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[1600 e@ikTh €ival pia avamnapdotacn;

[1600 ta VIOAEIPYATA TOV TIPAYUATIKOD, O1 APNYAOEIS KAl Td 10TOPIKA
Tekpnpia emnpeddovv th S1axeipioh TNG PVAUNG;

Ormoleg k1 av eivat o1 anavinoeis, 24 karAitéxves SnpiovpyodV ple TOAUN,
e1AIkpivela kai eAevBepia tn S1adpopn 1mov Ba oSnynoel 0" avreg.

Me e1koveg, aviikeipeva, odpfola kai anoomdopara apnynoewy,

n ékbeon «Avapopd/Avarnapdotaon», e th OLUUETOXN T Zone D,
npayyateveral onpavikés avBpwmves aieg, aieg mov xapaktngifovv
t S1adpoun tov Chivas.

Me v nemoifnon mwg ka1 avti n xopnyia Oa yivel pia agopun va
TIPOCEyyioov}lE TV 0vOIa TwV TIPayudiwv, Jia evkaipia va épBovpe
o Kovtd o€ 6oa Sivovv aAnfivé vonpa otn {wn.

Can there be a true representation?

Do narratives, historical evidence and the residues of the “real”
influence the management of memory?

Whichever the answers are, 24 artists attempt to create a trail that will
lead to them, in a spirit of boldness, honesty and freedom.

With the participation of Zone D, the exhibition «Reference/
Representation» uses images, objects, symbols and narration fragments
in order to reflect on significant human values. Values that also define
the course of Chivas.

With the hope that this sponsorship will become a reason to reach
the true essence of things and a chance to get closer to all that really
matters in life.
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Evxapiotodye to Efpaixé Movoegio Osooarovikng, tov Evdyyelo XekipoyAov kat tny
Epika Iepaxid yia tnv e§aipetikn ovvepyaoia. Emiong, tov ITIpéedpo Aavid LaAtié
Kkat to Kowvotiké XopPovAio tng Iopaniitikng Kotvorntag ©sooalovikng.

Evxapiotodye Oeppd tnv Pernod Ricard kai to Chivas yia thv evyevikin vmootnpién.

Ia tov 8aveloyo twv €gywv eDXAPI0TODYE TOLG:

Makxeboviko Movoeio Xoyxpovng Téxvng, ITavieAn Apartivn (AA Gallery), EXAn
Kavdra (Elika Gallery), EAévn Kopwvaiov (Eleni Koroneou Gallery), BaciAn Ntovma
(The Apartment Gallery), Aalapo N. Xidko ka1 Els Hanappe (Siakos.Hanappe House
of Art), IXedva Tobvia (Ileana Tounta Contemporary Art Center).

Evxapiotieg:

I16rn AAe€iov, Xpiotiva Aloyoyidvvn, Evtvxia Avén, Eipnvn Takovudkn, Xdpn
TovAio, TAvkepia Aedéoyrov, Tpnyopn Evotabidadn, Xrpdto Karapdtn, Bayyéin
Aodin, Mapia Meppnykn, Baoidn Mapayxd, MixdAn ITamrapobvn, Awpa ITpaoivov,
Xapd PofvBn, LravpovAa Xarovton, Anpntpa Lovkapd, Xapion Toiobpa, Xpvoa
ToovvtaAn, Sue Palmer.

We would like to thank the Jewish Museum of Thessaloniki, Evangelos Chekimoglou
and Erika Perachia for their excellent collaboration. Also, the President David
Saltiel and the Community Board of the Thessaloniki Jewish Community.

We would warmly like to thank Pernod Ricard and Chivas for their kind
sponsorship.

Thanks also go to:

Poppy Alexiou, Christina Alogogianni, Eftichia Avdi, Glykeria Dedeoglou, Grigoris
Efstathiadis, Irini Giakoumaki, Charris Goulios, Stratos Kalafatis, Vangelis Louzis,
Vassilis Marangos, Maria Mermigki, Sue Palmer, Michalis Paparounis, Dora
Prasinou, Chara Rovithi, Roula Saloutsi, Demetra Soukara, Charisis Tsiouras,
Chryssa Tsountali.

We would like to thank the lenders of works:

The Macedonian Museum of Contemporary Art Pantelis Arapinis (AD Gallery),
Vassilis Doupas (The Apartment Gallery), Elli Kanata (Elika Gallery), Eleni
Koroneou ((Eleni Koroneou Gallery), Lazarus N. Siakos & Els Hanappe (Siakos.
Hanappe House of Art), Ileana Tounta (Ileana Tounta Contemporary Art Center).
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ANAQOPA / ANAITIAPAYTAYH

KOXTAL XPIZTONOYAOX

O1 OUYXPOVEG EIKOVEG €XOUV AIOAEOEL THV aAvaPopd
toug. H anmleia mg Opnokeutiking avapopdg otn ve-
Otepn KAMITEXVIKNA IIPAKTIKN EMEPEPE TOV IPOoPAnpa-
11016 yla o {Athpa TG Kataymyng twv €IKOVwV Kal
yia t Suvardmid Toug va avaoUyKpoTNoouv Kal va
IapacTNooUV TOV KOO0 ¢ 0AGTNTA, AUTAV IOU TIPO-
nyoupévmg eyyuotav n Oeikn npootayn. [Ipdypartt, n
éxvn aduvatei A0V va €MAVAOUOTAOEL TOV KOOHO
WG Ohov. O1 VEWTEPIKEG KAAMTEXVIKEG TIPOCEYYIOEIG
Mg PUoNg, TV avlpOIwV Kal WV MPaypdtwv &v
yével odnynoav om SieUpuvon p1ag avtiAnyng 1mou
0¢)e1 ta mpdypata, Tov KOOPO Kal TI AvVarIapaotdoelg
TOU KATAKEPPATIOPEVEG KAl ATIEVIOMIOHPEVEG.

Tnv id1a otypn, n pipnukn Aeitoupyia g €1Ko6-
vag Seixvel va xdvel m onpaoia tng yia my éxvn. H
1aTPIKA KAl N OTPATIWTIKA TeXvoloyia, mapadeiyparog
XAap1v, €XOUV KataQépel va MIPOCOHOI®MO0UV OIMTIKA
TO €KAOTOTE TIPOG PEAETN AVTIKEIPNEVO TOUG PE PeydAn
amnelkoviotikn axpipela. Katd kdmolo tpérmo, 1o md-
Via QI1AGEEVO OTOUG KAMMTEXVEG KPATOg TnG Pipnong
€xel KataknOei amd my emotpn Kal my 1atpikn n
TN OTPATIWTIKNA TeEXVoAoyia. H ormukn auth mpooopoi-
WON KAl N aI€1KoVIoTIKA akpifela e§dOnoav t1g kai-
MTEXVIKEG AvaTIapaoctdoelg o€ véeg ava{ntnoeig.

Ye 81apopoug moATIopoUs, 6TIwG 0 efpairdg, To
ghtnpa g avarapdotaong em@uidooel éva Siapo-
petik6 KaBeot®( yia 1§ e1k6veg. H aduvatdtnta mg
avanapdotaong ou OeoU em@épel v appifolia
yld mv Ipaypatikn onpacia toug. Avamnapiotovy Kal
TEKPNPIOVOUV auto Tou eival dpeca avudnmd kai
oparo, 6,11 éniadn ouviotd tov epmelpIKO KOOUO.
‘E101, Xwpi¢ 0 KOOPOG va €Xel AIMOAEOEL OPIOTIKA TN
Oeikn avapopd tou, 01 avamapactdoelg Tou mep1opi-
{ovtai otnv amneikovion toU UMAapKroU N Tou kadnpie-
p1voU" pe dda Aoyla, £vOg Tpaypatikod mou €ival ek
TWV IPAYRAT®WV AIOOCIACPATIKG.

Auto 10 «mpaypatiké» eival mou diexdikel tnv
Umap&n Tou 0Toug XMPOUG eVOG Pouoeiou. Tekpnpim
VEtal, wot0oo, péoa amno €1KOVEG, Kefpeva ka1 aviikei-
peva. Ola autd S1aomeipovral kai avadlopyavmvovtal
OTOV XWPO, €101 WOTE Va IPOOPEPOUV APNYNOELG KAl
amodeielg piag mapouvoiag n piag anmieiag. Ta exk-
O¢épata tou pouvoeiou mapouvoidlovial oav Opavopata
mou 81exd1koUV v Unapfn toug wg pikpd Seiypata
UITOKATAOTAONG TNG OAOTIKAG KAl OUVOAKNAG O€ikng
avagopdg. O, 1 dndadn emixelpovv Kai ta €pya mg
oUyXpovng TEXvng ot S14popeg HOPPES TOUG: WG
npoidvia tng eAdx10tng xelpovopiag, mg {wypapixi
avanapaymyng «€tolpwv» €IKOVOV HE S1a(pOpPETIKES
ouvONlmoeig, evO§ AMOOTIAoPATIKOU apxeiou, piag
HIKPOOUAMOYNG TOU €AAXIOTOU, WG AIOTEAEOHATA Ol-
reloroinong Sedopévmv, MpwtoAelwV enepPdoewy,

XEIPOTEXVIAG KAl PNXAVIKAG AVAIAPAYwYNG, UTIOKA-
1dotaong ¢ mMPOCeUXng, avadieubetnoelg TeEXVNTHY
EIKOVWV KAl AXWV.

O,u €6 S1axuPevetal apopd tn Siaxeipion tng
pvapng. O olyxpovog ToMTIopOg ouvdéetal akpi-
Bdg pe mv 1kavomnta diaxeipiong Kai emipédelag
KdBe doyng Sedopévmv, kabwg kar mg duvardtntag
avaxatetBuvong toug. Mvnpieg, €1KOVES, aviKeipeva
g mapddoong, €pya TG TEXVNG, UMOAeippata tou
mpaypatkou, oupfoda, amoomdopara a@nynoewv
Kal 10T0pIKd TeKpnpla avadlopyavmvovial Pe TpoIo
1kavo va avabéoel oto emikeVIPo TO AVACTOXAOTIKO
EPWTNHA TG KATAVONONG TV GUYXPOVWYV HOAITIOHI-
KOV €MiSIKWV KAl VA Ta TOTOOETNOEL TNV TIPOOIITIKNA
¢ avadiampaypdrevong tou {nnpatog g duvaro-
rag 1 mg aduvapiag avarnapdotaong toug.

Ta épya mg €éxbeong, Omwg Kai ta Keipeva ta
0TI0ia ™V OUPIANP®OVOUV KAl TV ouvodelouv o€
toUTo 10 P1PAio, eival emAeypéva kal ypappéva avti-
oT01Xa pe oKomod v avadei§n tng moikidiag kai mg
moAuonyiag mou S1€Tel TOV 0TOXACHO avapopikd He
10 {MTNpa TV avamapaotdoewv. AgV OUYKPOTOUV
éva corpus tétolo mmou g1rodofei va odnynoel oe pia
TeAIKN —evOexopévmg KaONAWTIKN- avayvwon tou n
otn Siatvniwon piag mpdtaong 1KAvVNG va To TMePIXa-
pakwoel oe évav mbavd opiopd. Avribeta, emixel-
poUVv va xatadei§ouv nwg 6, 11 doyiletal o€ oxéon e
v unobeon ng avamapdotaong Kai ty emrinon
KArolag avapopds oQeilel va mapapével avolkro.
Akdpa mep1000TEPO, KAl OUPPWVA HE TI§ —€0Tw afl-
wpatkég- Oéoeig mou SiatunwOnkav napandvw, av
katu AavOaver edw auto eival n 18éa nwg n mapaywyn
€vOg oUVETOUg AGoyou Tou Ba Katovopdadel emMaprms
évav KGopo oty oAdTNTd T0U Kpivetal advvarn.

‘Eto1, autd mou Oélel va pwrtioel pia opadikn €x-
Beon Kal évag ouMOYIKOG TOOG HE AVIIKEIPNEVO TIG
avarnapaotdoelg Kal T Gpavépwon twv eKAoTote ava-
(POpwWV TOUG €ival ekeiva Ta pRypara otov X@po Kal o1
Topég otov Xpdvo, mou kabiotavial miéov Kupiapxa.
[Tpoxeltal yia pia akopa anoImelpa HePIKNG e1avacu-
YKROAANONG £VOG TOTOU, 0UTWE N dA®G Katakepparti-
OMEVOU O€ KAAMTEXVIKEG KAl N €1KOVEG, S1dommaptes
OTOV XPOVO UIIOKEIPEVIKEG APNYNOEIS KAl AIIOOTIA-
opéva amd 1o olkeio mePIPANAOV TOUG AVUKEeipeva.
Qot600, ta onpeia ekeiva ng dopwong, g yeitvia-
ong, al\d ka1 m¢ avumnapddeong f g oUYKPOUONS
petadu twv diagopetikdv Bpavopdiwy tou mpaypad-
TIKOU, OTIwG autd avamapiotavial ota ekfépata evog
pouoeiou, ota épya €xvng Kai ota keipeva, dev eivai
timota A1yotepo amnd pwypég péoa amd tig omoieg emi-
tpénetal n S1édevon piag véag duvardintag, n arme-
AeuBépwon amo pia maiid npootayn.




ANAOOPA / ANATIAPALTALH

H EIKONA TOY ANYIIAPKTOY.
WHAA®OHTH IIEPIHTHYH

AHMHTPHI AHMHTPIAAHX

Zntnoa évav Og6 Tov va pob potdel 600 eivar Svvatov.
Tt va tov kdve tov B€d Tov h Bedthntd tov ovviotaral oto
va kdvel 60oKoAa Tpdypata mov Sev Ta Karapépvw N va
Aéel €§vnva mpdypara mov Sev ta evvow; O Oedg Tov {htw
Kat 1ov oKoTeDw V' armoKTnow TIPETIEL va eival Kdrmoiog
IOV Va Tov avayvapi{@w HOVop1dS Xwpi§ va Tepijéva va
6w 11 Oa me1 n 11 Oa kdvel. Aev Tpénel va €xel timote pa
TiTote 10 LITEPPOAIKO. Le TTAPaKAAD, PEQ’ TOV AUEOWS.
BapéOnka va mepipéva.

. X. QnreN, Hpabng

H avanapdotaon, 6nwg 1o Aéel n Aé€n, eival ena-
vdinyn: kau mou €xe1 oupPei, oupPaiver §avd. kdn
mou €xe1 Ndn ep@aviotel, emaveppaviletal. LUVeEn®g,
ekeivo mou §avaoupPaivel n emavepavietal eivai
kAt mou nén vndpxel. H avamapdotaon €xel va kda-
Vel € KATl UMIApKTO, KATl IOV, aKOPN K1 aVv €r1avep-
pavifetal pe aAAn popen amd ekeivn pe v omoia
€ixe mponyoupévwg epgaviotei, mpovmnortiOetal pop-
(onoinpévo Katd KArolov Iporo, avayvwplopévo o€
kdmola popen. BéBaia, n avamapdotaon Sev efa-
videital og autd: avamapdotaon SUvartal n evoéxeral
va eival ka1 n eppdvion kdmolou mpdyparog mou n
i81a n avamapdotaon to peavidel yia mpwm Gopa:
oty nepimwon autn €xoupe tn d1adikaocia g moin-
TIKNG Ka1 §papatiking €xvng, o1 OIoieg PEPVOUV oTnv
em@dvela mg oedidag N oy mePIOXN TG OKNVNG
KATAOTAOELG KUPLOAEKTIKA MIPWTOPAVEIG, £0TW K1 AV
n mpoéleuon toug Sev gival pia pndevikn Pdon, alrd
axp1Pd§ KAt IOV EMITPENIEL TNV €MAVERPAVION — Td
nmapadeiyparta gival moddd.

T1 Oa onpaive n €k IPOOIPIOU araydpevon g
avarapdotaong; T1 pmopei va eival auté mou odn-
YNoe 0€ autiy kal mou KatéAne o€ pia amoxAelotikn
Kkal kaBopiotikn 1816tnta €keivou mou n eP@avion
g €1KOVAG TOU arayopevetal, kal pdiiota pe oofa-
PEG EMITTIMOELG, AKONN Kal Pe v mo1vi tou Bavdrtou;
TTo1og prmopei va eival o Adyog 1mou Sev emitpémnel v
eppavion g e1kévag; Iati va Siatedei vnod Siwypd
n ameikdvion, ka1 pdiiota 6x1 pévov Tou oro1oudn-
TIOTE UTIOKEIPEVOU KAl AVIIKEIPEVOU, aldd Tou UIo-
KEIPEVOU/AVTIKEIPEVOU TIOU €ival o Ogdg; IIpoxeital
yia emdinén mpootaciag; Ta emideién oefaopov;
lNa éxppaon 8éoug; 'H pnnwg amog xal povo yia
aduvapia va amodobei kdmoia popen oto avapepod-

* O Anpntpng Anpntpidéng eival ovyypagéag.
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pevo; H yia mpéOeon améiutou §1axmp1opou Tou pn
avamnapaotdoipou amod 10 avOpaIIvo mPOoWIIo Kal,
Kkat enékraon, and mv avlpwmivn didotaon; Mn-
nw¢ mpokeltal yia diamiotwon 1o adiavontou, 10U
aouAANIToy, 10U mépav amod Kdbe eQiKIN pop@omoi-
non; 'H eviéel yia kdtl dA\o, yia KAt mou, polovotl
amnokunpa tou avhpwmivou vou, o i810¢ autdg voug
Sev eival oe B¢on va 1o «8€l», va o eppavioel, va to
petatpéPel oe e1k6va; Kal pAmnwg to €xel, akpipwg,
oUMGBel wg pn mapaotdoipo; Q¢ 10 £§OXWG avel-
KOVIKO;

Ymyv nepimwon Opwg auvti tibetar dAo éva
€pWINNA ITOU apopd TNV MEPIOXN TOU UMIAPKTOU, OX1
HOVO TNV TIEPIOXN EKEIVOU TTOU UTIAPXEL, AANG Kal Ty
mep1oxn ekefvou mou duvatal va umdpel éotw K1 av
dev umdpxel akéun. Aidtu, elkdva Kal avarnapdoraon
efval tpomol petapopdg amod 1o pn ePPaveég Kai to pn
UIIAPXOV OTO EPPAVEG Kal oto umdpxov. Me mv €1~
KkOVa kai v avarapdotaon miotornoleital n vmap§n
ekeivou mou amneiroviletal ka1 avanapiotatal. Eikéva
Kal avamapdotaon eival motonointkd yevwnoews,
Sndadn €10660u omv vmapén, opOarpopavolg ep-
@dviong, emkupwpévng éviaéng oto gaiveoBbai, oto
opaoBai, oto Beabnvai.

To epodtnpa Ao1moév mou, petaly MoV Awv
apepPepwv, tibetal eivai: autd mou amayopevetal
Va ameikoviotel N va avarapaotadel, PATwS amimg
Ka1 pévo dev umdpxel, Kal, oty MePIMTWon avti, n
arayopeuon dAlo dev kavel amd 10 va OUYKAAUIITEL
mv avunap§ia tou, aldd ouyxpovwe Kal va v enl-
BeBaidvel, va v kabiotd oxeddv autanddeikin xai
pn petaoxnpati{opevn, ampoo@opn otn Heranoinon,
otn petagopd tng amd €va €idog oe éva airo, omod-
Te €pXeral twpa wg andvinon oto epwinpa avtd pia
dMn €pwtnon: n pn avarapdotaon, €ite €ival arma-
yopeuon eite eival aduvardtnta, €0tw K1 AV €K TIPO-
olpiou o oudlAn@Beic Oedg eival anmpoéowIog Kal pn
emOEKTIKOG 0¢ 01M01adNTIOTE AMEIKOVION TIPOCWIIOU,
PAI®G autd TO PN avamapaotdolpo, Aoimdv, onpai-
vel Ot1 1o mepi 00 0 AGYOG UTIOKEIPEVO/aVTIKei|EVO,
0 Ogedg, eival ek mPOOIPiou Kal €§ AVIIKEIPEVOU avU-
ndéotato, pia vonukn Kai povn Karaokeun, Xwpig xa-
pia epmpdypatn vidéotaon, éva kabapd emvonpa, to
0T10i0 OPWG HE TV MAVIEAN AIIoUsia Popeng tou n
Hop@omoinong tou SnAmvel, 6x1 1o id10 addd o ava-
PepoOpEVOg oe auto, 6t Sev Siabétel kapia Suvard-
mra 1 1816mta mpdoPaong otnv vAikdnta - KGO
e1kdva ka1 kae avanapdoraon €xouv vlikn didota-
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on, Xapaxmpda UAKOU OVIoG, amtou opyaviopou,
npdyparog aiontov. Enmopévwg, n pn avanapdotaon
WG amaydpeuon Kai eviédel wg BepediddNG kavovag
H1aG OUVOMKNG KOopoaviiAnyng umookdrtel ta idia
1a Bepéia autig g umePouolag KoOopoavriAnyng,
KAT1 TIEP1000TEPO: AmoKaAUItel 6Tl ta Oepédia autd,
mpoai®via kai kabayiaopéva, ouviotouv, otn Xelpo-
Tepn mepimwon, €va Kataotatikd Peudog kai, otnv
KaAUtepn, pia Oeped1cddn éMeryn.

«H aduvatotnta g avamapdotaong 1ou Oeol,
ypdgel oto e€aipenikd tou Keipevo o Kmotag Xp1oto-
TOUAOG, «EMIPEPEL TNV apPiBodia yia v mpaypatikn
onpaocia oug (twv e1IkOVwV)». Nopiw nwg avtn n
abuvatétnta em@épel v apeifolria yia v mpay-
patkn onpacia 6x1 v eIKOVwYV (01 €1IKOVEG OUTWG N
aMwg vmdpxouv kai gival debopévog o pnxaviopdg
T0UG), adAd tou i810U tou Oou. Kai ev vopilw emi-
ong nwg, Onwg ypagel o id10g, 01 €1KOVEG «avamapi-
OTOUV Kal TEKPUNPIOVOUV autod TI0U eival dpeoa avii-
Antté kai opard, 6,11 Snkadn ouviotd tov ePMeIpIKO
Kkéopo». Amevaviiag, motelw, ONwG T0 IPOAVEQPE-
pa, Ot n €1K6Va, WG mPAsn ka1 w¢ onpacia, €xel m
Suvardnta va mapactioel Kal va TeKPNPINoel, Kkal
pdAiota o€ uPnAOTATeG TEPIOXEG TNG TEXVNG KAl TNG
noinong, Spapankng KUpiwg, Kal To pn dpeca avil-
Anmtd, akdpn n/kai Kupiwg to adparo, 81611 kai avtd
1a U0 aviikouv oTNV MEPIOXN TOU UTIAPKTOU, ATIAMG
«avapévouv» va toug 600ei n Suvardtnta perakivn-
011G Toug amod exei 6mou Bpiokovial, oto ekel 6TIOU Ta
HETapEPOouV 01 avarapaotatikeég TEXVEG.

‘Eto1, n avanapdotaon dev vopilw o6t meplopide-
a1, 6nwg ouvexiel o Kootag Xp1otomoudog, «otny
ameikdvion 10U UMapkToU N Tou kabnpepivol», adrd,
aviB€tws, amokaAvItel Kai KatahapPdvel oAokAnpn
v éKtaon 1ou 6lou, Tou LUNIaviog mAnv tou idiou
T0U O€0U, 0 0I0i0G, €K TWV MPAYRdIwV, WG PN ava-
apaoctdoipog, Kai 6x1 povo emeldn amayopevetal n
avamapdotaon tou, dev avnkel noubevd, v kata-
KAeib1 Sev undpxel.

Mninwg opwg o Oedg urdpxel pOVOV wg €1KOVA,
aM\d, yia mp@m Kai povadikn gopd, g apiyng el-
KOVA, WG €1KOVA Xwpig Tirmote va mponyeital autng,
¢ €1KkOVa TIOU Sev TIPOEPXeTAl At Kavéva UIOKEipe-
Vo/aviikeipevo, wg €1kOvVa €vOg TIPOYEVECTEPOU AU-
MG aAMd avUTapKrou 1o omoio épxetal otny umapén
AMmOKA€10TIKA Ka1 pévov wg eikdva; O Oedg, £xoviag
OUYKeKAAUPEVD, OX1 amro6 tov 1810 add amd toug mi-
0TOUG ToU, TNV avumap§ia Tou pe v amayopeuon me
avamnapdotaong, eivai 1o povadiké ov mou pmopei va
AMeIKOVIoTEl w¢ amdv, wg pn urmdpxov, aild kai va
napapeivel andv Kal pn vndpxov kal petd v arnel-
kovion tou. Me v évvold auti, n €1KOvVa Tou Kal
pévov eival mou tov dSnpioupyei- oe avtiy apxiel kai
Anyet 6,11 o 18106 eival. TTavel va eival o Snpioupyog
TOU OUPIIAVIOG KOOHOU Kal yiveral K1 autdg pe t o€l-
pd tou éva, avapeoa oe Oha ta diha, dnpiovpynpa.
Moévo mou 10te mia dev gival o O£d¢ driwg tov Oélouy
o1 m1otoi Tou, ad\d pia amo TG €1KOVEG TIOU gival 1Ka-
V&G va Kataokeuddel o avOpwog.
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EXTIAZONTAY YTHN
AIIOKAAYIITIKH AEIITOMEPEIA,
2TO AYHMANTO, XTO TIIIOTA

XPILTO®OPOL MAPINOX

Zobpe 61apkw§ 0Tn 0K1d ThG atéAelag tng 101opiag.
WALTER BENJAMIN

Onwg pag €xer 816ae1 n ovyxpovn aioOnukn Oew-
pia ka1 texvokpitikn, o1 miéov pnikéreubeg aviiin-
PEIG yia 1o status tng eikovag ekppalovial ouvndwg
He  pop@n piag S1adektikng dlapdxng —dAote Ie-
p1000TEPO K1 AAAote AyOTEPO €RONANG- petall twv
10 EPIVEUOPEVWV pelentadv tng. [1a v axpifela,
n 1otopia g e1kdvag amd tov poviepVIoNd pEXPL
onpepa ypagetal kai e§ehicoetal péoa and avidpd-
0€1G, avieyKANnoelg, 61a€1piopous, avaipéoelg, €ma-
vampooeyyioelg, avaBewpnoelg, embéoeig. ‘Etol, 10
YeYovag 611 «o1 anoyelg diiotavial» anotedei anapai-
ntn npoinmébeon mg eUpubUng Kal uyl0Ug Aeltoup-
yiag Tou pnxaviopou tng KPITIKAG OKEYNG, O OI10iog
napdyel g €vvoleg, g 18e0doyieg Kai, YeVIKOTEPQ,
TG ToITofETOoeIg TOU S1apOPP@VOUV TOV XAPAKIPA
NG OITIKNG epmelpiag. POPHANIOTEG KAl HUOTIKIOTEG,
Pap€10té¢ KAl  (PAIVOHEVOAOYIOTEG, TIPOEPXOHEVOL
a6 S1apopeIKEG OXOAEG KAl XPOVIKEG IEP1OOOUG,
avamtgooouv petafy toug évav 81dloyo avapopira
pe Bépata ai00ntikng, pe okomod va Bécouv Siapw-
TI0TKG epwtipara oxetkd pe 1o Pabitepo vonpa
g €1KOVag Kal 1o emninedo mou propei Kaveig va to
evromioel. Kdmoio1 xpitikoi, o1 pap§1otég yia napd-
Setypa, emdéyouv va Sieupuvouv 1o BeAnNVeREG g
avagopdag, IPOKEIPEVOU Va €MIONPAVOUV TUXOV «Aav-
0dvouoeg 18e0)oyiegy, evid AAAo1, 01 POPRAAIOTEG eV
TIPOKEIPEVW, ApKOUVIAl ota Sopikd Xapaxinpiotikd
TOU €pyou TéXvng, poaotmi{oviag €101 TV autovopia
tou. Kai otig 800 mepimtwoelg, wotdoo, €va €pyo pe
af1woelg, 6w vnootpile o Jean-Francgois Lyotard,
Oa avtiotéketal mavta otig eUKoAeG eppnveieg, Oa xd-
VEL TO TIAV YIQ VA PNV 10 KataAdPoupe.

O1 mpoPAnpatiopoi mou Oéter n ékBeon Avago-
pd/Avanapdotaon oto EBpaixd Mouoeio g Oeooa-
Aovikng (kail otaxuoloyw €8¢ TOUG KUPIOTEPOUG: «n
anmlela g Opnokevtikng avapopds otn olyxpovn
TEXVI», «N KATAKEPPATIOPEVN €1IKOVA KAl N ATIMAEIA
NG PIPNTIKAG TNG AEITOUPYiagy, «n ameikdvion, péoa
OTOUG XMWPOUG TOU HOUCEIOU, TOU UIIapKroU-kadnpie-

* 0 Xpiotopopos Mapivog eivar Iotopikog téxvng.

17

PLVOU-TIPAYHATIKOU», «€pyd w¢ IPoidvia eAdxiotng
Xelpovopiagy, «n Siaxeipion g pvApng kai kaOe ho-
yng dedopévwvr), e TTAPOTPUVOUV 01O Va avapepOwm
o€ p1a og1pd Béoewv ka1 avunapabéoewv mou, kard
T Yvopn pou, oxetiovial dpeoa pe autoug. Xe au-
oV tov 81ddoyo, N KaAUtepa og autiv my napdfeon
avtiféoewv alld Kal OUyKAIOEwV, OUHHETEXOUV Ol
John Berger, Walter Benjamin ka1 Jacques Ranciere
0€ IPWTAYWVIOTIKO poro, eV o€ Seltepo, av Kat 181-
arépwg kabopiotikd Si1droyo, o1 Theodor Adorno,
W.G. Sebald ka1 Leo Steinberg.

01 B¢oe1g mou Siatunicvel o John Berger otnv 11e-
pipnpn tnAeomtikn oelpd ka1 ékdoon H eikdva kat 1o
PAéupa (Ways of Seeing, 1972) ouvdéouv —pe e§aipe-
ukn S1avyela kai melfo- v anmieia m¢g Opnokeu-
TIKNG avagopdg Pe TNV TEXVIKN avarnapaywylpotnia
TOU £€pyou T€XvNgG: e§aitiag g Kapepag, Aéel, avti va
nnyaivel o Oeatng otov mivaka, o mivakag taidevel
ekel dmou Ppioketal o Beatng. «ApxIkd ta {wypapira
£€pya amotedovoav avamooraoto PéPOG ToU KTipiou
y1a 1o omoio eixav oxediaotei. Mepikég popég o€ pia
EKKANOIA N TAPEKKANOI NG MPWOIPNG AVayévvnong
£xe1 Kaveic mv aiobnon ot o1 €1KGVEG OTOUG TOIXOUC
efval tekpnpia g eowtepikng {wng tou Kupiou, 611
6)a padi ouvBétouv tn pvnpn tou Kupious.!

Avtd®vtag oe peydro Pabpd amd m oxkéYn tou
Walter Benjamin, o Berger mpofaivel o€ pia avd-
yvwon 1ou €pele va emnpedoel Pabutata mv ep-
pnveutikn tng €1kdvag ta tehevtaia tpidvia xpovia.

‘Eyive §a@vikd avidnmtd, 6X1 pOvo oToug e10NHOVES

aM\d ka1 o€ éva OXeTIKA eUPUTEPO KO1VO, TO TIOAUTIAO-
Ko 8iktuo oxéoewv avdpeoa otoug Beatég kal otig
avarnapaotdoelg mov kafnpepiva toug nepipdiouvy.
BéBaia, e€etdloviag kaveig IPOOEKTIKOTEPA T OTAON
tou Benjamin amévavti otnv aiodntikn, Oa oupmepd-
Vel 611 0 1610¢ TPOTEivEl pia TTOAU TI10 AVATPEITIKA
[IPOOEyylon amévavil otnv KAMMTEXVIKA Snpioup-
yia. IKiaypag®viag to mpoQil ToU peE apoppn v
Kkurdo@opia g avBodoyiag Illuminations, n Hannah
Arendt pdg uvnevOupider ot1: «<Otav o Adorno doxn-
o€ KpIukn ot “Sieupupévn €kBeon ng mpaypatikod-
mrag” (wide-eyed presentation of actualities) tou
Benjamin, émeoe Sidva. Autd axpifag €kave kai
nOele va kavelr o Benjamin. Babid emnpeaopévog
aré 1ov ooupeallopod, “poonabovoe va cuddfel to
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TIOPTPETO NG 10Topiag otig Mo ACNPAVvIeG avarapa-
otdoglg g mpaypatkomrag, ota anoppipard wmg”.
O Benjamin mafialétav pe ta pikpd, akdépa kai pe
1a eAdxiota mpdypata: o Scholem pdg Aéet yia m @i-
Aodo&ia 10U Benjamin va xatagépel va ypdypel ekatd
Ypappég o€ pia ouvnOiopévn oedida evog onpelmpa-
tapiou ka1 yia tov Oavpaopd tou yia §Uo KOKKOUG O1-
tdp1iou oto EBpaikd mapdptnpa tou Mouoeiou Cluny
“ndvw otoug omoioug pia adepen YPuxn eixe xapdalel
6An v npooeuxn Shema Israel”. Ia exeivov, 1o pé-
ye00g £vOG aviikelpévou Ntav aviiotpoPpws avdloyo
g onpaoiag tou. [...] Oco mio PiKkpo 10 aviikeipevo
1600 110 mMOavov Ntav va mepiéxel, Oy M0 OUNIIU-
Rvpévn popen, oudnmote dAho».?

Ta épya twv ENVeV KAAMTEXVAOV TTOU IIAPOUs1-
alovtai avdpeoa ota pévipa ekBépara tou EPpaikou
Mouoegiou ©eooalovikng «w¢ mpoidvia edxiomg
XE1POVOHIag» avinxouv oto €makpo v embupia tou
Benjamin, armo8eikviovtag méoo emikaipn e§akodou-
O¢i va eival onpepa n xoopoBewpia tou. Avappiofn-
nta, 6tav o Berger xapaxtpile ta peydhwv diaotd-
oewv {wypaikd épya tou Jackson Pollock «oUpfora
omatding», ta omoia «empPefaidvouv mv amooyv-
Oeon tou moAtiopoy pagy, Ba mpémel va eixe Katd
vou mv aiofnukn npdraon tou Benjamin. Emiong,
o efpaikng kataywyng Teppavdg ouvyypagpéag W.G.
Sebald, mou aoxoAnOnke pe 1o Itnpa g pvnpng ota
BiBAia tou ka1 emnpedotnke aioOntd amd mv omuKn
tou Benjamin, mpowBoloe pia otdon amévavil oto
naperBoév, n omoia ouvadel Kal pe mv MPOOEYylon
€vOG €1KAOTIKOU KAAMTEXVI ONPEPA: «VA TAUTIOTE] P
1a Ovpata g 10T0Piagy, «va AmoKATAOTNOE] 10TOPieg
{wng ou d1apopetird Ba xdvoviav oe 01KOYEVEIAKRA
Aalpmoup kai apavn apxeiar.?

