUTO TOU TOU
Kanote unodudtav Tov €auto Tou. Etlvat

KaTA KAMo1lov TPOMO KAl £va OXOA10 Tavw
oTNV agrynon pilag iotopiag, XapaktneloTi-
KO OTO1XE10 TOU Klvnuatoypdgou. To €pyo
dnuioupyel emineda agrynong omou To €va
ouvexiZel, s€ehiocost To AANO N iowg ToO

€va Xavetal peoa oto daAAo. Mpokeitatl yia
gvav nBomold mou maidel TOV €auTO TOU, TOU
KPLT1KAPEL €vav MAAd10TEPO £AUTO TOU, TOU
urnodvovtav Tov €auTtO TOu. AUTOG O a@nyn-
PAT1KOG @aUAOG KUKAOG i agnynuatikn omeipa
BeAel wg eva BadBud va avapwtnBeil kat yila
TNV doun TNG YPAUU1KOTNTIAG P1aG ELMWUEVNG
10topiag. [oilog A€sl tnv 10TOpPld, MOLlOU
Kal og molov. 010G MPWTAYWV1OTEL, TO10G
P1AGEl KAl MO10G akoLel. Katl Tt Ba ofuat-
VE av, 0t €va 51acuvOedepPevo KOOPO OTWG
nposina, OAol fuactav OAd Ta mapandvw padi
Kal tautoxpova; Tl ylvetal oe pla €moxn
K41l OE pPld TMAYKOOHLOMOlNUEVN KO1vwvid Tou
ONo1 eipacte OAa;

AK: Nai, 6a pmopouvoape 1owg va MOUPE TWG O
poVOAOYyoG Tou Malte€le amoteAeil pla Xxeipo-
vopia amevBuvong. To spwInua OpwG mapa-
pEVEL: TPog molov; 01 anOTOUEG AMOCTPOYEG
Tou AOYyou Katl aAAAYEG PNUATIKWY TPOOWITWY
—«BENW va TOUG TW», «KAl €0elg dev akovaoa-
Te Timota»— @ailvetal va €kPPAdouv authn TNV
enipovn, 1owg katl pdtatin, avalntnon €vog
OUYKEKPLUEVOU AMOSEKTN, H1aG KO1VOTNTAG
akpoatwv. To Aeonium, TAA1l, Tapovoldalsl pila
TETO1A PETA-AMOKAAUTITLKI KO1vVOTNTA, EYKAW-
Blopgvn o €vav atEpPovo S1daloyo.

FA: To Aeonium £ival pia Kolvwvia avepw-
MWV TOU TPOOMadolV va KataAdBouv Tl TOUG



OUVEBN. AywvioUv pmpooTd ota 181a Ttoug
Ta ouvailoBnuata, adbvapol va Ta Kata-
voroouv. Eppgowg avapwtiolvtatl yi’' auto
TMOU TOUG €KAVE VA aloB8avBolv Omwg TeEA1KA
atoBavenkav. Towg, 01 NPWEG TOU £pYoOu
ouveldntonotloly T1g SOPEG ocuvaloBnuATwy
Tou TitAOU TNG OANG €kBeong. KatahaBai-
VOUV OT1 aUTO Mou pag oupBaivetl opilet
autod mou eipacte, kabBopidel TNV avtilnyn
pag aAlAd Kat TNV ouvaiolnuatikn suguia
pag. Tautoxpova BERatla £ipacte KAl Ou-
vumaitiol Tou. Y€ €vav agvao KUKAO Tou
xapaktnpidetl kat tnv idta tnv Sopn Tou
£pYyOU KAl TOV TPOMO Mapouciacng Touv,
atoBavopacte autd mou pag afilsl, Bdost
TOU MEPTBAAAOVTOG MOU EXOUUE CLVENUL-
oupynostl. Tavtoxpova BERata emnpedloups
To mep1BAANov pag pe Bdon autd mou avd
ndoa otTlypn, avd €moxn n avd yevid sipa-
ote 1kavol va aioBavBolpe. Auth sivat n
1otopia pag. Evag aévaog @avlog KUKAOG
dnuiovpyiag kat akvpwong duvatotntwv. H
ouZnTnNon WV NPWWV TOU €pyou, N autoava-
QOP1KN avAaluor Toug 8ev TEAEWVEL TMOTE.
Kataotpgpouv KAl €mavaguitelouy, OE pid
awwvia ditadikacia £€opoAoynong HOVOAOYwY
Xwpig TENOG.

AK: TowG OPwG OUPPETEXOUV TAPAAANAA Kat
og pla awwvia Sitadikacia amokpiong; Oa
MPOTELVA WG O 81aAoyog mapeloduetl pe
TPOMO EUPNUATIKO OTO Aeonium KAl TWG N
AAYn Twy povoAOywv, KaBwg Kat n €mnilo-
Yy TNg MEVTAKAVAANG mapouciacng Toug,
noAAamAaoiddouvv ta emineda avayvwong Tou
£€pyou. Agevog, o1 mEvie 080veg MPOBOANG
TWV HPOVOAOYWV e€miteivouv Tnv aioBnon nwg
01 MEVIE NPWEG OX1 amAwg eivatl mepixa-
PAKWUEVOT amMEvVavTl oTov £€w KOOPo, aAAd
KAl amevavtl ota PEAN TNg «Kolvotntag»
otnV omoia —1owg avamogeuktTa n amnpobuua—
avnkouv. Agete€pou, TO 1610 TO MAaictlo
NG KABe 080vng pmopsi va 16wbBel katl oav
gva «mopwdeg 6p10», AS1LTOLPYWVTAG WG
onuetio mepixdapa&ng kal €nagng avausoa
0TOUG NPWEG, KAl KAT' EMEKTACN AVAUEOA
OTOV «EAUTO» KA1l TOV «dAAO». Avapwtigpat
av To Aeonium ava@ePeTaAl, €0TW KAl EMHE-
0d, OT1G MPOOMTIKEG GAAA KAl Ta Oplda TOU
KO1voU AOyou onpepa, oOT1g SuvatotnTeg
Kal ta epnodia 81dvoil&ng €vog Staloyilkou
XWPOU .

FA: Nai, oilyoupa. Amd TNV apxr fUoOLV
anoAVTwg BEBA1Og OT1 autol o1 povoloyot
£MPENE va €lval oav amavthioglg, oav arno-
kploelg mou Ba €mpene va ansuBluvovtal oe
gva dAAo mpoowno. O KABE npwag Tou E£pPyou
Ao1ndv ameuBUVETAL OE KAMO1OV OUVOUL-
ANt mou BAEmMoupe otnv 08ovn. YmApxel n
vroyia 81aldyou 1 €0tw N avaykn tou, N

npoonaBeia tou. 01 XAPAKTAPEG P1AOLV O
€vag otov GAAo Kabwg ouvavtiovvtatl amod
XWPO OE XWPO I KAl amd HPOV1TOP OE HOV1-
Top, OnMwg mepimou Aeg. Zav va mpoonadolv
va Byouv amdé To mMAAiolo Toug, amd TO
nmAatiolo mou €xouv tomoBetnBel N MoOu Ka-
MO10G TOUG £Xel TomoBetnosti. lpoomnadolv
va ouvoptlAfoouv, &gv mapapgiAolv. Amo
ekel kal nepa, BeEBata, TiBetat to ZntTnua
av auvTr TOoUuG N EVEPYElA EXE1 KAMO10 AMTO
amoTEAEONA K1 av val, TMOlo €ilvat auTo.
Anpiovpyeitatl kamoiog &1dAoyog, pila oup-
pwvia, €vag Kolvog Tomog; T1 pmopetl va
onuaivel autn n agvan £kEPach Twv nEw-
WV HOU amevavtl of Kamotlov; MAmwg eivat
amAd pla pdtailn mpoomdésla Toug va akoL-
OOUV TOV €aUTO TOUG vd WP1AG; ZTNV €mMoxn
plag —BewpnTika TOUAAx1otov— gheubBepiag
£€KQPaong, €lUacTte Apaye MEPLOOOTEPO E€U-
0TOXO1l KAl EMIKOIVWV1aKO1l; Mmopolue OAotl
VA EKPPACTOUUE KABE PEPA PE pla Os1pd
and NAEKTPOV1KA —Kal OX1 poévo— pegoa. Tt
akp1Bwg opwg Agpe dpaye; Kal oe motlov;
Katl mdvw amd OAa pPe Tl AMOTEAEOUA;

AK: Mnopolpe 10WG va MOUUE TWG HE TO
Aeonium BEAE1G va 1XVNAATAOE1G KAl T1G
ad10pateqg mMpolMoBECELG eMKOlVWViag og
pla emoxni mou n evon tng énuootlag oeati-
pag katl A6you aAAalel paydaia. MNpocBe-
TE1Q pAAl0oTa €va akopn, Bapluvoucag onua-
olag, a@nynuatiko OTOlXEl0 0TO £pyo. Ot
NPWEG €PXOVIAT AVTIUETWNOL PE p1a NOLKN
gnitayrn, TNG omoilag n eKmAnpwon givat
QVEQPLKTN: MWG va €€nyrnoouv TNV KATtaoTpo-
on. «Eo0, T1 €X€1G va ME1g yla autod Tou
OULVERBN;» PAG PWTA N npwida Tou TETAPTOUL
povoAdyou. Xa va &ivel pila amavinon ano
To mapeABov, o Mwpig MmAavoo B8a g€ypage
To 1980 mMwg n KATACTEOYPr KABWG HaG OTE-
pel og OAn TNG TNV OAEBPLA EMLTAKTLKO-
TNTA AKOWNn Katl autTrh Tn OKEYn Tou Bavdtou
«8e pag emM1TpPEMEL va OKEPTOUPE OUTE TNV
EPWTNON: Tl £KAVEG Y1ld VA QAMOKTINOELG
yvwon Tng Kataoctpoyng;». 0a €Aeya mwg To
Aeonium Zntd amd tov Beatr aKP1lBwg auvTo:
VA QAmoKTNOEl «yVWOoN TNG KATACTPOPNG» .
Eva T€TO10 gyxeipnua amaitel va &ava-
OKEPTOUUE OX1 POVO TEALKA OE Tl €yKelTtdl
N Kataotpogr), aAAd Kail moTe oUVERN/oULM-
Baivel. XUOyxpovol otoxacteg amd tn Naopt
KAd1v €wg tov IAABoil Zilek smionuaivouv
nwg n 181a n €vvoiloAoynon Tng Kataotpo-
PNG —WG €VOG AMPOOMTIOU, AVEMAVAANMTOU,
QATVOUEVIKA avamnodpaotou ouuBaviog— EXel
AKPWG TOATT1KO XAPAKTNPA, KABWwg pag
QmOTPENEL va OLUZNTHOOUPE KAl VA AVTLUE-
Twnioouvpe T1G «d1apkeig», olyoupa olTE
aQVamoYeUKTEG, OUTE KAl YOVAS1KEG, Ka-
TAOTPOPEG TOU AauBavouv Xxwpa Kadnuepiva
ava Tov KOouo.
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FA: Nai, Katd KAmo1lov TPOMO CUHPWVW av
kKat 6a nBeAka va amocagnviow KATL. Asv

Ba EMPENE va PMOVPE OE pia AOy1lkn OT1

01 OMO1ECQ «EMIONUEG» KATAOTPOYEG, Oev
£XOUV PEYAAN onuacia pia mou KABe pepa
oupBaivouv AAAeg —1owg PL1KPOTEPEG— KaATa-
OTPOPEG yla GAAoug AOyoug mou eival iowg
M0 ONUAVTLKOl KAl M10 €M1TAKTIKOL, aAAd
avtifeTwg 0Tl Katl ta dvo Zntnuata sivat
NMAEUPEG TOL 1810V Qailvopevou. Autd Agetl
To Aeonium. IKEWoUu y1lati OUVERN auTo

mou ouLvePRn, moTe Eskivnoe ota aknbeila
Kal yla moio Aoyo. MMoia nAtav ta pikpd
onuadia mov iowg Ba €mpemne va pag sixav
npoidedos1; Evag aviocopspng, 16tote-

ANG KOOPOG, £vag KOOPOG pn aAAnA€yyuog
MAPAYEL U1KPEG KABNUEPLVEG KATACTPOPEG
MOV KAMO1d OT1YHr MPOKAAOUV T1G HEYAAEQ
«1OTOPLKEG» KATAOTPOPEG. Oa €heya OTl
KaTA KAmoilov TPOmo auvtd €ivatl to avamo-
QEUKTO, TPAYLKO XAPAKTINPLOTIKO Tou. Kat
vVal, QUOKA Kal Ba MPEMEL va PNV agrjoou-
HE Ta «PeYAAa» MPOPANUATA VA HOVOTWAR-
OOUV TOV TMPOBANPATIONG PaAG N va KPUYOLV
Ta A1yotepo gppavi f AlyoTeEpo maykoopla
aAAd €€100V onuavIika MPOBARpATA TOL
paAiloTta £ival Katd KAmMolov TPOmo Kat

n aitia yia to KAaBe @opd pPeYaAULTEPO
ZAtnua. To p1ikpd sival To peydAo Kat
aviloTpopwsg. Onwg emiong TO TOMIKO givat
TMAayKOOU10 KAl avtloTpogwg. lpenetl va
BAEmoupe Kal Ta Suo, TAUTOXpPova OTO
oUVOAO KAl OTn HETAEL TOUG OXEON.

AK: Nati, akpilBwg avtni n mpoBANUATIKA —Nn
avalntnon €vOog VOonuatikol VAPATOG Tou va
OLVUQPATVEL TO «U1KPO» KAl TO «HEYAAO»,
T1G «KABNUEPLIVEG» KAl T1G «LOTOPLKEGH
KATAOTPOYEG, TO MPOCWIIKO dpdpa Kat tn
oUANOY1KN Tpaywdia— Siamepvd T1g AouEg
ouvailolnudtwy. AVApwTlEPAl MWG HETOUOT1-
WVETAT KAAATTEXV1KA pla tetola avadn-
TNon Kai mwg ouvdeetal pe tov 1d1dalovia
TPOMO Pe TOV omoio amodideilg tov Xwpo
KAl XpOVo, EVIOGC Twv omoiwv £KTUAi100O-
VIal ol 10Topieg ocou, £181KA Ot €va €pyo
OMwG TO Kaizo. Agevog, To Kaizo ena-
VEPXETA1 OE MPOBANPATLOMOUG KAl POTiRa
TWV TPONYOUUEVWY E€PYWV 00U, £181KA TNG
Tp1loyiag Social Software. MAg mpoTpemnst
va avaAoyloToUpe T1G MPolmoBeoelg Kat

Ta meplBwpla Spdong £VTOG £VOG «KAE1-
otoU» OLUOTNAPATOG, va avapwinBoUpe €av ot
K1VAOE1G WaG €ival £TEPOKABOPLOPEVEG,

€K TWV TPOTEPWV «TPOYPAUUATIOUEVEG», Vva
€avaoKepTOUPE, OMWG EXELG ONUETWOEL KAl
0 1610G, TN OXE0N «PNXAV1KoU» KA1l «av-
Bpwrivou». AmO TNV AAAR, N Yuxprn apxi-
TEKTOVLKN TWV MOAEWV £XE1 aviikataotabeti
€dw and tnv, towg mio Zogepr, «APX1TE-
KTOV1KN» TWV AEMTOUEPEIWV TNG QUONG, WG

pla unmovola €vOg AyvwoTou VEOU KOOHOU
npog €€epelvnon. av Tnv miota £vog VEoOL
Blvteonaixvidiou.