A6 v dAn, wotdoo, o Jacques Ranciére dev
61014e1 va emixelpnpatoloynoel, Pe meloukomia,
evaviia otig anoPelg tou Benjamin yia th oxéon té-
XVNg Kal texvoloyiag. «<Exw vnootnpi§er 6t n S1a0e-
O1POTNTA [11aG OUYKEKPIPEVIG TEXVIKAGH, A€El O€ Pid
ouvévteu€n tou o Ranciere, «8ev oSnyei amapaitnta
O€ 1110 OUYKERPIPEVN TEXVN. LUPP®VA HE T AOYIKA
TOoU a100NTIKOU KABECTMTOG TNG TEXVNG, TIPOKEIPIEVOU
N pWIoypaPia n o KIVIPAtoypdeog va aviKkouv otny
¥xvn, €npene npwia ta Oépard toug va aviarkouv
oty téxvn. [...] H pién tou ouotpatog g avamna-
pdotaong £€yive mpwta amnd avtd Mou 1000 AVEMITA-
Se1a ovopdotnke “pealiopog”. UpPwva pe auviov
oV “peadiopo” [...] ummpxe éva épeuto peyaieio oto
aonpavro. Empene mpota va vndp§el n pAOUIEP]-
KN OUYKEVIpwon (Tou PAéppatog) o€ pia kabnpepivin
eikdva 18wpévn péoa amd éva mapdbupo amd xd-
moiov 1ou Papidtav, MPOKEIPEVOU O1 VEEG TEXVIKEG
NG AVanapaymwyng va armoktmoouv aiofntikn aia».*
Emiong, avapepopevog oto ¢p1ip Shoah, tou Claude
Lanzmann, o Ranciere ¢tdvel oto onpeio va appi-
ofntoel akdpa kai m yvwotn 0éon tou Avidpvo, dtl
petd to Auschwitz eivair aduvaro va xdvel kdmoiog

xvn. «To avtiBeto oupPaiver: petd 1o Auschwitz,
BOvo n éxvn eival eIk, yiati n éxvn eival navra
n mapouoia piag amouoiag, yiati eival péinpa g -
XVIG Va amokaAuyel 6,1 gival aéparo, yiati povo n
éxvn eival 1kavi va kdvel 1o anavlpwno aiodntd.
[...] H “eixéva” Sev eival amidg pia katnyopia tou
omtikoU. H “eikdva” mpoodiopilel pia oxéon peta&u
apouoiag kai armovoiagy.’

H oxéyn tou Ranciere ammnxei emiong pia Oéon
mou eixe diarunwoel o Lyotard oxedov mp1v tpidvia
xpovia: «O1 kaAMTExXveg onpepa 6ev aoxolouvial pe
v anodopnon twv onpaciov ad pe m dievpuvon
TV opiwv g aiodntnplaxkng aviiAnyng: kdvoviag
opatd (1 akouotd) 6,11 MePVAEL THPA ATIAPATAPNTO».°
Kai n okéyn tou Lyotard 6pwg, pe t og1pd g, Ou-
Hide1 ToV 0p1016 TOU «VEOU», TIOU €iXe SMOEL 0 TEXVO-
Kp1tikdg Leo Steinberg avagpepdpevog otnv pop art
Kal oty KPITIKA Tou autn dexotav dtav mpwrioep-
paviotke: «...vopilw mwg dev umdpxel tinota véo
mépa amod v €0Tia CUYKREVIPWOEWG TNG TIPOCOXNG
tou avBpwmou. Kau mou Bpiorotav avékabev tpiyu-
pw §apvikd e10épxetal oto kEVipo g 6paong. O,u
Atav MepIPePEIAKO YIVETal 1o EMIKEVIPO, KAl AUTO OU-
V10Td TO VEO».”

Aoxé€twg Ao1mdv pe 10 0Tpaténedo OKEYNG 1ou
Oa emé€e1 kaveig, exeivo mou ogeilel va ouykpa-
toel —oUpgwva kal pe m Oepatodoyia mg €kBeong
Avagopd/Avarapdotaon- €ival n enavdkinon g ou-
YREVIpwONG tou PAéppatog. Movo €to1 Ba evepyoriol-
nBei n S1adextikn mAeupd g €1kOVAg, Wote o Hearng
va propéoel va ouvopidnoel padi mg. Onwg dAwote
€)eye o John Berger, n dnpioupyia piag e1kévag eivai
ouvdapa n dnlwon piag dnoyng. Kai guoikd, emneidn
axkp1fwg avapepdpacte omyv Unapn kai Aeitoupyia
¢ auBeviikng e1KOvaAg, 1o TPAPANYIA yia TOV Kahdi-
éxvn «8ev €ival ami®s va avarnapactnoel 1oV KOGHO
pe axpifela, add va Seifel mwg eipaote pépog ng
avarapdotaong mou Aapfdver xmpar.®

! John Berger, Ways of Seeing, British Broadcasting Corporation
& Penguin Books, London, 1972. 0. 19-20.

2 Hannah Arendt, “Introduction”, oto Walter Benjamin,
Illuminations, trans. Harry Zohn, Collins/Fontana Books,
London 1973, 0. 12.

> Mark M. Anderson, «The Edge of Darkness: On W.G. Sebald»,
October, Vol. 106 (Fall 2003), . 106.

4 Solange Guénoun, «An interview with Jacques Ranciére:
Cinematographic Image, Democracy, and the “Splendor of the
Insignificant”», Sites: The Journal of 20th-Century Contemporary
French Studies, 4 (2000), 0. 249-258.

> o idio.

¢ Jean-Francois Lyotard, «Preliminary Notes on the Pragmatic of
Works: Daniel Buren», October, Vol. 10 (Autumn 1979).

7 «A Symposium on Pop Art» (1962), oto Steven Henry Madoff
(emp.), Pop Art: A Critical History, University of California
Press: Berkeley, Los Angeles, London, 1997, o. 71.

8 Paul Willis, «An Interview with John Berger and Jean Mohr»
(1979-1980), oto Manuel Alvarado, Edward Buscombe,
Richard Collins (emy.), Representation and Photography: A
Screen Education Reader, Palgrave, New York, 2001, 0. 166.
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TEXNH THY AYTPQXYH)
‘H AYTPQXH THY TEXNHX;

FOPrOL MEPTIKAL

To aithpa yia th AUTpwon g €xvng, Sniadn yia v
armadayn g and ta deopd twv kaBe doyng e§ap-
TNOEWV amd pia Gavin IPaypartikotntd, vrmmpge o
UPNVAG TV KIVIPATwV Tng IpmTomnopiag, aidd xkai
0 KOIVOG TOTIOG TOIKIAWY P1{00TIACTIK®OY Dewpidv
yia mv €xvn. Mia ttolou eidoug Oewpia dev pmopei
mapd va ekkivei and m Siamiotwon 6t 01 OXE0EIg
ruplapxiag xaBopifouv avamdégeukta v ekdotote
avanapdotaon mg mpaypankomiag, myv KOOHOEIKO-
va piag €moxXng Kal yevvouv Oetikoug Kal apvniikoug
oupPoriopols yia v €kppacn g Autn n amo-
pavon Sev epmepiéxel KAMOIA AITAN AVIAVAKAAOD,
KATIO10V UAOTIKO 1 18€al10TIKG emKkabopiopod, aird
Unodnh®vel OT1 N TAUTOTNTA P1AG EMOXNG EV-E£PYO-
moiei 11 facikég Sopég g o€ O, T ATTOKAAOUHE TTOAI-
110116 1 KoudtoUpa. Kdu térolo oty npdé§n onpaivel,
yia mapddetypa, ot pia «18€aA1OTIKA» N «UMOTIKA»
TIpooéyylon tng téxvng Oev propei mapd va avaloyei
o€ avtiotoixeg SOPEG TNG KOOHOEIKOVAG J1AG EMTOXNG.
Autég o1 1600 Ko1votoreG aAnbeieg €Xouv UMOOoTEl T
Bdoavo moikidwv emikpioewv pa xai enefepyacinv
oe 6oeg Siapdxeg emKeEVIpMOONKAV OTO PAIVOHEVO
Mg TEXVNG.

[Tpoxelpévou va pnv mnapapeivouv aiwpoupeva
1a 6oa eléxBnoav mponyoupévwg a§lwpatikd kai
yia va 8iaca®nviotouv Kdamole§ Kpiolpeg MAEUPES
NG avanapaotatikng dUvapng tou €pyou TéXvng, €i-
val okOmpn pia oGviopn 10Topikn mapékBaon. Oa
propouoe va eimwbei 611 n mp@n Kai Paocikn €1KOva
mou dnpioupyei 0 AdvBpwIog avamapiotd 1ov KOO
TOU, TNV OIKOUNEVN” gival O, 11 €8¢ amokaleital Ko-
opoeikova. [Ipdkeital yia v tavtdnta piag MOXNG,
yla 6, Tl €V-€pYO-TIOIEl TNV AIIGOIIACN TOU avOp®IIoU
amé v apxikn {wikn UAn. O TPOTIOG PE TOV OTI0io
0 avBpwrrog ex-0€tel 1OV €auTO TOU KAl TOV YUPW TOU
KOopo, dnpodola n 181wTikd, Sndwdvel Kal TG Baoikég
5011€G TG KOIVWVIKNG OUYKPOTNONG TOU. XI0V KOOHO
TWV OPNPIKADV ENIWV, TTOU OeV €Xel aKOPN AITOOIaoTE]
ard tov pubo, undpxel pia Snpdoia OKNvi OIIOU €p1-
pavidovtal o1 avBpwtol, o1 Oeoi ka1 ta mpdypara: n
@von. H Paoikn Sopn 1ou ouvéXel TnV KOOHOEIKOVA
Tou PuB1KOoU KOOHOU €ival n aywVioTKA otdon Bedv
Kal avlp®nwy amévavil otn guon, o Ko1vog aymvag
T0UG y1a v Kuplapxia nmdvw otn ¢Uon. Anoxopu-
PWHA ¢ avanapdotaong avtig tng €1k6vag tou Ko-

* 0 Topyog Meprikag eival SoKIp10ypdpog Kar Petappaotig.
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opou otov Ounpo Ppioketal oe pia nepimwon efai-
peong tng Ihiddog, otav diaxkdmietal n apnynon twv
NPWIKOV dBAwv yia va meplypdyel o’ éva amooria-
opa nepinou 134 otixwv v aomida tou Axidéa.
O1 opdKeVIPO1 KUKAO1 1€ TOUG 0110i0Ug ep1fdliovial
o1 600 GPelg g {wNng TV EMNVeV, o TOAEPOS Kal
n KAaM\épyela g yng, KAtadelkvUouv TOV (PUOIKO
KUKAO TIou KaBopidel v €EAANVIKA KOOPOEIROVA: OTO
KEVIPO N yn, o oupavég, n Bddacoa, o nAog Kai to
PEYYAp1, eV OTOV €§WTEPIKO KUKAO O WKEAVOG TTOU
nepikdeiel 6An mv avBpomivn {wn. Xe éva deltepo
eninedo, n alnyopikn eppnveia g Odvooelag amnd
toug Xoprxdipep kal Aviépvo otn AlaAektiki tov Ala-
QWTIOHOD ATIOKAAUTITE] AUTOV AKPIPKG TOV ay®va oto
petaixpio piag emoxng, g petdBaong amd tov pobo
otov Aoyo.

H p1xn avatponn g pubikng KOOHOEIKOVAG
Aappdvel xwpa pe my Katioxuon twv povoleioctikdY
Opnoxeidyv, dtav o Adyog tauvtiletar pe tov O©gd. H
vnepPatikdmra tou Oeov amartei and ov avOpwio
v mpnon 10U AGyou 10U, Kal 0 aydvag mou d1e§d-
yetal petagépetal and t guon oto Héarpo thg 10T0pi-
as. Topa o avBpwiiog, kat' avaloyia pe mv €1KOvVa
¢ Snpioupyiag ot Biflo, yiveral o dnpioupyog tng
10T0piag Kal n txvn Petappaldetal oe SnP1oUPYIKEG
Hop@ég Tou mAdBovtal ek tou pndevag.

H amaydpevon g ameikoviong tou Ogou anod
tov €fpaikd povobeiopd oupmintel 0’ avtd ta oup-
ppadopeva pe v MAATWVIKA Katadikn tng wExXvng
oto évopa tng ainbeiag tou Adyou. O TIAdGtwv, pe
v mapafoln tou orniaiou, avtiiotpépel tov pubikd
KOO0 g arrofémwong TV Gaivopévmy, 60wy dnia-
81 npaypdtwv yivovial avtkeipeva twv aiocfnoewv
Ka1 mapaoctdoeis (ta gpavidopata 1ou Apiototédn) ol
omoieg mnydlouv améd v aioOnmpia aviiAnyn, alhd
avapépovial oe andvia mpdypata. Apou, Aéel o IIAdG-
TV, N @€xvn eival pipnon xai pdiiota pipnon twv
a100nTwV, TV pavopévwy, K1 autd a1 ival okIEg,
eidwla TV vontwv, twv 1660V, 0 KAMITEXVIC €ival
0 «€18wlonolwv ta eidwla ka1 tou ainbolg moéPPw
Iavw aPeotdgy». Me ddda Adyla, n amayopeuon e
ameikdviong 1ou Ogol amokalutel éva tapmou, on-
Aadn mv avumaddmra mg ainbeiag tou Adyou pe
TOV KOOPO Tou 1UBou Kal TV €18MAwV Tou. Xe au-
TV M ouvdgela n anayopeuon me avarapdoraong
Sev avapépetal amimg kai povov oe aiodntd amdvia
npdypata, pa oe évav andévia amnd tov KOOHo oty
o)ldtntd tou, otov UtepParikd Ogd. Autdg aviimpo-



FIOPTOL MEPTIKAL

OwIIEVETAl ammoklelotikd pe tov Adyo Tou Kai tnv
€VIOAN yia v mpnon tou NOPou mou anoppéel and
autdv. Xe appOtepeg TIG MEPIITWOELG, NI AIIAYOPEUON
apopd v ainbeia tou Adyou kai 6x1 Ty avamnapd-
oTaon Tou wpaiov.

Me tov xp1rotiaviopd xai mv Ipoopi§n me 10u-
Saikng pe mv eAAnvIKA-MAatwvikn mapddoon, n
peoolavikn mpocodokia yia mv €levon tou Ogikol
Bao1deiou emi tng yng, tng npaypdtwong tou Adyou,
OUNMUKVOVETAL Oty Katioxuon tou Oeopol g Ex-
rinoiag. O dnpdoiog xwpog mou dnpioupyel avii-
otoixei otnv unepParnikn taén v ormoia avirnpoow-
revel. AUtdG 0 XWPOG avamapiotd pe tg kat' e§oxnv
Onpooieg xveg (APXITEKTOVIKNA, EIKAOTIKEG TEXVEG,
0éatpo) v umepPatikn 1epapxia. O1 diaPopetikég
kateuBUvoeig g xvng petall tou Pwpaiokaboli-
K10p0U ka1 tou Budavtiou oxeti{ovial pe 1o yeyovog
o0t n Popaikn exkAnoia petatpénetal o€ évav moAl-
TIKO-TIVEUPATIKO BeONO, €VEH N AVATOMKN TTAPAPEVEL
unotaypévn omv moMtkn e§ovoia kai d1exdikei piav
aplymg mveupankn e§ovoia (touddxiotov Oeopird).
Ym Autkn ekkinoia ta 8o Paocilela (to emoupdvio
Ka1 1o eykoopio) S1aBétouv tnv id1a Sopikn avadoyia
Kal dpa n avanapdotaon Tou eyKOOHI0U PAVEPWVEL
n 86&a tou emoupdviou’ omyv AVATOMKA N IIVEURA-
TIKOTNTA SNA®VETAL € TN VEOTIAATIWVIKA ATEIKOVION
TOV aApXETUTIWV €1IKOVWYV, TIpAypa TIou IIapapével md-
viote avdxwpa yia mv 81ad1kaoia g €KKOOHIKEU-
ong, dnwg Aeltovpynoe touddxiotov ot Avon.

H petafaon amd 1o TToAepPdikd 0t0 KOMEPVIKEIO
ovpmav ntav ekeivn mou 61€AUCE T PHECAIWVIKNA KO-
OHOEIKOVA TNG 0UPAVIag Kal eykdop1ag ta&ng kai katd
OUVETIEIA TOUG AVTIOTOIXOUG OUPBOAIKOUG TpAOIoug
ékppaong diapéoou g Exvng. A Twpa Kal oto
€€ng, o KOoopog Sieuplveral Kal CUVAPA OPIKPUVETAL
ioape 1o eowtepIkd ToU UmoKeIpEVoU. O AvBpwItog
Bpédnke eviehwg pdvog, €xoviag va avilIraréyel Ox1
pia uneproopia duvapn, addd tov 810 tou oV eau-
16 (n miot yivetal pia eowtepikn undbeon) ki évav
e€wtePIKO KOO0 TOUG VOHOUG TOU OTI0ioU avakaiy-
mtel S1apéoou g emiotnpng. To omoudaidtepo Kai-
MTEXVIKO €pyo TOU €ival évag MOMTIKOG PNXAVIOHOG
ToV omoio emivoei o i610¢: 1o Kpdrog. To kpdtog oty
Avayévvnon eival évag aé pnxavig Oedg, n €krakn
nepiotaon péoa otny 10topia n oroia Kataokeuddetal
€ T€T010 TPOTIO WOTE VA €Xel TV e§WTEPIKA POPPN
€vOg €pyou TéXvNg Kal V' amotedel amd povo tou vav
1exvntd kKGopo, oupPard pe my 1koéva g dSnpiouvp-
yiag ex tou pndevadg.

Am6 edw ioape  S1apdpPwon TG KOOHOEIKO-
vag tou veotepikoU avOpwirou Sev unmdpxel peydin
ardéotaon: n €MOTAPN KAl N TEXVIKA, TTOU €1KAgtal
0Tl amokaAUITouvV Tou¢ VOpoug tng Snploupyiag,
eival o1 Paocikég Sopég Tou veotepikoU KOOPOU, Kal
avamo@eVKIa apnvouy 1o oOtiypa Toug Otnv TEXVI.
H yewperpia ka1 ta pabnpatkd, yia mapadeiypa,
81e108U0UV apketrd mpmIPa ot oPaipa ¢ EXVNG
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0 Nofdig mepiypdgpel ndn v moinon oav 6popea
pabnpatikd, oav kadhitexvikd pabnpatikd. Qotdoo,
n oudetepdtnta mou amarteital yia my mp6odo g
TEXVIKNG Kal TNG €MIOTAPNG HETaQEperal otn opai-
pa tou dnpdo1ou XWPou Kal tou aiofntikol. Twpa
n tédela Snpioupyia amaitei v ave§aptnoia and 1o
orolodnmote petapuoikd n Beodoyikd Oepédio, v
AMOTIOATIKOIIOINON €V OVOUATI TOU €EMICTNHOVIKOU
eopBodoyiopou, kar mv «kabapdtnta» mg EXVNG.
Baoikd kpitiplo o€ autdv tov oXnpatiopo eivai n
@EEANPOTNTA KAl N AEITOUPYIKOTNTA.

Akéun kai otnv 1Mo KAAOIKA TIPOCEYy1oNn TNG Ve-
OTEPIKNG TEXVNG (KAQOIKNA UIIO TNV évvold 0Tl avilpe-
tomioe 1o pei{ov mpoPfAnpa g vedTeEPNG EMOXNAG, TNV
a100NTIKN TOU PEPOVWHEVOU UTIOKEIPNEVOU), €Keivn
tou Kavt, avakaAUItoupe 6Tl 10 KPITIKO TTEPIEXOPEVO
ou Ppioketal Otov IuUpnva tng aviarmokpiveralr oe
éva aitnpa AUTpwong amd 1oV KOIVWVIKO W@EAI-
opo. Ta tov Kavt, o omoiog dev fitav kai 181aitepa
euaiontog mpog v €xvn, 10 wpaio onpaive pia
otdon e§aipeong tou avlp®dIIOU a6 TOV KOOPO TwV
AVAyK®V Kal td aVIKeIpeva tou: oy KpItkn ouvOe-
on tou n avidiotéAeld, n kaBolikoInta Kal n OKOMI-
pomta xwpic oxomo eival o1 tpel§ Bacikég mpoimo-
B¢0¢€16 TOU Wpaiou. e autoUg TOUG OP10110UG EVEXETAL
avapeifora pia kp1iukn andotaon, pia Siapaptupia,
Oa éleye xaveig, yia mv €ykOopia MIPAYPATIKOTATA.
H tedevtaia Siapop@@veral oy MPOOMTIKA TV
AVEPXOPEVWV AOTIK®WY OTPWHATWV NG €MI0XNG TOU,
TIOU OTPEPOVIAL 0TIV TEXVN Y1d VA IIPOCTIOPIOTOUV TO
avrioTtoixo TPOg TV KOIVWVIKA SUvapn toug KUpog.
H Xdvva Apevt éxe1 Seifel 611 0 KAAMTEXVIKOG «(P1l-
otaiopdG» NTav 10 Xapaxinplotikd yvwplopd avtmv
WV OTpWHATWYV, ta ortoia dpxioav va aviaywvidovral
pe opodpdnta v eRAEMTUOPEVI OUNEPIPOPd TNG
ap1otokpatiag 6tav améKmoav 1ov avaykaio eAeuOe-
PO XpOVO Kal Tov MoUTo Tov omoio nbelav va emi-
Seifouv.

AUTOG 0 KOIVWVIKOG (P1AIOTAIOPOG 0TNYV KAAUTE-
pn nepimwon 81ekS1KOUOE Th GUYN A6 v IIPAy-
Haukonta, Ty Iapaywyn piag exvng «eha@pidcy,
N omoia am\®G MAPEXEL Pid TEAEIOTNTA N EKAEMTUV-
on Xwpi§ va avarmapiotd Timote T0 EVOXANTIKO, O, T
efval n dpvnon tou xateotnpévou kéopou. H erepo-
vopia tng txvng ¢' autiv  OUVAQEId ONPAIVE TNV
nep1fwplonoinon g dpvnong, tov e§wpaiopd mg
npaypatkomrag. Anpioupynfnke €to1 pia ogaipa n
oroia IPooEPePe EKAEITUVON KAl PuXaywyid, HeETal-
Adooovtag v €xvn o’ évav emeavi didkoopo. Ko-
Vtodoyig, amo v téxvn {ntovoav va kpamOei paxpid
amnd pia apvnukn avanapdotaon g Ipaypatkomn-
1ag, va mapapeiver «kaBapny, €101 wote va ekppadel
évav €§18avikeupévo KOO0, XInV IPOOIITIKA AUTA 01
Kaviiavoi opiopoi mou amofAémouv otnv autovopia
TOU UTIoKe1pévou, paiveral va akorouBouv v etepo-
yovia TV oKOm®V, pia Kai avoi§av 1o 6popo mpog
TV T€XVN Y1d TOV T€XVN N OTI0ia €KTOTE, 0€ OAEG TNG

TEXNHTHZ AYTPOIHI'H AYTPOIH THI TEXNHE;

TIG PETAPOPPWOELG, €YIVE TO KAT €§0XNV OXNpa T0U
KOIVWVIKOU (1Aiotdiopou.

O 1806 ka1 0 1906 aimvag aviiper®moay tg asi-
£¢ TNG TEXVNG OIS OAEG 1§ untdhoineg afieg, dSnhadn
0oav avtadAaktkeég téroleg. AKOPUN Kal onpepd, otn
Hetapovtépva emnoxn, {wviag ota andévepa g oIrou-
Saiag aotikng €xvng, 10 {itnpa toU @PIAicTaiopoy
mapapével peilov. H aiydn (aura) mg t¢xvng dev
rivduvelel 1600, 6nwg mioteve o Mmévyiaply, amnd
m padikn avanapaywyn me, pa amnd m Xpnon g
xdp1v etepdvopwv oxon®v. To mapddeiypa oepiva-
piwv yia tov Xai§mnp oe oteAéxn €MIXEIPNOEWV DOTE
va 8101K0UV T0UG UP1oTapévoug Toug opOodoyikdtepa
eival paAlov n kopuen tou maydBouvou. ITodu mo10
€MOSUVOG yla v aiyAn mg eival o S1apeAiopog twv
onoudaimwy €pywv ¢ KAl N XpNon amoondopdtwy
yia m padikn 81aoxkédaon. Tn otlypn mou n €xvn yi-
veral pia aképn avialdakukn a§ia xdveral n 1kavo-
ntd g va Bétel éva (itnpa e§aipeong, expndevidetal
n vnepa&ia evog €pyou téxvng n omoia evepyorrol-
eital pe mv dpvnon tou vnapkrov. Evaviiov autng
NG VOOTPOIIiag oTpaPnKe n PNOEVIOTIKA KPITIKA TNG
«anafioong v aflmvy, M «EKMoiNoNg OAWV TV
Cl&l(i)V».

Aopal®g 0 KAAMTEXVNG, oviag €vag euaiofntog
Seiking twv mpaypdtwyv, Atav ekeivog o omoiog ee-
YépOnke IP®MTOG EVAVIiOV TG GUYNG ATI6 TV IIpaypd-
uxotnta. H dpvnon tng eykdopiag mpaypatikdrniag
erOnAmONKe otnv xXVN pe mv dpvnon 60wv Hop-
PV amotehovoav v avarnapdotaon mg. H poviép-
va €xvn yla va AutpwBei and pia xpnoipoOnpikn
MIPAYHATIKOTNTA ATTAVINOE Pe Ti§ MdAANAEG APVNOEIG
TV Hope®V, 6, 11 dnhadn xapaxmpile TV aCTIKA
npaypatkomrta. H aviimapd®eon tou uvnokeipévou [
évav e§wTePIKO KOOPO TTOU Kuplapxeital amd ta ermi-
OTNOVIKA OTEPEOTUTIA KAl TOV WPEAPIOPS oNpaive
o1l 10 unokeipevo 8ev €Pploke mAéov Kapia yépupa
-01 NOPPEG— PETASU TOU €0WTEPIKOU KAl TOU e§WTE-
pIKOU K1 auto €mpene va ekdnwOei omv €xvn. Xe
autiy m ouvdagpela mg oAKNG dpvnong Tou KOOHOoU,
n 81dppnén twv popPov propei va onpaivel dpvnon
g i61ag g dnpoupyiag, dpvnon autou 10U KOGHOU
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pe 6xnpa m @aviaocia. H evépyela g RAAAMTEXVIKAG
Snpioupyiag, oUppwva pe tov Jacob Taubes, dev
avtuypdeer miéov pia mapaderypatkn Snpioupyia,
v 1a§n 10U KOOPOU, al\d armoouVappoloYel Kal Ka-
TAoTPEPEL authy v 1dén, mpoxeipévou va dnpioup-
ynoel péoa ané ta Padn g Yuxng pia véa td§n and
1a pepovwpéva Bpatiopatd tou.

Qot600, aUTh N aVapxIkn evépyela yia m AUTpw-
on ¢ TEXVNG €X€l WG £€pelopa Tn PNSEVIOTIKA EPTIEL-
pia ka1 dpa, oe aviiBeon pe 1o maperfév dev pmo-
pel va mpofdlel kdmola PETAQUOIRN N Beodoyikn
aanBeia (évav mveupatko eautd) mou va dSnpioupyei
évav p1Qikd aMov xéopo pe 1d§n kar ouvoxn (éva
KOPPOUVIOTIKO Tpotaypa). H AUtpwon tng €xvng oe
€va €mMOoMPoVvIKG oUPTIav 1o omoio emekteiveral 81-
apKw¢ prmopei va onpaiver pévo 6t AGtpwon eivai
n id1a n Opavion kdBe ta&ng Ka1 ouvoxng, péoa oty
i61a v €xvn ka1 o€ 6, 1 avanapiotd. Ao oV oouU-
peaMOpO Kal petd, n téxvn mg AUTpwong onpaivel m
AUTpwon ¢ €xXvNg amo my eykoopia ta&n. To p1Q-
Kd d-koopo autng g €Xvng ekdNA®VeIAl oto «dev
kataraPaivw», oty apnxavia tou Beatn, pa kai 1ou
610U Tou KAMAITEXVN Yia TV e§€yepon ToU, amévavil
0€ KAT1 T0 o110io 0UTe d-oxnpo eival oute 6-popPo.

Aev xwpei apeiBodia 6t ja térolou €idoug dp-
vnon 8ev Oa pmopovoe va amoxalupBei oe dAhoug
Ka1lpoug, Kal Ot1 TouTtn avilotolXel otn petapoviépva
Katdotaon piag ouvOuaoTIKNG-AVAAUTIKAG AOYIKAG.
Qotéoo, aképn Kkai tpda, 6tav o Oeog €xel avadi-
mwOei MNPWG OTOV €aUTO TOU K1 €XEl ATIOOTIAOTE]
amé tov kKOopo, 4tav 0 KOOPOG €Xel MANPWS AANO-
p1wBei amo 1o p1ika €repd ToU TIApApEVOUV KArola
Opatoparta g Oeikng ouoiag, 6nwg Oa €heye o kaPa-
Motig Bddtep Mmévylapiy, ta omoia iowg ka1 va odn-
youv otn AUtpwon. H 81kn tou, alnyopikn eppnveia
yia tov Angelus Novus tou Klee otig Oéoeig yia tn
Q1\ooogia tng 10T0piag mapapével unodelypatkn. Xa
xXvdpila g pmopouvpe touddxiotov va Siafdooupe
aAAnyopikd ot PETapovIEpva TXvn €vav mpo-dyyeho
TOU T€A0UG autoU ToU KOOHOU.

26-30 IovAiov 2011, Bdpog Atokopwvov
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AOI'OY I'TA THN ANAIIAPAYTAYH

LTEQANOX POZANHX

Y10 A companion to Aesthetics (exd. Blackwell, 1997)
ouvavtdpe tov akdioubo opiopod g Avamapdotaong:
«H oxéon peta§l piag aneikdviong pe autd 10 Omoio
arelkovidetal ka1 xdpn oty oroia eival pia armekovi-
0N £VOG OUYKEKPIPEVOU AVIIKEIPEVOU». YIIO TV €H0Yn
autn, n Avarnapdotaon dev €ival pia amln ameikovi-
on, al\d IpwTioTwG Pia oXéon Je T0 aneIKovVI{OUEVO.
Apa, npoimotibetal 6t 1o ameikovi{opevo eival kdu
10 omoio pmopei va 18wBei, éotw ka1 kdtw amod 161-
aitepeg N e§aipetikég ouvONnKeg, KAt 1o omoio eivai
éva mpdypa N MPOKUIIEl aIld TOV e§AVIIKEIPEVIONO
€VOG PUXIKOU TOVOU, P1ag PUXIKNG Katdotaong. Ato-
rAefetal, xard ouvénela, n pipnon evog mpdyparog, n
onoia mapapével oto eminedo g opoidntag kai dev
ugiotatal m «doxipacia» g 0X€0ng IPOG TO AIIEIKO-
vi{opevo 1 TIPoG ToV YPuxikd TOvVo mou e€elkoviel 1o
mpdypa, Katd To PEIPO Tou To Tpaypa pmopei va Oe-
aBei €€ aitiag g moAvmpiopaurddg ou, Snhadn
NG PavéPwong Tou Ipog Xdp1v Tou YuxikoU tévou.

H pipnon, oe avtiBeon mpog v Avanapdota-
on, Sev mpoimobétel Yuxikd, ouvaioOnparikoé kai/n
a100ntko kéotog. Karanyoupe, Aoidv, oto OUpIié-
paopa 6t n tnap&n Puxikou toVou eival ekeivn mou
kaBopilel o evpog ka1 to Pdbog g avamnapaotari-
roétNTag 1ou duvdpevou va 16wbei, nto1 va ekppacdei
¢ Puxikn 81d0gon tou mpdyparog, wg evidi§n g
TTOAUTIPIOPATIKOTNTAG TOU IPAypatog péoa ot «81d-
Beoni» TOU KA1 OUVENMG WG PAVEPWON TOU TIPAYHATOG
Katd mv mpd&n g Avamapdotaong.

Emim\éov, n amn pipnon twv mpaypdrwv, 6n-
Aadn n amn pipnon ¢ mpaypatukdntag, eival pia
npd&n aduvatn péoa omv MPOOMTIKA TOU avOpwIII-
vou BAépparog, to omoio avalntd T pavépwon Tou
IIpAypatikoy Tng Impaypatikotntag, Ntol m Qaveépw-
on tou pn-gival-akopn touv npdypatog, dpa mg akd-
N apavépwing N ArOKEKPUPHPEVNG UITOOTAONG TOU, N
otoia evtoUto1g umokivei v mpdOeon tng Avamapd-
otaong. O Gombrich tovidel, wg mpog to {itnja autod,
v eppnvevtikn diadikaocia wg kevipikod dfova tng
Avamnapdotaong évavil g oudetepotntag me pipn-
ong (A companion to Aesthetics). Qot6oo, n eppnveu-
tikn S1adikacia gival avapgiofnnta pépog onpavti-
KO mpdypatl tou mpofinpatog g Avarnapdotaong,
ald katd xavévav tpomo dev ouyKkpotei 0AOKANPO
10 IPOBAnpa.

Ao@adag, Oa ntav mpotpotepo va Bewpnooupe
¢ apempiaké onpeio plag Oewpiag mg Avamapd-
otaong mv amndégavon tou Hans-Georg Gadamer,

* 0 Xtépavog Poldvng eivar kaBnyntiig @ihocopiag.
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oUppwva pe my omoia «Aé€n kai €ikdva Sev eivai
améq PIPNTKEG €§e1KOVIioelg, aM\d EMITPEIOUV OF
autd 1o omoio avarapiotovy va eival yia mpwin ¢popd
autd nou eiva. And v andépavon tou Gadamer
TIPOKUIITEl Pid AMOKAAUIITIKA NG Avarmapdotaong
S1ad1kaoia, n omoia Sev mapapével oto emimedo ng
eppnveiag, adld npoimnobétel mv péow tng Avama-
pdotaong €§ aipvng amoxdiuyn tou mpdyparog, Ntol
TOU yla IpWIn Gopd Ipdyparog Iou amoomndral amno
ToV 1810 TOU TOV AIEIKOVIOTIKO €AUTO Y1d VA KATAOTE]
avayvwpiolpo pévov xdpn oty amokdiuyn tou,
Sdnladn yia va mpootedei otov KOO0 WG UAIKGTNTA,
unepPaivoviag mv vAikdTd TOU Kal opiloviag tov
€aUTO TOU Je Opoug kabapng pavépwong.

Kat' autdv tov tpomo, 1o nmpdPinpa peratibetar
oto i810 1o mpdypa ka1 omyv eykabidpuon tou péoa
otov kKOopo. Av 1o pdypa ntav oudétepo, Oa 51€0e-
1€ pia mabnuxotnta kai pia otabepn kai dedopévn
vlikdtnta, n omoia Oa nrav BéRala anmpdopopn £€0tw
Kal Ipog pipnoiv, agpou to otabepo xai Sedopévo pi-
peital povo tov €autd Tou Kal Katd Kavévav tporo
Sev d1a0éte1 kdmoia «rpdOeon» va eival adlhimdg péoa
OTOV KOO0, 0Ute Kdmola «81d0eon» va anoonacBei
a6 tov eautd tou. Opwg €tol, Oa katadnyape va tau-
tioupe To Mpdypa pe plaV AmAn YeVIKOTNTd, pe €va
factum brutum, to omoio otepeital mpobéoewv kai
81a6¢0emwv ka1 kartd ouvémnela dev pmopei va mpoxa-
Aéoel kavévay Puxikd Snpioupyikd TOVO Kal v’ autn
mv évvola Sev Ba ntav mapd pia tavtoloyia Xwpig
Kdmola ouvéniwon mépav tou appayous £autol Tou.
[Iépav autou, n TAUTOAOYIKN (UON TOU IPAYRATO§
8ev Ba pmopouvoe va mapdyel epnelpia, nro1 Sev Oa
Snpioupyouoe kapia mapdotacn XMPou, £0Tw Kai av
0 XWPog, kaBwg yvwpiloupe, eival évag Swpiopévog
Ka1 Prwpévog KOoP0G ave§aptntog amo my epmelpia.
ES8w, n epmelpia tou mpdypatog voeital wg 1o «yé-
Hiopa» ToU X®pou, wg avdaduon ndadn evog tomou
Snpioupynpévou 81d Tou PuxikoU TOVOU TTOU €VIUAIO-
o€l ta npdypata xai ta kab10td moAvIp1oPatiKg.

Kartd ouvénela, 1o npdypa ¢pavepmveral WG EQIeL-
pia KaAATeXVIKN povo péow g amokAAUYPng Tou Kai
autn n amokdluyn dev eivai timote dAo mapd n Ava-
napdotaon Tou Imou to Kavel va eival autd mou eivai.
To kavel va ival 81apr®G alAiwng péoa otov KOOHO,
HE amotéleopa, péow TG Avamapdotaong, 0 XWPog
va «§efotaviletal», yia va Xpnoiponomo® my opo-
Moyia tou Heidegger, ka1 va Siaomdral oe Opavopata
tomou, Snhadn oe molamhotnta €1IKOVWV Tou id10u
npdyparog. ‘Eto1, 1o mpdypa eykabiotatal péoa otov
KOOpO0 WG KAt «kad’ 086v» mpog tn onpaocia ou, G
Kkdu mou eival autd nou eival xdpn oty Avarnapd-
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otaon tou: €vag KOOHOG PNéoa otov KOOopo, €vag 16-
110G p€oa oTovV XWPO, €vag tOVog PuX1KOG péoa otny
oudetepdtnta kai mv nadnukdmra g otabepomn-
1ag, pia onpacia péoa oto vénpa, pia mapadofotnta
pé€oa oty Kavovikotntd.

Qotdoo, €8 tiBetal éva kpiolpo mpdPAinpa wg
mpog to {Atnpa g Avamapdotaong. Ta mpdypara
dev diaxpivovral pdvo 61d g mapouasiag toug, adhd
e§ioou ka1 814 ¢ amouvoiag toug. Mdiiota, Oa pmo-
pouoaye va movpe du eival n armouoia tou mpdyparog
TIoU 10XUporIolel v mapouoia tou kal mou eival to
nointiké aitio tng Avanapdotaong tou. Omorte, mpo-
KUITEL 10 mMPpOPANpa Tou pPn avamapactdoliou TV
npaypdtwv mou diatapdooel t oxéon g Avarapd-
0Ta0Ng JI€ TO AIEIKOVI{OPEVO.

A¢ &exiviicoupe pe ™ onpaivouca Siatunwon
tou Gérard Wajcman: «H agnpnpévn {wypapixn, yia
napaderypa, €ixe mpoteivel oTig apxég autoU Tou al-
wva évav 1pdro anavinong o€ kdtu pn mapaotdoipo.
Tapampotpe apéowg ot epmpoofoPuAAKEG g
VEWTEPIKOTNTAG HE TTO10V TPOII0 N APpaipeon OTOXeVEL
rateuBeiav autd to onpeio: av kai o mivakag ouve-
xile1 va vgiotartal, o {ntovpevo Oa eivail, yia mapd-
Serypa otov Mdarefitg, va gpudgel kaveig mivaka pie 1o
tinote, mpdypa mou €pxetal ndpavta va arnoondoel
m {Wypagikn amo tnv €1koéva Kal 1o vonpua.

To timote 100Uta1 B¢Paia pe v amouvoia mpdaypa-
10¢. [ari, Moimdv, o mivakag ouvexilel va vpiotaral;
Me molov 1pdmo n Avarapdotaon €VivAiooel to pn
mapaoctdolpo kai pdiiota maipvel «{wn» amd auvto,
KEVIPWUIEVI O€ AUTO TIOU AeiTel WG YEYOVOS, w§ Pvi-
1N T0U yeyovoTtog, wg pn a§lopvnpoveuto Ipaypda;

Avapeiofntnta, 1o pn napaotdoipo dev Ba pro-
pouoe va evtaxBei otnv ta&n tou oupPolrikou, Kabot
n oUupPoAikn Td§n Tou KOoPOU ouvaptdtal anméiuta pe
0, 11 dUvaral va emwOei ka1 va 186w0ei. O, 11 avdyerai
oto eminedo tou op1Aelv ka1 tou BedoBal exppadetal
¢ oupBodo xkal eival autd arpifwg mou mapdyel Kai
avarapayel 1oV K6opo wg oupfolikotnta. Kai yvw-
pioupe emiong 6t 1o oupPodo yevvdral kai edpai-
wvetal péoa oto 1otopeiv n e§lotopeiv, apou eival
YAWOOIKO 1XV0g Ka1 utId tTnv €vvold autn, 1o oUpBolo
ouyKkpateital wg 10topikdmtd. Amd v dAn meu-
pd, to pn duvdapevo va emwbei ka1 va 18w0ei eival
av10TOPIKO KAl dpa eRPeUYEL TOU OURBOAIKOU XMPOU,
ene1dn axp1Pwg eival ka1 mapapével aviotopikoOTNId.

Tpdypati, O6a pmopoucape mpokelpévou mepi
NG 10T0p1KANTAG TOU OUPBOAIKOU VA XPNOIOIOIN-
ooupe Kal Al tn diatvnwon tou Wajcman o€ 81-
apopetikd eminedo: n oupPolikotnia eyyudrar kdt
10 omoio «€xel AdPel Xpa otn OKNVA TOU KOOPOU,
10 ormoio propei va avamapaotaBei, MPoreIpEVoU o
KOOHOG va ouv1oTd Tov TOTIO piag 10topiagy. Xto on-
peio autd kar mpokelpévou va So0ei andvinon oto
epwpa yiati o mivakag e§akodouBei va veiotatal
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ev arouoia e§e1kovi(OPEVOU TIPAYPATOG KAl, EITIMAE-
oV, H€ 010V TPOTo N Avamapdotaon evivAiooel To
pn mapaotdolpo xai «raipvel {wh» and my anovoia
tou mpdyparog, Oa mpénel va akoloubnooupe v
rpoétaon tou Jacques Lacan, oUpgwva pe v omoia
0,11 anok)eietal amd 1o oupPorikg, emavépxeral péoa
oto mpaypatkd. Avavtippnta, n anouoia mpdyparog
ekQeUyel Tou oupPorikoy, d16u eival amouvoia, ntoi
aduvapia e€lotépnong xar Oéaong. AMd ioa-ioa
eme1dn ekQevyel TG 10TOPIKOTNTAG TOU OURPOAIKOU,
EMIOTPEPEL OtV UAKOTNTA, dnhadn expelyel, Omwg
napampnOnke avwépw, anodeopevioviag n arnovoia
oV €aUtd g and m oupPolikonta, unepPaivel v
UMKOTNTA TNG yid Va eMOTPEYPEL P€0A OTOV KOOHO WG
UMKOINTA AVIoToPIKN, NTo1 wg pdypa to omoio eival
autd mou eival eme1dn twpa dvvatalr va avarapa-
otafei, va mpoodwoel véa oppn kai didotaon otnv
Avanapdotaon.

Twpa, n ¥xvn avanapiotd kAt mouv €ival avtd
ou eivai, eme1dn amouoiddel and tov KOOPo Kal TNy
10t0pia, amouolddel amd 1o PAéppa kai T yAwood,
eival kaBapn andéxpuyPn kai €§ autoy avamapiotd o
TiToTe P€0W TG UMKOTNTAG TOU TITOTE, HEOW TNG UAL-
KOTNTAG TOU PN ITapactdolpou Kal Tou dppntou mou
otepouvtal xpdvou Kkal dpa ameikoviong péoa otov
xpovo. Eto1, opBd amogaiveralr o Wajcman 611 «to
Mabpo tetpdywvo o€ dotpo povio [tou Mdleitg] eival
oav éva €idog §6avou mou “eykab18pvel pie o emékel-
va pia Ipaypatikn emnagn”’, ¢’ 6oov e§unarouvetal
0Tl otnv UAOTIKN €kdoxn To emékelva Sev dSndwvel
tirmote dAMo amd 1o Mo mPpAypatikd, to mo Bapy kai
10 110 Oiyoupo TIpdypa IOU UIApXel, TIOU €ival n
arouvoiar.

H Avanapdotaon w¢g mpétaon tng evOeXopevi-
KkOnTag va kataotel 1o dgavro, n tédela amdkpuyn
tou Deus Absconditus, to emékerva wg Seifipo tou
aBéatou Kal tou aveinwiou, w¢ Ipdypa €§w amod mv
mpaypankomia kal g UAn €§w amd v uAkon-
Ta ka1 emméov wg npdofaon OTo MPAYPATIKO TNG
npaypaukomrag, ival n vis formandi tou Yuxikou
T6VoU Idvw otov omoio Sopeital oAOKANpn n wéxvn
Kal pAavepwVeTal n mieon 1ou Kevou 1mou tpopddel kat
ouyxpovws Autpwvel. Katd tolto, hoimoév, o Jacques
Lacan éxe1 armoAUTwg SiK10 IM10T@VOoVIAg thy TEXVI Kal
TOV KAMMTEXVN Pe pia Ivon payeiag 81d tng omoiag to
pn napaotdolpo avamapiotatal: «autd oto omoio o
KaAtéxvng pag divel mpooPaony, amogaiveral, «ei-
val n Béon autov mou dev yiveral va 18w0Oei».

Q¢ mpog mv Avanapdotaon, Oa pmopouoape,
Katanyovtag, va enavaidBoupe pe minpn PePfaidtn-
Ta Ty noinukn evopaon tou Goethe: «To aveinwro,
€8 yiverar mpd&n» - éva aiwving gpaouotiko torio,
POHAVTIKO OTNV KATAYWYIKN TOU TIEP10XN, PeETd-popa-
VIIKO OTIG 10XUPEG avatapdaselg mg vewtepikdTntag.



ANAOOPA / ANATIAPALTALH

H AAYNATH ANAITAPAYTAYH

ANOZTOAHZ APTINOL

Kaveig 6ev paprvpei yia tov pdpropa.
P. Ceran

Yndpxel éva oxotelvé ouppdv otn S1dpkela tou 2000
aiova, pia padpn tpulmna mou Si€omelpe 10 aveinw-
10, 10 ad1d0et0 otn YA®ooa. Eival to Aouopitg —av
TpErel autd va 'xel éva dvopa- pia POVaxIKn Kat
povadikn ovopacia, v ovopacia autou tou 1pav-
HAtog, TIOU armooUpel OTO AKATOVORAOTO TNG AUoNg
TOU TO iXVOG Tou, QU T OTdXtn Mmou dgnoe miow.
Mia otdxtn mou £€0Bnoe 1o ixvog, th Suvardtnta tng
paptupiag. «Mia paptvpia (mAéov) Sixws pdprvpa»
(Derrida), ka1 y1' aut6 pia paptupia mou aduvatei va
KATOVOPAOEL, VA avarnapactinoel 0t YAMood To iXvog
autng g pvapng. To AouoPitg €tol, €pelve autd 1o
avelkOvIoTo Kal 10 aveinwto tou 2000 aimva, €va
amooupopevo oUPPav apiepwpévo otny GIAOTEXVN-
on pévo g d1aomopdg tou. Mia oduvnpn amwiela
mou €§agp®VEL TIG PHOPPEG, TNV UAIKOTNTA TOUG, TO
avanapaoctdolpo kai 1otopiolpo ixvog toug. To Aou-
ofitg 6ev dpnoe timote miow TOU, POVO TIG OTAXTES
Tou, Kal €fvai, y1 autdé Kai povo, 1o TEAEI0 £YKANpA.
‘Onwg xapaxtnpiotikd onpelwvel o Gerard Wajcman:
«O1 owpol mepdtwv oto Aovofitg mov pwtoypagindnkav
Oev nrav ekeivol twv Oalduwy agpiowv, n peydAn vadlotikn
Biounxavia Sev mapdyel 0wpoL§ MOUATWV, AAAG OTAXTE,
timote 10 opato. Karaokevddel thv amovoia». H povadi-
kéTa autol Tou TPavparog €yKeltal O AUtV akpl-
Bawg v aduvardtnta g paptupiag tou. Eivar éva
ouppav mou e€avrieital oy amocupOPeVn EVIKOTN-
14 tou, oto mepirieloto kal adidbeto eival tou. Agv
eival pévo ta Bupard tou mou €yivav otaxtn, ald
ka1l kaOe €idoug apxelakd UAMkO mou Ba pmopovoe
va otoixelo0emoel pia eddxiotn paptupia. Aev ev-
S1a@épel €8¢ TOOO N AIIOTEAEOPATIKOTATA AUTOU TOU
€YXEIPAPATOG, TOU £YXEIPNIATOG TG ATTOKPUYNAG TOU,
600 n 1p6Beon tou, n empélela ToU oy e§apavi-
on mg paptupiag. AkOpn kai autn n paprupia twv
emlwviwv Oa eival eviédel pia advvapn paptupia,
Hia a-mioteutn agnynon @pikng. Emdwvreg mmou eival
népav mg Bvnrotnrag, aldd kal mépav mg paptupi-
ag toug. Tng paprtupiag evog yeyovotog mou oupfa-
vukonomnOnke 6tav mapadoOdnke otig GAoyeg, oty
anotéPpwon 1ou, o€ authv  PwPotnta g otdxmg.
«H otdxtn», Me1 o Derrida, «ekpndevifer n armeilei va
ekpndevioel, akopun kai th Svvarétnia va pHaprvpnoel
Kaveig yia thv idia thv ekpndévion». ‘Eva tpavpatiko
€101 oUPPav mou eyypAPInNKE yid mAvia otny d-oXn-

* 0 AnootoAng Aptivo gival ovyypagéag.
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pla g 10topiag, o aimvia KpUIn Tou paptupiou
tou. To oupPav, 6pwg, g yevoktoviag urmpge, Kai
vmnpée om d1kn tou povadikn oxknvn. Eva ouppdyv,
ou, 6nws Kdbe povadikd oupPdv, amoxalvmtel Kat
T0 avumogopo iXvog g eyypapng tou, Ty akepaldo-
tta tou IIpayparikou tou.

O1 otaxteg €ival 1o oupPdv g 10topiag, To ap-
VITIKO 1XVOg ToU Ipdyparog, To pn 10T0P1KOII0INOIHO,
N aOUVEXeld TIOU OUVEXEL Ta TPpAypatd, To Kevo Tou
[Ipaypatikoy mou yiveral OpwG T0 KATAYWY1KO KEVO
ToU i810U TOU KOOPOU, TO apemplakd tou Oepédio,
n mévOipn avapovn tou. O1 otdxteg Sia-ypdpouv 10
10TOPIKO TOUG TIePIPAAhov, XApIv pIag aVeEIKOVIKAG
86€ag, «56€a and otdxteey, onwg Ba ypayer o Paul
Celan. To ixvog evog pndevikou Eival anootepnpévou
amé 10 10Top1K6 ToU vonpa. To oupPav g yevokto-
viag, av kai otoixelmvel €101 OAN TN PAPTUPIKA TOU
noinon, 8ev katovopddetal oe kavévav otixo tou, Oei-
XVvetal pévo omy Katevfuvon g UMOHOVAG Tou, ThG
HUOTIKNG TOU KPUIITNG, ToU yivetal kal autdg o amd-
KAAUTITIKOG T0U 0pidovtag, n PECOIAVIKA TOU TIPOOITTI-
KN. «XKkdfape évav tapo otov aépa, ekei Sev Keital kaveig
ota otevdy». XTiX01 P1ag OKOTEIVIG KATAYWYNG TIOU HE-
tadidouv éva apetadoto vonpa, mépa ar’ 1o 6p1o Tng
paptupiag 1 g eppnveiag. Mia paptupia mou Sev
Haptupd tmote, pia Kai «kavei / 6ev paptvpei yia tov
/ pdptopar. Eva 81apuyov ixvog pévo, mou 81aomdel
OTO AVEVIOIIOTO TOU XAPAKIAPA TOU T e§WYAWOOIKNA
tou Béopion, T PUOTIKA Kal adUvarn Kataywyn tou.

Auti n pn Béon tou yeyovorog Sev ouviotd kat’
avdyknv xat mv avunap§ia 1ou, adid T puoTiKa Tou
81dotaon, auth v avapévouoa popen tou. H xel-
povopia €10l g TEXVNG Péoa O€ AUtV TNV avapo-
Vi TOU KOOHOU €ival pia Xelpovopia amd-KaAUIITIKA.
Mia xelpovopia mou 81a0wel, ¢ pia PwPn unevOv-
pion, 1o oupPdv TV Vekp®V, TIou To Sieyeipel, Ka-
0 eyeipel v éyepon autol TOU AV@OVUROU dAlou,
evog aMou mou Oa eivar dpwg mdvia, mépav kGOe
S1adekukng mpoomtikng. «Merd to Aovopirs Sev pro-
el va ypdgetai moinon», uootnpile o Adorno, ald
axkpiPag Opws perd to AouoPitg n moinon propei va
ypdgpetal. H téxvn éhkel  Suvatdntd g arm’ autiv
axp1fwg mv aduvapia, mv aduvapia mg eyypapng,
tou ofnopévou ixvoug, ¢ advvaing avamapdota-
ong, yiverai €to1 n {81a auth n adUvam paptupia, o
AVEIKOVIKO Kal AVEIwTo iXvog tou diou. Mia ap-
VIUKNA €pyacia mou tng vmayopevetal arr’ auti v
i61a v aduvatdtnta tou diou, amd mv aveviomi-
ot Oéon tou péoa otov KO6opo pag. Oco n e1k6Va
ToU utoxwpei, 1éoo e€élketal to TIpaypatkd mg pé-
yeBog 600 10 VOnpa tou anoduvapwveral 1doo Kat
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aroxabiotatal 10 YAwoo1ko tou €0pog. H téxvn agie-
PWVETAl 0TV AIIoUoia, XAplv autig tng mpaypatiko-
tntag 1ou d\ou, mg [Mpaypatikng tou amouoiag. To
utmiokeipevo dAwote avadvetalr poévo otov opilovia
NG AIrouoiag tou dAou Kal IIOTEé OTNV KOIVwVvia Tng
napouoiag tou. H adiapdvela €101 autol Tou OKOTEL-
voU oupfdviog tou 200U aiwva propei va Se€1wBei
10 1610 10 OUPPAV g Téxvng. H téxvn gival n oiwm
TOU KOOPOU, N EMIOTPOPN TOU, N EMIOTPOPN TNG E1KO-
Vag TOU 010 Kataymylko g pndév. O1 ovoparodooieg
g Sev avayyéhouv, Sev paptupouyv, amo-KaAumouv
povo. To 1010pikd, péow e oUPPOAIKAG KAl TG Ga-
VIao1axkng tou akipwong, avaxtd to [Ipaypatikd tou
péyeog, v 1eMIKOTNTA TG IPaypdtwong tou. Edw,
1a onpaivovia tng 1otopiag umoxwpouv, arnocupo-
vial amnd tnv 10TopI1KA TOUG OKNVA KAl avaktouv 1o
upnVviké toug nenpwpévo. I'ivovial péow g amnouv-
0iag Toug PUoTIKA OUPPOAd, OKOTEIVEG TIPOOOOKIE.
X oxetkn eikovonoleia tou Christian Boltanski ta
MPOOWIIA TWV PAPTIpwV SV avaktoUv v paptupia
ToUG aXAd ™ o1WIN g paptupiag toug, Sev petagé-
pOUV TITOTE 010 QWG. Ymopévouv povo, m didpkeia
NG O1WING Kal ToV HEEWPIORO g amopiag toug.
Metewpilovral, oe autod 1o kabeotmg g e€apdviong
nou agnvel niow tou pévo otaxtes. [1 auvtd kai n
paptupia toug eival pia povadikn paptupia, arpifwg
ene1dn Sev xopiel tinote, Sev apnyeital 1o oupPav,
aM\d yivetar n id1a éva puotiké kai adidpato oup-
Bav, éva adidBero aMro. Autd mou €daPe xwpa péoa
OTN O1WIN KAl 010 avopoAdynto g ¢ppikng tou, dev
ouvtdooetal otov opidovia g yAwooag, aidd otnv
avuotpoPn ¢ yAwooag. I'1' autd kai o1 pdptupes
pévouv oto TéAog XWPI¢ pwvn, yiati povo €rol pro-
pOUV va Paptupnoouv 1o aveinwto, avti wmy mnapa-
YWy g otdxIng.

Y10 EBpaikd pouoeio tou Bepodivou eivail auth
N QPIKOONG APXITEKTOVIKA TNG O1WIMNG TOU TIOU Ka-
tagépvel va petadwoel kdrl. Olo to Kriplo eival pia
installation otoixelwpévn amd autdév tov epiddin,
kaOm¢ Pubiletar eyratadedeippévn péoa ot Qpikn
tou. Oln n yewperpia tou Ktipiou apnyeital autiv
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 Oavatddnin 10topia, mepirieiel T duopopia tng,
v emotpéPel aS1AAEITTaA Kal TV UTIAYOpeUel WG €va
ouyxpovo Biopa. H oiwmn tou ktipiou dpwg, n kevo-
nta tou, pévov auvtn.

Aixwg va Siappnyvuiel T 01w tou ouppavtog,
10 €pyo TngG T€XVNG €pxetal péoa om O1kn tou mdAl
olwmn, yia va Seifel mpog v dppntn mepioxn, va
S1avoi€el oe autd 10 Kabeotwg ¢ anwielag m du-
varomta piag dMng oxnvng, pia Qaocparoroleia
omou n e1kova dev avamapiotd aldd eveotwromolel
auté 1o adtvato kai amooupdpevo dihro, mv adu-
vam opoiwon tou. Mia e1kdva mou eival €to1 ndvia
épav g Karavonong, €va kaivo onpaivov, €roipo
opwg va de€1whei dheg 11§ aviavaxddoeig autoy Tou
avovupou dlou. ‘Eva €pyo TouU UToOTac1dVeELdl T0
AKATAANIITO TNG TMPWTAPXIKAG TOU aItiag, TPOTIOIol-
®VIag, PO my Katebuvon g anmielag, Kal avt
mv i81a v artia tou, kKabiotwviag 10 KATAYWYIKO
tou oupadv, éva §€vo oupPav, §évo kar mpog autdv
tov 1810 tOV £aut6 ToU. Tati 1o oupPav eivai, akéun
Kal PE auti TNV apvNTKA, AVIPIIAvIIouavi ToU €K-
Soxn, éva adidyvwoto Eivai, éva Eivar mépav kdbe
Séopeuong. Mia evikomnta ameAmiopévn, piav ame-
Buvon mou 6ev mpookpovel moubevd. I’ autd kai
yivetal pia avapovn, auta n id1a n avapovn tou K6-
o}l0U, T0 KevO onpeio 10U GAOYIoPEVOU TTUPHVA TOU.
Y10 KevO autou tou onjieiou 1o €pyo €pxetal pe OAn
v anoBnoauvpiopévn tou aduvapia. Aev gival €rol
10 €pyo mou avamnapiotd 1o oupPav, add to ouppdv
IoU Tautidetal pe 1o €pyo, N povadikn eKQPACTIKA TOU
08066 arr’ autdv tov kdopo g o1wnng. To épyo Opwg
Sev Oa emPePaidoel moté mv Kataywyn tou, Oa v
BuBioer pdAiota o€ pia mo peydin olwin. «H ainbi-
Vit YAwooa e téxvnes, €deye o Adorno, «eivar fovfin,
10 BovfBo tng otoixeio €xel Tnv MpotepaldTnIa €vavil thg
Snlwtikng-onpaciodotikng g yAwooasy. H avarapa-
otatukn aduvapia €to1 tou oUpPAaviog aviamorpiveral
oty avanapaotatikn adiabeoia autou tou id1ou Tou
€pyou g téxvng, Siavoiyetal, o' autd 1o adiavonto
£€w 10U 10 Uaydpeuoe ka1 ouvexilel ad1aleimwe va
10 meP1PAlAel.
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H AIATOIIIDH KAI H EPEIIIOXH
THY ANAITIAPAYTAYHY

TAKHZ KOYMIHX

‘Otav tn Sexaetia tou 1960 o Michel Foucault avny-
yelde mv A@i§n g €MOXNG TOU XDPou, ot avribe-
0N € TNV €ITOXN TOU XPOVOU TIoU eixe mapérOel, dev
eotiale 1600 o€ pia S1adoxn 600 ot €va ouvOeto pai-
vOpevo Xwpikng, oxedov 1wdoug, e§amiwong. H emi-
HOAUCPATIKN 1KAVATNTA TOU XOPOU [o1ddel va TTANTIEL
e@e€ng 6)eg 11 Dewpieg TTOU €MMIXEIPOUY VA OUVAPTA-
OOUV TOV XWPO HE TOV XPOVO TO00 OTIG EUIEIpieq Tng
T€XVNG 600 Kal TG P1A000Piag.

Av n OuyKpouolaKn pnon «Xwpog evaviiov
XpOvour! otoxelel omv ameleubBépwon tou Xpovou
yla va tou Ipoodwoel «évav toI1o, Pid XwPIKA UIIo-
Soxny, 6wg S1ateivetal o Jean-Luc-Nancy, n Xwpikn
81dotaon tou xpdévou amoktd onpaivouoa Papuinta
kaBdéu n S1a-xwplon avdapeoa oTtovV XWPO KAl TOV
Xpo6vo, xwporolei katd xuplode§iav kai toug SUo
6poug.

Me auth mv £€vvold, N XPOVIKI OTlypn aroxtd
pia tomikn 81dotaon, 10 «dvolypa €vog TOMov OTo
napoév», npoodidoviag plav dhlou timou Siepyacia
0€ OP1OPEVEG HOPPEG TEXVNG, OTIWG 0Tn Ppwroypapia,
ot Pouoikn, om {wypagikn Ynelo-ypapia. O xw-
pog exteiveral, evieiveral, eavrieital, ald kuping
ratakrdral. Tiveral to medio g diapdxng twv Su-
vdpewv g BovAnong yia kuplapxia. H «katdktnon
Tou d1aotnparogy, ot ynivn ékpavon g, Sev eivai
mapd n Bovinon yia bvaun evog IAAVNTIKOU XWDPOU
TIOU AOTIKOTIOIEITAl OPOYEVM™G, KOPEVVUTAl Kal EKPN-
yvutal. Xe auto 1o onjleio g avdiuong ouvavimvial
N TOAMTIKA, N P1AocoPid, n o1koAoyia wg evdoyeveig
TIAPAPETPOL TOU POUKWIKOU EYXEIPAPATOG.

Qotdoo 10 €pdINNA TOU XWPou dev pmopei va
1e0ei mapd pe apempia tov Heidegger kal t pn§iké-
Aeubn mpdraon tou mou UmodelkvUel TwG N Uap&n
eivar Xwpikn. Autd ouverndyeral 611 N APXITEKTOVIKA
Kal 01 TEXVEG TOU XMPOU avAyovidl o€ Pid ovioloyia,
€pOOOV 0 XWpPog Sev eival évag adidpopog mepiyu-
pOG add ereivo mou eyyilel TG MO PUXIEG TIEPIOXES
g vrapéng.

BeBaiwg, 10 epwmpa mou tibetal onpepa eival
nwg Oa mpootatetooupe T puxionta mg vnapfng
a6 g ave§édeykieg S1e108U0€1g G amdiung Sia-
pavelag. [Ipdkertal yia éva epminpa Iou ouvaptaral
He v anoouleuktikn Topeia tou id10u Tou TéTIOU Kal

* O Takng Kovprmg eivar apxitéktovag, 616dokov oto Metamroxiako
Eixaotixav Texvav tg AXKT.
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HE TO YEYOVOG NG €peilwong g apxng Tov €evior-
opov. Tia tov Heidegger eviomi{w onpaivel umodel-
KVU®, TIPOOEXW, HEAET® TOV 1010 (Ort), 0 0T0i0g WG
AIXJN TOU aKOVTiou TEPIOUNAEYEL TOV €aUTO TOU, «d1-
amepvdel Kai 810U01wVel Ta mavia»>. O xaivieyyepia-
V&G TOTIOKEVTIPIOHOG 1008UVapei, HEOW TG ApXNng TOU
EVIOMIOPOU, pe v umddei§n mpooavatoMopévwy
onwv mou kabopioviar and 1g avOpwIIOAOyIKEG
S1ao0tdoelg Tng apiototedikng puoikng. H évvola tou
evtomiopoU ouvdéetal otov Uotepo Heidegger pe tm
vonon tou KOopou wg tou Tetpapepoug (das Geviert)
yng ka1 oupavou, Ovnrov ka1 abavdrwv.

AM\G ka1 otov Foucault, 0 X®pog tou eViomiopos
(espace de localisation) amodide1 tnv KoopoAoyikn
napddoon avdpeoa o€ pia ynivn kal pia oupavia
opyavwon, 6nwg v e§éppale n Siaouvdeon twv
onwv Katd tov Meoaiwva.? Autd mou xabopilel ka1
avadelkvUel Th ouyxpovikotntd pag eival n otypn
g 61ad80xNng Tou €VIOMIOPOU Kal n avukardotaon
ToU amd v £vvola g €kraong Onw¢ emonpaivel
o Foucault, xatd mv emoxn tou [aiidaiou, tov 170
aidva. Me ddoug 6poug, Ba Aéyape 611 emnibe o
Ka1pdg Kard tov ormoio neparwdnke 1o kKabeotwg tou
Tetpapepotg tou Heidegger. Otav o t6m0¢ 1mavel va
eival eyyeypappévog oe pia SieuBetnpévn ohotnta kat
N APXITEKTOVIKN, ATIOPAKPUVOPEVN MANPwS amd v
apXN TOU €VIOMIOPOU, PIOPEl VA KATAOKEUA(El Xw-
pi¢ mpdtumo, xwpiq enavdinyn, xwpiq m Oepeiaxn
xelpovopia tng Snpioupyiag Kéopou. H epeinwon
¢ apxng tou eviomopou oupPadilel pe v emoxn
NG VEWTEPIKOTNTAG KAl TOU APXITEKTOVIKOU HOVIEP-
VIopoU. Oewpwvtag 61l N PETAHOVIEPVA AVAOXEON
oudémote éhafe xwpa, n €vvold TouU 160U 0deUel On-
HeEpa mpog v 1o P1{IKn KPITIKA GpAon tng.

O TaAog p1A6oopog Benoit Goetz, oto e§aipeti-
KO TOVNPA TOU y1a T 0X€0N APXITEKTOVIKAG KAl P1A0-
oopiag, mpoPdiiel v évvoia g Siatémong (disloca-
tion) WG évav amoouleUKTIKO 0UVOEOHO TIOU TIePTYPd-
@e1 v aoctabn eppavion/e€apavion twv OMWV:

«Alatémony: auth Oélel va me1 6t undpxouv mavia to-
o1, kaBm¢ emiong ka1 dAAo1 XMPo1 amod Toug TOTIOUG,
XWPOG avapeoa otoug TOTIOUG, Kal O 0Ioiog, Katd ou-
vérela, Kavel Toug TOIIoug va K1vouvidl, va €MImAEouV,
va pn pévouv otabepoi.

[...] H S1atémon Sev eival éva oupfav mou emi-
oupfaivel péoa otov xwpo oute €va oupPdv pe Ka-
1evubuvon 1pog 1oV XWpPo: 0 XWPOgG eival diatomon. O
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X®Pog €ival n anoouleuén 1V TOIWYV, 0 AIAPKIIKOG
OUPPEPIONOG TIOU Aapfdvel xwpa adiadeimwg. H 81-
artomon Sev eival kar' apxdg autd TOU KATAOTPEPEL,
arodopei 11 agaviel tov témo. H 1atémion eival mpw-
Tiotwg n ovvOnkn kdfe eviomopo yia va yvwpiooupe 1o
OUPHEPIOPO TV TOHWV.*

H 81a-t6m10n opile1 piav avanodpaotn petaBoin:
S1atomiel v 1d&n tou Kdopou, Siatapdoooviag m
S1euBéton mou ouykpotei 1o Odov Kai v apoiPaia
81a00vdeon twv S1akp1TOV pepdV. O1 XDPO1 Tavouv
va eival Opavopata piag ohotntag. «Eival erddpyelg
TIOU  TPEPOPEYYOUV o010 J1a0KopIiiopd. Xwhpol mou
mMA\avoVIal Xwpi¢ ayrupofoinpa, Xwpig Ipoopiopo
KAl Xwpig mpoéreuon»’. YUVEN®G, n diatémion eivai
évag 6pog mou avadvetal péoa amd 1o oupPdv Ing
epeiwong twv avarnapaotdoewv tou Koéopou. Onwg
unoypappidel o Goetz, n Siatémion mpofdiiel
OTIYPN TIOU N OKEYN £XE1 ATTOAEOEL OAEG TIG TINYEG TNG
imago mundi, tng e1révag tou Kéopou yia va PePai-
woel ot «o Kéopog i pdddov to ovpmav Sev eival
M0V, PE Kavéva TPpOTIo, avarmapactdoipar’.

Ta mavta motonolouyv méov 4t 08eUoupe TIPOG
10 épag kdOe ohoxAnpwong. O1 Pp1yoUpeg, Ta OXNpa-
Ta autoU TOU I€PAtog, Td OIoia avaAKouv ouvdapa otig
ouvOnkeg tou Si1aokopmiopoy, g diavyaong, Tng
TPEPOAGPYNG, NTO1 TWV CUVOVUR®V OpwV TI§ 81aT6-
mong, teivouv va e€avianBouv. Kavévag Adyog mpo-
domiong n karadikng autou tou méparog dev prmopei
va pooAdfel t onpacia emoTpoPng o 01avONTIoTe
evémnta. AMdG kal kapia amokatdotaon (aAnOeiag)
Sev propei va avunapareBei oto Siaokopiiopo, otny
aévan mepImAGVNon twv TON®V Xwpiq mpéodeon, av
Sev amoraluyel 11§ ouppag e§UGavong Tou 10ToU
g avamnapdotaong n, 6nwg vmoypappi¢el o Georges
Didi-Huberman avagpepdépevog omv «amodoon 1-
KaiooUvng» mmou emixelpei o Derrida oto mlaiolo tng
S1apaxng avapeoa otov Heidegger ka1 tov Shapiro’,
av dev SiepwnOoupe kdmola oTiypn «yia v nbikn
TOU XPEOUG Kal TOU Swpouxd.

Ye autég 1ig ouvOnKkeg Tou S1atomiopévou oupIa-
vtog o1 Snpioupyoi opeilouv va Kticouv ta €pya Toug
Xwpi¢ Oepédia, xwpic v mpoopuyn otnv avamapd-
otaon piag tang tou KOopou. Agv ouviotd oUPITw-
Ha 1o yeyovog 611 01 0UyXpOVOl apXITEKTOVEG TEfVOUV
méov va Kataokeud{ouv Xwpi¢ mpOTUIo, Xwpig
avaloyia, xwpi¢ oupforiopd. E€ ou kai to ep@dInpa:
nwG eival Suvatdv n apXxITEKTOVIKA VA PNV €KMEOEL
OTOV KUVIOHO, Otov Pndeviopd kai oto timote; To
pélnpa g Siatémiong ouviotatar oto va Siatnpei
abiaodleutn v amootaon avdpeoa oe SUo kapoug:
a6 ™ pia meupd 01 XWPor Xwpi§ TOMOVG, A-KOOH1-
Koi, a-TOMIKOI, Kal «ETEPOTOIIKOI», OUPPWVA PE TOV
6po tou Foucault kai, amé v @AAn, n ameidn g
pn-katoiknoipdrag, n andémwon otov Kaiada tou
pn-kéopou. Qotdoo, 010 epWOINPA KOS Ba «KATOIKN-
OOULE TO PN-KATOIKNOIHO Xwpig va evéwooupe otov
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HEn-k60p0», o Goetz anavtd mpoodidoviag éva Oetikd
péonpo otnyv €vvola ¢ Pn-katoiknong: «avdpeoa
otnv Karoiknon kal t pn-katoiknon uvndpxel Béon
yia nep1oodtepeg and pia otdon. Oa ovopddape «pn-
Karoiknon» autnv v aotdfela mou emolpel padi
g m diarémion tou Kéopous.”