FA: Nai, otav €ypaga to Kaizo, €va £€pyo
MOV TMAPEUMLINTOVIWG va Tw 0Tl ouvexidetal
vVa YPAQETAl UE OKOMO pia EMOPEVN,
peyaAlTePn Kal iowg mio obveetn €kdoxn
TOU, €i1xa 0To PuaAd pou g€va e£i1dog
petTa-tomiov, &va MeP1BANOV KATMWG AAANO-
KOTO oav £va metaverse evog £€eAl1ypevou
NAEKTPOVIKOU maixvidilol. Kat' emektaon
gavtalopgouv pla 1otopia mou €KTUAio-
OSTAl PYEOA OE £€va TETO1O0 TOMio HPETAEL
Suo avBpwnwv Tou Tpoomabolv va uldpEouv,
va ouvavtnlolv, va MeTUXOUV KAT1 pECA

oe €va SUOKOAO KOOPO, €vav KOOHO TOoU
elval oav va €xel @TlaXTel yla va Toug
epnodiel, va toug meplopilel, va TOug
KaBnAWvVel KAl va TOUG UTMOXPEWVEL TAvVTA
otnv 181a mpoondbeila, oTnV emavainyn tng
161ag evépyelag. ETol mMpoeKuye KAl O
TiTAOG TOU, TMOU AVAQPEPETAL OE MELPAYHE-
Va, XAKAplopgva NAEKTPOVIKA maixvidia pe
okomo TNV avénon tng SuokoAiag toug. Ymo
autAv TNV €vvola, vai, eivatl cav va ena-
vépxopal oto Social Software kai va Ka-
Tamtdvopatl pe ta idta ¢ntApata: Eyw kat
01 —0mo101— GAAO1l, €yw KAl TO MEPBAAAOV
pou, n @uon, oT1dNMOTE PE TMEPLKAEie,

pe opidel KAl AvamMOYeLKTIA PE €MNPedalel
kal to emnpedlw n Eyw kat n duvatotnta
pou va unmdp€w, va alofavlw, va ESPWIELTW.
To Kaizo ovpBaivel —omwg ouxva ota €pya
pou— OE €va axpovo, dtomo cvpmav. Etivat
iowg TO mepiBAAAov evog £idoug avBpwnwv
plag veag €moxng, HE auEnUEVEG aloBnoelg
aAAd Ttautoxpova, Ox1 amapaitnta avén-
peveg duvatotnteg. Eilval to mepiBailov
avepwnwy TMou KATAKTOUVTAl OUVEXWG EME1dN
akp1BwWG BENOLV OLVEXWG VA KATAKTAoouv. O
KOOHOG TOu Kaizo eival KAT1 QOUTOUPLOTL-
KO kal tavtoxpova mpwtoAeto. Eivatl oav
pta BspeA1wdng mpwtapxikn spwtnon. Eivat
apxr Kat TENOG €vOg Koopou. Eivatl petd
Kal mplv.

AK: To Kaizo emlKaAelTtal «OTPATNYLKEG»
Katl peBodoug amd TOV XWPO TOU BlVIEo-
naixvidiol, mpoteivoviag £Tol MOAANAMAEG
avaywyeg otn oLYXpovn TPAypdaTikoTntd.
Y10 Blvieomaixvidi, o maixtng €xel TN
duvatotnta va Kiveitatl €vidg €vog ouoTh-
PATOG TOU AV KAl TMPOKATAOKEUACHUEVO TPO-
opEpel TNV Yeudaicbnon tng ehevbepiag.
KaBe emavaAnyn kat mapalAayrn Twv €VIOAWV
TOU QEPVEL TOV MATXTN, QATVOUEVIKA, KAl
M10 KOVTA OTNV KATAKTNON TNG AOY1KAG
Tou. To Bivieomaixvidl amotelel akpi1Bwg
yld autov TOV AOYO pid «OAYOP1BU1KN
aAAnyopia» yila TNV MPAypatikotntda,



ypagel o AAe€avtep Mkdloyouel, Kabuwg
QMOTUTWVEL TNV 10TOP1KN WETABaAcn amod Tnv
«METBAPXTKN KO1VWvVia» Tou M1oEN PouKw
0T1G OUYXPOVEG «KOLVWVIEG EAEYXOU» TOU
Z1\ NteA€l. 01 teleutaieg 6ev edpalovtat
MAE0OV OTOV €YKAE10MO KAl TNV €mMlTAPNON,
aA\d avTiBEtwg otnv emigacn eleuvbepi-
ag, kai itowg mio Kpilolpa, OTNV emigacn
ah\ayng. H i6i1a n eikovoypagia tou Kaizo
—-n pETABANTA TOU popgoloyia— @aivetal va
divel kaAAitexvikn €kepacn otn dlamiotw-
on tou Nteléld nmwg «ol eykAeilopol eivat
Kahoumila, €ud1AKP1TA MPOMAGOPATA, EVW O1
£€\eyxol €lval €vag WETATOVIOMNOG, 0av €va
QUTOTAPANPOPPOUPEVO TPOTAACHA TOU aAAd-
€1 OUVEXWG AMO TN Pla OTlyunR otnv AAAn,
N 0av €va KOOK1vo Tou ormoiou o1 TPUMEQ
dlagepouv n ptia amd TNV AAAn».

FA: Nat. Towg TEA1KA aQUTO TMOU UE €VO1-
€peEpPE 0 AQUTOV TOV MAPAAANALOPO pE TO
neEP1BAANOV €VOG GUYKEKPLUEVOU €£1800UG
NAgKTPOV1iKoL maixvidiol eivatl o 1dirati-
TEPOG MEPLOPLOPOG, N OUOKOAld, n OXedOV
aduvapia Abong kat £€€A1€Rg tou. Etlvatl o
oxeb0V pOV1POG 9OBOG pou yila TG duvatod-
TNTEG TOL avBpwmou va enépPetl ocuveldnta
Kal va aAAd€el Tn por] autwv TOU TAUTO-
xpova o id10g mpokaAei rf/kat dnuioupyet.
Eival €va £180g Bedtpou TOU MAPAAOYOU.
Eival cav kdaBe gopd o avBpwnog va avoi-
YE1 VEeg SUvVATOTNTEG Ol OMOLEG TAUTOXPO-
va Ttov meplopidouv. Eilval ocav va Bpilokel
VEQ EKPPACTLIKA PEOA yla va kataAngeil va
€ekppaletal Alyotepo. Kali autd umd pia
gvvola £ival €va KaBsoTwg VEOU AUTOE-
A€yxou 61a PECOU KATO1AG HOPYNG «EEEAT-
€ng» n Kal amdlavong. To kaBe maixvidi
Kaizo eival @tilaypévo amod maixTeG-XAKEPG
akp1Bwg yila va pnv kepdiletai, n €o0tw va
KepdiZetal e€wppevikd dVokoAa. H av-
Bpwmivn SnuioupylkoTNTIA, N MAlyviwdng
51d8gon katl n aviiotoilxn amolaucn Tng
oupBadigouvv pe pia oxedov Padox1OTLKN
anoAauvon TNg ATTAg, TNG UMEPMPOOTABEL-
ag N Tou eYKAwBlopol O £€va ATEAELWTO
naixvidl pe pndapivr miBavotnta vikng
Kal aiotlou téloug. Eivatl €va ei1dog 61-
nmAoV ad1e€odou. To maixvidt Sev mailestat
napa pOvo aKOAOUBWVTIAG TOUG KAVOVEG.
Tautoxpova aKOAOUBWVTIAG TOUG E£10EPXETAl
Kavelg oe €vav mpoavayysABévta Bavarto,
0E KAT1 TMOU €XE1l QTLAXTEL yla va Xxa-
VETA1l, Yyld va KAatadikdlel tov maiktn

o€ pla 61apkn avemituxr mpoondbetia. Oa
g\eye kavelg 0Tl n povn oilyoupn amohav-
on tou sivatl n ftta. To Kaizo sivatl pla
avaZntnon duvatotntag oe €vav amndvepwro
Koopo. Eilvatl n mpoomdaBeia Umapéng, oe
£€va mep1BAAAov mMou SUOKOAEVEL CUVEXELd.
Eival iowg n avaZntnon pgiag ox1lopng,

EVOG PRyHATog, €VOG 100 OTOV KWd1KA TOU
Ma1xvid1o0 Tou UMOopel va EMLTPEYEL OTOV
nMatkTn va MeEPAcEl EMLTEAOUG OTNV TOAU-
avapevopevn enopevn miota. MoAAol €xouv
akolOEl yla autryv, aAAd Aiyol €xouv Ka-
Tagepel va tnv tpe€ouv. To oiyoupo sivat
0Tl auTn N emopevn miota, OMWG Kal Kade
gnopevn, Ba sival akopn mio SUOKOAN.

AK: Eivatl opwg, 1owg, autr n MPOoHOo-

vh «g€0bou» amd To maixvidi, n emipo-
vn avadntnon tng «EMOPevng miotag» mou
8a GEPEL KA1l TOULG OMOPOUG H1ag PLYLKNG
allayng, piag aAAlayng, MAAloTa, mou av
KAl €KK1VEL AMO TOV HEPOVWUEVO «maixtn»,
KataAnyel otn ouAloyilkn dpdon; Av n
EMOXN Hag xapaktnpidetal amnd tnv mapdAu-
ON TNG OUTOMLKNG OKEYNG KAl av viwdoupe
EYKAWBLOPEVOL OE £€va MEPLIKAELOTO MAPOV
—adlvapol va avadBupnBolpe To MapeABOV

N va okeptolUe TO PEANOV— TO €pyo GOU
gvepyomolel, mpwtiotwg, Tn Snuioupyikn,
KAl GKpwGg P1Z00macTlKI, 1Kavotnta Tng
pavtaciag. MAg mMpoTpPEMEL, OUXVA EPHECWG,
vVa OKEPTOVME TA MEPLOWPLA EALYHWY EVTOG
€VOG (A1VOUEV1KA 0TaBePOl CLUOTANATOG,

va @avtactolpe T1g m1Baveg ekBdcelg kade
81aAdyou, kdBe 1oToOplag MOU pag TMAPOU-
o1aZe1g. Towg KAl va OUYKpPOTel, TEA1KA,
KAl €va «apXE10» XAUEVWV EUKATPLWV KAl
ave€epelvnTwyv SuvatoTATwWy.

FA: H iowg kat €va apxeio €pwINCEWV yla
TO Tl Ba pmopolOe va €xel MAEl AAA1WG,
Tl GANo, 61apopeTikd Ba pmopovoape va
€XOUUE KAVELl. TO €py0 POU AVAPWTLETAL
yla T1g miBaveg ek8oXeg N 1owg mapako-
AouBel TOUG NPWEG TOU OTLG TMPOOMABELEG
«d1apuyng» toug. Méoa amd @ailvopevika
EPUNTLKA KAELOTOUG KOGHOUG TOU €mavalap-
Bavovtatl, avaldnta Tnv pPilkpr] AEMTOUEPELQ
nouv iowg Ba pmopoloe va aAAd€el OAn TNV
agriynon, va yivel n e€aipeon tou kavova.
Oa pmopoloe dpaye n kdbe 1oTopia pou va
gival kat kanwg aAAiwg; Kat amé t1 Ba
ge€aptidtav KATL TETO10; Oa propoloape
ONO1l pag, Ol NPWEG N Ol BEATEG TWV EPYWV
HOU, O XWPOG TNG TEXVNG I Ol KO1VWV1i-

€G pag ev yevel va eivat aAlwwg; Mwg

8a pmopoloe va oupBel kat Tl Ba onuat-
VE auto; To €pyo pou B€Ael va eival €va
KAE10TO 0LOTNUA PE £€va AVO1XTO TENOG.

H 1owg pe €va avoixto epwtnua. Avalntd

N €0TW AQVAPWTIETAL yld TOV 10 PYECA OTOV
Kwd1ka, tnv £€060 amd TO KAELOTO TMPO-
ypappa. 01 Apweg pou umdpxouv pe Baon
OULYKEKP1lpEva mAaiola kati kavoveg. Map’
ONa autd, Kdmou &imAa toug towg KpLRO-
VTal P1KPEG amiBaveq €§a1p€CELG TOL HIO-
pel va aAld€ouv oAOKANpn tnv Zwr TOUugG.




A CONVERSATION
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GEORGE DRIVAS AND
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Anna-Maria Kanta: It was back in
mid-February when we began our conver-
sation about this exhibition, initial-
ly set to be held in May 2020 in the
context of annexM’'s “Project Space - New
Productions” series. You were planning
to exhibit two new works. The first,
Empirical Data 2.6, had been completed
in 2019. The second was still in concep-
tion. You did not have a title for it
yet, but you already knew the title of
the exhibition: Structures of feelings.
However, the exhibition was to be post-
poned and eventually acquire its form
during an extraordinary “pause”, an
“interim” of still unknown duration and
global destructive scope. Even if it is
trivial to repeat today that a work of
art is nothing but the resultant of of-
ten imponderable subjective and objec-
tive factors, that it is never a “closed
universe” isolated from sudden changes,
that it is subject to multiple temporal
and spatial constraints, I feel that the
exhibition Structures of feelings is an
apt opportunity for us to rethink these
commonplaces.

George Drivas: Yes, exactly. The design
of this exhibition and of two of the
three works that are presented in it has
been a process of constant reconfigura-
tion that lasted for months, as you just
said. Just like our daily lives during
this period, the process for the over-
all production and for the creation of
each particular work reflects an upset,
a turmoil and, of course, a (personal)
disquietude which I attempt to manage.

I had already decided the context within
which I wanted to move regarding the
general direction of the exhibition,
given that this was something that I

had been reflecting upon for quite some
time. However, I then dedicated the time
that was necessary and imperative in
order to define and, of course, redefine
—like anyone of us— everything within a
new context, based on the information
that emerged each day.

It was as if “everything is constantly
ending and beginning”, as the charac-
ter of Empirical Data 2.6 says, almost
prophetically, given that the work was
completed in Autumn 2019.

The design of the overall exhibition,

as well as the two new works produced

in 2020, began before the quarantine

was enacted, they were rewritten during
the period of confinement and rewritten

again right after that, reflecting in a
way my own intellectual, sentimental and
writing trajectory this whole time.
Everything was changing everyday, any
certainty was only momentary, so much

so that at some point I began wondering
whether there was any point in attempt-
ing to do an exhibition in such times.
Perhaps this explains why the two new
works —both produced in 2626- but also
the exhibition as a whole deal with
something that has no name, no end,
perhaps not even a beginning. It is the
distillation of a period of constant
pending, concern and turbulence that
does not end, but actually seems to ini-
tiate a perpetual state of this nature.
Ultimately, the whole exhibition is an
ambivalence, a persistent emotional
instability, one'’'s attempt, first and
foremost my own, to find a new ground,

a new constant. Of course, this remains
unresolved, this need is never satis-
fied, the question remains open and the
exhibition is, after all, the story of
this endeavor. One work, Empirical Data
2.0, issues a warning about the poten-
tial end of an era, while the other,
Aeonium, attempts to understand what
exactly happened. The third, Kaizo, it's
as if it drifts in unknown new worlds,
where nothing has a meaning but only for
a single moment, since it’'s very proba-
ble that another moment, with a totally
different meaning, follows.

AK: Even the title of the exhibition it-
self implies, perhaps also in ways that
we couldn’t have predicted, this ambigu-
ous condition. For Raymond Williams,

a “structure of feeling” refers to
“changes of presence”, violent or often
imperceptible changes which, even though
they are lived as subjective and direct,
signify the transition to a new histor-
ical regime and altogether constitute
the “unique quality”, the lived experi-
ence of an era. He even suggests that

in art and literature such changes are
encountered in concealed form and become
“semantic figures”, acting as an early
indication of a whole era. Why did you
choose this title?

GD: I think that already from the very
beginning I was concerned with the way
in which we experience. What exactly
does experience mean for each of us?
And how much does this meaning differ
from previous ages? Having discovered



the text and term by Raymond Williams
that inspired me for the title of this
exhibition, I now had a clear conceptu-
al framework of what concerned me. Our
feelings, this eminently personal but
also totally obscure phenomenon, is (in-
ter alias) a social construct, something
that does not simply consist of specific
structures that can be broken down and
analyzed, but is also subjected to wider
social, cultural, economic and temporal
structures.

So, what kind of feelings does our era
produce? Or, better put perhaps, what
type of feeling-potentials? What kind

of potential emotional reactions? What
exactly are we able to feel? These were
the opening questions for me, which

of course became absolutely imperative
during the pandemic and the quaran-
tine. What kind of emotional experience
we produce? How and what exactly do we
fear? What brings us joy? And, above
all, why?