Toutn n emdé€ia petaotpopn ogeidetar mapd
tavta omv ofuvouca kai epPpiOn xeipovopia tou
Maurice Blanchot, o omoiog pag kalei va avayvw-
picoupe om Siatémion kai oto §gvitevpa «piav alia
mou dev eivar apvnukny: «To §eviteupa Sev onpaivel
HOVO TV anm®Aela e XDpag, aAld évav mo aubevi-
K6 tpdmmo Siapovng, katoiknong xwpiq ouvnOeia».'”
H a-xooypia, n av-actpia (désastre), n pn-katoiknon dev
eival apvnukoi 6pot. Ilepiypagouv my vnaywyn v
PWIEIVOV Kal 0Tafep®V —0€ TEAEIEG TPOXIEG— AOTPWV,
o€ p1a ouvOnkn mepimhdvnong Xxwpiq otiypa npooa-
VatollopoU Kal QpwIelvotntag, 0mou ol 81domaptol
TOTI01 MAAV®OVTAl OXeTI{OPEVOL Ao PAKPAV pe dAAOUG
TOTIOUG XWPIG appoug diaovvoeong.

H avaykaiétnta mg ouvyxpovikétntdg pag amnai-
tei va otoxaotoupe m diardmion wg €va ovpfdv, pia
avdduon, pia yévvnon a-Koopik@v, pn apiotoTEANK®V
X@PWV TIOU €yypapovidl otn duvardtnia g €Epo-
tomiag, ot ouvOnkeg tou ameviomiopoy, Sniadn
¢ amoouvdeong amod v apxn Tou eviomiopou. H
S1atémion, omv TPOEKIAON TWV EIEPOAOYIMV TIOU
S1amepvouv tov 2006 aickva, opilel pia ekAdumovoa
OTlypn NG Yévvnong S1apopeTiKOV XWMPWV, «01 OIOi-
o1 yevvioUvtal kal nebaivouv péoa oe éva OUVEXEG
pepoPéyyiopar'!, omwg o1 muyodapmideg (lucciole)
mou emPidvouv xwpi¢ va e§agpavidovral, oippwva
pe tov Didi-Huberman, epfpibn avayvoom twv
Opavopatxav Siatunmoewv tou Benjamin.'?

O1 €1KOVEG OUYKPOTOUV OKEYELG TIOU WG EIKOVEG
noyoAapmideg S1avoiyouv tov X®po yla piav avriota-
on g T€XvNg, n omoia eppével otoug pubpovg g,
axkdpn Kai umo 10 pws TV mpoforéwyv mg e§ovoiag.
Eival dxpwg amoxkalumtikn n 61acGvdeon g Siatd-
110NG H€ TOUG ETEPOTOITIKOUG XWPOUG APEVOG, Kl TOV
€IKOVO-X®PO TWV ITUYOAAUITIOWV APETEPOU. LUVENIWG,
n d1atoémion mpolapPavel Tig EMEPXOPEVES HETATOTTI-
0€1G TwV OpiwVv NG APXITEKTOVIKNG Kal NG TEXVNG,
nep1ouAréyoviag autov tov evdidpeco tomo (mi-
lieu), tov peodrono 1 kard to(v) Apiou-témo mou dev
AvAKel OUTE OTNV TMEPIOXN TNG ATIMAEIAG OUTE OTNV
karnyopia g opoyevonoinong. Onwg diateivetal o
Benoit-Goetz, 10 «va otoxaotoUpe t O1ar0mon mov
emovpPaivel, onpaivel va amopuUyoupe autég tig SUo
TPEXOUOEG Kal POPTIKEG OTdoELS, O1 OToieg ouviota-
vial oto va Opnvouv yia v ammield Tou apxaiou
KOOHOU Kal T®V TOMIK®V avadopwyV Tou, N avtiotpo-
¢@a, va xaipovral ékdnla yia tnv Nrwon 1ou, e§Upve-
VIag 10 MAavnukd Xwp1o. I1avioly, apXITEKTOVIKES,
£pya éxXvng, OKEYEIG Kal TIOMTIKEG XEIPOVORIES, aVIl-
TGOOOUV 0NV OHOYEVAT OAOTNTA TIG ETEPOTOIIEG Kal
TIG ETEPOYEVELEG TOUG». 13
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TA MOY2XEIA KAI H ANATPOIIH
TH) EKOEXIAKHY TAEH): TIAIXNIAIA
ME TI¥ AZIEY TOY AIAQQTIXMOY

EXBHP LOAOMAON

H 16éa tng ovoowpevong twv mdviwy, n 16éa

g Snpiovpyiag evog €ibovg yevikod apxeiov, n
emOvpia va KAeloTel o€ €vav 1010 OAOG 0 XPOVOg,
OAEG 01 €TTOXES, 01 HOPPES KAl 01 TIPOTIUNOEIS, N 16€a
g Snp1oveyiag evog T0mov mov Ha oVLYKEVIPQVEL
6A0Vg TOLG XPAVoUG Kal Tov Oa eival o 110G ekTo§
XpOVoU Kal oto armvedfAnTo Tov Xpovov, T 0XES10
THG 0pYAVWONG Kat' avtov Tov TPOTIo ThG ATEPHOVIG
ka1 aép10TNG OLOOWPELONG TOL XPOVOL O€ €vav
akivnro 100, €, AoITIdV, OTNV TIPAYPATIKOTNTA,

OAa avtd aviikovv otn S1Kn pag odyxpovh €Moxn.
Ta povoeia ka1 o1 PipAiodikes eivar erepotorieg
mov xapaktnpifovv th Svtiki kovAtodpa tov 1900
aiova. M. Foucaurt!

Mia amé t¢ ouvnbeig mapadoxég om Pifrioypapia
niepi pouoeiwv eival 6t n yéveon kai Kabiépwon tou
dnpdoiou pouoeiou eival Poidy NG VEMTEPIKOTNTAG
KAl TwV 18V ToU eupwiaikou Alapwtiopou. Tou
1poé1IIou okEYNG 1mou Kabdploe 11§ EMIOTNHOAOYIKES
Ka1 moMTIKEG e€edi§e1g otov SUTIKG KOOPO GO0V apo-
pd TNV «KATAKTNON» NG MPAYRATIKOTNTAG: €VOG KO-
OHOU HETPNOIPOU Kal umotdipou, pe amepidpiotesg
Suvatdtnieg mpoddou, mpdoPopou ka1 SeKTIKOU otn
S1epelivnon Kal mv AVIIKEIPEVIKA KATAYPAPI, €II0-
Pévwg Kal otny €ykupn kal KaBoAIKN POUCEIAKN TOU
avamnapdotaon.

H oUvdeon tng avanapdotaong avtng pe tmy 16éa
T0U £€0VOUG-KpAToug Kal To akadnpaikd Kateotpévo,
10 omoio, povo autd otnv mpayparkomia, e§aopa-
Mie S1avontikn pOoPaon Ot OUCEIAKEG GUANOYES,
aM\d kai n KPItKA 10U Oetikiopou mou SiatunkOnke
pe éppaon oto Sevtepo p10d tou 200U aiwva, €Bale
1a pouoeia o€ éva onNpPAaviiko KUKAO alAay®v. Avdpe-
0a o€ autég, Kupiapxn ntav n mpoomnddeia dnpioup-
yiag evog avOp@Irivou Kal avolktoU IPOO®IIOU TOU
pouoeiou mmpog €va MOAUITIOIKIAO KO1VO, T0 01oio 81-
AHOPP®VEL TIG TIOAITIOPIKEG TOU TAUTOTNTES OE OUVA-
(€1 JE T pouoelakn apnynon kai Spdon. Ta mepio-
o6tepa anod nevivia xpdvia, ta povoeia aywviouv va
€PPNVEVUOOUV TIG OUMAOYEG TOUG Y1d Xdpn TOU KO1VOoU

* H Eofnp Xolopav eivar apxaloA6yog, HovogloAdyos, AEkTop
Movoeloloyiag oto ITavemotipio Ioavvivev.
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TOUG, OPYaVWOVOUV €MAVeKOEOEIG «PIMKEG TIPOG TOV
Xpnotn», evidooouv ta ekBépard Toug o€ 10Top1Kd Kal
KOIVWVIKA oupppalopeva, XpNolpomnolouy véa péoa
KAl TEXVOAOYIKEG EQAPHOYES Kal TTapéxouv mnbwpa
KOIVWVIK®V UMNPECI®V O PUOIKOUG Kal, 10 TIpo-
oQpatd, €1KOVIKOUG EMOKEIITEG.

Qotéoo, n ap@ioPnmon ng eykupdntag n/xai
g i61ag g oxompdntag kKAOe popPng emotnpovi-
KAG avamapdotaong péow g €1k6vag i tou Adyou,
8ev Ba pmopoloe va a@noel avemnpéaotoug Toug
€UUTIOANTITOUG POpPEiG yvdong mou Béhouv va ouvi-
otouVv 1a pouoeia. Ki eved n emotpn yevikd, n 10to-
pia, n dnpooloypagia, akdpa ka1 n peailotikA Gw-
Toypagia Xavouv 6Ao Kai MePIGOOTEPO TV AmoSoxn
TOUG WG £YKUPO1 avanapaywyoi mg mpayparkdmiag,
1a pouoeia aviiotékovial oBevapd, TPOKEIPEVOU va
S1atnpnoouv tn oupPoliki 10XU toug. Ki exei mou
Kapid gpopd epgavidovial xdopara xkai Kevd, PIKpEg
Kal paivopevikd axkivéuveg Suvardinteg apgpiopnin-
ong, Ba ypagtouv apHpa yia 1o €Aog TNG HOUOEIAKNG
avarapdotaong, 0a 8060V S1aléfelg yia T oxéon
Houogiwy Kal pvApng, tov mpoai®vio dniadn xai
avemBupnto exBpd g 10t0piag, Oa evowpatwbouv
KdOe loyng umokelpevikdnteg o€ aviiouén pe myv
Kupiapxn eppnveia 1wV pouoelak®v Oepdtwy Kal ex-
Oepdrwv ka1 Oa avaineOolv npwrtofoulrieg avaoto-
Xaotikng dpdong, Omwg ouvedpia kar S10pyavaoeig
yila th ox€on pouceimwVv Kal Ko1IVwVIKAG tTautdtniag n
axképa xai «raixvidla porwv» avdpeoa ota pouoeia
Kal T0 KOIVO, J€ TOUG EMOKENTEG va avaiapPfavouv
pOAO apnyntn, oUMEKIN N mMnpoPopntn yipw amd
10 vonpa (A ta vonpata) twV HOUCEIAKWMV AVIIKEL-
HEVOV.

TIpokeltal yia TPOTOUG €mavadiampaypdreuong
TV apx®v opydvwong kai Beopobémong g orti-
KNG epmeipiag, mou ouxvd Aappdavouv xwpa umd 1o
Bapog Bewpnuik®v ava{niioewv yia Tov poro TOU
pouoeiou otn petavewtepikn emoxn. Tou pouoeiou
mou Oa pmopovoe va oupPadioel pe mv avarporn
v mapadedeypévmv katyopidv mg yvoong, aidd
Kdal Ty arnoAutn unovOopeuon TG KOIVWVIKAG EUVOLLL-
ag mou napadoolakd evayyedioviav ta pouvoeia ermi-
OTPATEUOVIAG OTO £TIAKPO TOV KTAISEUTIKG TOUg po-
20.2 Xto mhaioio autd, o MAoUpaAlopdg KAl N avopol-
opop®ia 8ev amotedoUv amwg emeUAGel§ amévavl
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otny raviokparopia mg akadnpaikng eppnveiag tou
k600U adhd Sopikd otoixeia vnap&ng oe autdv. To
1610 10xU€1 ka1 pe v améAvtn anéppIPn mg €vvol-
ag NG AVIIKEIPEVIKOTNTAG KAl TNV avilKATdotaon g
ard xal my Kuplapxia twv IPOowWIIK®V VONPATWY
ou anodidovral ota mpdypata.

AM\G ka1 01 OepeliSerg apxég vmmap&ng tou pou-
ogiou, dndadn n avbeviikdnta twv ekBepdtwv ToUG
KAl T0 KUPOG NG epunveiag mou Siveralr amd toug
enayyeApatieg tou pouvoeiou, eniong dev edpadovial
mAéov oe yepd Bepédia. O1 Bewpieg tou Baudrillard?
yia  {wn o€ £€va POCOHOIWHEVO-HOUCEIOTIOINIEVO
KOO0, TIOU «arelkei T 81apopd avapeoa oto aindi-
V6 Kal 1o YeudEg, To IPAypRAatiKo Kal To paviaotikoy,*
£€xouv Bpel mpOoPopo £8aPog oe avarloel§ PHOUOEl-
ak®v 6pdoewv, €IKOVIK®V HOUOEIAKWDV EHIEIPIDV,
Oepatikv ndprwyv KA., KaOwg kal o pia eupltepn
ou{iitnon yUpw amo m oxéon avdpeoa otn oUyxpo-
vn pouocelakn Spaotnpidinta kai pia «katavarwtikny
MPAKUIKA KAl aioOntikn mou emnpeddel dAoug toug
Topeiq Aeltoupyiag tou pouoeiou, amd m oulloyn
AVTIKEIPEVOV (G TO HAPKETIVYK TwV ekOEoemV TOU.”

Av 1a pouoeia SnpioupynOnkav yia va vnootnpi-
§ouv 10 vewtepikd eyxeipnpa opydvwong, katdra§ng
KAl Iapatpnong tou QuolKoU Kal avOpwIoyevoug
KOOHOU pag, M®G HIOPOUV Va AIOKINOoOUV vonpa
omyv emoxn pag; oG o1 §pactnpiomrieg mou ava-
AapBdvouv emnpeadovial amd toug oUYXPOVOUG Ka-
VOVEG TApaywyng ¢ yvoong; Apaye, €xel Tedkd
6¢on o opyaviopdg tou poUcEioOU OV EMOXN TG He-
tavewtepikdmrag; Mnopei va ekppdoel T1g TAoEIS, T1g
anoyeig, 11§ apP1oPNTACEI§ KAl TI§ TAUTOTNTES ITOU TN
ouvodeUouy N mapapével To 6xnpa okéYng tou Ala-
PWTIOPOU O€ pia TO00 KPITIKA anévavti Tou €10X1;

Towg, 0 0TOXAOPOG T0U M10€é) POUK®, TIOU TOCO
MOAU £€Xe1 €MMPedoel TN POUCEIONOYIKA avdluon, va
propei va §moel arnavinoeig ota epwinpata avid, va
€€Nynoel Kal va ouvaptioel palvopevika aouppateg
peta&u toug évvoieg ka1 Beopoug.

Eivai BéBaia yeyovdg 011 G tdpa n ¢poukwdiavi
oxkéYn €xel xpnolpornoinei yia 1o akpifwg avribero:
yia va kartadeiel, Snkadn, v epmlokn 10U pouoei-
oU ota MOMTIKA Kal 18€0)doyIkd maixvidia yvmong
ka1 e€ouciag mou oUYKPOTOUV T SUTIKA Koudtoupa,
60ov apopd v avanapdotaon, Siaxeipion —arépa
KAl XEIPAY®YNon- avipmIwy, MOATIOR®OV KAl avil-
Kelpévov N yia va aoknbei pia kpiukn mpoogyyion
¢ yeveadoyiag twv ta§lVOpIKOV Kal ekOeo1arDdY
RPITNPIMV TV HOUCEI®wV Kal TwV IPOSPOHWV TOUG
(m.x. 1a dwpdna pe ta aflomepiepya aviikeipeva tou
160u ka1 170u aikva), oe ouvéuaopd pe pia «apxal-
oloyia» TV €MoTp®V 10U avOp®dITou.®

Axoépn, ta pouoeia, 6nwg d1aBaloupe kai oto ap-
XIKO mapdOepa tou Kelpévou autol, €Xxouv ouvOeDei
a6 tov ®OUKK HE TI§ ATTOKAAOUHEVESG EIEQOTOTTIES:
«AITOTEAEOPATIKA EVEPYOTIOINPEVES OUTOITIES, ... TO-
101 IIPAYHATIKOI OTOUG OI0ioug 01 UIIOLOLIIO01 XWDPO1
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To povoeio tov Sir John Soane ato Aovéivo.

Evyevikin mapaxapnon tov Sir John Soane’s Museum.

TOU TIOAITIOPOU avamaplot®vial, apgilofnroyvial
ka1 avuorpépovialy.” O porog toug eival eite va dn-
H1oupynoouv évav xhpo Yeubaiobnoewv eite évav
Mo XMDPO, «TO00 TEAEI0, OXOXAOTIKO KAl Opyavwié-
Vo 600 o1 81Koi pag xwpo1 g kabnpepivotntag eival
akardotarol, kKakoPtiaypévol kal prepdepévonr.® Ta
pouoeia, OmwG K1 AAAO1 €IEPOTOMIKOI XMPO1, OTWS
IL.X. T0 OIVEPd, KAtaQPEéPVOuVv PECW TNG OGUMNOYNG
Ka1 mg €k0eong etepOKANTWV AVIIKEIPEVWY, VA OUV-
Sudoouv o€ €vav Kal povo Xmpo €va owpod dAhoug,
aoupPatoug peta&u toug kai §évoug. Emiong, dmwg
o1 B1BA1001KeG KAl 01 €YKUKAOTIAIOEIEG, OUVEVOVOUV
6)oug toug (emiong aoupfatoug peta§l toug) Xpo-
VOUG o€ €va mAnpeg apxeio® n, €hog, 6MWG 01 KATIO1
KAl 1@ Xwpld S1aKOI®V, AVIIOIPEPOUV TOV XPOVO
OUCOWPEVOVIAE ToV o€ pid Kabolikn popen.® v
TIPAYHATIKOTNTA, TO POUOEi0 akolouBbnoe 10 yevikd
VEWTEPIKO MpdTaypa, petarpénoviag kabe pvnpeio oe
apxeio, kaOe paptupia oe pépog piag adidomaotng
10TOPIKNG OUVEXELAG KAl OUVOXNG, OTOIXEI0 p1ag Ka-
Bol1KNG Kal OUVEKTIKNG 10Topiag.

[Tog, hoimov, n oxéyn tou Poukw pdg Ponda va
§emepdooupe tig avuivopieg avapeoa otig a&ieg tou
A1aQ®TIOPOU KAl O€ AUTEG TTOU TOV TMOAEPOUV OTO
Ovopa ToU PEtavemTepIKOU eyxelpnparog; H ek véou
avdyvwon g Gpoukmwd1avig emxelpnparodoyiag amod
v Beth Lord Seixvel akpiBmg autd: 611 1o pouoeio
Oev amotedei etepotomia Snpioupynpévn amd tov
VEWTEPIKO TPOIIO OKEYNG POVO N €MEISN OUVEVMVEL
€TEPOKANTA AVIIKEIPHEVA KAl XPOVOUG O€ p1d AXpPOvI
kaBodikdnta.'® Aviibétwg, ta pouceia ouvictovv
etepotortieg ene1dn eival xwpol d1apopds, 1600 arod
AA\0UG X®WPOUG 600 Kal amd TIG §1avOntikEG apXég

TAMOYZEIAKAIHANATPOMH THL EKBEZIAKHL TAZHI: MAIXNIAIAME TIZ AZIEL TOY AIAOQTIZMOY

‘Epyo tov TTOAVHEOTKOD KAAITEXVI
Michael Petry am6 yvali evoopatopévo
otn povipn €kfeon tov Soane Museum
(2010)*. To épyo ovvSiaAéyetat

Kkat a&lorolei 1o evS1aPEPoV ToL
VEOKAAOIKIOTI Soane yia tov p6Ao T0L
YLaAioh oTny ApXITEKTOVIKA Kai th
onpacia Tov PwIoS kard v ékfeon
HOLOELAKQY avTIKelpévwy. [http://www.
westbrookgallery.com/michael-petry-
at-soanes-museum (teAevtaia emiokeyn
26/8/2011)].

Evyevikin mapaxadpnon tov Sir John
Soane’s Museum.

ka1 maiola ota omoia ta aviikeipeva avtd yivoviai
ouvnBwg katavontd.'' Tlpdkertalr yia tm Siapopd
avapeoa ota avikeipeva Kal T1g €Vvoleg e TG omoieg
1a ouvdéoupe, otoixeio oUp@uTo pe kKGOe eppnveia.
Xwpig autn, éva pouoeio Ba nrav amwg pia anobn-
Kn* ka1 eival avti n diapopd avdpeoa ota ekOépara
Ka1 Ta avamapiotdpeva vonpata, mou Bidvoupe kdbe
(popd Tou emoKkentopacte pia ékBeon. Xwnv mpay-
pauxomta, ouvexi¢el n Lord, 1o pouoeio Aertovpyet
WG PETAHOVIEPVOG XWPOG: eival oe Béon va aokei pia
otaBepn KkpItIKN TOU TIAPeABOVIOG, TG 10TOPIKNAG OU-
véxelag kal g kabolikng 1otopiag (évvoleg ou Ka-
tappirmrel 0 Ooukw), arp1PwG eneldn amotedei pépog
autdVv v adlmv 10U AlapwTiIopoU IoU OUYKPOTOUV
TOV KPITIKO €AeYX0 g Mpakukng.'? Etol, oe meiopa
g e§eMKTIKNG 0Ppayibag mou Pépel avamdPeUKTa n
évvola ¢ Ipooddou, To POoUsEio €ival TIPOOSEVTIKO:
npoxwpd mépa amd 1g afieg Tou Alapwriopoy Kal
NG 0IKOUNEVIKNG ainBelag yiati pmopei va eléyxel,
va Kpivel kal va karadeikvuel 1 oxéoelg e§ouvoiag
rou 1nyddouv amé autég, aldd kai va xabiotd eppa-
v m S1apopd avdpeoa ota aviikeipeva Kai ta ava-
naplotpeva vonpara. Eviéel, vnootpidel n Lord,
10 pouoeio evepyorolel n poukwdiavi yevealoyia
g avhp®IIVNG yvmOong, Ve Tautdxpova ouviotd
€va eVyAwTIo mapdadelypa Piag PETAVEMTEPIKNG AVTi-
Oeong: 611 oy mpaypatkonta npénel va faciotov-
HE 011G VEWTEPIKESG afieg TNG KPITIKAG, TG eAeubepiag
Kal g 1IpodSou MPOKEIPEVOU va ap(loBntnoouls,
va avuiotaboupe ka1 §enepdooupie To 01KOSOPNPA TG
OoKEYNG Kal TG TPAKTIKAG ToU Baocietal o€ autég.
Aev eivalr AMwote Aiyol o1 oUYXpovol HoUoEld-
KOi X®pO1 ITOU XPNo1oI0100V ouveldntd toug exBe-
o1aKoUG TpdIoug Tou 190U aiwva, Kupiwg pla eviu-
NMWO1aKN MUKvoTnta ekOepdiwy o Pn XpovoloyiKn
1a&n ka1 pe oto1Xe1®dn POVO UIMMOPVNPATIONO, Yid Va
avarpéPouv TiG ouvnOel§ HOUOEIAKEG APNYNOELS, TV
TPoPAEYIPN Kal OUXVA avapevOPEVN «AOYIKA» TIa-
pouciaon, 10 KUPOG TV EMIONP®V AEYOPEVWV, !> eV
a6 1g apxég g Sekastiag tou ‘90, modAd pouvoeia
TIPOX®PNOAV Oty opydvwon ekBéoewv pe Oépa v
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i81a v 10T0pia Toug, TV mapovoiaon twv S1Anppd-
TV TIOU aVTIHETWITI{OUV 01 EMIPEANTEG TOUG K.ATL

‘Evag amé toug Tpomoug ouvimapéng tou Vew-
TEPIKOU pOUCElOU KAl TNG PETAVEWTEPIKNG KPITIKNG
Tou eival o1 S1adoyikég aviioti§elg avapeoa otg po-
VIpEG OUMAOYEG €VOG IOUCEIAKOU OpYavioHoU Kal O€
oUYXpOVeG KAAMTEXVIKEG ekppdoelg. TTpokeital yia
HIKPEG, ouvnBw, mpootdbeleg avatpomng g ekde-
01aKNG Td§Ng 1ou €MIXEIPOUV OUYXPOVOL KAMMTEXVEG
otav kadovvial (i mpoteivouv o1 i8101) va epmia-
KOUV 0TI PHOVIHEG eKOE0ELG TV poUoEimV, akOpa Kal
vV 110 1apadooiakhv, cofap®v n coBapoPavav.
O1 napepPdoeig 1oug dldote po1d{ouv pe ouvoplia
K1 dMote pe avatpomn tng kabeotnkuiag ekOeolaxng
1G€ng, S1adikacia mou amoxtd vonpa akpifag Adyw
TOU OUYXpWTIoROU twv avilfétwv.'® Ta Oépata mou
eyeipovial and térolou €idoug eyxelpnpata ayyi{ouv
TMOMEG ammd 11§ oUyxpoveg Dewpntikég avalntnoeig
1600 NG pouoceiodoyiag 4o kal g 10topiag g -
XVNg, IL.X. TNV KOIVWVIKA onpaocia tou €pyou téxvng,
m vonparo8dmon tou amd 1o nepifdilov €kBeong
TOU KL

Tnv mio evdiapépouca, Katd tn yvoPn Jou, Ie-
pimtwon piag téroiag «evopxXnotpwpévng ekOeoia-
KAG avarpomng amotelei 1o Xmitl xar Mouoeio tou
Sir John Soane oto Lincoln’s Inn, omv xapdid tou
Aovdivou. O John Soane, 1610KTNTNG KA1 £VO1KOG TOU
OTITI0U KAl KATOMIV SwPNTAE TOU PHOUOEIOU «IIpOG TO
[Bpetavikd] €0vog», Ntav apXITéKTovag ONPAVIIK®OV
VEOKAAOIK®V o1Kodopnpdtwy, pélog e Baoilikng
Axadnpiag ka1 oudéxing Pifrinv, oxeSiwv, mvd-
KWV, APXITEKTOVIK®V MPOMAACOHAT®V KAl apXaimv
yAumm®v. To pouoeio tou eival onpepa to mio mailo-
poditiko og dro to Aovdivo, xabwg pe ™ S1abnkn
ToU amaydpeuce OX1 POVo v nmAnon, Swped n ai-
Aayn ot oUvOeon Kal 10 TMEPIEXOPEVO TWV GUAOYDV
ToU aX)\d ka1 oro1adnote aAhayn Tou TPOIIoU apou-
oiaong twv exBepdrwv. Me Atyootrd dia mapopola
napadeiypata avd tov ko6opo, 1o Soane Museum
eivai, katd tov John Elsner, «pia 1modv 181aitepn me-
pimwon 181WTIKAG KATOIKIAG, N omoia, pe avéyylxm



ELBHP LOAOMAON

0 OUMOYA NG, OUVIOTA HIa EMTONOD PVRPOVEUON
tou [apxikoU] pouoeiou. Evowpatwvel xat autdv
TOV TPOTIO KAl IAYMVEL y1d MAVIA T OTlypn Katd myv
omoia n oUMEKTIKA dpactnpidtnia otapard kai to
pouoeio apxilel va vndpxel».'

Auto6 mou kdavel emiong 1o Soane éva e§aipeti-
KA evliapépov mapadelypa oUyXpovng avIIHETOITI-
ONg TWV TIPOoTay®v N, Pddlov, TwvV MPOKANCE®V
TOU pouoelakoy tou pdélou eival n avdmuén, amd
1a téAn ¢ Seraeriag tou ‘90, piag MPWIOMOPIAKNAG
0€1pag ekOEéoewV OUYXpPOVWV KAMITEXVQV, oxedla-
OT®WV N APXITEKTOVWV OT0 €0WTEPIKO AUTOU TOU €K-
KEVIPIKOU Kal mVIyPévou ota ekBépata omitiov. To
pouoeio kalei KalAtéxveg va Snpioupynocouv n va
ekBéoouv €pya Toug, ouxvd oe BE0EI§ TTIOU EMAEyOUV
o1 i6101. H aviamokpion twv KAAIEXVOV amd v
npwtn €kBeon 1o 2000 pe titho «Retrace your steps:
Remember tomorrow» wg tnv mo npdo@arn pe titho
«Inspired by Soane» eivai eviunwolaxn.'” Emméov,
ekOnAwoeig, dpapeva, Bivieo, d1aré€elg o xMPoOUG
ToU pouoceiou mou ouvnObwg dev eival emoréyipol,
n evowpdtwon d1ad1ktuakav pdoewv, kKabwg kai n
avdBeon g empédelag 6X1 O€ 10TOPIKO TEXVNG AMd
0€ KAMITEXVN, petétpefay 11§ ekOEoe1g autég o mpo-
KANTIKA TE1pApard.

H aXnleniSpaon petal tou x®pou, g oul-
AOyNg Kal TV oUyXpovwv OSnpioupyidv TePIAap-
Baver emiong eyratactdoel§ ka1 ekOéoeig épywv ap-
XITEKTOVOV, OwG I.X. twv Frank Gehry ka1 Daniel
Libeskind.'® O1 §pdoeig autég ouvéouv ta mpoowpl-
va ekbépata pe 1o Kripio tou pouceiou kai tov 610
tov Soane, 11§ ava{ntnoel§ NG APXITEKTOVIKNG TOV
190 aiwva xal onpepa, m XpNon twv UAIKOV OToV
X®po, v napddoon Kkai v Karvotopia, aild xai
v evowpdtwon piag S1€MOIOVIKAG IPOOEYY10Ng
ot oUYXpovn apXITEKTOVIKN dnpioupyia.

Qotdoo, Ba éleye kaveig 611 N perAVeEWTEPIKOTN-
10 TwV €eKOE01AKDV AUTOV €MAOY®V ToU Soane Mu-
seum Sev €ykeltal 1600 oy €§a1peTIKA METUXNPEVI
ouvinapén v avilbétwv 6co om Suvardmra va
Soupe v etepotomikn S1dotaon 10U POUCEIOU, WG
xwpo d1apopdg, va Aertoupyei oy npd§n: Siapopd
TIOU €vepyoIIoleital amd TG amoxAivouoeg eppnveu-
TIKEG TIPOTACEIG TV AVIKEIPEVWV N TNG GUAAOYNG
WG OUVOAOU, TIOU KAtd Kaipoug divouv o1 emotipo-
VEG-EMIPEANTEG, 01 KAMMTEXVEG-EMIPEANTES, O1 OUHHE-
TEXOVIEG KAAMTEXVEG Kal PUOIKA o 610G o0 Soane, o
01oiog pag KAnpoSOoE EVIUIWOIAKA AVAAUTIKEG
TIEPIYPAPES Kal eppnveieq oudoywmv tou. Ki axdua,
om Suvarétnta mou diveralr 1000 OTOV KAMMTEXVN
600 Kal OTOV €IIOKEITN VA KAVEL TO TIOAUCU{NTNHEVO
«tagging», SnAadn 6x1 pdévo va KOMNOEL 0Ta aviikei-
peva-exOépata dha exkBépara, aldd ka1 va toug BdAel
11§ S1KEG TOU €TIKETEG, UTTOOTNPI{OVIAG TO TIPOOWITIKS
vonpa tou ekBéparog kail mpofdidoviag, av Oélel,
avtiotaon owmyv Kupiapxn pouoelakn Bewpnon tng
TEXVNG KAl TOU UAKOU MOAITIOHOU.
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Nopilw WG 01 AVIIOTIKTIKEG KAl €K IPMTNG OYe-
¢ akiviuveg autég mapepPdoeig oUYXpovwY Kadhi-
TEXVOV o€ mapadoolakd pouceia amoTuTIOVOUV e
oV kKaBapdtepo Kai IPOKANTIKATEPO TPAIIO TOV Xapa-
KIpa twv pouotiov wg etepotommy. [Ipoopépouv
eniong m Suvardmta va Soupe péoa amd moikileg
Ka1 avueatikég dieubetnoeig m Siapopd avdapeoa
ot Aé€eig kal ta mpdypara: i0ws, OPWG, Kal va pag
TIPOTPEIouV va avapwtnfoulie yia m onpaocia twv
opiwv avdpeoa oto vewteplkd eyxeipnpa tou Alapw-
TI0p0U Kal T oUyXpovn applofntnon tou.
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gehry_at_the_soane ka1 http.://www.soane.org/exhibitions/
libeskind_at_the_soane (tedeutaia emiokeyn xkai ota 600
26/8/2011).
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AEIITOMEPEIA

EAMIAA PIKOY

‘Eva YAUKO anéd apuydaréyixa -1o gridxvouv oe pia
ylopti, ad\d Sev ouykpdtnoa to évopd me- maplotd-
Vel éva eupUXwpPo KAO1opa ka1 péoa t1ou Xwpéveg 600
HIKPOOKOIIKEG (PIyoUpeg va ouvopidovuv. KoitoUv n
pia v a\n pe mpdowma autokGAANTA TIOU TAP10TA-
vouv 800 KOpPPEG Kupieg TNG TIPOTMOAEPIKAG EMTOXNG.
«Tuvaikeieg» KouPévieg mou dévouv pntépa pe Kopn,
TIPOOEKTIKA QuAaypévn Swped, amd yevid o€ yevid,
TIPOOPEPETAL, TOPA OTNV KAAOPWIIOPEVIN TIPOONKN
armévavti pou. Exei péoa, 1o képaopa ouvinpeital
TIPOOEKTIKG, €ival pévo yia ta pdua. Avapwtiépal
yeuon va 'xe1 1outo 'dw* pdllov dev Ba hiwvel mia, Oa
OpuppariCetal. Mnopw, dpwg, va Kataval®ow KAt
amé mv 10topia Tou. AUCTUX®G, N EMIAOYN POU €XEl
ta§ivopnOei kdtw amd tov 1810 ap1Bpéd pe Suo-tpeig
aMeg «dnpioupyiegy, Ayotepo karaioOnreg, Tohpw va
W, Avapeoa oe pouxd, pWIoYpapieg K1 dAha tekpn-
p1a g «kabnpepivng {wng oto otmit». Aev pabaivew
KAT1 IApamndvw yI' autny amod my Kaprédd.

AM\d m6oo Aemtopepng pmopei va eival n mn-
popo6pnon; T1 va pou mouvv yI' autd ta aonpévia Ii-
poUVdKIa Tou kouPaldel omyv Todvia g, 6Tav mv
ade1ddouv yia va g kataypdyouv ta Undpxovid, pe
6A0UG TOUG TUITOUG — T1 Wpda va Atav, Tt Kaipd va €ka-
Ve, 010V va oketotav; H ainbela eival mwg kavouv
0,11 PIIopouV yla va 1KAVOIIOINOOUV TV HEPIEpyeld
pou. Mou &ivouv éva 6vopa, pia Bioypagia... Oda ei-
vai povadixd, adld pe napamiavouy e§ioou. To Upog
¢ apnynong eival avayvwpioipo, oxed6v kabnou-
xaotiko. Exeivn n otuypn —«... 10te, o pikpog X. mapé-
BAeye tnv anaydpevon ki €Tpe€e va xalpetnoel t Pntépa
0L [é0a amo 10 OLPUATOTIAEYUA...»— XAVETAL P€oa OTIG
a\eg, ota x1A\ddeg amopvnpoveuparta, eykiPwride-
Ta1 o€ pia €§10tépnon mou akoroubei toug TUTOUG,
unotdooetal ota mpdruma kabe emionpng, €motnyo-
VIKd tekpnplwpévng 1otopiag. Tapmédeg pe kabBodn-
YoUV €uyeviKd otnv mepimAdvnon pou avdpeoa ota
QVTIKEIPEVA: «TTOAMTIOPOG», «Opnokeiar, «kaOnpepivi
{wn»" K1 eVIEAEL, TO «YEYOVOG...

Avapwtiépal av priopoUpe v a@nvoupe ta mnpdy-
pata va pidouv amd péva toug. Amioteuteg paptupieg
TTOU N €UKPIiVeld Toug o€ Kpartdel pe ta pdria opOavoi-
xta va npooradeiq va Siakpivelg kATl TIEPIOOOTEPO
arr’ 6,1, kat avayknv, oou amorpumrtouv. Koita&é
OV, Ot Ppwroypapia, évav dvipa kdtw amod tov dyplo
niio, mou mpoomafei €1NKPIVA va €UXapiotnoel, va

* H EAmtiba Pikov eival kotvavioAdyos, Kolvavikit avhpwroAdyos.
Aibdoker AvBpwrioloyia thg Téxvng otnv AZKT.
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Auyioel owotd ta yovata, va tvd§el prpootd ta xépia.
Pixvel1 éva mhdyio BAéppa otov otpatiein mou divel ta
mapayyéipata, autdv mou viwbel téoo duvarog, yiati
tou emiPdlel tov eeutediopd, o nAibiog.

Eviote, 6pwg, kamola oupfdvia $1kaikvouyv toug
aduvapoug' ouykupieg 610U N 10Topia xdvel o Pnpa
m¢ k1 n {wn dndwvel autd mou eival pia ouppagn
amd Arumeg OTypéG, amd AKATAVONTeS AEMTOHEPELEG
IOU PTIAXVOUV Hid {wn pévo S1kn cou. O ouyyevig
ekelvog —drouoa moANEG popEg auth tn Sinynon- v
MpPAa TIoU ToUG £Iaipvav Kai toug ipexofordyave péoa
otn o, ota Xwpdgla, {itnoe va ndel yia mv avd-
YKN TOU. A€V TOU ATav €UKOAO PIIPOOTd 0ToUG AAAOUG,
auto K1 évag nhiB10g Ba 1o kataddfaive, k1 exkeivor Ee-
xdotnkav ka1 ouvéxioav 6,11 nfepav va kdvouv. Me
Bnpa taxv npoxwpnoav, 1ov dpnoav exei, évav pévo
tou mow and tov Odpvo, k1 0 avBpwrtog amdépnoe
napaliyo, pdliota, va 10u§ pwvdgel va tov mepipé-
vouv. Ki Uotepa xoitage yipw ka1 katdrafe mwg ekei-
Vou Tou €elle va (o€, T010G EPel y1ati Kal mmG K1
av kdu trolo nrav €1 Papog twv dAAwV Kal av €xel
Kaveig, mMoté, v tuxn mou tou afilel.

Tov Oupdpal autdv kai moAoUG AAOUG Piloug
TV Ia181K®V Pou Xpovwv, S1avooUpevoug mou Oau-
pada evhdikn, avOpwIioug mou toug éviwBa xoppdr
g 10topiag mou ntav kai Sikn pou. Emiotpépouy,
mapadofa oikeiol, NV (pa MOU N MEPINYNON HOU
oto pouoeio je avaykddel va diamotwow 1m6co S1-
agpopetikoi Oa ntav, xabwg eaiveral, and epéva. H
181aitepn «tautdNTd» TOUG MICTOMOIEITAl OTOUG XW-
poug autoug, mépav mdong ap@iforiag. Adyw tng
e€oikeimong pe v avBpwmodoyia, Oa eixa mv tdon
va amodopnow TETO1EG OUVEKTIKEG TIAPACTAOEL «IT0-
MTUOP®V» 6aV auti TTou pe mep1fdidel. AAG n ouvh-
Oge1a va amoouvappoloy® TG mapatdelg Aoywv Kai
avuKeIpévwv 1mou 11§ Oepedidvouy, pe eyrataleimel
HIpootd o€ autd to o1kodopnpa mou fewp®d Nwg
otvetal pe anopaon va evaviiwBei oto akatavonto.
Yuvoyidovtal, Opws, 10001 alwveg 10topiag oe pia
oTlypn, akopa K1 av auth agopd v avlpwrdtnia;
H éppaon oto Olokavutwpa eival emPBefinpévn n
PANWG pe §eyedd n autoava@opikn, eVIEAEl, «KOIVA
loyiki» pou; Ba 6@elda va SUCIIIOTY OTOUG «KOIVOUG
TOTIOUGy, €181Kd €6w, mou dAa Bupnilouv WG 10 KAKO
kaBiotatal, ev pimn o@OAAIOU, «KAVOVIKO».

Towg pe 61eukoAUvel va avabétw oty éxvn mv
evavtimon oty korvortormia. AMdA péxpl mou pmopel
va QTdoel n avatpentkn mg duvardmra; Avdpeoa ota
ekOépata mou Katardooovial wg «haoypapird» diari-
OOV TS mapepfdidovial mpotdoelg Siaxeipiong
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G PVAPNG, Mou KataBEétouv KaAMTEXVeEG. Alakpive
HEPIKOUG va emSEIKVUOUV aUTAPEOKA TI§ KATAOKEVEG
TOUG, GMOUG Va TI§ OUYKRAAUTITOUV, KAmoloug va yi-
vovtal 818aKtikoi, op1opEéVoug va Katapelyouv oty
TEKPNPi®on, Toug MEPIOOOTEPOUS Va aprouvial ota
€UKoAd, Aiyoug va Siakivéuvetouv pe awviypara. AAa
11 €idoug kpion va exk@épelg; TIwg Kpatd kaveig m ou-
ykivnon omv kOYn; Mg gudxvel €1koéveg ota dpla
tou napaotdoipou; O1 KadMtéxveg dev Snpioupyoltv
€k tou pndevog. EmeSepydalovial Ko1veég mapaotdoeig,
€1KOVES Kal ouvaicOnpata. Kai to ouvaioOnpa eivai
unéOeon koivn. Mabaivw va ouv-aiobdvopal ouvoE-
ovtag €1koveg, aviidpdoelg, vonpata. IIog pe €xouv
pdOe1 va ouykivoupal; Na xivoupal padi pe tov aido;

Mou apnynfnkav v 1otopia piag gpopeoidg: n
yuvaika amé mv ©gocalovikn mou v Smp1oe oto
pouoeio, mv kpdmoe evOUpI0 and v viavid g
mou xdbnke oe kdmolo otparémedo. Ia xpdvia, ta
poUXxa ¢ ta XpNo1jornolovoayv otig ATTOKPIES yia va
petap@iectouy ta maidid. IMapdfevo maixvidl pipn-
ong, peiypa oxdnpotntag kar Oavpacpol, o1Ke10moi-
nong kai amo&évwong, pou Oupilel 11§ paokapdreg
TV aud®V 610U o1 dpxovieg vivvoviav Ivdidvor pe
1a MAQupa g amoikiokpatiag...

[Twg «evduopal» tov dho; IImog oudéyw Kal ou-
YKOM® TIG €1KOVEG TOU, TG KOPw Kal pafw évav
€autd ota pérpa tou; XTo yupvdaoio gixa avaddfel v
npwrtoPoudia va avefdooupe pia Osatpikn petapopd
Tou npepodoyiou mg Avvag @pavk. Oa yivopouv n
Avva, yiati oe 6oa éypage avayvmwpi{a ndn tov eautd
pou. Amoom0ioa emAektIKd 10 nPePOAdy10. Avaka-
A® axdépa m @pdon: «Kai Oa pmopovoa va eipar avté
mov Oa nbera va eipai, av Sev vimpxav dAror dvBpwrtro
otov k6opo». O1 Umodo11Io1 ouvepydteg katddaBav ot
10 Taixvidl NTav autoavagopikd Kal eyKATEAEIYav
ypniiyopa v npoordBeia. Tig mpodiieg KAo10G pe
mAnpo@opnoe o611 pupootd oto omitl drou kpuBdrav
n Avva ®@pavk, peyawvel KAOe pépa n oupd twv erl-
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okem®v. T1 akp1fwg ava{nidpe p’ autd ta IPOOKU-
viipata mou av§dvovial otoug TOIoUS TV TTOAEPWY,
TV Kataotpo@ov; Mabaivoupe va oucowpeloupe
evOupia Siapdpwv €18wv, touplotikd aflobéara,
avitikeipeva kal keipeva, ava@opé... Yeiotavral, on-
Hepa, aiofntikd ka1 moAltikd «opBoi» 1pémo1 «avarna-
pdotaong» 60wV 1ag OTOIXEIMVOUV HEG TV 10topia
Hag;

Katd mapadofo tpémo, n 10topia twv ERpaikov
KolvoTNTwV Tou 200U aimva €xel onpaivovia polo
oy ap@iopimon g Kevipikng Oéong g €vvolag
g «avanapdotaong» oty eupwiaikn okéyn. Ilepi-
S1aPBaivoviag oto pouoceio anmogaci{w 611 aduvarm
V@ KATAOKEUAOW H1a akopa yevikoioyn, Oewpntikn
torrofémon yia to Oépa. H otdon pou Oa mapapeivel
OUYKEKPIPEVD, eviomopévn, kabapd mpoowmikn. Oa
KataypdPw 6,11 IPOKUIITEL, OTAV OTEKOHAL, «EVAIIIO0G
eVOIiwy, anévavtl ota npdyparta.

K1 auté mou avadvetal kabapd eival pia Aemrto-
pépela, K1 Uotepa K1 AAAN pid.. Agv gival n povadikn,
N onpaivouod, N XApPAKIPIOTIKNA AeItopépeld. Aev
MPOKEITAl Y1a TNV «IIPOCOXN OTN AEMTOPEPEIA», TN
otdon mou dev agnvel tirmota va Siapuyel. Aev eival
H1a 181aitepn Aemtopépela mou Oédw va karatdw n
va eppnvelow He avagopd ot onpeloloyia n v
yuxavdaiuon, om pia i v axn Oewpia. To mOAU-
oAU va avapepBw, pe kdmoia {ndia, o€ ekeivov oV
mapdevo pnxaviopoé g madeleine, mou ekAUel ou-
yK1VNoe1g§ dtav my yevetal o Proust.

[Motetw NWG AUTEG 01 ATUTIEG AEMTOPEPELEG TIOU
eméde€a, 40edd pou oxedov, va kataypdyw, Oa ema-
vépXovial otn pvApn pou kai Ba exAvouv m Sikn
toug emiyeuon - pol taykn apuySaroyixa. Tiati n
KAOe pia, donpn AeNTOPEPEIA TTIOU AVIIOTEKETAL 0TV
yevikeuon, mmou eival aduvaro va avanapax6ei, va tu-
ronioinBei, pou avoiyel évav to1o mou dev gival «koi-
VvOG», €vav TOII0 MPWTOYVwPo OIIou NIopw, eAetfepa
Kal pevyalréa, va og ouvavinow.
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VUHOIAKA APXEIA T'TA THN
2JYI'KPOTHYH THY MNHMHY
TOY OAOKAYTOMATOX

PENA MOAXO

Méxp1 11G apxég g Sexaeriag tou ‘90, ta 10topIikd
MIPOYPAPHATA TIOU KATEypadayv T pvapn twv apavi-
OopéveV €fpaikdv Korvothtwy oty Eup®nn eotialav
og paprupieg eml@wviwv mg yevoktoviag.! To 1994
10 Tpoypappa tou Idpupatog tou Steven Spielberg
Survivors of the Shoah Visual History Foundation (Omt1-
roaxkouvotikn Iotopia twv Emd{wviwv wmg Shoah)
£€0e0¢, y1a mp@In Qopd, EpWTAPATA YIa TIG EUIEIPIES
TV €M{OVI®V TIP1V Kal petd tov modepo. To Tépupa
(USC Shoah Foundation Institute) katéypaye oe Pivieo
11§ paptupieg mepioootepwv amé 50.000 Efpainv
ka1 pn EBpaiwv eml®dviwv tou OAoKauTORATog, UAl-
k6 mou 1o d1a0éte1 online. ‘Evag amd toug OKOITOUG
Tou 18pUpatog Atav va epmioutioel v exnaidevon
pe otdxo mv e§AAe1YN TWV IPOKATAAAYEWV OE OAOV
Tov KO6opo. H emiyvwon tou otdéxou autou odnynoe
Toug €181K0UG T0U I8pUparog va avamti§ouv €va mpw-
TOKOAAO OUVEVIEUENG TTOU 81a0(Atile v aubeviiko-
TNTa Kai Ty mnpotnta v Haptupiov.

H &iadikaocia dpxide pe éva epwinpatoddylo
p1v T ouvévieu&n mou Ba oupmnpwvotav amd tov
€PEUVNTA OTA ayyAIKd Katd Tnv Ip@In 10U ouvavinon
pe tov emd®via. O1 mMAnpo@opieg mou cUNAEyovIav
xpnoipevav omy taflvopnon m¢ ouvévieuéng kai
BonBouoav tov em{®via va avaouyKpOTAoel TI§ ava-
pvnoeig g epmnelpiag tou. Akopn €8ivav t duvarod-
TNTA OTOV £PEUVNTN VA S1APOPPOOEL TI EPWTNOEIS PIE
1pd110 MoV Oa evioxue v 1IKAvOTNTa ToU €MI{®VIA Va
TIEL TV 10Topia Tou 1 v 10topia ng. O ouvduaopog
€ T YA®OOQ T0U OWPATOG, HE Td TIPOOWIIIKA €yypa-
(Pa, OIKOYEVEIAKEG PWTOYPAPIEG KA1 AVAPOPES HEADV
ka1l piAdwV g o1KoYyEvelag Tou emi{Hviog ouvéBaihav
ot SiaopdAion g avbevuikomnrag kaOe paprupiag.

H ouvévteu&n aum kaBeauti oUPmANPWVE TG Ae-
Topépeleg yia tn {wn Tou em{OVIa Katd Ty IPOTIole-
KA mepiodo, v karoxn kai mv anereuBépwon. To
tedeutaio pépog g ouvévteudng eotiale otov TpdIo
e Tov onoio o em{®v {avaeriage m {wn ToU petd 1ov
moAepo. O1 em{WdVIeS TTIOU KatéBeoav T paptupia toug
péow autig g diadikaociag pAavnkav va CUPQIAI®D-
vovtal KaAUtepa pe 1o naperdov toug. A100dvOnkav
AVAKOUPIOPEVOL TIOU EKIMANPWOAV T0 XPEOG TIPOG TOUG

* H Péva MoAxo eival 1010p1KOG.
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Jdodogpovnpévoug ouvavBpwiioug toug? ratabétoviag
v paptupia toug yia ta eyKANpAta ota omoia umnp-
§av autdmreg Pdptupeg Kal Tautdxpova PEOw autng
g Siadikaoiag éviwoav va €navacuvogéovial Je ToV
KOIVWVIKG Toug IEPIyupo Kal Toug IIPoyoOvouq ToUG.

O1 paptupieg tou Visual History (tng Omtikoa-
rouotikng lotopiag) xataloyoypapnOnkav, eupetn-
pidotnkav kar PnelomoinOnkav kai eivar onpepa
NAEKTPOVIKA TIpoofdolpeg amd ta Mmavemompid ta
omoia €xouv yivel ouvOpopntég oto apxeio’. Xmnv
Euponn propei va éxel kaveig mpoéoPfaon oto apxeio
amé 1o Freie Universitaet (EAeG0epo ITavemotnyiio)
tou Bepoldivou ka1 1o Central European University
(Kevipik6 Eupwmaiké ITavemotipio tg Boubamé-
otng).

O1 gpeuvNIEG PIIOPOUV va opicouv 1o medio g
avadatnong Toug Pe KPItnplo m YAMOood N 10 avil-
Keipevo tou evoi1apépovidg toug. Tp1akooleg TE00EPIS
eNnvoylwooeg paptupieg eival onpepa mpooPdoipieg
oto Apxeio Omtikoakouotikng lotopiag.*

To Centropa, 1o Yn@iaxkd nxnuxod apxeio armo-
tedel pia PIKpOTEPN OUMOYN HAPTUPI®V N omoia
avapépetal povo oe ekeivoug toug EBpaioug amod v
Kevrpikn ka1 Notioavatohikn Eup@rn o1 0moiol ré-
oTpeYav otov TOI0 Kataywyng tous. To mpoypappa
napéxel éva Prapa otoug EPpaioug mou yevvnOnkav
péxpl 1o 1933, 6x1 pdvo yia va poipactouv TG ava-
HVNoeI§ Toug amd m @pikn mou £noav oTov MOAEHO
aM\d ka1 10topieg amd MPWTEG AYAIEG KAl ayamnpé-
VvouG Kabnyntég, OXOMKEG O1axormég kal eBpairég
y10ptég: pe Afya Adyia 6ha 6oa amotedoUv pia {wn.
EBpaio1 ka1 pn EBpaior epeuvntég mou mpooAneon-
Kav ka1 eknaidevtnkav oto nedio g €peuvag ouvé-
Ae€av 11§ 2.000 mepinou ouveviet€elg emlOviwy 61-
ATUTI®VOVIAG EPWTNOEIG TTIOU ouVOETOUV To TIEpiypap-
1A TIPOOWITIKMV 10TOPIMV aMAd Kal TNG TOAMTIOPIKNAG
autotntag v €mdnodviwy.

H ouvévieuén §ekivd pe  oupmnpwon evog
Seltiou pe 10 01KOYEVEIAKO H€VIpo TOU emi{dvia. Mo-
AovoT autd yiveral ypartms, 10 KAoet0pwvo Ppioke-
tal oe ouvexn Aettoupyia kabwg o paptupag OBupdral
S81dpopa mpdéowma kar apxiel va Aéel v 10topia
ToU.

0 emdl®v apxilel pIAGVIAG yid TV KATaywyn me
OIKOYEVELAG TOU, TOUG IAMmoudeg amod tn PePLd Tou
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narépa Kai m¢ pntépag tovu, 1o endyyehpd toug, to
omitl toug, mv eBpaikn toug tavtdtta kal m Oéon
Toug péoa oty koivotnta. O1 idieg epwtnoelg tibe-
vial Kal yia toug yoveig tou emdmvia. O epeuvning
mBavév va {ntoel and tov emd@via va PIANoel yia
TG avapvnoeig mouv eixav o1 yoveig tou yia toug 81-
KOUG TouG yoveiG: mote Kai mou yevvnOnkav, moieg
YAOOOEG p1dovoav, MG viuvoviav, g yioptalav
TG €Bpaikég YI0pTéG, TIO1EG NTAV 01 OPYAVWOELG TWV
OTIOiWV ATaV 1€An, o101 NTAV 01 YEITOVEG TOUG Kal T1
oxéoelg gixav padi 1oug, kKaBmG kai 10topieg ka1 avék-
8ota OXeTIKA PE TOUG OUYYEVEIG KAl TO KOIVWVIKO TOUG
nep1BdAlov. AUt TO THANA TNG OUVEVIEUENG OUVEXI-
{etal pe epWTNOEIG TIOU EMITPETIOUV OTOV €MI{WVIA va
niep1ypdPel 1o pépog O1ou yevvnonke.

H eioaywyn g Sidotaong tou mepifdiloviog
XwWpou S1eurkodlvel T petdBaon tou em{dvia amnod
TOV KUKAO TNG OIKOYEVEIAG Kal TNG YeItovidg o€ pia
€UPUTEPN KOIVWVIKA pvApn. Emimléov, epwinoelg
1ifevtal yia mv maidikn nlikia kai m oxolkn {wn
napdinla pe autég yia v efpaixn tou maideia xai
napadoon. Epwtnoeig 6nwg «[loia Atav n ayamnpé-
vn oag efpaikn yiopth;» «I1og yroptalotav;», «[1ag
v yroptadete twpa;» oupfdilouy oty avadei§n g
OpnOoKeUTIKNG KAl TTOATIOPIKAG TAUTATNTAG TOU €Il
{wvta 1600 TIp1V 600 KAl PETA TOV TTOAENO.

Y ouvéxela elodyetal 1o Oépa mg {wng Tou emi-
{wvta w¢ evnlika, edv auvtog n avtn dev nrav maidi n
épnpPog otav §éomaoe o mOAENOG. AV Kal N EpOINON
nou tibetal eival «[Tov oag Bphke o MOAePOG;» OU-
viiBwg eyeipetal to (Atnpa Tou AvVIIoNpITIoNoU oty
TOMIKN KOIVWVia Kal oudntiolvial 01 OXE0€1§ Peta-
§0 EPpaiwv ka1 pn EBpainv oe mepiodo rkpiong. O
TPOTIOG i€ ToV omoio o1 pn-Efpaiol aviédpacav otnv
kardotaon n omoia eixe emiPAnBei otoug EPpaioug
gival yvwotd éu éxel maie1 évav kabop1otikd poéro
ot poipa twv efpaiwv Bupdtwy kai kdmoieg anod tig
anavinoei§ toug prmopei va oupPdilouvv omv epun-
veia tou yiati o1 EBpaior éxouv emonpwg e§oPedi-
otel ané opiopéveg eOVIKEG 10Topieg. ANeg amavin-
0€1¢ KATAANYOUV 0€ apnynoeig 1ou IwG ol NApTupeg
ené(noav amod ta orparoneda OUYKEVIPWONG N MG
BonbnOnkav amé pn-EPpaioug. ToUteg o1 10t0pieg
«ETIAVEVIAOOOUV TO UTIOKEIPEVO KAl TOV KOOHO TOU
omyv Iotopia»® ka1 ouviotoUv petaly dMwv 1o 1m0
TE10TIKO UAMKO y1a OAEG T1G NAIKIAKEG Kal OpnoKeuti-
Ké€G opddeg eme1dn ouvOETouv pia yviola meprypapn
g avOp®IIvng OUpePIPopds.

To tedeutaio pépog g ouvévieu§ng avapéperal
omyv mepiodo petd v amereuBépwon, TIG TPOKAN-
O€IG TIOU AVIIPEIWITIOAV 01 €mM{MVIES Kal TIG AAAAYEG
ot {wn Kal 1§ Ko1votntég ToUg: autd IIou ouvdavin-
oav Katd my emnorpopn toug, Tov TpOIIo JE oV 011010
TOUG UTIOSEXTNKAV 01 APXEG TWV XWPWV TOUG KAl 01
Yeitovég Toug, g Bpnvnoav toug ayarmnpévous toug,
TOV TPOTIO € TOV 0I0io opydvwoav ard v apxn m
{wn toug, 10 11 dMae omv aiobnon g efpaikdm-
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Tag mov eixav kai oty aviiAnyn toug yia Tov KOoHo,
T0 MG N €PIIEIPia TOUG eMESPAOE OTOV TPOTIO PE TOV
oroio poéppwoav Kkai oxetiotnkav pe ta naidid toug,
Kdal 1O Tl OKEYPEIG KAVOUV yia tn {wn onpepa.

Molovou Sev eival omdvio yia évav pdptupa va
arno@evyel oplopéva (NTAPATA N va €KTPETIEL XPOVO-
2oyikd 1 Ogpatikd tn oulhitnon, amd  otypn mouv n
nxnukn am6doon petaypdeetar o éva auvtopioypa-
Q1K6 Keipevo, n oelpd amoxkabiotatal. H «emipeAnpé-
Vi autn ekdoxn amotelei v emionpn 10topia {wng
tou em{wvia n omoia omv ouvéxela petappadetal
ota ayyMikd. To tehikO amotéleopa €ival pia «auto-
Biloypagikn Pioypagia» oe mpwto npdéowrto. TEAOG,
0 €PEUVNING OUVIAOOE] P1a Tapdypapo Séka oe1pmwv
mou d1aypdagel 1o po@id tou pdptupa. O epeuvning
oxohddel yparmtd TG 1010PAtIKEG ekPPAoel§ Kal ta
10TOPIKA YEYOVOTA KAl S1apOpP®VEL €va YAwoodplo
MOTE VA KATAOTAOEl TV apnynon Ipooitn oe Kade
€idoug Ko1vo.

Autd nou kabiotd 1o mpoéypappa Centropa po-
vadiko eival 1o tedeutaio otddio, oto omoio o1 epeu-
VITEG 0ApWVOUV pwioypagpieg xal €yypapa, evew ol
ouvevteu§ladopevol N pdptupeg ta oxodidlouv. H
0d4pwWon autdV TWV €IKOV@V €VIOXUEL TN HVAHN TOU
Haptupa agou autdg n auvti ouvvnbwg xaipetar va
poipddetal 1o mep1exdpevo toug pe tov epeuvnti. Ta
0x06Ma TOU em{@VIa Payvntopwvouvial, petappalo-
VIal Kal yivovial o1 10topieg v pwtoypapimv. O1
€IKOVEG Kal Ta €yypapa XpnolpelouV €miong Kal wg
anodeifelg g aubeviikdniag 1wV apnynoewy.

H autoPioypagia, 10 YA\woodp10, T0 01KOYEVELAKD
8€VIpo Kal 01 €1KOVEG ATOOTENAOVIAL OTNV NAEKTPOVI-
ki tornoBeoia tou Centropa Yn@lomoinpéva Kal pe
Hia oudoyn Aé€ewv-KAEI810V TIOU €Xel agetnpia m
XWPA Karaywyng tou pdptupa Kal Tou epeuvnin, ta
ovopara Kal 11§ NPEPOPNVIEG IpAyparonoinong mg
ouvévteuéng.

H Siwadikaocia mou axolouBeitar oto Centropa
enttpénel, €1861kd oto pn efpaikd xoivo va avaxaiv-
Pel 1oV BewpoUpevo Huotnplako MPOIOAEPIKO efpa-
ik k6opo. O1 pn EBpaiol avayvaoteg ekminooovial
euxdpiota avayvwpidoviag 11§ opoidtnteg petal v
avOphwv mou {OuV GTOV TTOAMTIOPIKO KAl KOIVWVIKO
niepiyupo piag yertovidg n piag méing. O Oeatng armo-
Ktd €to1 emfyvwon 611 autd mou xdfnke oto Olokau-
TwHa arnoteAoUoe TPNPA Kal tng S1KAG tou {wng.

Ta toug EPpaioug o1 omoiol, petd wm Shoah,
€xaoav 1oug 8e00UG TOUG HIE OUYYEVEIG TTOU petavd-
oTeEUOaV TIPog S1a¢popETIKEG KAateubUVoEelg, TO 01KOYe-
velakd dévipo xabiotaral éva 10xupd onpeio avapo-
pds. H ouykévipwon mapadooiakdv ouviaywv, yid
mapddelypa, evioxvel Ty MOATIOPIKA TaUTOTNTA TWV
em{@VIWV KAl 01 ATOPIKEG 10TOPIEG TOVOVOUV T OUA-
AOYIKA TOUG PVAPN Kal evOUVAPMVOUV TNV aUTOIIE-
noifnon toug.

Ia toug KOIVWVIKOUG €MIOTAPOVEG Ol NXNTIKES
KataypaQes (eyypapég) tou Centropa amoteholv €va



PENA MOAXO

§exwp1otd Yneiaxod apxeio. Ta oikoyevelard Sévipa
kal n Bdon Sedopévmv yia ouyyevikd npéowia Ie-
PIEXOUV ONPAVIIKEG SNpOYPAPIKEG KAl YEVEAMOYIKES
minpo@opieg, ameikovifouv m Siactpwpdiwon g
€fpaikng xovwviag ka1 €1Kovoypapouyv tmy kadnpe-
p1vn {wn. O1 NXNTIKEG ATOTUNIMOELG TIAPEXOUV OTOUG
10TOPIKOUG KA1 OTOUG KOIVWVIKOUG avOpwiioddyoug
MOAUTIHO TIPWTOYEVES UAKO. AUTd ta autoBioypa@ird
Kefpeva €xouv peydin onpaoia Kai ouviotoUv TINyeg
€umveuong yia m pedétn g {wng twv ERpaiwv otov
206 aiwva, eved ouykataléyovial avapeoa ota ap-
xefa mpo@opikng 10topiag pe v eukodotepn duva-
totnta npdopaong.

‘Onwg oupPaiver ka1 oty nepimwon tou Visual
History Foundation (OmtikoaxkouotikoU Apxeiou
Iotopiag), 6ho1 o1 epeuvntég tou Centropa mPoépxo-
vial and tov i810 1610 tng €peuvag Kkai poipadovial
10 1610 TTOMTIONIKG Kal 10TOPIKG MePIPANAOV pE TOUG
pdprupeg. Teivel va mapouoiddetal, wot6oo, pia Kd-
nw¢ Siapopetkn mpootyyion avdpeoa oe Efpaioug
ka1l pn EBpaioug epeuvniég. O1 gpeuvnrég efpaikng
Kataywyng, 600 Kai o1 Pdptupes, emOupolv yevikd
va avacupouv kai va S1atnpnoouv v 10TOPIKNA TOUG
KANpovopid N va oUpQIMwOouv pe 1o mapeAfov
ToUG" o1 nn ePpaiol epeuvniég mpooeyyi{ouv TG ou-
VevieU§elg ep100GTEPO WG H1a TOAMTIKN IPA&n 1mou
otoxeUel va emaveviagel Touteg 1§ 10topieg oto medio
NG TOIIKNG PVAPNG Kal 10topiag.

H ©eooadovikn evidxOnke oto mpoypappa
Centropa 1o 2005. O1 gpeuvnrég, mévie eBpaikng xai
1€00€epI¢ pn ePfpaikng Kataywyng, ouvavinOnkav oe
Tpia ogpivdpla katdptiong oty Oegcoalovikn Kkai
oy ABnva. Aekatéooepiq diwpeg 1 peyadtepng S1-
dpkelag ouvevieuelg odoxinpwOnkav kai eival mpo-
ofdoipeg oto Siadiktuo.

Téoo 1o Apxeio Omtikoakouotuikng lotopiag 600
kar ol autoPloypapixés Ploypagpieg tou Centropa
nep1iapfavouv 11§ meploodtepeg OYelG g ePpai-
kNG {wNg Kal Tou moAtiopou tou Eupwiiaikot 2000
aiwva. O1 paptupieg oto Apxeio OMTIKOAKOUCTIKAG
Iotopiag mpoo@épouv pia o1koupevikn Jidotaon
TV eyrAnpdtwv nolépou twv Nadi, xabwg o Oea-
NG avaykaderal va avilpetmitioel 11§ OUPIIEPIPOPES
g Kolvwviag oe mep10doug kpiong. Xto Centropa o1
apnynoel§ twv ERpaiwv mou enéotpePav ot xmpa
KATAywyng Toug HETd ToV MOAEHO AMOKAAUIITOUV TI§
TOATIONIKEG S1apopég petalu twv Efpaiwv g Al-
aoropds, Toug 8eopoUg TOUG e TN XWPA KATAYwYNG
TOUG KAl TNV TOAITIOPIKA Toug tautétntd. Kabwg ta
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duo apxeia mep1dapPdvouv UMIKS TOU aMANAOEIIKA-
AUmtetal, o kadUtepog tpomog eival va pedetnfouv
tautoxpova. O1 10topieg mou ouykevip®wOnkav katd
ta Sexamévte tedevtaia xpdvia avaimvouy Tov KOO0
v Efpaiwv ka1 AAAwV PEI0VOTAT®V Kal artote oty
npaypankd Onoauvpd yia gormtég kar kabnyntég oe
XMpeg OIIOU XpNolponolovvial oty ekmnaideuon yia
10 O)oKavtwya.

1 TIpokertal yia ta mpoypdppata “Yad Vashem ka1 The Holocaust
Martyrs’ and Heroes Remembrance Authority (Apxn yia m
Mvipn twv Maptipwv kat Hpodwv tou OAokaut®parog) omy
Iepouoalip kai to Apxeio Fortunoff oto [Tavemotnpio tou
Yale. To Yad Vashem ouykevipwvel paptupieg emdloviov and
n Sexaetia tou 1950 kal 1o 1989 dpx10€ va OUYKEVIPGOVEL
Bivieookomnnpéveg paptupieg, éva mpdypappa mov ouvexidetal
£w¢ Kal onpepa. MéEXpl tpa o1 paptupieg ouykevipoOnkav
péoa oe €161kd otouvtio mou 1o Yad Vashem eykatéomoe oe
o)oxAnpn tn xaopa. Ta Apxeia tou Yad Vashem ¢iro§evouv
auti t ouypn nepinouv 44.000 PIVIEOOKOIINPEVES, NXNTIKES
Kal ypamtég paprupieg. To Apxeio Fortunoff mou 18pubnke to
1979 oto IMavemotipio tou Yale gp1ho§évnoe 4.300 paprupieg
10 2005 o1 omoieg mep1rapfdvouv mavw ad 10.000 wpeg
Bivieookomnnpévng eyypagng.

2 (Ileite 1o otov KGOpO» fitav n tedevtaia embupia v Bupdtwv
TIOU EMIPOKEITO Va eKteAeaBoUV otoug Baldpoug agpiwv ota
otparomneda e€6viwong.

3 01 gopeig éxouv tn Suvardtnta va napayyeidouv avtiypapa twv
paptupiev oe DVD 1 piipata tou apxeiov. Ia pia Adota avtov
TV Siktuak®v 10nwv: http//college.usc.edu/vhi/testimoniesa
roundtheworld/collections

“ http://college.usc.edu/vhi/testimoniesaroundtheworld. I'a
MEPI00OTEPES TIANPOPOPIEG OXETIKA PE TV Katahoyoypdpnon
Kal TV EUPEMPIaon maparal® emokePteite v tomobeoia
http://college.usc.edu/vhi/cataloguingindexing. ¥e 6,11 apopd
v Ynelomnoinon o S1Ktuakog témog tou Ivotitoutou Siabétel
MANPOQOpieg OXEKA pe v mpoondfela enavayngionoinong
mou yivetal autv v nepiodo: http://college.usc.edu/
vhi/preservation. I'ia tov mpoypappatiopd piag ePEUVNTIKAG
€MIOKEYNG 01 EPEUVNTEG TIPETIEL Va €pBouV O emagpn pe tov
Doug Ballman 1 ug E§wtepikég ¥xéoeig tou Aiktuakou Apxeiou
oto USC Shoah Foundation Institute:dougb@usc.edu, 213-
740-6046.

° Luisa, Passerini, “Shareable Narratives? Intersubjectivity,

Life Stories and Reinterpreting the Past” (Agnynoeig mou
11§ poipaddpaocte; Alumokelpevikota, 10topieg {wNg Kat
enaveppnveia tou napeh@ovrog), Advanced oral History
Summer Seminar, 11-16 August, 2002, Berkley, Copyright
2003 Luisa Passerini, dnpooieupévo oto S1adiktuo.