AK: In other words, why we feel certain
emotions, but also, ultimately, how we
feel. I get the sense that the works

of the exhibition are meant to offer

an artistic expression exactly to this
intensity between the social “form” of
feelings and their subjective “content”,
as you describe above. At the same time,
they reflect another persistent theme
in your overall artistic production:
that of the experience of time. Your
works, as you have pointed out, have no
clear beginning, middle or end. They
subvert linear narration and inversely
mobilize repetition, variation, recall
and flashback, in imaginative and often
ambiguous ways. I would even say that
the systematic use of such tropes in
Structures of feelings is quintessential
for understanding the inner meaning of
your works and the multiple interconnec-
tions between them. On one hand, it fa-
cilitates the articulation of a complex
comment on the particular temporality
of our age. On the other, it is often
self-referential, as it is more evident
in the earliest produced work of this
exhibition. Empirical Data 2.0 consti-
tutes a double return, your own and

the work’s main character, to Empirical
Data, a 2009 production. The “decade”
acts here as a fundamental marker of
temporal change. Instantly, it appears
to subserve the autobiographical flash-
back —indeed, we often think of creative

and biological life in terms of

decades— but it also reminds us the
rhythmic fluctuations of the perpetual
and counterbalancing production of new
impressions, experiences, versions (2.0).
What prompted you to return to this work?

GD: The truth is that I had this sort

of relation to this work from the very
early stages of its production. I always
believed that I wanted to do something
more with its material. To begin with,
its monologue, which has been added to
the new version that is presented in the
exhibition, has been written years ago,
sometime in the middle of the decade
separating the two versions of the work.
Of course, since then it has been rewrit-
ten. I think what prompted me to revisit
the work —and I don't preclude revisiting
it again in the future- was (and is) the
sense that what it says remains abso-
lutely open, active and timely. And it
certainly still concerns me a lot. How do
we experience difference from both sides
of the phenomenon, that is, when we are
called to exist as different, unclas-
sifiable or unconventional, and when we
are called to accept anything regard-

ed as different or unclassifiable? What
could it mean and how exactly does this
often-heard course towards inclusion and
recognition unfolds —a course that in
many cases involves a personal quest, an
existential angst to find one’s own form
of expression, one’'s own language, if
there is such a thing. And, on the other
hand, who exactly decide whether one is
to be accepted or not, if such people
exist. To be sure, the situation is much
more complex and complicated, to the
extent that I get the impression that we
are all called, almost daily, to differ
and simultaneously to fit in, to dis-
agree and be acceptable, to take a stance
towards an ever-changing world and at the
same time to integrate ourselves with-

in it. Can we still speak of existence
inside or outside the system, whatever we
may mean by that? Perhaps, after all, the
issue is not so much that some are unable
to connect, but that, sooner or later, no
one will be able to “disconnect” from his
surroundings. If so, should we radically
redefine what the words “I”, “we” and
“others” —whoever they may be— mean?

AK: Undoubtedly, Malteze struggles with
this exact question: in what does this
“I", my “self”, consist? He narrates his
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story, and this reflective action, as
philosopher Judith Butler would say, is
grounded from its very beginning in a
“constitutive incommensurability”, in a
temporal inconsistency. “So the account
of myself that I give in discourse”,
writes Butler, “never fully expresses or
carries this living self. My words are
taken away as I give them, interrupted
by the time of a discourse that is not
the same as the time of my life. This
‘interruption’ contests the sense of

the account’s being grounded in myself
alone, since the indifferent struc-
tures that enable my living belong to a
sociality that exceeds me”. And indeed,
Malteze of Empirical data 2.0 appears

to be fully aware of this constitutive
failure to be transparent to his very
own self. In Empirical data 2.6 this
distance from the “I”, the renunciation
of ownership over the personal story,

is delivered ingeniously, since Malteze
is presented to us simultaneously in two
screenings as the object and the subject
of this self-reflective action.

GD: To what you just said, I would add
that the work and its main character
somehow raise the question: “What is
I?”. How is it formulated, expressed,
outlined and, perhaps, how is it pro-
tected? I would say, somewhat provoca-
tively, why should I be concerned with
the “I”, this construction, this contin-
uous reconfiguration, this stray notion
that is endlessly changing and eventu-
ally doesn’t even belong to me, in the
narrow sense of belonging? I do not own
it wholly, I do not have complete con-
trol over it and I was certainly not the
one who created it. I'm enslaved by it,
I am a servant of a product. As Rimbaud
had famously said “I is someone else”,
or as Adorno had written, to utter the
word “I” is an excess in itself. Of
course, I am not in position to distance
myself completely from the guise of “I”,
this heavy armor that I am called to
wear. I try to come to terms with it,

to include it somewhere, to live with
it, to endure it. This is the story of
Empirical Data 2.6. This is my story.

AK: I wonder if Empirical Data 2.0 is
ultimately a critical revisit of your
cinematic references, Chris Marker’'s La
Jetée being at the top of the list in
this case. The allusions to this work
seem to be not only stylistic —as in the

use of black and white static images,
the “anti-cinematic” gaze— but primarily
conceptual. Just like in La Jetée, the
main character of Empirical Data 2.0
travels through time, without of course
the assistance of some cryptic technol-
ogy. He is not the anonymous resident of
a post-apocalyptic, dystopian universe,
but rather the identifiable actor on
stage, talking about his transition

from anonymity and marginalization to
recognition. However, he also takes up
the role of a “messenger” responsible,
we could say, along with Marker, “to
call past and future to the rescue of
the present”.

GD: Yes, exactly. The main character of
my work condenses time. He talks about
himself in the past, who also used to
talk about himself in an even earlier
stage of his life. Or, maybe he looks
at and criticizes himself for once pre-
tending to be himself. In a way, this
is also a commentary on the narrative
of a story, a defining aspect of cine-
ma. The work creates multiple levels of
narration, so one narrative may continue
another, develop another, or crossfade
within another. The actor plays him-
self and criticizes an older version

of himself, a version that impersonated
himself. This vicious cycle or spiral
of narration, to some extent, seeks to
contemplate upon the structure of lin-
earity of a told story. Who tells the
story, whose story is it and to whom is
it told? Who plays the leading role, who
speaks and who listens? And what would
it mean if, in an interconnected world
—like I said- everyone of us was all of
the above simultaneously? What happens
in an age and a globalized society in
which all of us are everything?

AK: Yes, perhaps we could say that the
monologue of Malteze is a gesture of
address. But the question remains:

to whom? The abrupt aversions in his
speech and the changes in the persons
of his verbs -“I want to tell them”,
“and you [plural] didn’t hear anything”-
seem to express this persistent,

perhaps futile, search for a specific
recipient, for a community of listeners.
On the other hand, Aeonium presents a
post-apocalyptic community of this
nature, trapped in an endless dialogue.



GD: Aeonium is a society of people who
are trying to comprehend what has oc-
curred to them. They struggle over their
own feelings, unable to understand them.
In a way, they ponder upon what made
them feel the way they did. The charac-
ters of the work are possibly aware of
the structures of feelings hinted in the
general title of the exhibition. They
know that whatever happens to us tends
to define who we are; it determines our
perception and our emotional intelli-
gence. Of course, at the same time, we
are still co-responsible for it. Inside
this perpetual cycle that defines the
very structure of the work, as well as
the way it is presented to the audi-
ence, we feel what we deserve to feel,
based on the environment that we have
co-created. Simultaneously, we affect
our environment depending on what we are
capable of feeling at any given moment,
era or generation. This is our story. An
endless vicious cycle of creating and
nullifying possibilities. The discussion
among the characters of the work and
their self-referential analysis never
come to an end. They keep uprooting and
planting new seeds, in a perpetual act
of endless monologue confessions.

AK: Could it also be that they are part
of an endless process of response? I
would say that dialogue interferes in-
geniously in Aeonium and that the way in
which the monologues are captured, as
well as the decision to present them in
a five-channel screening, multiply the
layers of interpretation of the work. On
the one hand, the five screens showing
us the monologues intensify the sense
that the five characters are total-

ly isolated not only from the outside
world, but also from the members of

the “community” in which they —perhaps,
inevitably or unwillingly- belong; on
the other hand, the very frame of each
screen could also be seen as a “porous
border”, serving instantaneously as a
point of enclosure and interaction among
the characters, and consequently between
the “self” and the “other”. I wonder if
Aeonium refers, even indirectly, to the
potentials and limits of public dis-
course nowadays; to the opportunities
and obstacles in establishing a discur-
sive common ground.

GD: Yes, most certainly. From the very
beginning, I was absolutely convinced

that these monologues should be like
answers, like responses addressed to
another person. So, each character talks
to the interlocutor we see on-screen at
the time. There is a hint of dialogue,
or at least a need for it, or an effort
to initiate it. The characters talk to
each other as they meet from one place
to another, or from one screen to an-
other, as you pretty much said. It is as
if they are trying to get out of their
frame; a frame in which they’ve placed
themselves or have been placed by
someone else. They are trying to talk

to each other, they’'re not talking to
themselves. Past that, the question

that naturally comes to mind is whether
their action has any factual result and,
if so, what this could be. Is there

a dialogue, an agreement or a common
ground under development? What could
this never-ending verbalization of my
characters towards someone else really
mean? Could it be just a futile attempt
to hear their very own selves speaking?
In an age in which —at least in theory-
there is freedom of expression, are we
more articulate and communicative? We
all have the luxury to express ourselves
daily through a wide range of electronic
and other means and devices. But what
exactly are we saying? And to whom? And,
above all, what is the outcome of this?

AK: Perhaps we could suggest that with
Aeonium you seek to trace the elusive
conditions of communication in an

era where the nature of the public
sphere and public discourse is changing
rapidly. In fact, you even proceed to
add one more, highly significant, narra-
tive element to the work. The characters
are confronted with a moral imperative
which cannot be fulfilled: they have to
explain the disaster. “What have you got
to say about what happened?”, the female
character of the fourth monologue asks
us. As if offering an answer straight
from the past, Maurice Blanchot wrote

in 1980 that, while the disaster —-in its
all-encompassing urgency— deprives us
even of the thought of death, it “does
not allow us to entertain this ques-
tion either: what have you done to gain
knowledge of the disaster?” I would say
that this is exactly what Aeonium asks
from its viewers: to gain “knowledge of
the disaster”. Such an endeavor requires
us to rethink not only what the disaster
is eventually about, but also when it
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took/takes place. Contemporary thinkers,
from Naomi Klein to Slavoj Zizek, point
out that the very conceptualization of
disaster —as an unexpected, unprece-
dented, seemingly unavoidable event- is
highly political in nature, as it pre-
vents us from discussing and confronting
the “continual” disasters taking place
on a daily basis around the world, which
are certainly neither inevitable nor
singular.

GD: Yes, in a way I agree, although I
would like to clarify something. We
should not adopt a way of thinking ac-
cording to which “official” disasters
are not that significant, given that
every day there are other —perhaps less
extended— disasters occurring for rea-
sons that may be more important and ur-
gent; on the contrary, both are aspects
of the same phenomenon. This is what
Aeonium conveys: Think why something
happened, when did it actually begin and
for what reason. Which were the subtle
warnings that perhaps should have caught
our attention? An uneven, selfish world,
lacking in solidarity, produces minor
daily disasters that eventually lead to
the major “historical” ones. I'd suggest
that, in a way, this is its inevitable
and tragic aspect. Of course, it goes
without saying that we should not let
the “major” problems engross all of our
concerns or conceal the less obvious or
more local but equally important ones,
which in certain ways are actually the
cause of each greater issue. The minor
is the major, and vice versa. Respec-
tively, the local is global, and vice
versa. We need to be aware of both,
altogether and in their relation simul-
taneously.

AK: Yes, this is the exact problematic that
runs through Structures of feelings: the
pursuit of a semantic thread that inter-
twines the “minor” and the “major”, the
“daily” and the “historical” disasters,
the personal drama and the collective
tragedy. I wonder how a pursuit like
this is translated into art and how it
connects to the unique way you depict
the space and time in which your stories
unfold, especially in a work like Kaizo.
On the one hand, Kaizo revisits consid-
erations and motifs of your previous
works, especially the ones presented

in the Social Software trilogy. It en-
courages us to consider the conditions

and scope for action within a “closed”
system, to ponder whether our actions
are heteronomous or “programmed” a
priori, to rethink —as you have noted-
the relation between the “mechanical”
and the “human”. On the other hand, the
cold architecture of cities has been
replaced here by the, probably grimmer,
“architecture” found in the details of
nature, as a hint of a unknown new world
to be explored. Like a level in a new
video game.

GD: Yes, while I was writing Kaizo,
which by the way is still a work-in-
progress to be presented in a future,
extended and possibly more complex ver-
sion, I had in mind a kind of post-land-
scape, a somewhat bizarre environment,
reminiscent of a metaverse in an ad-
vanced video game. Thereby, I imagined
a story unfolding in such a landscape,
involving two people who are trying to
exist, meet and achieve something in a
challenging world; a world that seems
as if it was made to obstruct, confine,
detain and always force them back to
the same struggle, to the repetition of
the same action. This is how the work’s
title came to being, as it refers to
cracked and hacked video games for the
purpose of increasing their difficulty
level. In that sense, yes, it is like
revisiting Social Software and dealing
with the same issues: I and the others
—-whoever they may be— I and my environ-
ment, nature, everything surrounding me,
defining me and inevitably affecting me
and being affected by me, or I and my
potential to exist, to feel, to fall in
love. Kaizo takes place, as it is often
the case in my works, in a timeless and
placeless universe. Perhaps, it is the
environment of people that live in a new
era, who may have heightened senses but
not necessarily greater opportunities.
It is the environment of people who are
constantly conquered, precisely because
they constantly wish to conquer. Kaizo's
world is futuristic and primal at the
same time. It’'s like a fundamental pri-
mordial question. It is the beginning
and end of a world. It is after and
before.

AK: Kaizo invokes “strategies” and

methods from the world of video games,
thus making multiple allusions to con-
temporary reality. In video games, the
player is free to move within a system



that, although pre-programmed, offers
the illusion of freedom. Each repetition
and variation of its commands seemingly
brings the player closer to mastering
its internal logic. This is why video
games are an “algorithmic allegory” for
reality, writes Alexander Galloway, as
they reflect the historical transition
from Michel Foucault's “disciplinary
society” to Gilles Deleuze’s modern
“societies of control”. The latter are
no longer based on confinement and sur-
veillance, but rather on the pretense

of freedom and, perhaps more important-
ly, on the pretense of change. Kaizo's
imagery itself —its shifting morpholo-
gy— seems to give artistic expression to
Deleuze’s assertion that “enclosures are
molds, distinct castings, but controls
are a modulation, like a self-deforming
cast that will continuously change from
one moment to the other, or like a sieve
whose mesh will transmute from point

to point”

GD: Yes. Maybe what interested me after
all in this analogy with the environment
of a certain type of electronic games
are their particular limitation, their
difficulty, the near-impossibility

of a solution or progression. I have

an almost constant fear regarding the
capacity of human beings to consciously
intervene and change the flow of what
they simultaneously cause and/or create.
It's absurd. It is as if we constantly
open up new possibilities, which
simultaneously constrain us; as if we
find new means of expression, only to
express ourselves less. In a sense, this
is a state of a new self-control through
some form of “evolution” or even enjoy-
ment. Every Kaizo game is made by hacker
players in order to make it unbeatable
or at least outrageously hard. Human
creativity, playfulness and its respec-
tive enjoyment go hand-in-hand with an
almost masochistic pleasure in defeat,
over-effort or entrapment in an end-
less game with very little chances of
winning and a happy end. It is a form

of double impasse. The game cannot be
played unless you follow the rules. At
the same time, by following the rules,
you move towards your certain death,

as you enter something that has been
created to beat you and condemn the
player’'s efforts to be constantly un-
successful. One could say that its sole
certain enjoyment lies in losing. Kaizo

is the pursuit of potential in a cruel
world. It is about the effort to exist

in an increasingly challenging environ-
ment. Maybe it's the search for a crack,
a rift, a virus in the game code that may
allow the player to finally move on to
the next, long-awaited level. Many have
heard of it, but few have managed to play
it. Only thing certain is that this next
level, like any new level, will prove
even harder.

AK: However, could this anticipation of
an “exit” from the game and the persis-
tent pursuit of this “next stage” sow

the seeds of a radical change? A radical
change, that is, which, although initiat-
ed by an individual “player”, results in
collective action? If our era is defined
by a paralysis of utopian thought and if
we feel trapped in an enclosed present -
unable to recall the past or think about
the future— your work primarily activates
the creative and extremely radical
faculty of imagination. It encourages us,
often indirectly, to contemplate the room
for manoeuvre within a seemingly stable
system, to imagine the possible outcomes
of every dialogue, every story that you
present to us. Perhaps, it even consti-
tutes an “archive” of lost opportunities
and unexplored possibilities.

GD: Or, possibly, an archive of questions
about what could have turned out
differently, what else we could have
done. My work wonders about the possible
versions, or maybe watches its characters
in their attempts to “escape”. Through
seemingly hermetically sealed worlds in
repetition, it seeks that minor detail
which might change the whole narrative
and make it an exception to the rule.
Could each of my stories be somewhat
different, perhaps? And what would
determine this change? Could all of us,
the characters or the viewers of my
works, the art world or our societies in
general, be different? How could this
happen and what would it mean? My work
wishes to be a closed system with an open
end; or, perhaps, with an open question.
It pursuits, or at least wonders about,
the virus inside the code, the way out of
the closed program. My characters exist
within specific contexts and according

to certain rules. However, somewhere
right next to them, there may be small
unlikely exceptions that could change
their whole life.
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ATONY2HZ
KABBABAZ

Akoun kai n mnto kaBaprn @ilyoupa gixe
navta pia oupd KOpntTn Mou @aivotav va
unobnAwvel to aBePato, TO ad1APWTIOTO.

— Nitos, 1872

Eva noinua Sev yivetat pe aiobruarta,
aAda pe Ag€eig.
- [kOTPplvT Mnev, 1951

0 Atlovlong KappaBag sival Emikoupog
Kabnyntng ¢1Aocopiag kail A1oBNT1KNG Twv
Meowv oto Mavtetlo MavemioTApto.
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Zovvegpa-cuvaicnuata

0 YEV1KOG T1TAOG TOU TPLMTUXOL £PYOUL
Aopgg ouvailoBnudtwv sivatl mapamhavn-
T1KOG €pOo0OV Kavelg mapacupBei amd tn
PETAQUOLKN TNG YAWooag Katl Bewprjoel 0Tt
unapxouv cuvailoBnuata ka8’ eavta (xapd,
AOmn, moévog, ndovr, ayxog), «kadapda»
ouvailodnuata, mou 8ev gumeEPLEXOULV N6N
£1KOV1KEG TAPACTACELG I AELONOYLKEG
kploelg tou Aoyou. EEiocouv mapamAavn-
T1KN €ilval n ei1kaotia 0Tl n TEXVN £ivatl
«€K@pPaocn» ouvailolnudiwv, oav va ntav ta
ouvalodnuata OTOIXELAKA, QUOKA «5ebo-
HEVa» TNG ouveldnong TMou MEPLUEVOLV TNV
aKwWALTN Kal &iagavi avamapdoTacr] Toug.
Atadsdopevn do€aoia eivatl smiong o0t1 Ta
ouvailoBnuata Ssv €xouv Kapia Aoyikn,
ntot dourj, emavaAnyilpotnta, meplypapua.
AviinapaBetoupe agelwg, AOyw £ukoAiag

N ouvidetlag, TO ouvaioBnua otn Aoyikn,
To Xdog otnv Td€n, TOo 510VUO1aKO OTO
anoAAwvio. Iiyoupa, Ta ouvailclnuata dev
£XOUV AMAOTKN APXTTEKTOVKA Sopr), aAAd
po1dZouv PAAAOV HE OXNUATLOPOUG CUVVEQPWV
N VEQEAWUATWY, Ol MAPUPEG TWV OMOiwy,
napotl Sdopolvial PEOW AUTO-OPOLOTNTAG
(ppdkTal), mapapevouv €oasi 51a@PeVYOLOEG
000 KAl av T1g mpooeyyidoupe.

YTV TEXVN, wotdco, Omou n apspairotnta,
N aiviygatikotnta, n napadofotnta Kat n
adlapdvetla eival aviilkeipeva Katdeaong
Katl uYnAnRg amodoxng, Ta cuvailclnuata
umopolV va eivatl tavtoxpova Sopnue-

va Kat adounta, avanapactiolpga Katl pn
avanapactioipa. M1’ avtd kat ot NTeAEq/
Fkovattapi pag kaAolV va AMOOTMACOUWE,
ané ta svouveidnta i nNdn dopnueva masn,
£VTAO1a0KA madrpata, skeiveg dnhadn t1ig
ZWVEG ad1aKP1TOTNTAG OTMOU EMIKPATOUV OX1
kaBapd katl &lakpiltd ocuvvailoBrnuata aAld
«b€0Ueg a108NUATWY» TOU EMLTIPENOLV TN
peTABaocn, Tn HPETAPOPYWON KAl TNV agvan
UETABOAN TOUG OE VEEG, AMPOPAEMTEG Ka-
Taotdoelg, oe ouppavia. Asv dnuioupyovpe
pOVOV UE a1oB8huata, Kuplwg HETAYPAPOUUE
aitoBnpata. Kat emneidf otnv €moxn pag n
B1OMOALT1KN aokeital oe peydalo Baduo
pEOW TNG S1apdppwong Twv cuvailclnud-
twv (n aBefaidtnTa Kat TOo AyxoG WG VEQ
HOPYr] KAvov1ioTikoTntag), 6a pmopovoaue
va Bewprjoovpe TO €pyo Tou ApiBa oav €va
£160G¢ KAAA1TEXV1IKOU «SoK1ptiou» TO omoio
BETET EPWINPATA OXETIKA PE TO TWG £ivat
duvaTtov va TPOMOMOlNOCOUUE T1G OGOHEG TWV
ouvailoBnuatwv mov pag kabopilouv kKatl va
Snuloupynoovpe AyvwoTd KAl VEA yld EPAG
naénuata.

Agpaipeon kal svouvaicOnon
To OULVOA1KO €pyo Tou Apifa kupaivetat

KUP1lwg PETAEL SU0 YUXTIKWV TOVIKOTHTWY
(Stimmungen), &VUo BepeAlakwv cuvalcbnua-
T1KWY KATAOTACEWY: TWV ATOULKWY KAl TWV
OUANOYKWY, TWV PUXPWV KAl Twv Beppwv,
TWV avopyavwyv Kai TWV 0pyavikwy, Twv
AVEKPPUOTWY KAl TWV EKPPACTLKWY, EUPE-
vVOVTag avamno@doioto avdapeod otoug Suo
0poUG TNG OLZELENG KAl AMEVAVTL OT1G
pei€eilg toug. O MoUZ1A, mou otov AvBpwro
xwp1¢ 1610tnTeg (1942) agiepwvel MOAAA
Kepalaila otov «81mAO KOOPO Twv cuvaloln-
PATWY» TOU TMPWTAYWV1OTH TOU, MPOCBETEL
TNV avtiotién peta€l tou JwWilkoUu KAl TOUu
QUT1KOU, TOU AVT10TO1Xel og dUO KoouoBe-
wpleg: TN SUTLKN GAOLCTLKN KAl TNV OpPtl-
SVTAA10T1KN, TN SuVapilkhi Katl TN OTATLKNA.
IXNUATOMO1WVTAG OTO EMAKPOV TO €PYO TOUL
ApiBa, 6a pmopoloe Kaveilg va MPoo@Uyel
otov TitAo &vog emidpactikol BiBAiov TNg
a1o8ntikng Bswpiag Katl va Kavetl Aoyo
yla «agaipeon kai svouvaicbnon»
(Boppivykep, 19067). Etol, mpog emippwon
TOU EPUNVEVLTLIKOU MPAG OXNUATOG, TO TMPWTO
Katd tn oOAANNYN €pyo tng €kBeong, ovopa-
T1 Empirical Data 2.0, sival Ttavtoxpova
Kal To apnpnuevo (amooTaclomolnpeVo,
avopyavo, KPUOTAAAlvVa TAy1lwpEVO), TOU
yla tov Boppilvykep amotelel mapadogwg
Kal tnv amapxn tng BovANong yia TEXVN,
to Kunstwollen. H evouvaio8non, nftotl ot
OPYQAV1KEG, MLHNTLKEG KAl VATOUPAALOT1-
KEG HOPYEG, eppavidetal oto SeVTEPO €pyo
ovopatt Awwviov (aeonium arboretum), wg
OUYKAGAUUPEVN 1| PETATOMLOPEVN EKBOXN TNG
agaipeong. H apxailoloy1lkr autr patid

NG TEXVNG €M1BEBALWVETAT TOOO AMO TOV
avBpwnoAoyo Aspoud-Trkoupdv, 000 Kal aAno
TOV avayvwotn Tou @1A0copo NTeAECL: n T&-
Xvn €EK1VA pE TNV agnpnuevn ypapun.
BeBala, omwg n kaBapn agaipecn, TO AVEK-
PpacTo, Aeltoupyel ek@pactika (BA. Tn
AE1TOUPYLOTIKN APXTTEKTOV1KN wg Stimmung
TOU TPWTOU £PYOU), GAANO TOOO N PNTOPLKN
£KQPPacn ouvailolnudtwv oto SeUTEPO £pyo
(BA. TN ouvaloBnuatikn TMOAUMOPELA WG
Baolkn Stimmung tou Beppoknmiov) umopet
va odnynBel o PELKTEG HOPYEG KA1l TPO-
MlKOTNTEG, Omou kaBiotatat adlvatov va
ditaxwploel kavelg pe oagrvetla To €va ou-
vaioBnua and to aAAo. ETol, TA EKYPACTL-
K4 ouvaioBnuata pmopolV va avadimiwbouv
oe eva eminedo sppgvelag katl Pe TN O0£1pd
TOUG VO KATAOTOUV aQalpeTikd. AAAwOTE,
To agnpnuevo dev eival 1o avtibeto Tou
£1KOV1KOU, E€VW) TO AVELKOV1KO givatl n
anapxn KABe oxnuatogq.

To cupBav TNG TEXVNG
Ta 600 mMpwWTa €pyd TOU TPLMTUXOU EXOUV WG
onueio agetnpiag £€va adiavonto cupBav



(«gppaviotnke €agvika [...] kaveig bev
TO mMepipeve», «auvtd mou E€pw eivat oTl
dev 1o mepipevar), pia Siakomr otn pon
Twv yeyovotwv, €va e€aigvng otn &ia-
dox1kn TAEN TWV alTlwv, pia pnén otov
opiZovta mpoodokiwv. Katl guBUG s€apxng
TiBevtal Ta €pwTAPATA: Tl OUVERN; TMWG

va P1AAoEl Kavelilg yia To ocuppav; WG

va to (ava)mapactroet;

0 ApiBag dev 610tdlel va B€ostl €va oLV-
Beto mMPOBANUA TNG OUYXPOVNG @LAOCOQL-

G KAl TWV QUOTKWYV EMLOTNPWY KAl va TO
ene€epyaotel KAAALTEXV1KA €1Te pEow TNG
agnynong (oe tpito mpoowno) eite peow
TOU povOAoyou (O€ MPWTIO TMPOCWNO), OKNVO-
BETWVTAG TO OMT1KO-AKOUOT1KA. T1 £ilvat
€va ouvpBav tng TEXvNG; Tl eival €va oup-
Bav tng Zwng; Mpomdviwv: mponysital €va
OUUBAV TNG KAAALTEXV1KNG TOU mapouoia-
ong; H pAnwg n mapouvoiacr Tou sivat

N OUVEXE1d TOU pe dAANa pEOA;

Y6 TO MPOOXNUA PlaG «EPMETPIKAG» 10TO-
plag €vog AAAou avBpwrou TOU E£10EPXETAL
oav €€VoG Ot €va €pyaciako mepiBAlAov,

o ApiBag oxed1ddel pe €PPECO TPOTMO TO
KUKAOBUP1KO KAl ouvailoBnuatikd vopadiko
MOPTPETO €VOG KAAALTEXVN KaBwg eslicos-
TAl €VIOG TOU XWPOU TNG TEXVNG, e£voido-
VTAG P1PNT1KA I aVT10TEKOUEVOG 0TA KA10E
™ng. To evdlagepov oe autd to emotional
design evOg KAAALTEXVN, N TAUTOTNTA TOU
onotiov mapapgvel €€icou vepeAwdng 0co
Kal ta ouvaiclnupatd tou, eivatl OTl TO &V
AOyw €pyo KAvel O, Tl A€l O agnyntIng oe
Tpito mpoowno: Ma va undp€stl To Oup-
Bav tng TtExvNg, Oev mpenel va eipacte
BEBA1OT OT1 €XOUPE VA KAVOUUE HE TEXVNA,
n TEXvn TMpemMel va gavel wg €va €pyo adu-
vatov va mpaypatonoindei’ yila va uvndap&et
0 KOAA1TEXVNG, Ba mpemetl va ofRostl ta
iXvn TOU PECA OTO €PYO KAl va pAG dwoel
autod TMou Sev KATEXEl, va WP1ANCEL yld TO
aveilnwto. To ocupBav TNG TEXVNG, OMWG

Kal KaBe ovppdv, dev avayetal TEA1KA

oe «gpmnelpika Sedopeva» (to opatod, To
aKouoTO, TO £lnMwpeEvo), bev eivat Bopufw-
8eg, aAld spxetatl, onwg Aéel o Nitos, pe
TNV avalagpn matnuacld mMeEPLoTEPAg. Evw
gpxXeTal amd To mapeABov, sival maviote
PMEANOVTKO.

E€ ou kal o ApiBag pAG TMPOTPEMEL vd OTO-
XAOTOUHUE TO OLPBAV PE OPOLG OKNVOBEC1ag
(dpa emavainyng), MOU TO AVAMAPLOTA WG
TO pn AvamapacTAOlHo HE OPOUG HUCTLKOU
(éva ouvpBav eivatl mavta amokpupo) Kat
ailviypatikotntag («iowg» va ocupBaivet

N TEXVN «TWPa») HE OPOUG Plag SEKTL-
KOTNTAG MOU MPONYELTAl TOU AVTLBET1KOU
OXNPATOG EVEPYNTLIKO-MABNT1KO TENOG,

pE OpoOULG sUMABE1AG TPOG TO EE-ATPETIKO,

OT1G MP1KPEG KAl OLWMNAEG PETATOMLOELG,
OT1G AEMTEG AMOXPWOELG KA1l OTOUG XPW-
patiopolG  HE Pla €viovn evaicbnoia yila
TOUG E€VO1APECOLG XWPOUG KAl XPOVOULG, y1id
Ta evO1ldpeoa ) EM1OTPWHATWHEVA ouva1o8r-
pata. Kupilwg, wg KAAALTEXVNG-@TIAOCOQOG,
pag mpokaAel va pnv mEcouvpe otnv mayida
TOU AMAWG EWPMELP1KOU, mou o 1810¢ otn-
VE1l, KAl VA OTOXAOTOUUE TN dwped Tng TE-
XVNG PE Opoug uMePBATOAOY1KOUG, MTOLl va
0TOXAOTOUUE TOUG Opoug duvatdTnIag Kat
aduvatotntag £vOG OUPBAVTIOG WG AvEKABev
Stapecolapnuevou amd ta peoa (in medias
res) tng (ava)mapaywyrng TOU: €V TPOKEL-
UEVW TNV agrynon, TOV POVOAOyo Kat

TNV TEXV1KN Kataypagr toug. AAAwoTe,

n aiolntikn, Onmwg Katl n néikn, sivat
navta vneppatoloyikn, dtaBepaiwvet

0 Bltykevotdilv, amo@ailvopevog 0Tt

«TO PUOT1KO otolxeio dev eivatl mwg

gival o KOopog, alAd otl sivai».

e T1 ouviotatal €va ocupBav; avapwtie-
Tat o ApiBag, yla va mdpel TV amavinon
ané tov NTeA€l: «KdBe oupBav eivatl &va
VEQEAWSEG pOpPWUA amoTeAoVUEVO amd ava-
p1BuNTeg oTAyOVEG», €va PUEPOG HOVO TOUL
omoiov yivetatl Bpoxn. To oupBdv, TOA1-
T1KO, O1KOAOY1KO N KAOAATTEXV1KO, eivat
pia duvnTikoTtnTa TMOU POVOV €va PEPOG TNG
kaBiotatatl emikaipo. Kaveva ovpBav dev
€€avTAEiTal OTNV SUMELPTKN EMIKA1POTNTA
TOU, OTO «EPYo», GAAA Kal Kaveva ouuBav
Sev umdpxel ave€dpTnTa AMO TNV EMLKA1PO-
notinor Tou.