ANAOOPA / ANATIAPALTALH

ITA TH MNHMEIQXH MAZIKQN
OANATQON XTHN EYPQIIH
TH)Y KOINQNIAY TON IIOAITON

NATYIOKA

Evromidovtag mavtoy amoémelpeg «mmoinong petd to
AouoPrte» ka1 oupyneifoviag dAn pia tadainw-
pnpévn @pdon, ou «8ev umdpxel TEKPAPIO TOU TIO-
MTIOpOU TTOU Va Pnv €ival tTautoxpova Kal TeKPnP1o
BapBapotntagy, Siamotmvoupe 4t n pvnpelakn ava-
napdotaon paQikev Oavdrwv onpepa eivar vmoOe-
on tavtoxpova PdpPapn kail pe moINTIkEG aS1NOEIG.
TIAMApWG AMOEVOXOIOINKEVI N UTIEP-ATIOAOYNTIKNA,
N pvnpelakn avamapdotaon eykabidpuel véeg oxé-
O€1G TIPOG TO YEYOVOG ITOU IVNHEIMVETAL, OXEOEIG TTOU
HaptupoUV Tn peydAn KATtdKinon mg «Koveviag twv
MOMT®V» oty EUp®IIn, 10 IIPovO1o g oUHBOMKNAG
avBaipeoiag - yia A6éyoug Beparneutikols, auvtodikai-
®OoNG Kai enavapopds oty e0edétupin tafn. Avo
napadeiypata yvwotd, yeltovikd, mpooepara:

NPQOTO NMAPAAEITMA (EIKONA 1)

X 81e0vn molepikn avapérpnon om Boovia
peta&u 1992 ka1 1995 okotwOnkav, Umoloyiotnke,
20.649 Xépfoi, 31.270 poucoudpdvol kai 5439
Kpodteg otpatiwteg, 3555 oépPo1 moliteg, 32.723
poucoulpdvol moliteg 1899 kpodteg moliteg. 1 exa-
TOPHUPIO O1 POUCOUAPIAVOL TIPOOPUYES TO AlYOTEPO.
X1M\1d6eg ntav o1 VEKPOI Kal o1 Tpavpartieg oti§ oep-
Borpoauxég ka1 apydtepa oTig KpoatoPoOVIAKESG OU-
ykpouoeig oto Méotap. H nddn ntav xwp1opévn oto
Sutikd pépog mou Kateixav o1 Kpoatikég Suvdapelg kat
OTO AvVatoAIKO, OTIOU ATAV OUYKEVIPWHEVOG O OTPATOS
g Anpoxpatiag mg Booviag-EpleyoBivng. Ia evvéa
HAVEG NTAV MEPIKUKAWHEVN ANd KPOATIKEG Suvapelg
KAl peyalo péPog TwV 10TOPIKMV NG Kilpimv Kata-
otpdenke katd toug BopPapdiopovs mou Lexivnoav
oug 9 Maiou tou 1993. Ano v enduevn pépa tou
nmoXépou n EE nynOnke tng avoiko8épnong, éxoviag
Saravioel wg wwpa mdvew amoé 15 ex. doddpia.

Yug 26 NoegpPpiou 2005 n moAn tou Mdotap
aviyeipe, pe XpnparodOmon TOU YEPUAVIKOU Kal
ToU K1ve(lkoU Kpdtoug Kkal rapouoia afiopatovxmyv
K1 amd 11§ U0 xwpeg, €va yuadlotepd Pmpouviivo
pPvnpeio o€ KevIpIKA mAateia g mOANg, oto mdpKo
Zpivorl g «oUppforo adkndeyylng o€ pia €Bvotika
S1a1pepévn moAny.! Hrav 1o mp®to Snpdoio pvnpeio

* H Aia Idka eival 10T0p1K0G TEXVNG.
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otov Koopo tou Bruce Lee, évag avdpidviag 1,68 p. -
Oa nitav ta 65a tou yevéBhia av Sev eixe mebdvel ota
32 tou. H MKO Mostar Urban Movement, n omoia
otmpie v avéyepon, avakoivwoe 4Tl «1o £pyo appi-
oPnrtei ta ovpPola, marid ka1 véa KAl avapelyvuel To
peyaleio pe m padikn xoudtoupa. O Bruce Lee eival
10 pdvo Ko1vo Tou eixape 6Aol. Xe Pid IOAN He TET010
10T0p1KO Biag, o duvapikog otap eivar opPforo §U-
vapng, texvikng, giiiag xai 6ikiou». O paxntig kpa-
T4 10 ayamnpévo Tou 6o, T0 VOUVIOdKou, ard §Ulo
Ka1 kopddvi, éva xiveQiko yewpyikd epyadeio. (TToté
Sev xpnoipornoinoe OM\0 KATAOKEUAOPEVO PETd Tn
Suvaoteia Xav.)

To pvnpeio oto Méotap eival éva aotpaptepd
Biopop@ixd yhumtd. O Bruce Lee otékel akivntog yia
mmavra, oe péyebog Afyo Kdtw T0U GUOIKOU, OXI1 TPOA-
KuKA €mPAntkdg, d1dpavog oav 006vn mpofolng,
apou Sev €xel ouoia, ImepleXOUEVO, (PUOIOYVWIA,
mapd povo wg to mepiypappa piag avapvnong, wg
moda - v nalyviodn otdon eroipdtntag piag okia-
paxiag maywpévng o€ KATIO10V IPOTIOAENIKO XPOVO.



MATYIOKA

Oute pedayxolia, oute uotepia dev {nuiavevel and 1o
Oeam. E6w mpémel va ouvepyaotouv n umotipnon, n
anwbnon ka1 n anOn. H ehmida, Snhwvel, dev gival
mapd évag kabpé@ng mou avaperpdral pe v avia-
vdxlaon tou.

AEYTEPO MAPAAEITMA (EIKONA 2)

Ymoloyiletai 611 amd 1o 1988 éxouv xdoel t {wn
Toug Touddxiotov 17.738 dvBpwmol mpoonabwvtag
va mepdoouv ta otvopa mg Eupwing. O1 Bdvarol
Sev peidvovral. Toug mpwToug 7 priveg tou 2011 mé-
Bavav omv Meodyelo 1.931 petavdoteg kai petavd-
otpleg Xwpig xaptd. Luppwva e enionpa otoixeia,
amo T¢ apxeég mg Xpovidg €xouv @rdoel omv Itaiia
25.000 npoopuyeg amo6 tnv Tuvnoia ka1 avriotoixog
ap10pog amé mv Aifun, eved péxpl mv 1n Auyou-
otou 2011 eixav xdoel m {wn toug 1.674 4dvOpw-
o1 ota otevd tng Xikediag, omv mpoondBeid toug
va @prdoouv 11§ 1tadikég aktég.? To vnoi tng Aapre-
viovoa améxel 133 xAp (70 pidia) améd 1g akég mg
Tuvnoiag ka1 €ival o mpwtog otafpog dowv épxovial
a6 m 6dlacoa xwpig xaptid.

H 61e0vng éxdoon tou Spiegel otig 17 Iouviou
20083 ava@épbnke 010 PVNpEio MOU EMPOKEITO VA
amoxalu@Bei oti¢ 28 TOU pNvVa OT0 «HPECOYEIAKO»
auté vnoi «e1g avapvnolv Xi1Addwv mapavopwyv pe-
Tavaot®v mou xdbnkav mpoomabaviag va grdcouv
OTIG EUPWIIATKEG AKTEG yia pia KadUtepn {wih». Hén
oMy IpWIN IpOTaon TG AVAKoivwong tng aveyep-
ong ané MKO ka1l opyavwoelg avlpomivev Sikal-
WHAT®V, N Kpatikn ovrotnta g Itadiag (ekeivn mou
€8 ka1 pepikd xpdvia xpnparodotovoe ta orpatod-
neda ouykévipwong g A1pUng) amomnoieital my €u-
6uvn. Zn Sevtepn ppdon, n euBUvn amodidetal oto
KOIVO £€yKANPA, apou ol TIHMEEVO1 TPOOoQUYES gival
«kuping OUpata apeiMKIwV COPATEPTIOPWYV TIOU TOE-
MIMVOUV €KATOVIASES EUPW Y1a VA TOUG POPTWOOUV OF
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Bapxeg-rapudotooupla aratdiinleg yia to taidix.

O yvwotdg KaMAITEXVNG TG arte povera Kal TV
veoefmipeoioviotwy Mimmo Paladino éguafe to
pvnpeio amod €181kEG Kepapelkég UAeG va Po1ddel pe
Tepdotia avolxt népta vPoug 5 PETpMV Kal mAdtoug
3 pérpwv. Ovopddetal «muhn ¢ AapmevioUod, TUAn
mg Eupomng» mpoodidoviag évav xapaxtpa ma-
padofa Opiapfeutikd oto pvnpeio... To aviyeipe n
MKO Amani, I1ou £Xel OT0 €VEPYNTIKO TNG KEVIPA y1a
naid1d tou Spdpou oto Naipopmi, kabwg kal vnnpe-
oia Tomou yia véoug otnv Kévua. Tnv Kupiakn mpiv
Ta AIOKAAUITAPIA TOU pvnpeiou eixav mpoomadnoel
va nepdoouv amnd v Aapneviovoa 404 Appixkavoi.

H «II0An g Aapmeviovoa» @épel Oda ta otol-
xela Tou avapvnotkoU yiumtoU — €xel Béon epPAn-
partikn, Koitdel mpog m 0dAacoa, amotedei e1pwVIKG
ox6A10 otny 1UAn ¢ Eupmng pe to oxnpa tou. Aev
MPOKeITal OPwS yia pvnpeio mou Oupilel kdu mou ou-
viedéotnke, dev amokabaipel kdmoio tpauvpa, oute
epmodidel n pvinpn va emoudwOei... Towg va otédvel
Hla dotoxn k1 anmédmida mpoeidomnoinon 611 o1 Bdva-
101 ota 0UVopa Sev €Xouv otaparnoel, oute e8¢ otnv
Aapmevtovoa, oUte kal adou* fowg va Aeitoupyei
Sndadn xar amotporaikd w¢ ekmpOBeopo oKIAXTPO
- pe  vopipomnoinon, BéPaia, g uUPning TéXvg,
wote va napapeivel PouPd kar adpavég. ITpodxertal
yia pvnpeio aplepwpévo o€ kdu mou ouvexilel va
oupaivel: O Opiapfeutng ouvduaopog oTov MOAERO
evavtia otoug Xwpig xapud oty Eupwmn eival to
8idupo OAIYn/avoxn.

TMoia BAéppara yevvouv ta 600 pvnpeia; Ipouiota
auto TOU EUIVEUOTN KAl TOU KAAMTEXVI. [IOG akpl-
Bwg Ba perovoiwBei n mpdBeon o€ kAt moOU mpETEl,
pe v evylotn akivnoia tou, Siaprmg va e€nyei;
AUoxolo €pyor emituyxdveral povov pe tov avdla-
@po xe1p1ond evég dAoB1. To Seltepo PAéppa: autd

FATHMNHMEIQZH MAZIKON BANATON ITHN EYPOMH THZ KOINONIAZ TON MOAITON

Tou npookuvntn. Exeivog eival o emitipog 6éxing tou
pvnpeiou. ‘Exel €K twv IPOTEPWV KAIOlA OX£0n e
autd...To pvnpeio aviikelpevoriolel To tpavpa tou Kl
autog IPOXwPAd 600 110 pakpid propei tagidevoviag
HE TN pOp@N TOU pvnpeiou wg Ta Iépata Tou YeEYO-
votog. (Yndpxer autdg o Oeatng; O1 ouyyeveig twv
Oupdtwv oto Mootap, 01 Xwpig xaptid mou gprdvouv
070 1TaMKO VNnoi...;) O emopevog Oeatng pe 1o apei-
AIKTA OUPITOVETIKO BAEPPA: N KOIVWVIA TWV TOAIT®OV.
Auth mou mapaxolouBnoe Sexddeg x1h1ddeg Oavad-
T0UC, ekatovtddeg x1M1dde¢ duotuxieg va mAékouv €va
ote®avl aiparog yupw amd tnv nmeipo. Mmopei va
10 enétpePe, va Bpnvnoe, va diapaptupndnke n va
adiapdpnoe, dviwg Ntav exei.

YUpgwva pe my avhpwIiiotikn avtandn, n ou-
vaioOnon tou mapardyou 1wV padk®@V S0A0POVIHOV
petd to Odoxkavtwpa Ba énpene vnotibetal va odnyn-
o€l oty rtavon toug. H eubivn kal n ouvevoxn eival
OpWG oAU aotabn peyédn, pe 6pia edaoctikd ka1 Pa-
00o¢ mou Pravel (g Tov Upnva g auvromnelfdpxnong
Kal TG KOIVWVIKOIIOINOoNG 10U €upwiiaiou moAitn.
oG va mapadextoUpe 611 N eunpepia pag, evnpepia
IIoU -G TWPA IoU v Xdvoupe- Bewpoloape du1
MPOEPXETAl KAl AmO KATMOl1a TMOATIOPIKA UIEPOXN,
e€aptdral anod v ekpetdAlevon Kal v aVaKUKA®ON
TV AANWV;

H ayopaia yuxoBepanevtikn mpoteivel, av Oé-
loupie va eipaote 100ppomnpévol, amd m pia va emi-
TPEIOUNE OTOV €AUTO 114G TNV EYKUKAOTIA1SIKN EMTyVw-
on g euduvng, and mv dAn va Siatpouvpe Kai v
avaioOnoia mou pag e§aopadiel v emPinon - kai
1a 8vo oe 860o¢1g petpnpéves. H 10x0¢ Bpioketal otnv
e€opdluvon TV €0WTEPIKOV pag aviiféoewv, oty
e€opBodoyiopévn Anbn twV ypryopwv amnavinoewy,
otnv auBadn e1ikpivela du eipacte avapmopol, v
mapovoa otiypn, va kdvoupe oudnmorte. Iati otnv
nepimwon auvtn, n yvoon eival aduvapia.

‘Etol, yia v avanapdotaon kal t pvnpeioon
TV Padkov §0A0QoVI®OV, N KOIVWVIA TwV TOMTIOV
apkeital otig mpaselg «avayvopiongs (e my ipéxou-
oa, uvrtoBiBaopévn onpaoia tng Aé§ng, mou BéAel tnv
avayvoplon va mioTornolel amimg Ty MEIoTIKOTNTA
¢ vunapéng evog yeyovorog). H avayvapion —kai
pdliota pe T pop@n PVNHEI®ONG KAAMTEXVIKAG!-
Oewpeital n vYioth TPn: «Avayvwpifovpe mwg mebai-
VeTe, appikavoi kal aoldreg adeAoi pag kar Aomodpaocte
mpayparikd moAd yr' avto... Avayvwpilovpe ta maidid
mov okotwdnkav otny mpwnv [1ovykooAafia — w, pakdpr
va unv §avayivel! Aev €xovlie va TIpoopEPOLYIE TTapd HOvo
v apnxavia pas... AN kai pia avBovoa Propnxavia
mapnyopntikod Bedparog!»

4

[Toia oUyKpoUON €MOMTEVEL KAl EVAOYEL TO TIVEU-
pa tou paxntn; KaBe euyevig kai eheyxopevn dpidda,
KdBe oppoviKo §€oTaciia oTov actePIoHO TOU aapd-
H1Mou o1vo-xoduyouvtiavou ouvéuaopou emeiyou-
0a¢ MAOKNG KAl Owpatikng emde§1étntag pmopei va
yivel mavavOpomivn alnyopia twv aIwAEIDOV 10U
TTOA£J10U, YEVIKA KAl a6p10Ta.

IMolov mpookaiei n mUAn g Aapmeviovoa;
‘Onolog mepdoet amd to Pitpo mg S1ahoyng twv Ka-
1adiwypévaov emidofwv €MOKEMAOV yia va KaATPeL
11§ MANOUop1arég Kkal epyaciakég eleiyelg g Eu-
p®ING (aMd pe tov pomo mou Oédoupe epeig, 61-
axivouvetoviag dndadn ta mavia) dev €xel avdaykn
va pwtd.

H pvapn towv padikov Bavdtwv —auti mou emi-
BaM\etal amd toug VIKNTEG, PeydAoug Kal PIKpoUG— €i-
vai pia mapépBaon ot VEUPWOIKA GUYA TOU puaiou,
mou Ba Sopnoel 1o oKotdd1 TG IPOVOHI0UXOU UIIap-
§ng ka1 Ba xadivaywynoel t cudhoyikn g SUvapn.
‘EpXetal ¢ taxKronoinon, wg otoixelddng Bia va ka-
TAoTElAE] TOV TAPALOYIORO TWV EIKOV®V TOU dAAOU o€
KdOe véa emiBeon tou Bavdrou. Auth eival n BapPa-
poTNTd NG, NETAPPIEOPEVN O Toinon tng pvnpein-
ong. a 1o 1 Oa prmopovoaye va Kavoupe ag mapa-
peivoupe olwnnloi*~ dMwote n éviaon mg oxXéong
Hag pe TV mpaypatkomtd, yla pag toug uyleig xal
1Kavoug, eival Oépa emioyng.

1 Tia moMéG OXeUKEG avapopég: http://memoryandjustice.
org/site/bruce-lee-statue/

2 Tla mod\d oxetika otoixeia: http://fortresseurope.blogspot.
com/2011/08/tragedia-lampedusa-25-cadaveri-su-un.html

> http://www.spiegel.de/international /europe/
0,1518,560218,00.html

4 TloMoi Ba éBlerav ta 600 pvnpeia WG UTTOVOPEUTIKN
napwdia xar vnépPaon g emonpdtniag meg oupPatikig
Snpooiag yAurmukng, og Seiypa petapoviépvag aviiotaong
oy 1mapadoolakn empBoAn 10U HOVOOIEAVIOU pvipeiou
Kk.0.k. Nopi{w wotdoo 6u n povadiki napax@pnon omy dn
omuki, Ba apopovoe otnv dAn 6Yn tou idiou vopioparog g
MOng. O Adyog mou vidBoupe auty ty EMeIYn eVOXAg Ki
€uBUvng, n dveon autn TV DePATIEVTIKOV PVNHEINOEWV, EXEL
ofyoupa va kdvel kai pe pia p1Qkn adiapopia miéov mpog to
Kpdrog ka1 1oug pnxaviopoug 1mou yévvnoav my aveinwtn Bia
v e§ovinoewy — oy mponv [ovykoolaBia, ota ovvopa
¢ Euponng, maviov. H adiapopia auth dev eival oiyoupa
Kkdmola aywviotukn evavtiwon, oiyoupa Opws apopd o€ €vav
AMOXWPI0H6 TOU OUNNOYIKOU (paviaoclakou amd ta eBvoxkpatikd
agnynpara kai toug moAéPoug toug. Av Sev gival otpo@n oty
Kuplapxia tng oikovopiag, iowg va eival pia mpmdn €§0d0g.
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H MAZIKH IIPOXAHWH
AYTAPEYKON ANAIIAPAYTAYEQON

FEQPTIATIATEPIAOY

H évvoia g avamapdotaong ugpiotatal oA PETal-
Aa&e1g oY €MOXN TWV PETAPOVIEPVWV CUOXETIOHMV.
Ta mapadoolakd oxnpara, UMKA Kal A€1Toupyieg
petagépovtal kaOe 1éoo o€ Kaivoupylo mhaiolo on-
pao1086tong, eve véeg PopPEg EkPppaong avadvo-
vial wg onpeia g mMnlwpikng dSuvapikng mou eival
SUokolo va eheyx0Oei pe ta kabiepwpéva afloroyird
oxnpata. Ouvolaotikd, ta ouothpata avtd kabiota-
vtal averapkn kabwg n téxvn poiddel va S1atpéxel 1o
avuopa v duvarottwv g aviaciag emdimro-
VIAG TAUTOXPOV®G TOANEG POPEG ERRIOVIKA Th dnpooi-
omoinon v Véwv ai00ntk®V pavipéotmv.!

O Damien Hirst amotedei éva Xapaxtnpiotiko
mapaderypa kaAMExvn mou aflomolel T €vvolo-
doyikég Suvatdmnteg om Snpioupyia, ouvdudloviag
nalaid ovpPola €ikovoypagiag oe véeg pOpHeS Kal
oulnyelg, aladoviag pidikd to vonpd toug. Méhog
twv Young British Artists ka1 gaivépevo emrtuxiag
OX1 POVO Y1a TNV IPWTIOMOPIAKN TIPOOEYy1on TwV Oe-
PATwV Tou, ad\d Kal yid v andé@aocn Ttou va mapa-
kdpyer toug peod{ovieg otnv €xvn (va pavatldpel
6niadn o 610G TOV £autd TOU), KATEKTINGOE TO PEKOP
MWANCEWV o€ amneubeiag mie1onp1aopd Twv €pywv
tou otov oiko Sotheby’s 1o 2008. O Hirst petapépel
pe povadikd pomo Kal avadlatdooel To MVeUHa Tng
€MOXNG pag. Aev eival tuxaio dMwote 6t ta péoa
padikng evnpépwong tov avédei§av kai tov mpdfa-
Aav pe kaOe eukalpia (6nwg ka1 v Tracey Emin).
v nepimwon 1oug, n po@oddtnon ntav appidpo-
1N, T0 OKAVOAADOES TIEPIEXOPEVO TWV £PYWV TOUG HE
TIG OXETIKEG ATMAOITOINGCEIG NTAV Pid €0KOAN «TIPOPN»
yia tug oelideg tou TUmou 1 v tnledpaon, Kal n
avfavépevn dnpoo1dtnta €vioxue TIG AVAPETPAOELG
HE Ta 6p1a TV Snpioupydyv.

Zavamdvoviag to vapa amnd to mapdderypa tou
Francis Bacon, pe otéxo mv npdxinon,” o Hirst €10-
8Ue1 oe 6)a ta kaipia Oépata mg avOpwmivng vnap-
§ng, tov Odvaro, g @oPieg, ™ vonparodoétnon g
{wng. Av ka1 1o Beapanxd ekivnpd tou €yive pe g
£YKATAOTAOELG £PYWV TIOU €iXav KAT1 TO AITOKPOUOTIKO
ot ouAnYn toug ({Ha oe poppardelidn, pe kupiap-
xo tov Kapxapia mou tithopopnOnke «The Physical
Impossibility of Death in the Mind of Someone
Living») —pe tn ompi€n tou ykalepiota xal paikn-

* H Iewpyia [atepidov eivar 616dktwp P1holoyiag. Aibdokel
NeoeAnviki @1dodoyia oto Iavermotipio Iwavvivwy.
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va Charles Saatchi- Sev énaye va mpipodotei tov
OUOXeTIoPd KUKhou {wng-Bavdtou oe didpopa €pya
TOU, J€ TI10 TIPOXWPNHPEVN Ty IpooPatn €kOeon tou
«New Religion», 6mou pe €1pwvikéd tpomo Katamid-
Veral pe myv anoddunon 6Awv twv PACIKOV EVVOl-
MV-KATAOKEUOV (OUyXpovwv Kal S1axpovik®dv). O
KaAMTEXVNG O£TEl TOV €aUTO TOU O€ €va TIPOVOHIAKS
xwpo unep-aubevtiag, arr’ dmou pmopei va emidéyel
va xpnolpornolel ka1 va adloi®vel t1oug Baoikolig Ao-
youg auBevtiag: m Opnokeutikn miotn, TOV EKKANGCI-
aotikd Adyo,  Proiatpikn, Paloviag oto oTOXACTPO
11§ avOpamiveg poPieg kal v avdykn AUtpwong arr’
autég. O Hirst avanapiotd pe évav 181aitepo tpomo
m Ovnromra kai v evdlwin avlpaomnivn guon, al-
0TI01IMVTAG TIG OUYXPOVEG EPHOVEG. AV n Broiatpikn
epavideral S1kalwpanKkd wg n «véa naykoéopia Opn-
okeia», n miot yia 1o Oavpa éxel mepdoel amd tov
X®po g Opnokeiag oe auTOV TNG PAPHAKEUTIKAG Kal
0 KAMMTEXVNG £VOPXNOTP®VEL T0UG dU0 AOyoug oto
81K6 tou dnp1oupy1Kd maixvidi.

‘Onwg onpelwvel n Susan Sontag, n droyn 611 n
Bdoavog, o mévog amd pia minyn Yuxika N owPAT-
KN KAl n eykapépnon tou odnyouv otn Quoia ka1 n
Ouoia oy éxotaon amnxei th Opnokevtikn omtikn.?
Katd m xp1iouavikn Opnokeia o dvBpwIiog avuperw-
midetal w¢ pia Umapén mou oPeilel va UTIEPVIKNOEL
pe m Ponbeia ¢ miomg TI¢ CWPATIKEG aduvapieg
Kal ta mdfn kai va avuywBei nvevpanuxd. Qotdoo,
axkdpn kai pe my mapadoxn ot o moévog e§ayimvel, o
avBpwrrog dev émaye moté va emO1mKeL 11§ oUVONKeg
e€ao@dliong avalynukng mpootaciag. IS1a1tépwg
OTOV OUYXPOVO KOOHO TNG TEXVOAOYIKNG/EM1OTNHO-
VIKAG €§€MENG 10 va umoépel kaveig Bewpeital éva
€i60g opdlparog, éva arixnpa N akopn kai €ykin-
Ha, pia mapadofétnta mou MPEMel VA «AVIIPETWITI-
otel», va «Bepamneutei» 1 va «Siaypapei». O Damien
Hirst ouvbudader omv evvolakn tou €xvn ovpfora
Opnokeutikd pe oupfola g emotmpng, Snpioup-
yoviag éva oupmav Omou kuplapxei n SUVApIKn g
«iaong» péoa amd  AUTPWTKA patid Tou KaAMTEXVR
Iavw O€ TAaylwpEveg €vvoleg. AMNwote paiveral va
alomoiel KAl va eEVOWPATMOVEL €Miong oTo £€pyo TOU
m peragopd mg £€kBeong wg xmpou hatpeiag. Eviou-
101G, N MOMAMAN KAl avolxXti oUvdeon Opnokeuti-
KOV €VVOI®OV-OUPPOA®V NG XPI0TIAVIKAG MioTng pe
(PAPPAREVTIKA oKkeudopata n odnyieg, 6x1 pévo axu-
p®vel v aubevria tou kKAOe AOyou xwpiotd, OTIWG
éxel vrmoompixOei nén, aldd vnevOupilel emméov
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v avBpomivn aduvapia and kaOe dmoyn xai amo-
wnovel 81 autoU 10U TPOTIOU KUPIWG T1§ TTOMATIAEG
Sduvaromteg g €xvng, mpofdilovidg mv wg éva
«véo €i8o¢ Opnokeiagy ka1 1oV KAAMTEXVN wg évav
«véo Bepareuti» 1MoU IPOOPEPEL TOULAAXIOTOV OTOUG
HUNPEVOUG TV UITOOXEON TNG «VAPKNG TOU AAYOUG».
01 €VIGOEIG Kal 01 aviaywVioHoi apopolmvovial
ard my ¥xvn, n anedevBfepwtikn mg duvapn eivai
eIk péow g Suvardmrag npdoinyng akdpa Kai
AVIAyWVIOTIKOV N dOUVOETWV EVVOIMV KAl OUP(PaA-
{opévwv, ave§dpmnta amd ta KAelotd moltikd, nbi-
Kkd ka1 Siavonukd ovotpara mou T§ mapnyayav.*t
H nayida mou mapapovelel oe auti v nepinmtwon
eivar éu o1 S1aPAntoi kMSikeg evvoidv (Opnokeia
—Bioiatpikn) oupmapactpouv kai umofifdlouv 1o
1610 10 KAMAITEXVIKOG £pyo. To epwdtnya ivai, ev télel,
av pe tov tpomo tou Hirst mpoPdiietral o Adyog mg
¥Xvng ¢ povadikn auvbeviia S1axpovikng 10xU0g
ka1 Spaocuxdtntag (péoa amd m Auvtpwuxn Spdon
NG €I1vonuKOTNIag Kal g apgionpiag tng) n av
npOKelTal yia v «emdelktkn alafoveia vog dAhou
PBappévou kwdika», epéoov «dev undpxel aubevii-
KkONTa omv Katddei§n g pn avbeviikoniag twv
awv».® To hitnpa autd eddxiota fowg eviiagpépel
tov Hirst, o omoiog pe v mpOKANON €MITUYXAVEL
va ektvagel to €pyo Tou otd UYn TG avayvwpiol-
pomrag, aflomoi®viag 6Aoug Toug Kavoveg g ayo-
pdg xai to medio mg padikng koudtovpag. To okAv-
8ado, n avoikela kal yia daAoug BAdopnpn Xpnon
Opnokevtik®v oupPorwv ouvueaivouv tov pubo
TOU «TPOPEPOU» EMIVONTIKOU Kal aoupPifactou kad-
Mtéxvn mmou Sev S1otader va B¢oel toug 61koUG TOU
ravoveg. Kabe pveia, eite Betikn eite apvnukn, eival
enw@eing. To épyo oto oUVOLS ToU, TTapd ToUg oup-
BoAiopoug tou, mapapével mpooitd. To yeyovog autd
EVIOXUEL TNV  avayvwolpotntd/avayvwploipdmida
Tou. Aképa K1 av 8ev propei Kaveig va ouvoéoel pe
€MITUXia v €vvola g «puolkng aduvapiag vmap§ng
tou Bavdrou oto puard kdmolou {wvtavol» pe v
€1KOVA TOU TePAOTIOU Kapxdapia otov wKeavo gpop-
pPOANG, oiyoupa Oa oup@VAOEL yia 10 Peyaleldeg
Kal Tpopaxuré Oéapa g eykardotaong, kabwg o
rapxapiag €xer ouvdebei pe v évvola g Kata-
otpopng. Emiong, o1 eykataotdoel§ tng €xkBeong
«New Religion» eival @uaypéveg pe t€rolo TpoImo
WOTE Va TIAPATIEPIIOUV OTOV OIKEIO AATPEUTIKO XWDPO,
Hia mpaypatkdinta, pia kaOnpepivotnia yia moiu
KOOHO® akOpa ka1 6001 SV OUOXETIOOUV TNV teEpdotia
60TIa-TIAPAKETAPOAN OTOV XWpo altar pe 1o maixvidl
apelofntioewv mou otivel o Hirst, katadeikvuo-
vtag m pn Spaoctikdmia v U0 ot PHeEpOVWOHEVI
toug dpdon, Ba aioBavBouv éva €idog «oikel6TNTAGH
pe 1g eyrataotrdoelg tou. H anmopuBonoinon pmopei
va petagépetal amnd 1o éva oxnpa oto dido, pubo-
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Io1MVIAg wotdoo, aviibeta, 6x1 1déoo 11¢ duvardtnreg
T0U 610U TOU KAMAITEXVI 600 TV nxnpn kabiépwon
T0U €pyou oto TAaiolo ¢ Padikng mpooANYng tng
KOUATOUpAG TIOU yia KAmoloug prmopei va eivail ka-
Taotpo@IKN.® Baoiopévog oty avdykn taytiong tou
KO1VOU € TpOTUIIa TOANG Kal emtuxiag avalwoyo-
vnoe t Pacikn ypappn evoiapépoviog tou, mv auv-
to11pooAn Tou pe ampdopEVOUG N UTIOAOYIOHEVOUS
OUPPAXO0UG TOV KOOHOo TV péowv emkovmviag. Ta
péoa padikng evnpépwong taypéva omv mpofoin
twv napadofotitwy, ulofétmoav autév tov aufddi-
Ko dnpioupyd/atdévin mou maryviwdag, adld kai pe
pebodikoénra éotnve 10 Medio TWV GUOXETIONWV TOU.
H yonteia autig mg €xvng mou Kopoideutikd KAeivel
10 pdu (ek pépoug pag) oe 6,11 pavialel peyareldOeg
Ka1 dmaocto ¢aiveral 10xupn mapd tig eGAoyeg avti-
dpdoelg ramoiwv Kpitik®v. Me 1o mapddelypa tou
Hirst pmopoupe va avuingOoupe Toug Pnxaviopoug
petdAhadng g xvng amd autooxolio, TIPOVOHIAKS
XOPo TV AMywv ot padiké kataokevaopd. Eotw ki
av n agenpia vmmpée n Siapopomnoinon amnd m pa-
Qxn avridnyn yia ta 6pia xai ta xabiepwpéva ote-
peotumia, n Siaxeipion autig g Snpioupyikng Ka-
tevbuvong, n avddei€n €1pWVIK®OV avanapaotdoewy
—0XOM WV TNG £I0XNG Kal n id1a n avanapdotaon tou
KAAMTEXVD WG XelpaywyoU g ayopdg, kareBuve
v xvn o€ dAleg S1adpopég apnvoviag to mapddo-
€o va ouvexiletal.

b «Ta Bepéhia g petapoviépvag €xvng propouvv va avadnmbouv
o€ peyddo Babpd omyv evvolodoyikn €xvn, n omoia fexivnoe
v enifeon otov PHoVIEPVIONO» Kal CUPP@VA HE Ty oIIoid to
Baoiko otoixeio oty €xvn dev eival 1000 n ektédeon, 600 0
dipa g aviaciag. BA. H. W. Janson & Anthony F. Janson,
ITotopia tng téxvng: n dvtikn mapdadoon, emp. Twpyog Tolovpng,
Avva Muekdkn, ptg. Mapidavva Aviwvoroviou, Navou
KouBapdxou, Abnva, Exdooeig EXnv, 2011, oo. 944, 843.

2 BA. «O xadtéxvng wg Siaonpdtnta: n nepimwon tou Damien
Hirst» oto John Walker, H téxvh otnv enoxn tov péowv padiking
emkotvaviag, emip. AMé§avdpog Mmait{ng, prgp. Xdadw
MManaBaoideiou, [Tévu Gudaxtdkn, Oeooarovikng, University
Studio Press, 2010, o. 339.

3 B). Susan Sontag, Regarding the Pain of Others, Aovivo,
Penguin Books, 2004, oo. 77-78.

4 Douglas Colin Muecke, The Compass of Irony, Aovivo,
Methuen, 1980, o. 247.

> B). Candace Lang, Irony/Humor: Critical Paradigms, Bahupopn,

Johns Hopkins University Press, 1990, 0o. 58-59.

BA. tv KpITIKA TOU 10T0PIKOU TéXVNG Kal akadnpaikou Jean

Claire oto tedeutaio tou BiBdio L'hiver de la culture mou

0x0A1Gde1 To GpOpo tou Anpnitpn Aoudyepidn «Autoi ou

oKkOtwoav my ¥xviy, ep. Ta Néa (ouv), 27-28 Auyouotou

2011, oo. 4-5.
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OPIXMENEY OWEILY
TOY «AEIITOY ANTIXDHMITIXMOY»
JTH METAIIOAEMIKH TEXNH
KAI KOYATOYPA

KOITHI ZTAGYAAKHI

O1 ypappég autég €xouv wg agoppn pia €kBeon
ouyxpovng t€xvng oto EBpaiké Mouogio, wotd6oo
®1208080UV va amooapnvioouv pid o€1pd amod vo-
npata nou 8eomd{OUV oTn XPOVIKA OUyKUpia — pia
ouykupia mou Siémetal amd v éviovn avaPiwon
S1apépwv mapadooiak®V POPPHV  aviieBpaiopou
ka1 eBpato@ofiag, alld Kal HopP®V AVIIGNHITIOHOU
mou ouviBwg emdidKOUV va pag meioouv yia Tig
p1oomactikég toug mpobéoeig: évag diadeSopévog
ap10TeEPOG AVIIONHITIONOG OTOIXEIWVEL ONPEPA TNV
eAnvikn dnpdola {wn.

T'a tov ypdgpovta, eutixnpa Oa ntav va e toug
€1KAOTIKOUG TIOU OUPHETEXOUV otnv €KOeon, OX1 HOVO
Va PNy UmmoKUItouy otig mhéov 61adedopéveg poppeg
avuonpitiopot xai efpatogopfiag, ald va a§lomoi-
0oUV TG KPITIKEG YADOOEG TNG OUYXPOVNG TEXVNG yid
va avadei§ouv mTuxEg tng 10t0piag g Oecoalovikng
ou Sev €xouv €pBel oto €mMiKEVIPO €VOG ouoTnpatl-
KoU S1ad6you. I'vwpidw kadd Ot €va Tétolo eyxeipn-
pa eivai e§aipetikd Suokoro yia §Uo Aoyoug: TPp®-
T0V, y1ati 0 «avilonpItiopogy eival éva 8aidalwdeg
paivopevo 1mou mpoaraitei ogipég peboSoloyik®dv
S1eukpivioewv kai, devtepov, ene1dn n id1a n peta-
TTOAEPIKA KAMMTEXVIKN KAnpovopld Ppibel and évav
«IOAITIOTIKO avtionpitiopd» mou eival e€ioou Suodi-
AKPITOG KAl UTIOUAOG.