«H ouvaloBnuATKA KO1voTNTAa» TOU AlWViou
ATO TN OT1ypn TOU AUTO TOU HETPAEL
KAAAL1TEXV1KA 6ev €lval TO UETAPUOLKO
€pWTNUA «T1 €lvatl;», aAAd TO «OT1» KAT1
oupBaivel kKat Ox1 timota (Xaivteykep),

N TEXVN EMIKEVIPWVETAL OTNV MAPAYWYN
EVIAO1AKWY OUVA108NUATWY TOU AmMnXouV

gva adiavonto ovpBav. Kai eneidn, os
OXE€on e TNV agaipeon, n evouvaiobnon
glval avolypya mpog TOov KOOUO, TO WEANUA
Tou ApiBa oto deUTEpPO €pyo TNG €KOBEONG
glval n ouykpdtTnon plag ouvaloBnuATiKAG
Katl avopoAoyntng aiolntikng Ko1lvotntag,
TMPOo- I UETAYEVEOTEPNG KABe Blopnxaviag
TWV TPOTAPACKEVACPEVWY OUVALOBNUATWY MOL
HaG TPOOQYEPEL amAOXeEpPA N Kolvwvia tng
MANPogopiag, TNG UMOAOYLOTLKAG YVWONG
Kal Tng ayehaiag smikoilvwviag. 01 €V1KEGQ
QWVEG TNG a1oBnTikng Kolvotntag, mMou
akolyovTal oTov ateppova Bpoxo avadpaong
TWV MEVIE POVOAOYwv, emavalapyBavouv pe
eNAQPEG KAl aBOPUBEG PETATOMLOELG TOUG
KAVOV10T1KOUG OPOUG TOU HETABLOUNXavi-
ko0 emotional design. Qotdoo, €dw, autd
TOU TPOKATAOKELAZOUV TN OXECN HAG UE TOV
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KOOHUO KAl TOV £0UTO €ilval Twpa Ta ouval-
ofnuata mou Kupaivovtatl PHeTa&l pOVAS1KNG
Kal TUMOMO1lNPEVNG Mepimtwong. Me toug
oe1paikolG pHovoAdyoug Ttou, o ApiBag towg
Va Pag MApPOTPUVEL VA OKEPTOUHUE OTL TO
OULUBAV TNG TEXVNG MAPAYWYNG EVTACTAKWY
ouvaloBnuATwy TMPEMEL va QTACEL O0TO EMi-
nedo piac TPOMoV Tiva «mavénuiag» 1Kavig
Va TPOKAAECEL pia 810vVUo1aKn akLPEWON

TOU AMOXPWVTIOG AOYOU KAl TNG APXAG TNG
atoulkoTNTag, HECAa O £€va HUOTIKLOTKO
peilypga tpopou katl amdlavong, odvvng Kat
néovng: pia d€opn ouvaloBnuUATwV MOU EMl-
QEPOLV APEOCEG KAl AMPOBAEMTEG PETABOAEG
0TOUG QOPELG TOUG.

e umoT1B€pevn aviibeon Pe TO a@npPnUEVo,
KaAWG OULYKEPAOUEVO VPOG Tou Empirical
Data 2.6, to 6g0TEPO €pYyo PE TOUG MEVIE
aVaKUKAOUUEVOUG HOVOAOYOUG OTPEPETAT,
aAAdZovTag TOV1KOTNTIA, OTOV TPOMLIKO Qu-
T1KO 81dkoopo, KAavovtag pia onuativouvoa
€M1AOYN amd TO YEVOG TWV MAXUQPUIWV: TO
Atwvio. Mpog «€kMAnNEn» pag (ouvaioBnua
TOU TMPWTOU HOVOAOYOU), TO €V AOyw asiba-
AEgQ @uTO, mMEpav Tou OTLl eupavidestal pEoa
o€ €va QUTWP1LO0 (N «KOUATOLPA» WG KAAA1l-
€pyEla), €Xe1 AMOALTA YEWPETPLKN HOPOYN,
KAT1 TOU UTOVOPEVET KABe KaBapd vatou-
PAA10T1KA Eppnveia Tou €pyou. Oa Asyaps
OT1 aQuTO Tou KaBdpiloe TNV €mMiAOYN TOL
dev eival téoo to 1610 TO QUTO, N @QuoN,
aAlAd kupiwg o 181aiTeEpPOg YEWUETPLIKOG TOUL
OXNUAT1OMOG KAl 01 VOPol avdamtuéng tou,
01 omoiol KatadnAwvouv pia oilovel B€Anon
yla avavewon, yla Téxvn. Onwg Ta ouvatl-
ofnpata sivatl sv pepel Sopnueva Kat v
pEPEl adounta, €10l KAt ta AouvAolud1la

Sdev eivatl «xwpig Aoyo», Aoyla pe ta
omnotia yonTeuoe TOV XALVIEYKEP O HUOTLK1-
otAGg Ayyehog X1A€ctog, Ssv avBilouv yila
va avBilouv poévov, aAld pmopolv emiong
va gpeuvnBolv pe avadpopuikolg alyopilB-
pOUG Kal £T0l va avadeixBel n popeikn
EMAVAANY1UOTNTA WG SOU1KO TOUG OTOLXETO.
0 pndevioTlKOG, VATOUPAALOTIKOG XPOVOGQ
NG ye€vvnong kat tng ¢Bopag (Kpovog)
PETAUOPPWVETAT €W 0 XpPOVO TNG APHYNONG
Kal TNG TEXVNG, NTOl TNG €navaAnyng Kat
™G 51a9opdg.

0 Awwv — prla Zwn

Népav tovToOL, TO AlWvio pag odnyel ou-
VELPU1KA oTNV €AANV1KN HuB1Kh @lyolvpa
Touv Awwva. Ekel, og autn tnv £€WXPOViKNA
XPOV1KOTNTA, OLUVAVTLOUVIAl O KOOHOG TOU
eival kat tou yiyveoBati, tng AOy1lkng Kat
TOu Madnpuatog. Av OKEQTOUUE OT1 KABE
€pyo £ival avtoBloypa@lko, «eva £180g
aBEANTWY KAl acUVELSWV ATOUVNUOVEUPATWY »
(Nitog), kai 6tt1 o Awwv eivat «uyia Zwn»

(Nteh€q), tote, 1lowg miow amd Toug «dUo
KOOUOUG TWV ouvaloBnudtwv» Tou MoLZ1A va
EcmpoBariel To mpoowneio tou Apipa. Mia
Zwr) €VOG KAANLTEXVN, TOUL €ME18N OKNVo-
Betel TOV £€aUTO TOU WG «AvBPWNO XWPLg
1610tNTeg», TaAavielETAl AVAMOPACLOTA
PETAEL KAE10TOTNTAG KAl AVOLXTOTNTAG
MPOG TOV KOOUO, METAEL EC0WTEPLKNG Kal
€EWTEPKNAG MPOOMTLIKNG, HETAEL agaipeong
Kal evouvaioBnong, aA\d mavia oTo &va
Kal To autd eminedo sppevelag. Eket,

0E aQUTOV ToV e€vd1ldpeco, 6iagelyovia XwPo
Kal Xpovo, oupBaivel TOCO TO €pyo 00O
KOl UTIOKELHUEVOTOLELTAT O KAAATTEXVNG
Tou. [1a Tov KAAA1TEXVN TOU aAG TMOUUE
0,Tl €\eye o Nitos yia tov HpdkAetito:
0Tl «glval wg avBpwnog amiBavog avapesoa
0TOUG avBpwroug» — y1’' auvtd KAl ofnAvetl
Ta ixvn tou. QO0TOOO, OBvVovIAG TA 1XVN
TOu agrvel miow TOU VEa ixvn mpog avi-
XVELon.

To £€-gpyo

MEVEl WG KATAAOLMO TO TPL1TO £PYO TOU
TPLMTUXOU, TO Kaizo, TO TEAOG N N apxn
TOL mMalxvidiol. TomoBeTNUEVO GTNV
€10060/€€060 TNG €kBeong, Asiltoupyel
oav €va 0p1lo, €va PETABATLIKO «KATWPAL»,
TAUTOXPOVA E€VIOGC KAl EKTOG TOU E£PYOU,
n mapuen tou. Na mpoKeltTaAl Apaye

yla €vav TOmo am’ Omou o KAAALTEXVNG
napatnpeel TO €pyo TOU, T1G ULALKEQ
npoUMoBECELG TOU, T1G MAALOIWOELG

KAl €MavanAailolwoelg tou; H pnAnwg
MPOKELTAl y1ld €vav TOMOAOY1KO KOUBO
OTOU 0 KAAALTEXVNG E€104YE1l KPUMTKA
TO HOVOYPAUPA TOU;

rati emiAéystatl €va ndn XakaplopeVo
Bivteonaixvidil, To Kaizo, mOU Eumo-
81¢s1 1 avaoTteAAEL TNV OANOKANPWON TOU
naixvidioly, omou O6Aol sival xapevotl
Kal Kepdlopgvol, av Ox1l yila va yivet
avTIANMTO OT1 N ox€on Twv SU0 MATKTWV
-e6w 1owg Tou KaAAitéxvn (R Tou £pyou
Tou) Kal tou Beatn— bev eilvatl mapd n
arniBavn ouvvavinon 800 pavPwWV KOLTWY,
500 adlagavwv ovioTHTwv, O opiloviag
eMiKolvwviag twv omoiwv e€aptdtat
elte amo tnv avaAnyn TwV AVAUEVOPEVWY
pOAwv eite amd tn 81dppnén auTAG TNG
npoodokiag;

ESw, o autd to £€epyo N MAPEPYO,

o ApiBag oknvoBetsi 6x1 povov €va
PHEPOG TOL TPLMTUXOU AAAA TO 1610 TO
naixvidl tng teExvng mou mailel o Alwv
PUE TOV €aUTO TOU, KATACTPEPOVTAG

Kal €avaktidovtag ToV KOOPO TOU:

TWV OLVAloBNUATWY, TWV A1OBNTIKWV
HOPPWY, TWV KAAATTEXVIKWYV KAVOVWYV.



(Stimmungen), two fundamental emotion-
al states: individual and collective,

Cloud-like feelings
The general title of the triptych

DIONYSIS
KAVVATHAS

The clearest figure still had a comet’s
tail attached to it, which seemed to hint
at the unknown, the inexplicable.

— Nietzsche, 1872

A poem is not made of feelings, but of
words.
- Gottfried Benn, 1951

Dionysis Kavvathas is Assistant
Professor of Philosophy and Aesthetics
of Media at Panteion University.
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that there are feelings per se (joy,
sadness, pain, pleasure, anxiety),
“pure” feelings which do not already
contain figural presentations or value-
judgments of reason. Equally misleading
is the assumption that art is an “ex-
pression” of feelings, as if feelings
were elemental, natural “data” of con-
sciousness, waiting for their unhindered
and transparent representation. Another
widespread belief is that there is no
logic to feelings, that is, that they
lack structure, repetitiveness,

a contour. Out of convenience or habit,
we naively contrast feelings to logic,
chaos to order, the Dionysian to the
Apollonian. To be sure, feelings are
not defined by a simplistic architec-
tural structure but resemble cloud-like
or nebulous formations, the margins

of which, although structured through
self-similarity (fractal), remain eter-
nally eluding no matter how much we may
approach them.

In art however, where uncertainty,
enigma, paradox and opaqueness are
highly-regarded objects of affirmation,
feelings can be simultaneously struc-
tured and unstructured, representable
and non-representable. Hence Deleuze/
Guattari call us to extract, from con-
scious or already structured passions,
intensive affects, that is, those zones
of indiscernibility where what prevails
is not clear and distinct feelings, but
“blocks of sensations” that allow their
transition, transformation and endless
change into new, unpredictable
situations, into events. We do not
merely create with sensations; we mostly
transcribe sensations. And because in
our age biopolitical power is largely
exercised through the formulation of
emotions (uncertainty and anxiety as

a new form of normality), we could
consider the work of George Drivas as

a form of artistic “essay” posing ques-
tions regarding how is it possible to
modulate the structure of feelings that
determine us and how to create passions
which are unknown and new to us.

Abstraction and empathy
Drivas’'s work fluctuates for the most
part between two psychical tonalities

Structures of feelings is misleading, cold and hot, inorganic and organic,
- o — provided that one is carried away by inexpressive and expressive, remaining
== = = the metaphysics of language and presumes indecisive between the two terms of this

conjunction and towards their mixtures.
Musil, who in The Man Without Qualities
(1942) dedicates numerous chapters on
its protagonist’'s “two worlds of emo-
tion”, adds another counterpoint, that
between the animalistic and the vege-
tative, which correspond to two world-
views: the Occidental or Faustian and
the Oriental; the dynamic and the stat-
ic. Formalising Drivas’s work to the ex-
treme, we may resort to the title of an
influential book on aesthetics and speak
of “abstraction and empathy” (Worringer,
1907). Hence, in support of our inter-
pretive scheme, the exhibition’s work
that was conceived first in time, titled
Empirical Data 2.6, is also simultane-
ously the abstract (distantiated,
inorganic, crystallized), which for
Worringer constitutes, paradoxically,
the origin of the will for art,

the Kunstwollen. Empathy, that is, the
organic, mimetic and naturalistic forms,
appears in the second work, titled
Aeonium (aeonium arboreum), as a covered
or displaced version of abstraction.
This archaeological view on art is
confirmed both by the anthropologist
Leroi-Gourhan and by his reader and
philosopher Deleuze: art begins with

the abstract line.

Of course, in the same fashion that pure
abstraction, the inexpressive, operates
expressively (see the functionalist
architecture as the Stimmung of the
first work), the rhetoric expression

of feelings in the second work (see

the emotional diversity as the main
Stimmung of the greenhouse) can equally
lead itself to mixed forms and modal-
ities, where it is rendered impossible
to clearly distinguish one feeling from
the other. Thus, expressive emotions

can fold up in a plane of immanence and
become, in turn, abstract. After all,
the abstract is not the opposite of the
figurative, and the unfigurative is the
origin of every form.

The event of art

The first two works of the triptych have
as their starting point an inconceivable
event (“it appeared out of nowhere [...]
no one expected it”, “what I know is
that I did not expect it”), an interrup-



tion in the current of daily affairs,

an “all-of-a-sudden” in the successive
order of causes, a rupture in the hori-
zon of expectations. And, at the outset,
questions are posed: What happened? How
one may speak of the event? How he or
she may (re)present it?

Drivas does not hesitate to address a
complex issue in contemporary philosophy
and natural sciences and explore it ar-
tistically, either through narration (in
the third person) or monologue (in the
first person), by audio-visually staging
it. What is an event of art? What is an
event of life? Above all: does an event
precede its artistic presentation? Or is
its presentation its continuation with
other means?

Under the pretext of an “empirical”
story of another human being who enters
a workplace 1like a stranger, Drivas
indirectly draws the temperamental and
emotionally nomadic portrait of an
artist as he weaves his way through art,
by mimetically succumbing or resist-

ing its clichés. What is interesting

in this emotional design of an artist,
whose identity remains as nebulous as
his feelings, is that this work does
what the third-person narrator says: For
the event of art to exist, we should

not be certain that we are dealing with
art, art must appear as a project that
is impossible to be realized; for an
artist to exist, s/he must erase his/
her traces in the work and offer us that
which s/he does not possess, to speak
the unspeakable. The event of art, like
any event, is not ultimately reduced to
“empirical data” (the visible, the au-
dible, the spoken), it is not loud, but
comes, as Nietzsche puts it, with doves’
soft footsteps. Although it is coming
from the past, it always pertains to the
future.

This is why Drivas invites us to contem-
plate the event in terms of a staging
(hence repetition) which represents it
as non-representable; in terms of the
secret (an event is always occult) and
the enigmatic (“perhaps” art is happen-
ing “now”); in terms of a receptiveness
which precedes the “active-passive”
oppositional binary; last, in terms of

a passibility to the extraordinary, to
small and silent displacements, to fine
nuances and timbres; with an intense
sensitivity for in-between spaces

and times, for in-between or layered
emotions. Most of all, as an

artist-philosopher, he challenges us not
to fall into the trap of the merely em-
pirical, that he himself sets up, and to
contemplate the gift of art in transcen-
dental terms, that is, to contemplate
the conditions of possibility and impos-
sibility of an event as always mediated
by the means (in medias res) of its (re)
production: in this case, the narra-
tion, the monologue and their technical
documentation. After all, aesthetics,
like ethics, are always transcendental,
as Wittgenstein suggests, asserting that
“It is not how things are in the world
that is mystical, but that it exists”.
“In what does an event consist?” Drivas
asks, and Deleuze replies: “Any event is
a fog of a millions droplets”, of which
only a part become rain. The event,
political, ecological or artistic, is a
virtuality, of which only a part be-
comes actual. No event is reduced to its
empirical actuality, to the “work”, but
also no event exists without its actual-
ization.

“The emotional community” of the Aeonium
Since what matters artistically is not
the metaphysical question “what is?” but
“that” something is happening instead of
nothing (Heidegger), art focuses on the
production of intensive emotions echoing
an inconceivable event. And because, in
relation to abstraction, empathy is an
opening towards the world, Drivas’s con-
cern in the second work of the exhibi-
tion is the constitution of an emotional
and unavowable aesthetic community,
preceding or following any industry of
ready-made emotions that are so lavishly
offered by the society of information,
calculated knowledge and horde com-
munication. The aesthetic community’s
singular voices, which are heard in

the never-ending feedback loop of the
five monologues, repeat with gentle and
soundless displacements the normative
terms of post-industrial emotional de-
sign. However, here, that which prefab-
ricate our relation to the world and the
self are now the feelings that fluctuate
between a singular and a standardized
case. With his serial monologues, Drivas
is perhaps prompting us to contemplate
that the art-event of producing inten-
sive emotions has to reach, in a sense,
the level of a “pandemia” capable to
cause a Dionysian annulment of the prin-
ciple of ground and the principle of in-
dividuation, in a mysticistic mixture of
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terror and delight, pain and pleasure: a
block of sensations bringing direct and
unforeseeable shifts to their agents.
Apparently contrasting the abstract,
well-tempered style of Empirical Data
2.0, the second work, with its five re-
cycling monologues, changes tonality and
turns to the tropical vegetative decor,
making a signifying choice belonging to
the genus of succulents: the Aeonium. To
our “surprise” (a feeling of the first
monologue), this evergreen plant, be-
sides appearing in a nursery (“culture”
as cultivation), has an absolutely geo-
metric form, something which undermines
any purely naturalistic interpretation
of the work. We could say that what
determined this choice was not so much
the plant itself, nature, but mostly

its particular geometric formation and
its laws of development, that suggest a
quasi-will for renewal, for art. In the
same way that sensations are partially
structured and partially unstructured,
so flowers are not “without ground”

—to quote the words of mystic

Angelus Silesius which Heidegger found
so seductive— they do not bloom just

to bloom, but they can also be exam-
ined with recursive algorithms and, as
such, their formal repetitiveness can be
brought forth as one of their structural
elements. The nihilistic, naturalistic
time of generation and corruption
(Chronos) is transformed here into the
time of narration and art, that is, of
repetition and difference.

Aeon — a life

Beyond this, Aeonium cannot but lead our
train of thought to the Greek mytholog-
ical figure of Aeon. There, in this out-
of-time timeliness, the world of being
and becoming, of logic and affect meet.
If we take into consideration that every
work is autobiographical, “a species

of involuntary and unconscious memoir”
(Nietzsche) and that Aeon is “a life”
(Deleuze), then perhaps, behind Musil's
“two worlds of emotions”, Drivas'’s
facade emerges. A life of an artist who,
because he already stages himself as

a man “without qualities”, oscillates
indecisively between closeness and open-
ness towards the world, between an in-
ternal and external perspective, between
abstraction and empathy, but always on
one and the same plane of immanence.
There, in this in-between, eluding space
and time, his work occurs and his artist

is subjectified. Regarding his artist,
let us repeat what Nietzsche said of
Heraclitus: “As a man among men [..] he
was incredible” - and hence he erases
his traits. Yet, by erasing his traits,
he leaves behind new traits to be found.

The exergue

Last, as a remnant, there is the third
piece of the triptych, Kaizo, the end

or the beginning of the game. Installed
at the entrance/exit of the exhibition,
it acts as a boundary, a transitional
“threshold”, simultaneously inside and
outside the work, its margin. Is it
perhaps a topos from which the artist
observes his work, its material condi-
tions, its framings and re-framings?

Or is it a topological knot from which
the artists cryptically inserts his
monogram?

Why an already hacked videogame, Kaizo,
which hinders or suspends the comple-
tion of the game, where everyone is a
loser and a winner, is chosen if not to
make evident that the relation between
players, here perhaps the relation
between the artist (or the work) and the
spectator, is nothing but the impossible
encounter of two black boxes, two opaque
entities, whose horizon of communication
is dependent either on the enactment of
expected roles or on the breach of this
expectation?

Here, at this exergue or parergon,
Drivas stages not only a piece of the
triptych, but the very game of art that
Aeon plays with himself, destroying and
rebuilding his world: of feelings, of
aesthetic forms, of artistic rules.
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Mn pe koltdte mapdafeva kavevag &g pe yvwpilel
Mn pe koltdte mapa€eva kaveilg cag &g pe yvwpilel

Aev npBa va agvidow T1G PEPEG 0ag

dev kpatw tn popeaia

KukAogopoloa alwveg peoa oto MANBOG 0ag
oTOUG 6popoug, OT1G aptnpieg

Aev npba va Katapynow TO VOWO

dev kpatw tn popeaia

KukAogpopoloa alwWVeG PEOA OTOUG NXOUG 0AG
Aev npba ocav €gvog, dev npba

M1xdAng Katoapog, Opomedio

H Eba Xtegavr eival oknvoBeTng Kat
AvanAnpwtpila Kaényntpia oto Tunua
Emikolvwviag kat M.M.E. tou E@vikol Kat
Kanodiotplakol Maveniotnuiov ABNvVWY.

0 Muwpyog-TIkapog Mmaumacdkng
elval ouyypageag.
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Hén to va deixvelg, va emionpaivelg,

Va KATAYPAYe1lg KAl VA UETATPENELG OFE
KAAATTEXV1KO yeyovog Tta ooa dsivd divouv
TOV TOVO 0Tn ONPEP1LVI KO1VWVIKA Kal
unap&lakn Kataotaon, OTOV BpuUUUATIOUEVO
KOopo, £ivatl MOAUT1IPO KAl EVIEAEL A1010-
80€0, OKOPA KAl PEG OTOV YEVIKEUMPEVO KAl
TAXVUMAOO AMOCUVTOVLIOHO A&lwv, TPOTWY,
ouuneplopwy, Bepatotntwv. Alapalw (vat,
61aBdlw) oOVOAO TO €pyo Tou [1wpyou
ApiBa cav €va SuoTOMlKO puBtlotopnua with
a twist, cav €va sviaio agrynua amaptil-
ZOUEVO amd AUTOVOUA/AUTOTEAN EMLPEPOUG
agnynuata mou cuvappodoviatl (oOnwg,
gepelnelv, To 2666 Tou Poumepto MmoAdvio)
KAl OLUYKPOTOUV €va OPYAVWHEVO COrpus.

0 ApiBag katamidvetal S1ApKWG HPE TO
«A€evo TWV MOAEwv», pe tn duvoave€ia
anevavti oto aAAOTplo, TO «EEVO», HE TN
UETATPOMN TNG «KOOPOBP1B0UG E€prjuou» o€
aKAaTO1KNTA KOLPAP1la KTLOWATWY, HE TN
51a0dAevon Twv A100NOEWV OE VA KO1VW-
V1KO TEep1BAAlov 6mou mavel va vgiota-
Tal p€ouca emikolvwvia, Omou n optAia
anocuvtifetal Kal poladel PYe TALUTOXpPOvA
YpuAiopata syyaotpipvbwv, Katl Omou

1600 N Aoy1lKf 000 Kal To ouvaioclnua
elval MAEOV KATATEPAXLOPEVEG TPWNV
MPAYPATIKOTNTEG.

H p€Bodog/oTpatnyikn Tou Apifa £xel va
KAvel pYe TNV ofeia mapatnpnTilkoTnta,

pUE TO va BAEmMel, va akovel, va oopile-
Tai, va yelvetal, va yavel (KAt ol MEVIE
a100rj0e1¢ 0 EM1QUAAKN) TA TEKTALVOPEVA
0T1G UEYAAOUMOAELG, KAl amd TO VUV va
enixe1pel ovvIopa voepd tagidia oto
gyyUG PEAAOV, WOTE va MPOE180MOTIAOET.
MaiZel ovoTNUATIKA PE TN STAAEKTLKN
TPOBAEYLHOL/anpoPBAENTOL, OlKElOL/AVOl-
KE10U, EAEYELPOL/AVEEENEYKTOU, KAl EXEL
BaABeil va avakaAvmtel TpuMeEG KAl 51080ug
81aguyng O0TO OCUMPMAYEG TWV TELXWV TOU EU-
Pavwg, n/kat agavwg, LOTEPA amd LMoOPPNTA
0x€81a Kal anoppnIeg CUUPWVIEG, LYWVO-
vTal OX1 pOvVo avAapeoa o€ Kolvwvieg alAd
(e €91AAT1IKO TPOMO) AVAUECA OTO ATOMO
Kal TOug avBpwrnoug oAOyupd Tou — akoud,
KAl TM10 €Q1OATIKA, QvdApeoa oTov Avepwrno
Kal tov 1610 TOU TOV QEVAWG AVACTATWHEVO
€auTo.

Onwg katl ota AAAa €pya Tou, £T01l KAl OTO
Empirical Data 2.8, o ApiBag agiomoiet
TPOMOUG YVWOTOUG amd TNV EM1OTNUOVIKA
gavtaoia Kat To MOAL1TLKO Bpilep, pmo-
A1dZovTag TOUG UE AVAQOPEG OE Tomia Tou
Opavtg Kagka (gv MPOKELPEVW, O1 EYYPAPEG
0TO OWwpa, ONMWG OTn SWPPOVIOTKI amoilkia,
0 MAPaAoy1lopdg Amevavil oTov «EEVO», TO
OKNV1KO TWV ypageiwv), OTO TMPWTOMOPLAKO
duoTomiko @Ay fpoBArita (1962) tou Kpig

Mapkep (otnv apiotepn 08ovn mpoBdAAetat
pla og1pd €1KOVWV 81xwg Kivnon), oT1g
onuaivouoeg olwneg (OMWG OTOV K1VNUATO-
ypago Ttou I'ku NTepmodp Kal oTo BEATPO TOU
Tapiovel Mneket). O «E€vog», Tou eivat
doppelgdnger tou mapatTnENTr/EN1TNPENTH
Tou (KOl aviloTpogwg, womou yivovtat
g€va) elval apxika «amapathipntog, ape-
ANTEOC — ptla avalwoilpn povada», sivat
atagivountog, eivatl emnigopBog 816T1, 0600
MeE1BAV10g K1 av @aivetal, @QEPEl €VIOG
TOU TO @PvNT1iKO, €lval €vag ev Suvduet
MmapTAgunu, o ypagldg, mou avd mdoa
oTlyun pmopeil va mepdoetl oto «Ba mpo-
Tlgoloa va pnv», OvVIag &vag «avepwrnog
Xxwplg onueia avagopdg», AKATATAKTOG.
AKP1BWG OTN XPOV1KI PEON TOU £PYOUL, OTO
8éKato €KTO AEMTO, eKK1lvel kATl oav
BouBr e€€yepon, mou bev Kataypdgetatl

wG TETOola, GaAAA wg aAlayr, iowg Kat
wpipavon. Towg eivatl amelAnTikhg avtn n
petatomnion (MVEUPATLKI KAl YUXOAOY1KN),
1owg kat O6x1 (oto Keipevo tou Empirical
Data 2.6 cuvavtaue MOAANEG (QOPEG TO
«lowg»). Mavtwg, apxidel kdtTi, avoilystat
pla pwypn, olyd olyd otnv apxn Katl Petd
andtopa, Kabwg o «E€vog» apveitat GAAot
va BETOUV «Ta Op1ld KAl TOUG OP1OUOUG,
T1G €VVOoleg KAl T1¢ AE€sig». AUTOG ToOUL
£WG TOTE ATAV «EUMAACTOG/ENACTIKOG/
avo1lxTOg», TMOU E€0TEPYE va xapgoyehdel (Ki
ag pnv nBeAg), yilvetal TwOVTl AUTOG TOUL,
Katd BAaBog, ot AAAo1l —01 Kupiapxoil, o1
EVIAYUEVOLl, AUTO1 TMOU AVNAKOUV, OAOl O1
UTOAO1MO1 ;— @oBouvTatl: yiati dev eivat
oav avtovug, yilati BadiZel paAAov AocKo-
na, ytati Ssv €xel tavtotnta, ylati dev
avnkel oe kapgtia ocuykpotnuévn (kat dapa
eAey&iun) oulhoyilkotnta.

0 ApiBag, oto 8s0TEPO NUICL TOU EpPYOU,
nPo1kiZel tov Alaho «EEvo» pe yAwood,

PE OKEWYN, HE €va €180G Avapxng, amoAv-
TWG amMPOBAEMTNG OTPATNYL1KAG. MaBaivelg
va katalaBaivelg onuaivel pabaivelg va
piAag, onpaivel pabBaivelg va €syehdg —
yilveoatl aB€atog, yiveoal K1 €00 o AvBpw-
Mog Tou TMANBOUG, Katamidveoatl pe TO va
napatnpeig, He TN O£1pd OOU, AUVTOUG TOUL
oe mapatnpovoav, mepvag amd T Jwr, TN
yopvr Zwrj, otov Bio, OTOV TMOA1T1KO Bio.
BeBaiwg, 8&v €xoupe va KAVOUPE pE
¢Bappéva pavigeota Kal Esondacuata Eeme-
pacpgva amd tnv Atyyiwwdn taxvtnta Tou
KO1VWV1KoU/01Kovou1koU yilyveoBatl, amd
TO MEPAOHPA OTO «EV1A10 BEapatiko», OTO
KPATOG TOU OAOKANpwuevou Bedpatog (Nte-
pTop), TO OAEBP1lo 0TAS10 MPOg TO omotio,
nén amdé ta TEAN TOL 2000 alwva, odnyn-
Bnkav OAEG 01 POVAPX1EG KAl 01 AATKEQ
Kuplapx1ieg, Ol TuUPAVVieG KAl ol dnuokpa-



Tleg, TG PATOLOTIKA KAl TA MPOOSEVTKA
kaBeotwta (Aykdumev). Kat o ApiBag to
€¢€pel, to d1laicBavetatl, to egvromilel, TO
Kataypdgel. 01 KAAALTEXVEG Blwvouv TMOAD
€viova To OTl, €bw Kal xpovid, E€XEl OXe-
61aotei/dpopoloynBel pia dAhouv eidoug,
g€loovu, 10WG KAl TMEPLOOOTEPO, AMOTPO-
nata, «TeAikn Avon»: n ekpidwon OAwv

Twv Aawv, OAwv pag, amd tn JwTlkhp oilkia
Toug/pag mou €ivat n yAwooa. Fpdgetl o
Aykapmev: «H olbyxpovn MOA1TKN £ivat
AKP1PWG EKELVO TO KATAOTPOPLKO YAWOOLKO
neipaya mouv €€apBpwWVEL KAl EKKEVWVET,

o€ ONOKANPO TOV MAQVATN, MAPadOoelg Kat
neno1lnoe1g, 18soloyieg katl Bpnokeleg,
TAUTOTNTA KAl KO1vOTNTA».