Tow¢ o1 mapampnoelg pag O1eukoAvvouv Kd-
010UG va 81aKpivouv op1op€Veg UTTOUAEG, ddld Tau-
TOXpOVa EKKWPAVIIKEG, HOPPEG AVIIONPITIOPOU PHEéoa
otmy KoultoUpa Kal Ty 10topia mg €xvng. Oewpm
Ot y1a va yivel autd eikto Ba ntav mpoupdrepo va
€0T11000UE, OTO TMAAIOI0 TOU OUVIOHOU AUTOU Kelpé-
Vou, 010 (a1vopevo mou o Odvog Aimofarg €xel mpo
MOMOU OVOHAOE] «AeMTO avilonpitiopd». Ev ouvio-
pia, o «Aemt6g aviionpitiopdey ival n PPIOVIKNA arno-
Telpa va ovopdoel kaveiq autd mou Sev ovopddetai,
va €KAOYIKEUOEl AUTO TIOU TIAPAPEVEL AVNOUXNTIKA
avoikelo. Aképa kai n A§n «odokavtwpa» givail pia
YAWOOIKN KATAXPNOoN 10U avadelkvuel, akpifwg, v

* 0 Kowotig XtapuAdkng eival Oewpntikog TEXVNG Kal EIKACTIKOG.
Atbdktwp IToMtikng Emotipng tov Iavteiov ITavemotnpiov.
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aotoxia kal ta 6pia g yAdooag. Autd ioxue kai
yia toug id10ug tou vadi, yia tg Aé€eig mou xpnoi-
pomoinoav, «teMKn AUon», «181aitepn petaxeipiony,
«petoiknon» K.t.A., ‘[...] aivopevikd aBweg kai te-
XVIKEG AEEEIG, TIOU TIPOCEPEPAV TO YAWOOIKO UAIKO
yia va kaAugOei 0 avnovxntikég Kai avoikelog xapa-
Ktpag tou aduvarou kai 1ou adiavontou yeyovotog:
¢ £§6vIwong, Tou fev ATAV PUOIKA £€Va «0AOKAUTW-
pa».” Zopewva pe tov Aimofarg: ‘Eival yvwotd 6t o1
unetOuvol vadi, a6 tov Xithep péxpl tov Xipphep
Ka1 toug dMoug, 8ev xpnoiponoinoav moté oageig
A€€€1¢ y1a va KAtovoidoouv To PUOTIKG TG (PPIKTNG
emixeipnong. [...] AX\@ a6 to Auschwitz kai émel-
1a, n amdotaon avdpeoa otg Aéelg kal ta mpdypara
éyive avunépPAantn. O Aentog aviionpitiopdg diagpai-
veral am6 v npoonddeid tou va €opkioer auth v
am6otaon, add €to1 avamapdyel (aouveidnta 1 pn)
N YAWOOIKN TaKUKN TV 181wV twv vad.’

H petanmolepikn KoudtoUpa kal téxvn Ppifer té-
1010wV TPooTafel®V EKAOYIKEUONG HE XAPAKINPIOTI-
KOTEPN TNV TAON VA IIApoUc1actouV 6oa £y1vav wg £va
§éomaopa evog ‘(wikol duvapiopov,’ piag evépyeiag,
€VOG S1a0TPOPIKOU EPWTIOHOU. LTV KIVNIATOYpaPl-
KA agnynon ta mapadefypata eival modrd.? Qotdoo,
Simla oe autv v oudeteponoinon ouvavid Kaveig
Ka1 pia GAn, aidd ouvan, §1avooupevioTikn pop@n
A€MTOU AVIIONPITIONOU: J1d VEOIAATWVIKA aréppiyn
TOU «KAKOU» péoa OTov KOONO, pe otdxo v e§umn-
pémon piag 18e®@oug auto-Beomoinong tou avOpw-
nou. H Bewpnon avtn oudeteporiolei ta 6oa €yivav
¢ amd amotedéopata mg avlpomivng aduvapiag
ou 010 T€A0G-Téhog Sev eival mapd otpafomatnpata
oty mopeia yia kdmoia «Béwon».? Téroieg tdoel§ ava-
mruxOnkav avapgifola péoa otn yepdm pUCTIKICHO
HETAmOoAEPIKN TEXVI ITAPd TO IPOOXNPATIKO KEAUPOG
TOU KOVOEMTOUAAOPOU Kal TG AMOOTACIONOINPEVIG
yAdooag tou. Eivar 6e e€aipetikd apgpifodo to av n
€IMIAOYN JIA «dAAANG» YADOOAG A v MAEUpd g
TEXVNG arotelel pia ouvenn andvinon om peta-vad-
OTIKN TIApaxpn tng yAwooas. Emopévwg, 6tav xpnoi-
HOTIO10UpE TOV AP0 «AEMTOG AVIIONHITIONOGH O€V OTO-
XEUOUNE OTOV XAPAKINP10pPS KATI010U WG aviionpitn,
aM\d emixelpoupe va 81aKpivoupe UIIOppNTES, KUpiwg
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aouveldeg poppég Adyou 1ou TehkA oUPPailouv otn
OXETIKOIIOINON TNG 10TOPIKNAG epmelpiag Kal ot Sieu-
KOAUVON TOU AVIIONPITIKOU EMIXEIPNPATOG IEPAV TWV
MPOBECEWV TWV «EKPPATTMOV» TOU.

Y petamolepirn Avukn Ieppavia ouvavid ka-
VelG TIOIKIAEG HOPQEG TOU AEMTOU AVIIONUITIOHOU.
TToMéG POPEG O avtionPITIoPOG autdg avamapdxon-
Ke amd autouq TIou, €1MKPIVA iowg, enediwkav va
¢pBouv aviipétwol pe 1o 10t0p1kd pavpa. H eyka-
tdotaon tou Joseph Beuys, Auschwitz Demonstration
(1968), ntav éva amd ta Xapaxmplotkd €pya mou
emxeipnoav va avaperpnfovv Pe 10 00K TV OTpato-
€8V oUyKEVIpWONG Kal padikng e§6viwong eykai-
vidlovtag pia Suoemiiutn Siapdxn mavw ot oxéon
Tpavparog-avamnapdoraong. Mia ou{aton otV
omoia Kuplapxouoe Nén n emitayn tou Aviopvo va
pnv avamapiotd Kaveiq 1o paptipio wv Oupdtwy,
kaBwg kdu trolo Ba ouviotovoe PdpPapn adikia
amévavti Toug. X1o €v Aoyw £pyo, o Beuys Oa emidé-
§e1 pia Yuxpn evvololoyikn yA®ooda mou Seixvel va
€vioxuel v andotaocn tou Beatn amo 1o €pyo, Wote
va arro@euxfoUv o1 amloikég Kal ypnyopeg eppnvei-
€¢. H yAdooa tou Beuys emitpérel 10V avactoxaopo
dvw oT1§ 0XEO0E1G KAl TIG XPNOELG TV AVIIKEIPEVWY
mou amapti(ouv v eyKkatdotaon K1 €101, yld IIOA-
AoUG PEAETNTEG TOU €pYOU TOU, €VIAOOETAl OTNV TIPA-
KTIKN TOU «EpUNVEUTIKOU avemikpitou» (hermeneutic
undecidability) mou xupidpxnoe petamolepikd g
n miéov Soxipn aviipetomon tou Oéparog. Opwg,
onw¢ Oa Sovpe, 10 petagpuoikd undPabpo g ka-
MTEXVIKNG Tou YAwooag kaBopiler ta otoixeia tng
eykatdotaong emiBdilovrag éva ouvaiodnpa QUOIKNG
€MOUAWONG TWV TPAUPAT®YV Kal pia Oewpia mepi emi-
otpng, n omoia mpoomadei va «e§nynoei» 1o Kaxko pe
évav amoikd tporo.

TToM\d amé ta otoixeia g eykardotaong eixav
xpnoipomnoinei oe malidtepeg Spdoeig tou Beuys,
otn Sexaetia tou '60, ka1 oxetioviav pe v Ipo-
ondBeia tou Beuys va yiatpéPel Yuxikég minyég. H
€yKatdotaon armoteleital ouolaotikd amod mpodnKeg
TIOU TIEPIEXOUV 11d OUMOYN AVTIKEIPEVWV: €va pe-
TaMIKO avdayhlu@o Tou ameikovifel éva Ydpi, évav
MNAIVO €0TAUPWHEVO SiXw¢ MPOOWIIo Kal pia 6otia
tormofetnpéva mavw o€ éva malié mdarto oovmnag, éva
VeRPO MOVIIKG MAvw o€ amo§npapévo ypaoidi, évav
onacpévo xdpaka udoupyou, pia {wypaid mou
avarapiotd €va mevaopévo Kopitol pe éva €AknOpo,
évav mavopapikd xdpm tou AouoPitg OKIOpPEVO artd
kamolo BiPAio, pia oelpd amd pioodiadupéva Aou-
KAVIKA, yuahid niiov, 1atpikd ¢iaridia pe Aimog oto
€0WTEPIKO TOUG, €va PITOUKAAL [IE 160810, OTPATIWTIKEG
Tautotnieg Sixwg ovopara, 5o maparAnAoypappous
Oyroug amo kepi mdvw amd pia Oeppaviikn mhdxa. O
Beuys emtuyxdvel, ofyoupa, va apamépyel oto 0oK
tou Aouofitg Sixwg va Baoiotel omv ekpetdideuon
g €1K6vag v Bupdrwv. BéBala, n xpnon tou ve-
KpOU TIOVTIKOU, O 0T0i0¢ OTéReTal apudatwpévos o
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epPpuaxn otdon, mpoxdleoe aviidpdoelg yiati moi-
2oi tov 81dBacav cav BAdognyn mpocopoiwon WV
Qupdtwv. To i810 ouvéPn pe to Koppdtia KeploU IOV
éMwvav, kabwg Bewpnbnke 6t mapamépmnouvy eubé-
WG 0TV eKperdAleuon WV owpdtov twv Bupdiwv
amé toug vad.

Opwg, umdpxel pia mo Aemmi didotaon otnv
eykatdotaon mou kabiotd ap@ifoin v éviafn mg
o€ KAmola Tdon «EPUNVEUTIKOU aVEIIKPITouy. Onwg
napatnpei o Matthew Biro, o Beuys evtomidel éva ev-
S1apépov oe auth v emPiwon g UANG Kai m pe-
tatporn g o€ Kau dao. To Oetikd tou evdiapépov
poépxetal amd pia avhpwIoocoplotikn, oapaviotl-
K1, 0xXed6V Uho{WIKN POV TAVW OTN PETATPEYIHRO-
ta g UAng oto mM\aiclo piag véag oxéong petao
g €XVNG Kal g emotnpng.* Opwg oty gykardota-
On MAPATENIIEl 0aP®S 0Tn PIOPNXAVIKA TEXVOAoyid
tou 2000 aiwva. Onwg napampei o Biro, ta ¢giaii-
61a, n Oeppaviikn midka, n pedolipa avamapiotouv
0 TEXVOLOYIKO UTOPabpo g «teMkng Avong». H ma-
pATIONIN AUTA PITOpel va odnynoel oto armhouotey-
K6 oupnépaopa ou o1 Nadi nmapamavndnkav anéd
Ta Texvoloyikd epyaleia mou xpnoipomnolovoav. Zé-
poupe 6t n amdotaon tou OU amoé 1o Ovpa av§dver
81apKr®G 1€ T XpNnon g Plopnxavikng texvoloyiag,
aM\d autd Sev eival jia 1kavh aitia yia va e§nynoei
6oa €yivav.

‘Eto1, 0 Aadiotatog Beuys Oa emotpatevoel toug
110 WPOUG oupBoAlopoug yia va meioel yia doa Ki-
putte OAn tn Seraetia tou '60: 611 PeTd T0 «0AOKAUTW-
pa» pia dAn oxéon pe ta avOpodmiva epyaleia, v
texvoloyia ka1 v UAn pmopei topa va yivel mpay-
patkomta — mpdkeltal yia my amioikn voubeoia va
avantu§oupe pia oxéon pe v UAn mou Ba oéfetai
mv «Iapadoon» Kai 1o «1ep1BAailovs, Jid oXEon mou
unotifetar 6t kdmote eixape kar perd v xdoape
e€aitiag Tou opBoloylopou xal mg paydaiag texvo-
Aoyixkng npoddou. Me nepionovdacto Upog aubevti-
ag Ba yivel popéag oduvnpoiv apnynoewv mou dev
xapaktnpidovial amd autonePIoPIOPIoPRsd OTO «AVETTi-
KPITO» TNG EIKAOTIKNG YAwooaG. Mnopei dAwote pia
yAdwooa nou Bacietal oty aubeviia Tou KAAMTEXVI
¢ Bepameutn va Bewpeital aképa Sefypa rdmoiou
€ppnveUTIKoU avemikpitou; Onwg mapatnpei o Jan
Verwoert, «O 10xup10p6g 611 o Teppavikdg hadg Oa
propouoe va Oepaneubei amd ta Servd mou mpoxd-
A€0E N MIOON KAl N TIAPAKHN TOU VEWTEPIKOU TTOAI-
TI0p0U péoa amod v €K VEOU avardiuyn twv pubi-
KOV, Iayaviotukov (dnbev “Apeiwv”) Snpioupyikaov
Suvdapewv ntav, tehikd, o mupnvag g 18eoloyiag
pe mv omoia o1 €BVIKOOOO1aMOTEG SiKkaioAdynoav
m S1exdiknon g e§ouvoiag. To péto “Am Deutschen
Wesen soll die Welt genesen” (To Teppavikd nvetpa Oa
yiatpéyel tov KOopo) uloBetndnke yia va ouvdéoel
mv 186¢a tng Bepamneiag pe pia éroia 18eodoyiar.’

Oa Aéyape 6t 1o mpdPAnpa Sev éykeltal oto 011 0
Beuys ¢tavel oto onpeio va avanapaydyel pia tétola
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18eodoyia. To mpoPAnpa éykeltal oto 6t Sev v ap-
@1oBntei - 611 pei pia o1wnn mou dev avadelkvuel
TOV poAO0 piag térolag 18eodoyiag péoa otny 1otopia.
TTapaBéter tov 1x00, 10 IPWIPO PUOTIKO XP1OTIAVIKO
oupPolro twv Pacdvwv améd toug Popaioug, t petd-
Anyn Kal 10V €0TAUPWHEVO WG «OIKOUHEVIKA» oUpfo-
Aa TOU paptupiou TOU PIopoUV va MPOc(EPOUV Pid
AUTPWTIKA TIPOOIITIKA Péoa ot pauvpila g eykatd-
otaong - dnadn, jia Yeudeniypapn mapnyopid mov
Aiyo oAU kataxpdral To 01010 XPIoTIavIKG PAvuna,
«TIAYAvOTIoIMVIAG» T0: TMPa, KAt Kaivoupylo Oa yev-
vnOei péoa amd g otdxreg. Me 1oV AOTOX0 aUto TPO-
o, o Beuys mpooégepe «Peudn amolnpiwon», v
utotifetar 6u Bonbouvoe toug Ieppavoug va Opnvi-
oouv (yiati €181kd toug Teppavoug;). Toutn n apl-
onpavm xpnon v oupBodwv eivai, tedikd, acnpa-
VIn Kal avioxupn Prpootd o€ mpaypatkd yeyovota:
OTwG yia Tmapdadelypa, 10 IPAYRATIKO YEYOVOG NG
OUPPETOXNG TOU Beuys oTov MOAERO WG MIAGTOU TNG
Luftwaffe, yeyovdg mou ekpetadleUtnke yia va Xtioel
S1apopoug puboug yipw amd tov €autd tou. Onwg
éxe1 katadei§er o Benjamin Buchloh, ta épyo tou
Beuys, ad\d ka1 n dnpdoia mepodva tou, Sev eivai
mapd pia QEUXIoTKN andpvnon g Ipaypatkom-
Ta¢- ¢ 81KAG TOU €UIAOKAG OTNV IIPAYHATIKOTNTA.
Emdeixuxn Opnvwdia, mapd «Bepaneiar.

Onwg evotoxa napampei o Verwoert, o1 kpiti-
KEG TTOU €X0UV aoknfei otn oapaviotiki, PECO1AVIKA
pntopikn Tou Beuys mapapelolv, wotdoo, pla on-
pavtkn Sidotaon 1wV Spdoe®V ToU. Xe apKeETEG amd
11§ EPPOPHAVE Tou, N Impakukn g Oepamneiag xa-
tadnyel kapvapalikn, vnepPolikin wg yedoia. Omwg
yia apdaderypa otn yvwotn 8pdon I like America and
America likes me (1974). H né{a tou ayaviotn pdyou
ka1 o1 unepPoliKkég Xelpovopieg tou dpnvav adidapo-
PO TO KOYIOT ITOU OUYKATOIKOUOE otn YKalepi. Movd-
Xa p1a otiypn to Koyt emitédnke, iowg and avia. H
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@1yoUpa tou Beuys avadeixOnke mep10061EPO WG KWw-
HIKN mapd puotaywyikn. ES®, n evexopevikdinta
§emepvdel 1o Op1a g Omo1ag pnropIkng. ITpoxymtel
Kdu mépav v Sednwpévwv mpobiéoewv wg acto-
xia mou amoxalumtel v mAdvn. Ilapd v o6mola
mpootnddela, UMIAPXOUV OTIYPEG TIOU N PETIXIOTIKNA
andpvnon amotuyxdvel Kal T0 UTIOKEIPEVO PEVEL wHO
ka1 e§apOpwpévo — amokadvumroviag tehkd KAt yia
myv npaypatkémid tou.

! ©dvog Aimofatg, «O AeMTOG AVIIONPITIONOG», OT0 ANOKPATIKOG
Adyog, Woxavatvon, MovoBeiopdg, ABnva, TTAéBpov, 2001,

0. 24.

2 O AinoParg ypdgel wg ta p1ip twv Louis Malle (Lacombe
Lucien), L. Cavani (Le portier de la nuit), Francois Truffault (Le
dernier métro), L. Visconti (Les Condamnés), R. W. Fassbinder
(Lili Marleen), H. ]J. Syberberg (Hitler, Ein film aus Deutschland)
avanapnyayav acuveidnta tov AEmd avilonpitiopod, eV ta
@1Mp twv Max Ophuels (Le chagrin et la pitié) ka1 Claude
Lanzmann (Shoah) tov anépuyav. ¥to i610, 0. 25.

> Térola Sev fitav dAwote n otdon tou Martin Heidegger,

0 011010 pETamoAepiKd «ofynoey;

4 Tnv i61a ouypn o Beuys anéppimte kdOe topn oty €xvn
(Duchamp) ka1 otnv emiotnpn touv 2000 ai@va (Ir.X.
Yuxavaiuon-yawoooroyia). BA. Benjamin H. D. Buchloh,
“Beuys: The twilight of the idol, preliminary notes for a
critique”, oto Neo-Avantgarde and Culture Industry: Essays on
European and American Art from 1955 to 1975, Cambridge, The
MIT Press, 2000, 0. 51.

> To poto oto omoio avapépetal o Jan Verwoert amote)ei otixo
Tou popavtikou moint Emanuel Geibel (1815-1884) mou
apyotepa aroKIoe 10 VONPA TG GUAETIKAG UIEPOXNG TWV
Teppavov. BA. Jan Verwoert, “The Boss: On the unresolved
question of authority in Joseph Beuys’ oeuvre and public
image.” Xtnv 10t00€)ida http://www.e-flux.com/journal/
view/12 [te)evtaia emiokeyn: 20/8/2011].
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ANAITAPAYTAYH, KINHMATOIPA®OX
KAI IIPOTOIIOPIEX

XPHITOX AEPMENTZOMOYAOL

H évvola tng avamapdotaong OUYKATaA€yerdal OTi§
m\éov moduou{ntnpéveg, 81popolpeveg Kal TOAU-
ONpeEG €VVo1eg TV KOIVWVIK®V EMOTNP®V. ATIO Thv
€ITOXN TNG KolvwViodoyiag tou Ntupkép, n omnoia €0e-
T€ WG KUP10 0TOX0 TNV avdluon T®wv avamapactdoe-
WV TV 0UYXPOVWYV KOIVWVINV, HEXPL TIG PETAVEWTE-
PIKEG TIOMATIAEG AVAYVAOOEIS TNG ava-mapdotaong n
S1a8ponn g €vvoiag eival yepdin mepinételeg. Madi
€ peEPIKEG arOpn ouviotouv éva medio éviovwv 18e-
0MOYIKGOV aviimapaféoewv adhd Kal MOMTIK®V, KOI-
VOVIK®OV Ipotaypdtwv. AKOpn kal n petdgpaocn tng
oty €MNVIKA YA®WOoOod Mapouolddel Suokodieg xai
aoa@peleg IOU apopoUV TO EMIOTNHIOVIKO Tedio OTo
omoio kdBe popd avapépetal —eivar Siapopetikn n
onpac1o86mon g oty KOIVWVIKA Juxodoyia ar’
6,11 omv avBpwioloyia, oty Kolvwviolroyia arr’
0,11 oTnV 1010pid, K.0.K.—, TO IIPAYHATOAOYIKO OUIIE-
piéxov oto omoio epgaviletal, kaBwg kai 11§ 181aite-
pdtnteg g okéYng tou kabe otoxaotn (mapdotaon,
avarapdotaon, €mitéleon). A@nvoviag katd pépog
m S1gpelivnon g €vvolag WG aviKeievo HeAETNG
TV 81apOpWV KOIVWVIK®V EMIOTNP®V Kdl TV avil-
HETOMIION ¢ WG onpaviko pefododoyikod epyaleio,
onwg, emiong, kal 1o (1Tnpa g KATAOKEVAG avama-
pactdoewv ot1§ OUYXPOVES KolIvwvieg 81a1€00U Twv
€IKOVYV, Oa €0T1IG0W TV IPOCOXN OV OTIG aAVAOoTo-
XAOTIKEG BIEPEUVNOEIG TWV 10TOPIKWV MPWIOMIOPIDV
ndve omy avarnapdotaon 81apécou TOU KIVRPATO-
ypdgou.

Méxp1 1o Seutepo p1od 1ou 190u aidva n (g1ko-
VIKN) avamapdotaon oti§ MAAOTIKEG TEXVEG TIAPETIE-
HIIE aKOPN OtV 10T AIelKOVIon g Ipaypatikotn-
1ag. To 1810 y1votav kal pe TG KOIVWVIKEG EMOTA]IES.
H kpion, wot600, ¢ €IKACTIKNG AvAIapdotaong, n
omoia ouvOUAoTNKe Pe TNV €PEUPEON TNG PWIOYPA-
(piag ka1 pe T 0apwIKN ePPAvion tou Kivnpatoypd-
(pou ota €An 1ou 190U aidva, eixe WG aotéAeopa tn
81dduon TV OUOXETIOPWV Petagl €xvng Kal mpay-
patikdmrag 6nwg, emiong, kai v nemnoibnon 6u n
omo1adnmote avanapdotaon omv TéXvVi €KKIVOUOE
ard v avroroixion pe t GUOIKA Ipaypatikdntd.
O 1umpeo1ovionos, n nepimwon tou Bav [koyk xai,
Kupiwg, o1 mpwromnopieg tou 2000 aiwva odpwoav

* 0 Xpnotog Agppevi{omovAog eivai emikovpog kaBnyntig AvBpwiro-
Aoyiag tng Téxvng oto Tunpa ITAaotikev Texveov kal Emotnpev tng
Téxvng tov Iavemotnpiov Imavvivwv.
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v omoladniote Pefaidtnia otov KOOHO TG MIOTNG
avarnapdotaong mg mpaypatnxomriag. H pn ameixo-
viotiki {wypapikn £dwoe 1o mep1fmplo va kartavon-
ooupe 6t eival Suvati n avanapaymwyn avikepéEvmy
Xwpi¢ avtikeipevo avapopds. v mpayparikomntd,
HIA®VTAG yia TIG €IKOVIKEG AVATIAPAOTACEIS, aAVA(e-
pépaote oe éva ovotpa onpeiwv 1o omoio dev ava-
Aoyel QpuUOIKA OToV TIPayPatikd Kdopo. Akdpa Kai ot
PWTOYpaAPia Kal oTov KIVNHatoypdpo.

O xivnpatoypdpog, Opws, amnd myv apxn meg Ael-
toupyiag tou €dwoe v Peudaiobnon ét1 n PuOIKN
avaloyia twv €1IKOVWV ToU pe pia umapKm mnpaypa-
TIKOTNTA PUITOPOUOE Va anodwoel anmdluta tov mpay-
patuké vAik6 koopo. To id10 ka1 n pwroypapia, wg
éva Babpo, addd xwpig  duvardtnta tou maiyvidiou
e tov Xpdvo (éxtapa, Sidpkela, k.Am.). Touddxiotov
Katd ta mpwta xpdvia Aeltoupyiag tou Kivnpatoypd-
@ou, Tp1v pete§edixBel oe Aaikd Oéapa, avtn nrav
n evivniwon mou £61ve. Metd ta mpdyparta dha&av.
Am6 ta ©An tou 1910 ka1 Uotepa o1 Si1dpopeg €u-
pwiaikég mpwromnopieg Ba fexivocouv v apl-
opntmon g mapadooiakng kai arkadnpaikng €xvng
péoa amd pia €viovn MOAEMIKA, MICTEVOVIAG TIWG N
S1Kkn toug mpdtaon oto 1nedio TV avanapactaoewy
~TTOM\OI avapépoviav o€ autny pe tov 0po avil-Té-
xvin- Oa pmopouce va AEITOUPYNoel WG Opyavo ou-
veidntomoinong kai adl\ayng e KOIVWVIKAG TIpay-
HaTKOTNTIAg. XTG IPWTONoPIeq autég opeidetal, di-
Awote —kupiwg ot yaddikn Siavénon tng €mMOXNg- n
OUYKPOTNON €VOG EMTAPKOUG BewpnTIKOU Kal KPITIKOU
Adyou Idvw OToV KIVNpatoypd®o, OTwG, €mong, Kai
n S1apopPWOoN TWV EKPPACTIK®V ToU péowv.! H du-
TIKOEUPWIIAiKnN S1avonon dpynoe va mpooeyyioel 1ov
KIVIPAToypd®o, €V® OtV apXn €1Paveg Tov Iepl-
@povnoe. Onwg evotoxa mapampei o Yaviovd: «H
apavt ykapvt mapouoldotnke OTOV KIVOPATOYPApo
yUpw oto 1925, pe 6éxka n eikool xpovia kabuoté-
pnon amévavil om {wypapikn N tnv moinon. ITpiv
a6 1o 1914, o Amolwuvaip, o IMikacoé n o Ma§
Zaxépn eixav 8woel o oplopéveg Taivieg my idia
€u81d0etn mPOOOXN TOU HAPAXWPOUOAV KAl OTIG
IIPOOOYELG TV KAIMAEI®OV 11 otov daviopd twv Xou-
Béotp ka1 AMaiv».2'Etol, eved otn {wypa@ikn Kal otn
Aoyotexvia, otn HOUOIKA KAl OTNV APXITEKTOVIKA O
avappaopdg kai n avadinon exivouv amd Tig apxeg
TOU TIPWTOU TIAYKOOH10U TIOAEPOU, O1 TIPWTEG TAIVIES
¢ apavt ykapvt (viavtd, agnpnpévn éxvn, GOuToU-
p1opog) epgaviovral poAig ota péoa tou 1920.% O1
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Taivieg autég mpoPdilovial oe mEPIOPIOPEVO KOIVO,
apouo1alouv S1aPpopETIKN TIPOOEYYIoN OTOV TPOTIO
nmapaywyng kai 81avoung toug Kal €IMIXEIPOUV va
avtirnapateolv otov a@nynpatikd KIviparoypdgo,
amoppimtoviag mv avamapdotaocn g PEAAIOTI-
KAG aMeIKOVIONG Péow TG anopplPng g 1otopiag
- unéBeong kal tng mMokng, amodiapBpwvoviag tig
apnynparkég otabepés, XTunmviag my aoukn ndi-
KA Kal aioOnukn, mpoPdiioviag 1o GVelpO Kal €Il-
S1wKrovtag, dog, évav «kabapd» KIvnpatoypdepo wg
autovopn téxvn.* Eival oa@ég Ot1 o1 KaAATEXVES g
€M0XNG avtIdPoUV OTOV APNyNpATIKG EPIIOPIKO KIVN-
patoypdgo, o omoiog Ppioketal oe otevi oxéon pe
10 KAaOIKO publotépnpa, epdoov Bewpouv 611 ava-
Map10td pia mpaypatkotnta n omoia eival maotn,
omv eykafidpuon tou XxoMuyouviiavoUu HOVIEAOU
IApaymwyng tarvimy Kal oty eRIIOPEVHATOIIONon v
YEVEL TNG TEXVNG. Ocwpolv 01l «...n vIMdbeon, WG KO-
p10 OTOIXEi0 TWV PUBOMAACTIKWOV TAIVI®V, gival KAt
§évo mpog tov Kivnparoypdgpo, kat mou empPdiietal
a6 €§w. Hrav pia e€éyepon evaviiov g puboma-
OTIKAG Taiviag autng kabeautng, pia ouvioviopévn
mpoomdBeia v amooeicBouv ta Seopd ng MAOKNAG
yla Xdpn €vog amokabappévov KIVRPAtoypapous.®
Onwg xapaxtnplotkd onpeidvel o {wypdpog X.
Pixtep: «H ouv8eon pe 1o Béatpo kar tn hoyotexvia
KROTMKe evieh®s. O KuPiopog, o E€mpeocioviopog, o
Nrtavtaiopog, n Agnpnpévn €xvn, 0 XOUPEAMOHOS
Bprikav otov xivnpatoypdpo 6x1 pévo v £kppaon
T0UG, aM)d emiong pia véa eKIANPWON O€ €va VEO €1Ti-
medo».° H Bewpia g Xxetkomrag tou Aivotdiv, 1o
OIAo1p0 TV AIOATWV KATNYOPIDV TOU XMPOU Kal
TOU XPOVOU KAl N OUVEXEIA TOU XWPOXPOVOU, N Pl-
Aooogia tou Mmep§OV OXeTKA pe v £vopaon Kai
 §Uvapn g {wikng oppng (élan vital”), o ®pouvt
Kal o1 €pEUVEG y1a To uroouveidnto, enmnpedlouv dpe-
0a ToUG KAAMTEXVEG TG €r1oxng. Qotdoo, mpémel va
€XOUlle UTIOYN Pag TG 01 TIEPIO0OTEPO] ATIO TOUG EK-
TIPOCKITOUG TG aPAvt YKapvt ota mpwta Toug Prpata
OTOV XWPO TOU KIVIPAToypdpou ntav kuping {wypd-
®o1, 0nwg o Eyrehivyk, o Pixtep, o Ael¢, ka1 meipa-
patiotnkav pe 1o véo péco yla va emAvoouv, otnv
ouoia, ai00ntkég avadntnoelg kal mpoPAnpatiopous
0€ OUVAPTNON PE TOV OTatiKO X®PO G {WYpaAPIKNAG.
Emxeipnoayv, €to1, va nepdoouv amd 1g EXVeS T0U
X®pou, yia va Oupnboupe tov KAAOIKG 81aXWPIoHO
TOV TEXVAOV Ao Tov A£01VYK, O€ AUTEG TOU XpOVOoU.
01 tarvieg autég nrav «kivoupevn {wypagikn, {wvia-
vepéva oxédia. AMNG o1 apnpnjéveg ouvOéoelg v
‘EykeA1vyk Kal Pixtep Oev eykaiviaoav mdpa povo pia
amo 11§ Tdoe1g TOoU ATToTeAOUV Ty afdvt yrapv».
Ye avtiBeon, hoimdv, pe Toug maraidtrepous mpw-
TOIIOP1AKOUG KAMMTEXVEG, Ol OOUPEAAIOTEG HETAIIN-
Souv and  pubpikoINTa Kal v apaipeTIkOTNIA 10U
cinéma pur oto meplexdpevo Kal mv avarnapdota-
On TOU TIpaypatikou, mou dev avtotpatevovial.’ O
Mrouviouéd, oe éva Keipevo tou o 1927, kpruxdpel
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évtova tov «kabapd» xivnpatoypdgpo tovi{oviag nwg
«av O KIVnpatoypagog €ival mdvw am’ oia kivnon,
nipénel va eivail ka1 pubpdg yia va yivel kivnpatoypa-
Q1KOG». Q¢ KIVIPATOYPAPIKA YpAPN O GOUPEAMOPOS
emxelpel, 0w Kalr o mpodpondg Tou viaviaiopog,
va topIiAioel thv naparaxukn eudvypappn apnynon
n omoia €xel kKabiepwOel v emoxn ekeivin WG n Ku-
piapxn avtiAnyn otov €PIopIKO KIVHPATOypd(po Tou
Bedparog, péow g Kab1épwong TV Kivnpatoypapl-
KOV €180V, Xwpi¢ wotdoo va avadeikviuel o€ auto-
OKOIIO TNV KAtaotpo®n mg avanapdotaons. Opwg, n
avamnapdotaon Tou pUOIKOU XMPOU HETATPENETAL €80
0€ €0WIEPIKN avarapdotaon kal Ipaypatikdmia
—-0nwG ka1 otny apnpnpévn {wypapikn.

Ynv oucia, o1 814(popeg 10TOPIKEG TIPWTOTTOPIES
enixeipnoav va orndoouv my wpalonoinon g agpn-
ynong, va emre@o0v e Spipdtnta otig Katmyopieg tou
wpaiou oty Xvn NG EMOXNG TOUG KaAl, TAUTOXPOVA,
va 81aAU00UV T0U¢ PNXaviopoug tng tautiong ota
a@nynpatikd povréda. O KIvnpatoypaposg wg ouvo-
AIKN TEXVI KAl TEXVIKN TOUG £81VE auTO TO IAEOVEKTN-
pa. O A6yog, Ao1moV, T0U IIPooavarollopol KAmoimy
TMPWTOTIOPWV KAAMTEXVDV, KUPiwG {wypdpwV, TIPog
oV Kivnpatoypdgo «fitav n pnén pe v Kupiapxn
oupfankn KoudtoUpa Kal n duvardmnta KatdAnyng
evog mediou 1o omoio ntav mapBévo kar erevBepo
a6 v nyepovia tng elin.!° Eival to nedio omou
Siapoppavovtal, avamapdyovial i avaipouvial ol
KOIVWVIKEG avarapaoctdoelg Kal td otepeOTuIId.

Ye aviiBeon pe 11g AAAEG HOPQEG TEXVNG, OTIWG N
{wypa@ikn AGyou xdpn, OTOV KIVIPATOYpd(o €10dG-
yetal 1o Pepikd S1apéoou tou XpOvou, 0 OTI0iog ava-
S1atdooetal, ouotédetal n Siaotédetal xdpn oty
TEXVIKNA Tou povial. To KAao1K6 apnynpatikd Giip €i-
val Aoimév «0AOKANPWTIKA KaBopiopévo amd Xwpo-
XPOVIKOUG KAtavaykaopoug. O aiXpalwtiopévog oto
yUpiopa xwpoxpovog dev Oa petamhaotei oe kapid
karomivn ouypn: Oa napapeivel oe pia kabapn oxéon
avaloyiag pe tov mpaypatikd xwpoxpévo. OAOKANpn
n payeia mou e€aokeital amd 1o P1Ap £dpeviel o pia
Pevukn oxéon avaloyiag mou npoonabei va eroayd-
YEL: PUOIKOIIOIMVIAG TNV KAMAITEXVIKN Snpioupyia o
KAAOIKOG KIvnpatoypdpog g apaipei kdbe a&ia: to
€pyo Oev €ival pia ouveldnromoinon Piag opl1oPEVNG
TIPaypatkomiag, eival avtn n idia n npaypankomra.
H ro1vwvikn onpacia tou €pyou téxvng Sev edpevel
T1a T4V otV areotacn Mou maipvel o€ OXE0n Pe 1o
payparko, aldd omv akpifela pe mv omoia amodi-
Se1 (avtiypdgel) autd to nmpaypatko. Na n fabitepn
18eodoyia kdBe xivnpatoypdpou mou Oepedimveral
ndvew otn payeia tou Oearn, mavw oto Oéapa, tau-
topévo pe pubormoinuikd tpomo pe éva PAéppar.tt
Eival to BAéppa to omoio, péoa and jua e§aipenikn
Xpnon g petapopdg, Oa oxiotei otov Avéatovoiavo
0kDA0 TwV Miouvioué) ka1 Ntali.