0 ApiBag Seixvel ot1 B0pa kat BUTNG
gumAgkovtal otnv 16ta &ivn mou Katamivetl
KaBe BeBaitdotnta —O0T1 OAa eival psuotd—
0Tl 0 «E€vog» Ba Bpel TPOMO va mpPoeldo-
noinoet: «H gavtaciwon MANTA TEAEWVEL».
Otav to péAlov eivatl mapdv, otav ot
XWPOXPOV1KEG o0Tabepeg e€apBpwvovtat,
O0Tav TO «eYWw g€lval £€vag AaANog» Tou Pepmnw
£€Xe1l YlVELl YEVIKEULUEVN MPaAypatikoTnIa,
aA\d oav Tpaylkn @apoa, cav anodiapBpwon
TOU €YW, KAl OX1 0av MOlNTIKN WEBEEN/
arnoyeilwon, TOTe emneiyel n €M10TPOYPH TNG
Ta€iapxiag Ippdvoueh Kavt, 8nhadn emneti-
YEL1 N KAtaguyrn oTo AOYOo Kal OTn AOY1KH.
0 ApiBag €gpel va opyavwvel €A\oya,
€vi0TE KAl Tayepd, TO UALKO TOL yla va
P1AAOEL yla mapdloya Kail Kavtd Bgpata.
OAa apxiZouv amd TNV emikailpn mpaypati-
KOTNTA Kal timota dev otapatdel eket.
Koitalw to vEo €pyo tou lMwpyou Apipa
Aeonium. Bpilokopatl pmpootd oe €va
OpyOUEA1KO oLuMav, Omou Avepwrnol pe
OTOAEG @povTilouv pe agooiwon ta QuTd
€vVOG Beppoknmiov. 01 @1yoLPEG ToOUL
K1voUVTal PNXavikd GTOV XWPOo HO1Aadouv

PE EMOTAUOVEG, VOONAEUTEG I UMVOBATEG.
Mou BupicZouv TOUG NBOMO1OUG-HOVTIEAA TOU
Pounép Mmpeodv. Eivail dpaye Cwvtavot

Il VEKPO1l KAl TO BEPUOKAMLIO TO HETATX-
plo peta&l Cwng kat Bavatou; O MmEKeT
Kal1 TO TmapdAoyo BpioKeTdl 0TO KEVTIPO

NG mMpoBAnuATikng Ttou ApiBa. “Ekel

mou eipai, dev E€pw, 6e Ba pdabw moOTE,
pg€ca otn olwwnr 8ev £€pelg, MPEMEL va
ouvexidelg, dev pmopw va ocuvexiow, 6a
ocuvexiow”. 01 AvBpwnol/pnxaveég piAovv
yla €va TPOMPEPO «MPLlV» TMOU TOUG OUVE-
BAlye, @oPBolpevol €va €100V TPOUAKTLKO
«JETA» . Q0TO0O0, ocuvexidouv va Soulglouv
pe MPOONAWON Xwpig MOTE va O0TAPATOLV

T1g 161eG pnxavikeég Kivnoeig. Autol ot
gpoupol Tou mapahoyou dev eival mapad pia
napaBoAr yia to mapadofo tng avepuwmi-
vng ouvenkng. 0 pn&1KEAELBOG O0TOXAOTNG

Emiktntog mnapopoildalel tov avBpwmnivo Bio
pe to maixvidi. Eipacte OAol MATKTEG
€vOg maixvidiol Tou omoiou yvwpilouue
To BA1Bepd TEANOG. Av Katl yvwpicdoupe
o0tl n Cwn «bev eivatl yia mavta», 61-
ayoupe Ttov Bio pag evappovidopevol pe
T1G KOLVWV1KEG EMLTAYEG KA1l OTEPWVTAG
TOUG €aUTOVG pag tnv eleubepia Kat Tnv
anolavon Tou maixvidiol. To €pyo Tou
ApiBa eival pia toxupn umevloption yia To
0Tl aAAAGdovTag TOUuG KAvOveg, TO maixvidt
PMOPEL VA AMOKTAOEL MAAl TNV QAEYOUE-
VN, €Mavactatikr tou &pdon. To Aeonium
glval €va €pyo avoilxto oe MOAANAMAEG Katl
AVT1BET1KEG avayvwoelg. Emitpemnovtag

TNV appionpia, alAd ovtag diavyeég, To
Aeonium mapape€vel €va Ailviypa, i6itov twv
ONUAVTIKWY KAAALTEXVIKWYV EPYWV.
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Don’t look at me oddly no one knows me

Don’t look at me oddly none of you knows me
I did not come here to startle your days

I am not holding the sword

I was wandering for centuries in your crowd
in the streets, in the arteries

I did not come to abolish the law

I'm not holding the sword

I was wandering for centuries in your sound
I did not come as a stranger, I did not come

Michalis Katsaros, Plateau

Eva Stefani is a filmmaker and Associate
Professor at the Department of Communication
and Media Studies, National and Kapodistrian
University of Athens.

George-Icaros Babassakis
is a writer.
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Making visible, highlighting, document-
ing and transforming into an artistic
event the trials and tribulations that
define today'’'s social and existential
condition, our fragmented world, is
already a precious and ultimately
optimistic gesture, even within the
generalized and rapid disruption of
values, habits, behaviors and certain-
ties. I read (yes, read) George Drivas's
oeuvre as a dystopian novel with a
twist, as a single narrative consisting
of autonomous/self-contained narratives
that are joined together (such as in
Roberto Bolafio’'s 2666) and comprising an
organized corpus.

Drivas constantly dwells upon the
“inhospitability of cities”, the intol-
erance towards otherness, the “strange”,
upon the transformation of “crowded
deserts” into unhabitable building-car-
casses, the perturbation of the senses
in a social environment where unimpeded
communication seizes to exist, where
speech disintegrates and resembles
simultaneous ventriloquist grunts, where
reason and emotion are now shattered
former realities.

Drivas's method/strategy has to do with
his capacity for keen observation, his
ability to watch, listen, scent, savor,
touch (all five senses on alert) big-city
intricacies and take short imaginary
journeys from the “here and now” to the
near future, in order to warn us. Play-
ing consistently with the dialectic of
the predictable and the unpredictable,
the familiar and the unfamiliar, the
controllable and the uncontrollable, he
sets himself the task to discover escape
holes and routes in the solid walls

that have been visibly or/and invisibly
raised, according to unspoken plans and
behind-closed-doors agreements, not only
between societies but (dreadfully)
between the individual and his/her
fellow human beings — and, even more
dreadfully, between individuals and
their very own eternally distressed
self. Similarly to his other works, in
Empirical Data 2.0 Drivas makes use of
methods known from the genres of science
fiction and political thriller, blend-
ing them with references to Kafkaesque
themes and scenery (in this case, the
inscriptions on the body, as in The
Penal Colony, the irrationality against
the “stranger”, the office setting),

to the ground-breaking dystopian film

La Jetée (1962) by Chris Marker

(a sequence of motionless images are
projected at the left screen), to signi-
fying silences (similar to Guy Debord’s
cinema and Samuel Beckett's theater).
The “stranger”, who is a doppelganger of
his observer/supervisor (and vice versa,
until they become one) is initially
“unnoticeable, negligible — a consumable
unit”, he is unclassifiable, he is
feared, because, no matter how compliant
he may appear to be, he bears within him
the negative, he is a potential Bartleby,
the scrivener, who at any given moment
could pass to “I prefer not to”, being

a “man without reference”, impossible

to be categorized.

Exactly at the middle of the film, at
the sixteenth minute, something like a
silent insurgence begins, which is not
documented as such, but rather as a
change, perhaps as a maturation. Maybe
this shift is threatening (mentally

and psychologically), maybe not (in the
text of Empirical Data 2.0 “maybe” is
something we often come across). In any
case, something begins, a crack opens,
slowly at first, then rapidly, as the
“stranger” refuses to let others set
“the limits and the definitions, the
concepts and the words”. He, who up to
that moment was “malleable/flexible/
open”, who was willing to smile (even

if he did not want to), now becomes
indeed the one who they —those in power,
the assimilated, those who belong,
everyone else?- actually fear: because
he is not like them, because he is
wandering aimlessly, because he lacks
identity, because he does not belong to
any organized (and hence controllable)
collectivity.

Drivas, on the second half of the work,
equips the voiceless “stranger” with
language, with thought, with an anar-
chic, absolutely unpredictable strategy.
Learning to understand means learning

to speak, it means learning to deceive
— you become unseeable, you become -like
them— a man of the crowd, you in turn
begin to observe those who were observ-
ing you, you pass from zoe, naked life,
to bios, to political life.

0f course, we are not dealing with
time-worn manifestos and bursts rendered
obsolete by the breakneck speed of
social/economic becoming, by the

passing from the “singular spectacle”

to the state of full spectacle (Debord),
the destructive stage towards which,
already from the late-20th century,



all monarchies and republics, tyrannies
and democracies, racist and progressive
regimes were led (Agamben). Drivas knows
this, he senses, detects and documents
it. Artists experience very intensely
that a different type of “final solu-
tion”, equally or perhaps even more hor-
rifying, has been designed and launched
for some years now: the uprooting of

all peoples, all of us, from their/ours
vital home: their/our language. Agamben
writes: “Contemporary politics is this
devastating experimentum linguae that
all over the planet unhinges and empties
traditions and beliefs, ideologies and
religions, identity and community”.
Drivas demonstrates that victim and
perpetrator are entangled in the very
same vortex swallowing every certainty,
that everything is in doubt, that the
stranger will find a way to warn us:
“fantasies ALWAYS come to an end”. When
the future is present, when space-time
constants are disjointed, when Rimbaud’s
“I is an other” becomes a generalized
reality, yet in the form of a tragic
farce, as a deconstruction of the “I”,
not as poetical communion/elevation,
then the return of Immanuel Kant's
Brigade is urgent, that is to say a
resort to reason and logic, is urgent.
Drivas knows how to organize rationally
and occasionally cold-bloodedly his
material, in order to speak for irra-
tional and heated topics. Everything
begins from current reality and nothing
ends there.

I am watching George Drivas’s new work,
Aeonium. I stand before an Orwellian
universe, where human beings in uniforms
are devotedly taking care of plants in a
nursery. The figures moving mechanically
in space seem to be scientists, nursers
or sleepwalkers. They evoke to my mind
Robert Bresson’s “actor-models”. Are
they living or dead and is the nursery
perhaps an in-between space between life
and death? Beckett and the irrational
are at the center of Drivas's consider-
ations. “Where I am I don’'t know, I'1l1l
never know, in the silence you don’t
know, you must go on, I can’'t go on,
I'1ll go on”. The humans/machines speak
of a terrible “before”, an overwhelming
disaster that occurred, while living

in the fear of an equally horrifying
“after”. This does not distract them,
however, from their focused labor, from
their invariable mechanical movements.
These guardians of the irrational are

nothing but a sad parable for the para-
dox of the human condition. The radical
thinker Epictetus compares human life
to a game. We are all players of a game
whose sorrowful end we know. Even if

we know that life “is not forever”,

we conduct our life following social
precepts and depriving ourselves from
the pleasure of the game. Aeonium is a
stark reminder of the fact that

by changing the rules, the game may
acquire again its burning, revolution-
ary character. Aeonium is a work open
to multiple and contradictory readings.
Ambiguous, yet lucid, Aeonium remains
an Enigma, a defining characteristic of
every significant artistic work.




Aeonium, 2020, meviakavain
OUYXPOV1OUEVN TPOROANR, 20,
EYXPWHUO HE X0

EUYEV1KI] MAPAXWENON TOU KAAALTEXVN

EppaviZovtal katd oeipd ol nbomoiol
Mapia XkouAd, Xpnotog MaAdkng,

Péva Kumplwtn, Ogodwpa TZnuou,
Aviwvng Mup1laykog

SUVTENECTEG EpYOU

Yevaplo - IknvoBeoia - Mapaywyn:
Mwpyog Apipag

Ailgvbuvon dwtoypaglag:

OAvpnia MutiAnvatiou, G.S.C.

Movtdl: Xpnotog AkNng

KaAAitexvikn AievBuvon:

rwpyog ApiBag / Een lolon

Hair & Make Up Artist: EA€vn ZaBBidou
Styling: Eipnvn Mayyiva

YKnvoypa@lkn Emipéletla: Avva Idnka
Hxog: Xpnotog MNamnadomnouvAog

>xed1a0pog Hxou: Mwpyog Papavtavng
A’ BonBog Omepatep: BayyEAng Kaoamdakng
B’ BonBog Omepatep / DIT:

NepeAn NtakoZolLdn

HAEKTPOAOYOG: Bavacng Bpwtoog

Unelakn emnefepyaoia Xpwpdtwv: Anunteng
Mavouoldkng / Art Cut Productions
MeEAETN & IXeb61A0POG KATACKELWV
gykataoctaong: Eilpnvn Iamka
Kataokeveg: Anuntpng $1Aomoulog
Nop1ikn ZOpBouvAoG: Zwr) Maupookotn
Etalpetia Mapaywyng:

Skeptik

Aeonium, 2020, five-channel synchronized
projection, 20°’,

color and sound

courtesy of the artist

In order of appearance

Maria Skoula, Christos Malakis,
Rena Kiprioti, Theodora Tzimou,
Antonis Miriagos

Credits

Written, directed and produced by
George Drivas

Director of Photography:

Olympia Mytilinaiou, G.S.C.

Editing: Christos Gakis

Artistic Direction:

George Drivas / Efi Gousi

Hair & Make Up Artist: Eleni Savidou
Styling: Irini Maggina

Set Supervisor / Prop Master: Anna Sapka
Sound: Christos Papadopoulos

Sound Design: George Ramantanis

First Camera Assistant: Vagelis Kasapakis

Second Camera Assistant / DIT:
Nefeli Dakozudi

Gaffer: Thanasis Vrotsos

Color Grading: Dimitris Manusiakis / Art
Cut Productions

Installation & Constructions Design:
Irene Sapka

Constructions: Dimitris Filopoulos
Legal Adviser: Zoi Mavroskoti
Production Company:

Skeptik
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TNV MEVTAKAVAAN OMT1KOUKOUGTLKI EYKa-
Taotaon Aeonium MEVTE €pyalOPEVOl £VOGQ
8epuoknmiov pillovv yla pia anpocdioptl-
0T KATAoTPOPn, €va «QOBEPO YEYOVOG».
Anavtoluv 61a80x1Kd 0e €pwTApATa TOU Sev
ekppaZovtal pntd, €VW TAUTOXPOVA KaA-
Ailepyolv, GANoTe pe Kaptepia, dANote

pe mapaitnon, €va max0EUTO TOu YEVOUGQ
Alwvio. A1Viypatiko KATAANOLMO £€VOG EPEl-
MWUEVOU KOOPOU 1 TO OUUBOAO p1lag VEAG
EMOXNG, TO A1WV10 £PXETAl va EM1BAAEL

TN 81K TOu Xpovikn TAEN. O KAAATTEXVNG
ONUEIWVEL: «X€ €va BEPUOKNATLIO 0 KUKAOG
Zwng otapatd kat €avapxiletl ouvexela.

0 €ep1lwpog Katl n 81apkng petagLTEULON
€VOGQ TaxUEUTOL dnUloupyel €vav aTEAE1W-
TO @avAo KUKAO Cwng Kati Bavdtou. Ta 5
npoowna mpoonadolv va KataldBouv auto
nmou Toug ouveRn. MpoomaBolv va vnap&ouvv
€ava. MNpoomnaBolv va s€nynoouv to aveén-
ynto». To Aeonium MEPLYPAPEL pid PETEWPN
ouvenkn petagl kivnong kKat akivnoiag,
AOyou Kal olwnnig, ¢BopAg KAl avaygvvn-
ong, Hataiwong Kai mMPOcpovng, povotoviag
katl mapaAlayng. Ameikovidel €vav KOopo
EPUNTIKA KAE10TO OT1G SEWTEPLKEG
ouvBnKeg, aAANd Katl Siagavo, sLBpavoTO
otnv aillayn.

— Avva-Mapia Kavta (AK)

In the five-channel installation
Aeonium, five plant-nursery employees
speak about a mysterious disaster, a
“terrible event”. They respond succes-
sively to unuttered questions, while
cultivating a plant of the genus Aeonium,
sometimes with patience and at other
times with resignation. The plant, an
enigmatic remnant of an abandoned world
or the symbol of a new era, imposes its
own temporal regime. The artist notes:
“In a plant nursery, the circle of life
continuously ends and begins again.
Uprooting and constantly transplanting

a succulent creates an endless vicious
circle of life and death. 5 persons are
trying to understand what was that which
happened to them. They try to exist
again. They try to explain the unex-
plainable”. Aeonium evokes a suspended
condition between movement and stasis,
speech and silence, deterioration and
regeneration, discontent and anticipa-
tion, monotony and variation. It depicts
a world hermetically closed and protect-
ed from external conditions, yet trans-
parent and susceptible to change.

— Anna-Maria Kanta (AK)



'

e Lo

e




Y

g,

t.




Empirical Data 2.6, 2019, &1kdvaAn
OLUYXPOV1OPEVN TPOBOAR, 30°,
aompoOPauPo UE NXO

SUVTEAECTEG £pPYOU

NMpwtaywviotng: AaBid MaAtele

Yevadplo - YknvoBeoia - Mapaywyn:
Mwpyog Apipag

AilevBuvon odwtoypagpiag: Claudio Bolivar
G.S.C., XmUpog MNaywvng

Yxebd1aopog Napaywyng: HAlag Asdakng
Movtdl: Xpriotog lakng

EvbupatoAoyog: Ayng Mavayiwtou

Hair & Make Up Artist: EAévn ZaBBidou
Hxog: Xpnotog MamadomouvAog

Yxed1aopog Hxou: Imupog ApaBooitdg
BonBog oknvoBetn: ITtEANA XaplTOMOUAOU
BonBog omepatep: ANEENG Oikovopidng,
rtavvng Koupetng

Sknvoypagikn Emipglera: Bipr Xapidtn
HAektpoAoyotl: lwpyog Xatlnuntpog,
Xprnotog Mooxog

Atavoun B’ poAwv: BloAeta EvotaBiou
Epsuva xwpwv: Kwvotaviivog
AvaoTacomoulog

Fpagika: BayyeAng Nteleg

Texvikn emipggleta: Anunteng Kataliakog
Nopikn ZOpBouAoG: Zwry MaupooKoTn
Etailpeia Napaywyng:

Skeptik

Empirical Data 2.6, 2019, two-channel
synchronized projection, 307,
black and white, stereo sound

Credits

Performed by: David Malteze

Written, directed and produced by

George Drivas

Director of Photography: Claudio Bolivar
G.S.C., Spiros Pagonis

Production Designer: Elias Ledakis
Editing: Christos Gakis

Costumes: Agis Panagiotou

Hair & Make Up Artist: Eleni Savidou
Sound: Christos Papadopoulos

Sound Design: Spiros Aravositas
Assistant director: Stella Charitopoulou
Assistant operator: Alexis Ikonomidis,
Giannis Kouretis

Set Supervisor: Vivi Hariati

Gaffers: Giorgos Chatzimitros,

Christos Moschos

Additional Casting: Violeta Efstathiou
Location Scouting:

Konstantinos Anastasopoulos

Graphics: Vagelis Dezes

Technical Supervisor: Dimitris Kataliakos
Legal Adviser: Zoi Mavroskoti

Production Company:

Skeptik
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H &1kdvaAn sykatdotaon pe TitAo
Empirical Data 2.0 amoteAel Tn OLVEXEld
™ng Bilvteosykatdotaong Empirical Data,
napaywyng tou 2009. 01 800 ekSOXEG TOL
€pyov mapatibevral n pia &imha otnv
AGAAn, kKat mpoBdAAovtal tavtéxpova. To
Empirical Data eskkivel amd tnv spneipia
Tou lewpylavig kKataywyng nbomoilol Aapid
MaAtéde: tnVv mopeia Tou amd TNV avwvupia
otnv kata€iwon. Mpaypatevstal, OMWG
YPAPEL 0 KANALTEXVNG, «Tn OXE0N KAMO10UL
e &va mepi1BAallov mou e€ivatl dayvwoto

Kal unmo pila €vvola ouxva exBp1ko». TNV
apx1kn k80X OTO APLOTEPO PEPOG TNG
npoBoAng o MaAtele pag mapouvoildlstal oav
£€Vag Xapaktipag Tou BwBol Kivnuatoypagou
va mepldiaBaivel Xxwpoug avoikeiloug.

Evag anpood10p10Tog mapatnpenTng

TOoV akolouBel, TOV emitnpel, TOV
afloloyel, evOeEXOPEVWG TOV amoppimtet.
01 K1VAOELG TOU Kataypagovial He
anooMaoUAT1lKO TPOTO, Ol OKEYELG TOU
TMAPAPEVOUYV AYVWOTEG. XTo 68€10 pEpPog,
napakoAovBoupe tov MaAtels S€ka xpovia
PMETA. Zav mapatnenIng TOU TPONYOUUEVOUL
£aUTOV TOU O NBOMO10G AVATPEXEL OTA
oTlyplétuna tng <wng Tou, otn Jwr Tou

WG «GAAou» pgoa oTnv Kolvwvia. Itov
paKPL TOU POVOAOYO QKOUUE TN GCUVEXN TOU
ouvailolnuatikg maAivépounon avapysoa

oTo MapseABov kat oto pEAAov. Mpog To
TENOG TOUL POVOAOYOU TOUL O RPwag, oav
ayyYEA1000pOG KAKWY HAVTATWY, QVAKOLVWVETL
N paAAov aneilei nmwg 6a AVAKO1VWOEL

TNV KATAPPEULCN TOU KOOHOU, OTOV OMO10
patatla mpoomdadnos va avnkel. TeA1kd

OuwG avaBailAetl em’ adploTov T1g
P1Z00TMACTIKEG, OUTOMIKEG SUVATOTNTEG TMOUL
OULVTPOYELOUV TNV KATACTPOYLKN ¢Qaviacid.
Towg 0 poOAOG Mou Tou appolel, va eivat
anAwg autog tou Stackedaotn. «Iowg
TEA1KA va pnv B8€Aw va mw timota», Agel
eni oknvng.

- AK

The two-channel installation titled
Empirical Data 2.6 is the sequel to the
video installation Empirical Data, that
was produced in 2009. The two versions of
the work are displayed next to each other
and projected simultaneously. Empirical
Data begins with the personal experience
of the actor of Georgian origin David
Malteze: his trajectory from anonymity
to accomplishment. As the artist writes,
“it deals with someone’s relationship
with an environment that is ‘alien’

and often hostile in a sense”. In the
initial version presented on the left
part of the projection, Malteze presents
himself as a character out of the world
of a silent film, navigating through
unfamiliar spaces. An unidentified
observer is following, supervising and
assessing him, perhaps he is rejecting
him. His movements are recorded in a
fragmentary way, his thoughts remain
unknown. On the right part of the screen
we watch Malteze ten years later. Like an
observer of his previous self, the actor
looks back on snapshots of his life, his
life as an “other” within society. In
his long monologue we hear his constant
emotional fluctuation between the past
and the future. Towards the monologue’s
end, Malteze, like a harbinger of woe,
announces or rather threatens that he
will announce the collapse of the world,
in which he vainly attempted to belong.
In the end he postpones indefinitely

the radical, utopian possibilities
accompanying the catastrophic
imagination. Perhaps his proper role is
that of the entertainer. “In the end
perhaps there is nothing I want to say”,
he proclaims onstage.

- AK
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Kaizo, 2020, moAukdvaAn TPOBOAN £1KOVWV
Kal Kelpevou, 3', €yxpwpo xwpig nxo
EUYEV1KI TAPAXWPENON TOU KAANLTEXVN

SUVTEANECTEG £pPYOU

Yevadplo - YknvoBeoia - Mapaywyn:
Mwpyog Apipag

Ailevbuvon dwtoypaglag:
OAvpnia MutiAnvaiou, G.S.C.
MovtdZ: Mapia Kouvapn

A’ BonBo6g Omepatep:
Bayy€Ang Kaoamdkng

B’ BonBog Onepatép /

DIT: NegeAn NtakoZoldén
Etatlpeia Napaywyng:

Skeptik
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Kaizo, 20620, multi-channel image and
text projection, 3', color, no sound
courtesy of the artist

Credits

Written, directed and produced by
George Drivas

Director of Photography: Olympia
Mytilinaiou, G.S.C.

Editing: Maria Kounavi

First Camera Assistant:

Vagelis Kasapakis

Second Camera Assistant /

DIT: Nefeli Dakozudi

Production Company:

Skeptik
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H moAukavaAn Bivteoeykatdotaon Kaizo

paG HETAQEPEL OTOUG AAYOPLBULIKOUG TOMOUG
TNG £1KOV1KNG Tpaypatikotntag. 0 titAog
TOU €PYOU AVAPEPETAL OTA XAKAPLOMEVA
Blvteonaixvidia uvynAng duokoAiag kat
TMAPATEUTEL OT1G OTPATNY1IKEG €L0BOANG

0E UTMOAOY10T1KA ovoTApatd. 0 KAAATTEXVNG
dnuilovpyei €dw €va aAAnyopiko mep1BAA-
Aov, mpoogepovTag €va oUVBETO OXOA10
navw ota opla Tng avlpwnivng Spdong.

01 @avtaoTlkol TOU XAPAKTAPEG eivatl dvo
MAiXTEG MOU MEPLNYOLVTAl TOUG E1KOV1-
KOUG XWPoug £vOG Bivteomaixvidiol kaizo.
Exouv va avtipgetwnicouv avumepBANTEG
SUOKOA1eg Katl sumodia, Kabwg To Blvieo-
naixvidl pipeitatl tnv popen Kat dopn Twv
QUTLIKWV 0PYaVv1opWY, OMwG LMOSNAWVOULV 01
£1KOVEG Tou g€pyou. Eivatl &va avtoppub-
p1Zopevo oboTNUA TMOU auvToemidiopBwvetatl
Kal petaoxnuatidetal KABe @opd Tou avTi-
AapBavetatl pia sEWTEPTKN AmMetlAn.

01 adpatol ot epdg maixteg, @aivetrat

Va UMaKoUV OE €va AyVWoTO «OEVAP10» TOU
Mapovo1adeTal PE TN HOPYPI AMOCTIACHATLKWY
PPACEWV : «ITOX0G £ival kati mou dev Eg-
pPOUV KOl TPEMEL VA avakaAvyouv. Xdvovtat
peoa oto €€umvo mepl1BdAlov mou aAAdalel
OUVEXE1A €VW PEVEL MAVTIA TO 1810».

- AK

The multi-channel video installation
Kaizo transports us to the algorithmic
spaces of virtual reality. The title of
the work refers to hacked video-games of
high difficulty and alludes to invasion
strategies against computing systems.
The artist creates here an allegorical
environment, offering a complex com-
ment on the limits of human action.

His fictional characters are two play-
ers traversing the virtual spaces of a
kaizo video-game. They have to confront
insurmountable difficulties and obsta-
cles with the video-game replicating

the form and structure of vegetative
organisms, as the images of the work
suggest. It is a self-regulating system
that repairs and transforms itself every
time it perceives an outer threat. The
invisible players seem to follow an ob-
scure “script” that appears in the form
of fragmentary phrases: “Their aim is
something they do not know and must dis-
cover. They are getting lost in a smart
environment that constantly changes
while always remaining the same”.

- AK
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EKOEXH

annexM Kevipo E1kaoTikwv TeEXvVWV
Opyaviopog Meydpou Mouoilkng ABnvwv (OMMA)

KaAAitexvikn AievBuvon annexM
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Avva-Mapia Kavta

Napaywyn
Skeptik
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Makng %dpog

FPap1loT1KOG 0Xed1a0POG
Typical Organization for Standarts and Order

Metdgpaon kelpevwv @uAAadiov €kBeong
Kwotag Kwvotavtivou

Napaywyrn — Ektunwon @uAAadiouv €kBeong
Kana Ekdotikn

dwtoypagieqg €kbBeong
Mapia MavpomoUAou

Me TNV 01KOVOU1KN uMooTAPlEn TOUu
Yrnoupyeiov MoAitiopol kat ABAnTiopolL

With the financial support of the
Ministry of Culture and Sports
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Emipgleta
Avva-Mapia Kavta

Keipeva

Fwpyog Apipag, Aioviong KapBabag,
Avva-Mapia Kavta, Avva Kageton,
Muwpyog-TIkapog Mnapnacdkng, EGa Ztegavi
Metdgpaon (eAANV1KA — ayyAika)

Kwotag Kwvotaviivou

FPa@loT1KOG 0Xed1aopog
Typical Organization for Standarts and Order

Napaywyn — Ektumwon
KAMNYAH A.E.B.E.

0 katdhoyoG ekdOOBNKE pPE TNV €ukailpia TNg €k-

B8eong Mwpyog Apipag, Aopeg cuvailoBnudtwv TOUL
npaygatonoinbnke otov Knmo tou Meydpou Mouot-
KNG ABnvwv amd tig 23 IouAiou 2020 €wg T1g 20
SentepBpiov 2020.
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0 kaAAitexvng Mwpyog Apipag suxapilotel Beppa

To Ynoupyeio MoAiltiopol Kat ABAnTicpoU,

wn Fevikn Mpappateia Z0yxpovou MoAitiopoy,
™ Fevikn AiebBuvon ZUyxpovou [MoAltTicpou,
N AlebBuvon E1KaoT1Kwv, APX1TEKTOVKAG,
dwtoypagpiag & Mouvoeiwv ZUyxpovou MOALlTLOHOL

To Méyapo Mouo1ikng ABnvwv

To annex M kai 1diaitepa tnv AileguBlvtpla,
K. Avva Kageton

Tnv Polyeco Contemporary Art Initiative

kal 16iaitepa tov Idputn kat AieuvBuvTn,

K. ABavacio MoAuxpovOomoulo Kati Tnv
KaAAitexvikn AieuvBlvipia, K. Kika Kupiakdakou

To Aoy1l0T1kO ypageio Maupookotn Kat
16taitepa toug K.K. Mavayiwtn kat
Alovion Maupookotn

Tnv etaipia MouAnuévog/Kaktol &
Maxvgnta kat 16itaitepa T1Gg K.K. Mapia
kat OAya MouAnuevou

Kabwg katl toug

Opgotn Avépeadakn,

Adgvn BitdAn,

Mapia MavpomoUAou,

devia KooooBitoa,
SeBactiava AvayvwotomoUAou,
Stépavo To1Bomoulo,

Ayn Navayiwtou,

Zwn MavpookoTn
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annex M and especially the Director
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Polyeco Contemporary Art Initiative and
especially the Founder and Director

Mr. Athanasios Polychronopoulos and

the Artistic Director, Ms. Kika Kyriakakou

The Accounting Office Mavroskotis and especially
Mr. Panagiotis Mavroskotis and
Mr. Dionisis Mavroskotis

Poulimenos Cacti & Succulents Company and
especially Ms. Maria Poulimenou and
Ms. Olga Poulimenou

As well as

Orestis Andreadakis,

Daphne Vitali,

Maria Mavropoulou,

Fenia Cossovitsa,
Sevastiana Anagnostopoulou,
Stefanos Tsivopoulos,

Agis Panagiotou,

Zoi Mavroskoti
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