YT0oV KIVOpatoypdpo, katd ouvémeld, 8ev ava-
mhaBoupe p1a e1kdva ot paviacia katd 1o S0KOUV*
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n eikéva eival exel €ropn, Kal €ival vnoxpewpévn
va poiddel pe v mpayparkomta yia va Oewpnbei
g npaypatikn. Onwg evotoxa to Snhwvel o Mitpu:
«Mropei n méov peadioukn taivia va pnv eivai moté
N €1K6VA ToU KOOPOU, ald ogeidel va éxel dopnOei
Kat’ eIkGVa autou ToU KOOPOU».2 ¥Tn PIAMIKA €1KOVA
n Oéaon yivetar apnynon. Towg Ao1IOV yida TOAOUG
0 KIVOpatoypd®og va pnv eivalr andédpaon amd tnv
npaypankomia, aid akpifmg to aviibero. Xy ou-
oia €éxoupe va KAVOUpe Jie J1d 10 apiyn amd ta Adi-
KA pubiotophiparta, add kai yr' autd mio Sie1cdutikn
OTOV KOLVO VOU, «IIAPNYOPNTIKA TV Palbvy, OUPNPW-
va pe mvy ékppaon tou Exo, ! mou 6pwg dev onpaivel
autovonta kal Xelpaymynon twv palov.

Edv n emotnpovikn yvoon emxelpei pia mpo-
oéyyion oto medio twv PePalottwy Kai tou mpay-
patkou, 16t n ¥Xvn emxelpel va ouldfel tnv
TIPAYHATIKOTNTA OT0 MAAiol0 tng duvardétntag Pécw
g avamapdotaong evoexdpevwv kal moavayv Kata-
otdoewv. Ye 6hn tn Si1dpkela tou 2000 aidva, o TEl-
papartiopdg oty XV TaUTioNKE OUO1AO0TIKA HE TNV
TIPWTOTIOPIa KAl N 01mo1adNIote «UPNAN» TEXVN TAUTI-
OTNKE TO00 H€ TOV MEIPApatiopo 000 Kal He Ty Ipw-
toriopia. O Xépnopmnaoup dikaiwg mapampei 6t n
Kaivotopia unnp&e o mupnvag tou HoviePVIoRoU Kal
o tedeutaiog €§ opiopoU umnp&e n TEXVN G IPWTO-
mopiag xwpig, wotdoo, va mpooéel Kaveig «... TOCO
0aBpd ntav ta Oepédid tou. ...01 IPWIOIOPIAKES TE-
Xveg, mou ntav eyyunpéva BéPaito 6t Oa Bavpalav
6)01 01 ONPAI0POPOL TNG KAMMTEXVIKAG KA1VOTOHiaAg,
Antav povo 800: 0 KIvipatoypdpog kai n jazzs.'*

1 BA. X. Agppevidomoudog, «H “peaionikn” omukn
TOU 0OUPEANIOTIKOU KIVIHATOYPApOU: Ta 6pid 10U
Kivnpatoypa@ikou Oedparogy, Ovtorria 70, 2006.

2 Z.Xavtou), H 10topia tov maykéopiov Kivapatoypdpov, Aapiavog-
Awdamvn, Abnva 1994, o. 218.
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MIMHXH KAI AIA®OPA

ANNA ANTAAOYAAKH

ovkoUV Tifduev amo ‘Ourjpov ap&apévous mavrag
TOUG TTOMNTIKOUS HIUNTAG EISWAWY GpeTii¢ elvat kai
TOV @AM wV Tepl v Totovoty, Tij¢ 8¢ aAnbeiag ovy
dmteobal, AL domep vuvdn EA€yopuey, O {wypdpos
OKUTOTOpOV Totrjoel S0KoDVTA elvat, aiTéG TE 0UK
émaiwy mepl okvTOTOU(AG KAl TOIG Un) émaiovoty, €k
TOV Ypwudtwv 8¢ kal oxnudtwv Bswpolotv; — mavu
uév ovv. Taaton, IoAiteia, Bifhio I [600e - 601a]

To mpwto pépog tou Séxkatou Bifriou tng IToAireiag
tou TI\dtwva, omou mapatifetal kal 10 mapamdve
andéonaopa, eival and ta mo yvword Kal Xapaxin-
ploTIKA Keipeva oe 6, 1 apopd ™ oKANPN KPITIKA
mou aokel otoug TMOINTEG 0 YwKPAG, amokieioviag
TOUG WG ppntég amd mv 18avikn méAn. Ipokeital yia
éva iowg umepupunpiévo xwpio, mou ouxvd Bewpei-
a1 6t ekPpader ouvorikd m Béon tou IIAdtwva oe
4,11 agopd v €xvn n aképa xai m pipnon. Qoto-
00, 1600 10 Bépa g ¥xvng, 6oo kal 1o Bépa tng
pipnong, eivai 181aitepa ovvOeta otoug IMAatwvikoug
81addyoug, eved mpoiUnobétouv ™ P1A0COPIKN KAl
1otopikn O1dxkpion petafy IMAdtwva kar Ywrpdrin.
Amo@euyovtag, Aoimdv, GUVOMKOTEPEG EKTIPNOEIG,
éxe1 181aitepo evdiagpépov va emaveferdoel kaveig 1o
Baoikd emxeipnpa autou tou Kelpévou oto {Athpa
NG TXVNG w¢ pipnong!, kal mg oxéong g EXvng
He v aAnbeia.

O Xwkpding, £xoviag oty oucia 0AOKANP®OEL
Tov 0xed1a0p6 g 18avikng mOANG Kai €xoviag noén
a6 1o tpito BifAio Béoel 1g téxveg umd meplopi-
OpoUG, €mIOTPEPEl OTO0 (ATNHA TG TEXVNG WG Pipn-
ong. To Baoiko emxeipnpa g KPITIKAG TOU £VAVIIOV
TV HoIntwv, ompidetal, 4nwg kai o id10g avagépet,
oy tpipepn Siaipeon g Yuxng?. Eival mpaypatikd
afloonpeinto Ot 10 OXNPA TV TPIOV S1AKPITOV EIT1-
médwv xXpnolponoleital enavellnppéva otoug ITha-
TwVIKOUG S1addyous, evemd katéxel deomdlouoa Oéon
oUvoMKA omv [ToAiteia. Omwg N Yuxn Kai n moAn,
€101 ka1 n dnploupyia kai n yvoon Siakpivovial oe
Tpia emimeda. Apxikd, ji€ 1o mapddelypa tng riivng,
avapépovial tpia €idn KAIVOV TTOU AVIIOTOIXOUV O€
Tpeig Snpioupyous’: mpwTov, n 16éa g KAfvng, piag
ka1l povadikng ¢ovong, €pyo Beov, xal mpdrumo kdOe
Snpioupyiag' Seltepov, 01 Ko1véG KAIVEG, Ta mMOANA-
T\G €pya TWV KATaoKEUaoTt®yV TIou BAEmovV ‘mpog thv
i8¢av’ g kA\vng [596b7] ka1, tpitov, n pipnon i n e1-
KOVa g KAivng, épyo {wypdpwyv Kkai mointv. Omnwg

* H Avva Avialovddxn eival eikaotikog. Ymoyngia 516dktwp
d1hooogiag oto Essex.
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o {wypd@og Sev €xe1 aAnb1vi yvaon twv npaypdtwv
mou ameikovidel®, pipovpevog eidwla kar 6x1 16ée¢,
€101 KGOe mointng dev €xel oUTe Yvwon, oUTE YVmUN
opOn yia 6oa Sinyeitai®. H pipnon pipeitar ndén’
Ka1 eyeipel T0 pavdo pépog mg Yuxng, edpaindvoviag
‘Kakn moliteia otnv Yuxn tou kabéva’s. Emopévag,
epooov AapPdvel vy tpitn katd oelpd HBéon amd v
axnBeia’®, Sev propei va amotelei popéa yvarong oute
®@PEAEIAG yia Pla PEAMNOVIIKA €UvOPOUpEVN TOAN.
Onwg axpifog diatundveral: «paddn G&pa ool
ouyytyvopévn @adla yevva 1) puntikp» [603b].

[pooektikd 18wpévn, N OUYKEKPIPEVI TPIPEPNG
lepdpxnon avoiyel éva amd ta mo evdlapépovia,
aM\d kal ap@iieyopeva, npara yopw améd to Oépa
¢ ovroloyiag'®. Eival 181aitepa xapaxmpiotiko, ot
ek@padetal wg METKA mopeia amno 10 dviwg OV Ipog
ekefvo mou po1ddel, add dev eival tedeiwg ov [olov
0 6v, Ov 8¢ o0] kai, KataAnkukd, oto pun ov [odk
6v]. Téoo n tp1pepng d1aPadpion 600 ka1 n dpvnon
U 6viog ota duUo tedeutaia emineda, Oétouv térola
2oyikd mapado&a mou n vITapkTiki onpacia U Gvtog
apeiofnrteital  eppnvevtkd!'. Opwg, eoudloviag
OTOV 10XUP10H06 ToU XwKpdtn Ot ta €pya tng pipnong
eival pavrdopata xai 6x1 aAnOiva ovia'?, n évvoia tou
‘6vtog’ amoKtd oUyReRpIpéVN avapopd Kai emdExetal
pia 181aitepn eppnveia.

ZeRIVOVIAG amd 1o Tpito Kal tedevtaio eminmedo
¢ 1epdpxnong, €ival €UAOyo va amorieicoupe Ot
0 YXwKpdmng pmopei va evvoel 6t n e1kdva g Khi-
vng, wg ‘pn Gv’, vmdpxer Aiydtepo amd mv KAivn g
EQIEIPIKAG Tpaypatikotntag. Autd Oa ntav dromo. H
€1kdva g KAIvng, av kal ‘pn ov’, umdpxel 600 Kai n
KAivn-ipdtumio mou ameikovidel. Eival a§ioonpeinto
ot autd akpifmg to gunpa amaoxodel tov IThdtw-
va oto Xogioth: n amo6dei&n yia mv vmapén tou ‘Un
6vtog'3. Kai exei n pipnon (twv co@lot®v) eival to
Baoiké avrikeipevo Siepeuvnong, Omou oTOX0G gival
va S1ayevotei n O¢on tou Iappevidnt yia to 611 dev
propei va amodeixtei 6t ta pn évia, eivai. Katd to
Baoiko emixeipnpa tou ITAdtwva, 1o Yeudog tng pipn-
ONg TN§ COPIOTIKNAG, AV Kal €ival ‘pn ov’ wg mpog vy
aanBela, wotéoo vmdpxel. Ta ‘eidn emkoivwvouv’,
Sdnladn peréxovy 1o €va oto dAho, EMOPEVKG TO ‘Pn oV’
undpxel péow g péfe§ng/petoxig oto ‘ov’, Xwpic va
tautietal pe autd [259a-b]. O Siddoyog ¢pravel oto
onpeio mou amodeikvuetal 611 n dpvnon g pipnong
dnlwvel erepdtnta ka1 6x1 avtibeon. Enopévwg, dnwg
ne1otikd 10xupidetal o Ededing Zévog, «Otav Aépie ‘pn
oV’ gaiveral mwg dev Mépe kAt aviibero amo 1o ‘ov,
aA\d pévo kATl 51aPopeTIKo»'S.

YUVENWG, yupvwviag oty IToAiteia ka1 omv €v-
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vold Tou ‘pn 6vitog’ Tng €1k6vag, n dpvnon dev apopd
oty Unapén mg €1k6vag, apopd Opws otny vnapén
¢ KAfvng. TIpdypati, n 6An napadofdtnta yia 1o ‘Un
oV’ g e1kdvag ¢ KAivng e§nyeital povo wg mpog
10 ‘oV’ NG KAIvNG Kal OX1 1o ‘ov’ g €1kovag. Amd
autny t oKomid, Kal PAMotd améd myv MALupd g
{wypa@Ikng, acparwng o Lwkpdmng éxel Sikio* acpa-
AWC N €1KOva ¢ KAivng Sev eival n id1a kAivn, adld
axp1B®G Kal KatapXnv wg mpog pia KAivn, eival «un
ov» (un obdoa rhivn). H, 6w Xapaxmplotkd ypdeel
o Magritte oto opwvupo €pyo tou: “Ceci nest pas une
pipe”. Tati kaBe €pyo perovoiwvel 11§ OTIOIEG AVAPO-
p£G T0 OUVOETOUY, 1€ TIG OTI0iEG KATAPXAYV KAl KUPiwg
Sev tautietal, adhd Sapéper ka1 vndpxel wg d1agpo-
PETIKG. A6 autny mv dmoyn, pe 1o mapadoo autod
OXNpa Tou ‘pn 6VIog Tou givar’, To CUPIIEpacpa gpai-
vetal e§ioou mapddofo: n opoldtnta petafdrieral oe
S1apopd, xai n erepovopia oe avtovopia. TIpdyparti,
o IM\dtwv e0t1adel 0T0 avopoio PEPOG TOU OHOIMNATOS
G TIPOG TO TIPATUIIO, KAl OTO OT1, AV Kal OEUTEPOYEVEG
ka1 napdywyo, eival 81a(popenikng yvwotikig tafng,
dpa auvtoévopo.

And v d\n meupd, autd kabiotd ddikn xai
untepPodikn v emifeon tou YwKPAM w¢ MPOG Tn
YV®OON TV IoINTQV, yiati €pooov yia mapddelypa o
{wypdpog mpdypat dev kataokeudlel khiveg, dev ei-
val kal Souleld tou va yvwpiel v Kataokeun toug.
Aouleld tou €ival n kataokeun €1IKOVWV —n {wypagi-
KA- Kal autd eival 1o povo yia 1o omoio Oa mpémel
va xpivetal. H xatnyopia Aoinév, mou nfikd naipvel
S1dotaon okompng e€amndtnong amd mv mAeupd Tou
Hipntn, @aiveral va otpépetal evdaviia oy idia v
unIdoTaoN TOU £pyoU TEXVNG, TTOU IIépa ard t yonteia
mou aokei, dev yivetar mapadextd oe timota, mMOCO
pa\ov to av ouykpotei S1axpitd yvwortikéd nedio, pe
OTOXO0UG, EUPNIATA KAl KAVOVEG.

Qotboo, eival pdiov amibavo va pnv 1o loyd-
p1ade autd o IIAdtwv. e kAOe nmepimwon, eivar apé-
Tpnta ta onpeia oto IAatwVviké €pyo Tou petp1ddouv
TO APETAKANTO UPOG TNG OUYKEKPIPEVIG KPITIKAG TNG
pipnong kai g ©€xvng. Xwpiq va epPabuvoupe me-
p1oootepo afiler va avapepBolv kdmola amd auvtd:
n i61a n popen tou IMiatwvikou 1adéyou amotelei
abiap@iofntnta popen pipnong -o1 ouxvotateg ava-
POpEG o€ oTixoug Tou OPNPOU Kal AWV MoINTHV- N
gupeia XpNon PEtaQpop®V, EIKOVOV Kal pUbwv, dnwg
0 pubog tou Hpdg mou akoroubei apéowg petd kai
KAeivel mv IToAiteia —0 P1AOCOPOG WG PIPNTAG TOU
Beou 6mwg 0 {wypdpog oto XT " BiPAio tng IloAei-
as- 0 Xpdvog w¢ Pipnon tng Kiviong twv mavniov
otov Tipaio KA.

Auti n apketd mio ouvOetn €1kdva g TEXVNG Kal
NG pipnong mouv MpokuUItel ano ta napandvw, akd-
pn K1 av apBAvvelr oxetikd v dpipldinta e Katnyo-
piag, Sev avaipei 1o Baoikd emixeipnpa yia to ‘pn ov’
¢ pipnong. Iati, to Kpiolpo onpeio g KPITIKNG
eival axp1fwg 611 n diapopd mou opiletar avdpeoa
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OTO TIPOTUTIO KAl OTo €pyo tng pipnong, apopd otov
tpdmo vnap&ng — 6niadn eival ovroloyikn. Kai eivai
ovtoloylkn'®, akpifwg yiati to ‘pn ov’ g pipnong
Sev ouviotd pn Umap&n -6niadn aviiBeon wg mpog
10 ‘oV'— adhd 61aQopetikd TPOTIo Uap{ng wg mpog 1o
npdétno-ov. Epdoov roimdv, Omwg apXikd avapé-
pel 0 XwKkpdmg, o {wypdPog «kard KArmo1o Tporo Ki
autog KAivn @udxvel»'’, gival akpifwg avtég o Sia-
QOPETIKAG TPOTIOG DIapéng TG KAIVIG, ou tov evol-
apépel va opioel.

Yuvenmg, n §1dkpion g évvolag mg Siapopds
g pipnong, téoo amnd my ravrion 600 Kal amod v
avtifeon wg mpog 1o ‘ov’ amotelei eppnveuTikn €vEel-
&n yia tov unmapktikd/oviodoyiko mupnva tou Impo-
BAnpatiopot tou IMAdtwva, kai yia 1o 4t evolapépe-
a1 va opioel molotikd S1apopetikods Tpomovs DTTapéng.
TNati 6nwg amodeikvuel, amd m Otlypn Iou 10 ‘Un
oV’ TOU Opo1ONAtog WG S1apoperikd, oute tauvtidetal
oUte eival avtibeto pe 10 ‘oV’, TOTE Jietéxel 0 AUTO*
Kal n peroxn oto ‘ov’, eival ekeivo mou omyv ouoia
eyyudral Tov €viaio ka1l UIapKriKko Xapaktpa ouvo-
AMKA g p1A000QIKAG €vvolag ToU ‘Oviog . Emopévag,
av xai 1o ‘ov’ kai 1o ‘eivar’ tou ‘un éviog’ Sev eivai
TAUTOONEG €VVOIEG, £XOUV KOIVI, DITAPKTIKI VONPATO-
8o6mon. To ‘ov’ apopd oe autd kabBeauto 1o ‘ov’-otnv
18€a, eve To ‘eival’ tou ‘pn Gviog’ apopd o HEToXn
oto ‘ov’. Katd autdv tov tpdmo, n Siepedivnon g
pipnong edpaimvel éva edio apvntiking ovioloyiag tng
S1agpopdg, 610U n erepdTNTA Opiletal otn Pdon ng 81~
dxp1iong tng amo 1o 6imodo tavriong-aviifeong.

H molGupn auti mtuxn tou mpoPAnpatog tng
pipnong, wg ovtoloyikn Siapopd av Kkail KEVIPIKNG
onpaoiag, €xel mapayvwplotel —av 6x1 Mnpws ayvo-
nBei- anmd avalvoeig kai eppnveieg mavw oto ITha-
TwVikd €pyo. O TIAdtwV oUXVA Kataxwpeital otoug
OUioTéG, eV 01 OVIOAOYIKEG TOU TIPOTATEl§ Aapfdvo-
vial w¢ xatnyopnpatkég (ypapp.). Opwg, eivar autd
10 TPiTo OVI0AOYIKS €minedo —KEVIPIKG epWINPA OTO
€pyo TOoU- ToU OX1 pOVo amokleiel to Suiopd, adhd
€PUNVEVEL KAl TN GUON TOU OVIOAOYIKOU mpofAnparti-
opoU otoug Iatwvikoug 81aA6youg.

! Katd tov Apiototédn, n évvola tng pipnong Oepedimveral otoug
TTuBaydpeloug yia Toug OIoioug «td GVIA UIIAPXOUV PECW TNG
pipnong twv ap1Opov» (Metd ta Quoikd [987b9-141).

Yrov [Mdtwva amodider v évvola tng pébe€ng, onpeio mou
Oewpeital 181aitepa appireyopevo. Ye kibe nepimwon, n
pipnon ouvdéetal pe t pébedn/petoxin otoug IAatwvikoug
S1ah6youg.

2 IloMiteia [595b] £meidn) xwpig ékaota Sujpntal T& Thg Puxis
€{8n. H avagopd yivetal yia to 40 Bifiio g IToAiteiag ka1 tnv
S1aipeon g Yuxng o€ Aoy1otiko, emOupntko, Bupoe1dég
[435c-445e].

3 [597b13]: {wypdgog 81, kKAvoroudg, Bede, Tpeig obTol

ETOTATAL TPLOLY E(SECL KALVDV.

[601b9] 6 ToD €iddAOL TONTHG, O WHNTHG, PAEY, TOD pEV

GVTOG 008EV Emaiel, TOD 8¢ @avopévou.



ANNA ANTAAOYAAKH

[598b6] moppw &pa TTov TOD GANBODE 1) PnTIKY EoTv Kal, O
£olkev, Sl ToUTO TAVTA ATEPYALETAL, OTL OUKPOV TL EKAGTOL
£pamtetal, kal To0To idwAov.

[602a7] ovte Gpa eloeTar odte OpHX SoE&TEL O WUNTNG.

Kabmg 1o evpipnto n6og gival 1o ayavaktntiko kal Karoiepo,
Evavrioveral oto Aoylotiké kar avwtepo [605a5] kal kavel
e§ouolaotn to emOvpntiké [606d].

[605b] tov upnTikov Tom TV @ricopev kakiv motteiay idig
£KAOTOL TH) PUXT) EUTTOLETY.

[597e5] tpitog Ti¢ &mod Bacléng kal TG aAndeiag.

O 6pog oviodoyia apopd oto epOINA TOU 6VIOoG, Tou ‘eivar’,
g vnapéng. Eival moAu petayevéotepog tou [Mdtwva
(Lorhard 1606), ka1 Bewpeitar appifodo to av eivar ouppatdg
P1A000QIKA pe ToV mpofAnpatopd tou, oto Paduo mou
apgiopnteital oto €pyo TOU N €vidia Kal LIAPKTIKA onpaocia tou
‘ovrog’.

‘EXel €MIKpAToel N ouykekpipévn S1apddpion va eppnveveral

noootikd, (WG ‘TEp1000TEPO’ N1 * AyOTEPO’ OV) 08nywvtag
mv ovtoloyikn Siepevvnon oe adié§odo. Katd ouvénela,
0 peyautepog Gykog g ouyxpovng Biphioypagiag
EMIKEVIPWVETAL O€ YAWOOIKEG AVAAUOELG — [ KUpiapxn
S1dkpion g onpaociag n Xpnong tou pnpatog ‘eivar’ oe
ouvdeukn (1o A eivar X) ka1 vniapkukn (1o A eivar). Onwg
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Ba Soupe Opwg, 10 1610 TO PIAOCOPIKG EMIXEIpNpA TNG
peroxng/péBegng oto ‘ov’ OTOXeVEL Kal eyyudral oty eviaia Kai
UIApKTIKN onpaoia mg évvolag tou ‘oviog'.

[599a] gavtaopata ydxp @A o0k Gvta TOLODGOLY.

Yogiotig [237a] TetéAunkev 6 Adyog 00tog iobéchat T ui) dv
elvat.

[237a] H pnon tou Iappevién tv omnoia avagépel o [Adtwv:
«oV y&p pjmote To0To Sapf), enotv, elvat pn 6vra: A& o
THOS &g’ 6800 Siliuevog elpye vonuan.

[257b] omdTav o i Ov Aéywpev, GG €0LKeV, OVK £vavTiov Tt
Aéyopev ToD 6vToG GAN ETEPOV pOVOV.

Av ka1 §enepvdel toug 0TOXOUG AUTOU TOU KELPEVOU, gival
onpaviikd va avapepBei o avriotoixog 6pog tou Heidegger
(Ontologische Untersheidung — ovtodoyixn Siapopd), wg
S1dxpion tou Eivar amd my moAAarmomia twv oviov, i alog,
S1apopd otov tpoémo vnap§ng [1.x. Die Grundprobleme der
Phénomenologie (1927)]. O1 avuiotoixieg pe tov [TAatwvikd
npoBAnpariopo eivai €roleg, mou Bétouv oe ap@iofntnon
1600 YV npwrotunia g npotaong tou Heidegger, 600 kai tnv
KPITUKN 110U aokei otov [Mhdtwva.

IoAiteia [596€9] kaitol Tpdme yé TvL kal 0 {wypdpog KAivnv

TOLEL: 7) 00; — vad, €PN, patvopévny ye kal 00ToG.

ANAOOPA / ANATIAPALTALH

I'TA MIA «<ENAPIH»
(ANA)IIAPA)TAXH.
2 XOAIO YE ENA AOKIMIO
TOY KAPAO I'KINZMIIOYPIK

METPOX-INXH® LTANTKANEAAHL

Meyddo pépog g oUyxpovng ev EAGS1 oudatnong
oxeukd pe v 1otopia eoudlel oe SUo (ntpara.
Axoloubaviag pia 1816tunn eppnveia piag Oswpiag
¢ 10toploypapiag n omoia €AKel TG EVVOIOAOYIKEQ
NG AIMOOKEUEG KAl KAtaokevég amd pia Bewpia tou
pubiotopnpatog, aoxoleital Kupiwg pe m oxéon
«AOYOTEXVIKNG»  («EMIVONHEVNG») KAl  «1OTOPIKAGH
(«emotnpovikng») agnynong. Katdmiv, emdéyel wg
mpovop1ako medio €peuvag 1o «18€0A0yIKO prAvupa»
TWV 10TOPIKQV KeIpévwv — mapafBiémnoviag 6t yia va
@tdoel otov (UoBETIKG) «ITapadnmn» 10U €va 18eo0-
doyiké prvupa mepi evog 10T0pIKOU Yeyovotog, TIpé-
€1 IpWtd 1o 1810 10 yeyovog va €xel yivel katavontd
ard tov avayvootn.

Edw, 8ev Ba aoxoinbw 1600 pe 10 mpwito {1-
npa, 600 pe éva povo onpeio tou Seutépou: A1ot,
auto TO «KATAVoNTO» PE PEPVEL EVAIIIOV H1ag £VVolag
n omoia mponyeital AoyiKd aUTAG TG «CAPNVELAGH.
IIpdkeital yia pia Kevipikn €vvola 1000 tng ouy-
Xpovng emiotnpoloyiag 600 kal mg 618aKuKAg g
10topiag. ©a nbeda oto onpeio autd va mporteivw m
«PETAPPAONY TNG «OAPAVEIAGH 1€ TNV APXAIOEANNVIKN
«evVApyela», v omoia opeidw va avamtufw oe oxéon
He évav aoteplopd evvolwv: evidentia in narratione,
inlustratio et evidentia, ékppaoig, demonstratio.

Av an6 kdnou dev Oa €npere va apxiow, oiyoupa
Sev Oa €npene va apxiow amd edw. K1 autd yia duo
kupimg Adyouq. H «evdpyela», apxaloeAAnvikog 6pog
avtioto1xo¢ tou AatvikoU evidentia in narratione,
eival pia oxedov §exaopévn évvola. Oa xperalora-
ve, dndadn, apkem mpoomddela yia va v evid§w
oe évav Moyo Tepi g «1eBodou mapouciaongy mou
ekk1vel amd t ovyxpovn emiotpoloyia. O Seltepog
A0Y0G, autdg IO MEPITAEKEL AKOPA TIEPIOOOTEPO TNV
npoondeld pou, eival Atydtepo npogavnig: Oédoviag
Va PIANOE] KAVEi§ yia «evapyela», oeilel va 1o KAvel
tautoxpova oe tpia emineda, autd mg (apxaioedn-
VIKNG) 10t0ploypapiag, g (apxaiag, €AANVIKAG Kal
AQTIVIKAG) PNTOPIKNAG, aAAd Kal Tou AGyou mepi twv

* 0 [Tétpog-laong EravykavéAng eival 10T0p1K0G.
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MapaoTatik@®V ExXveV — 18iwg g {wypapikng. Oa
€ixa avaykaoukd peraromiotel amd v «aindeia»
o «{@VIavia», My «IpoPAdveld», T «OAPAVEIA»,
My «I1apaoctatkomia», 1, yla va avapépw Kal 1oV
Kiképwva, «yia T0 Pé€Pog €Keivo Tou AOYOU TIOU (EpP-
VEl, OUTWG E1TIELV, TO YEYOVOG PIIpootd ota pdtia» Tou
axkpoatn (1 tou avayvwortn).!

Ag apnooupig, 1Ipog 1o Iapov, Katd pépog, m Si-
agopd mg apxaloeAANVIKAG JE T oUyXpovn 10topia,
K1 ag Soupe éva mapdBepa amd tov [TodvPio:

Twpa, 0 OKOTIOG TIPOG TOV 0100 TTPosavatoAile-
a1 n 1otopia eival n adiBeia: y1' avtd Ppiokoupe ot
otov Katdloyo twv mhoiwv o mointig [0 Ounpog]
avagépel 1a OUYKERPIPEVA XApaxrtnplotikd kabe to-
ou, ovopddovtag pia moAn «Bpaxmdny, Aéyoviag yia
Hia dMn 6t «Bpioketal ota oUvopar, yia pia diin ot
«£X€1 TOMG TEP10TEPIa», Yia pia dAn 611 «Bpioketal
Kovtd otn Bdhacoar. K1 o okomdg dAwV autidv twv
AEMTOPEPEIOV €ival N {wvidvia, OTIwWG OTIG OKNVEG Pd-
xng. O okomdg tou pubou, avtibera, eival va euxapi-
otel ka1 va ekmAnooel.?

O Opnpog mapouoiddel prpootd ota pdua tou
avayvmotn, 814 tng AEMTOPEPEIAKNG TIEPTYPAPNG, TIG
81dpopeg molelg o €oterdav kapdpfia omv Tpoia. H
oxéon g «aknBeiagy pe m «{wvtdviar, d16dou mpo-
(avng yla 1ov oUyXpovo avayvmotn, Propei va e§n-
ynbei kadutepa amd éva dAho amoomaopa tou 18iou:
«bev eival 1o 1810 10 va kpivoupe yla mpdypata mou
€XOUE akouoel amo tpitoug kal (yia mpdypara ) mou
éxoupe Se1 pie ta id1a pag ta pdua. Yodpxel pia peyd-
An 81apopd. Mia nenoibnon nou Paoietal otn pap-
tpia evog automn (n katd v evdpyelav mmiotig) afidel
MEP100OTEPO aITd KAOe AAn».> Autog mou éxel Oel e
ta i61a Tou ta pdua kdtl, PIopei va 1o mapactioel
pe {wvtdvia, ka1 n paptupia tou Oa eivar ainOng: av
empeivoupe otn d1a@opd TG apxaloeAANVIKNG avti-
Anyng mepi 10topiag (avriAnyng piag koivwviag mou,
peta&u awv, Sev 81€0¢te ouyrpotnpéva apxeia), Oa
kataAn§oupe va pn oudhdfoupe Kdtu 1o Koivo: agpe-
VoG TV €1KOVa Mepi ¢ mpaypankontag Iov oxnpa-
tidetal ka1 otov oUyXpovo avayvmotn dtav auvtog €p-
XETAL AVIIPETWIIOG e pia «{@VIaviy IEPypapn, Kai



NETPOXI-INLHO® LTANTKANEAAHL

AQETEPOU OV «evIUTIWON ainbeiag» Tou avayveootn
nepi ¢ oxnpatiopévng €1kévag. XKOmipwg Xpnoi-
poroi® tov 6po tou Poddv Mmapt, o 01oiog 1oV ou-
OXEeTi(el pE «pNTOPIKA TEXVAOPATA TIOU ATIOOKOIIOUV
ot Snpioupyia p1ag eVIUIWONG AVIIKEIPEVIKOTNTAGY,
pe «éva Keipevo TOU (aivopevikd pidd amd povo
TOU», M Kal Pe €vav «Peallopo TouU Katdyetal amd
10 pealiotiké pubiotdpnpa, ™ AOyotexvia TV nye-
podoyiov» K.T.A..* Adlapopwviag (Adyw Xwpou, Kl
0x1 Aoyw onpaociag tou NTNPAtog) yid 10 PEAAICTIKO
pub1otépnpa kal m ox€on 10U JE TV 10toploypapia
tou 190U aidva, ag OuyKpatnooOUPE TOV «Oouyypa-
@éa ou mpootadei va KaAUyel ta iXvn T0U» KAl TV
(xatd Mnapt, enigaon) avukelpevikotnta(g), K1 ag
MEPACOULE OTO «IIPOPAVEGH: N «{wVTdVvia» Kal N «od-
PNVELa» €1val APETEG EVOG KEIPEVOU TIOU ameubuveral
OTO OUYKEKPIPEVO avayvmotn- N akpodatn, Je OKOIO
va tov meioouv 0Tl KATL €Y1VE «ET01» K1 OX1 «aAAMDG»
(1 6u kdu nrav £ro1 K1 0x1 aAwe), wbwvrag tov va
Bewpnoel  Soopévn €1kdVaA [1aG TPAYRATIKOTNTAG
WG IpoPavoug. Av puUyoupe a6 v (apxaloelnvi-
Kn) 10topioypapia, Oa Siamotwooupe 611, CUPPWVA
He TOoV ouyypagéa tng npaypateiag Ilepi tov vyniod
(De sublime, XV,2), n gvdpyela €ival o oKomog tou
pnitopa, oe aviiBeon e TOUG TOINTEG, O1 OIIOiO1 ATIO-
OKOIIOUV OT0 Va UTToTd§ouV Toug avayvmoteg. X Aa-
TIVIKA pRTOPIKN 1 evdpyela petappddetal and tov Ko-
Tviiliavo wg «evidentia in narratione». Ytnv Institutio
Oratoria (IV, 2, 63) 81aBaloupe 6t «n {wvtdvia otv
ékBeon, onw¢ my karadafaive eyw, eival éva pe-
yalo mpotépnpa, apou dev xpeidletal 1600 va TG,
600, e kamolov tpdro, va Seifeig pia ainbeia».’ O
i810¢ onpeiwvel 611 o Kiképwvag Xpnoijlonoinoe mv
ékppaon inlustratio et evidentia wqg ouvaovupn tng
«evapyelag». Ila tov Kiképwva «inlustris... oratio»
amotehoUoe «10 TINPA U AdYyou o omoiog gEépvel,
outwg elreiv, 10 yeyovdg pmpootd ota pdra» (tou
akpoarn).®

O avovupog ouvyypagéag tng Rhetorica ad
Herennium xpnoiporoief 11g idieg A¢€e1¢ yia va opioel
v demonstratio: «efval 6tav to mpdypa exppddetal
pe Aé€e1g Téroleg MOTE TO YEYOVOG va (paiveral oav va
ektuliooetal pmpootd ota pdua pag [...] to diakn-
pUOOEl Kal pag 1o PEPVeL, oUTwG elMIeiv, prpootd ota
paua pagy.”

oV xwpo, aviibeta, g {wypa@ikng, n «evdap-
yela» oxetiCetal pe v «ékppaon». Iapanépnw oe
éva amoomnacpa amo 11§ Eikéves tou ®1060Tpatou tou
Nedtepou, pia Sidonpn oudhoyn meplypapwyv (ekppd-
oewv) €pywv téxvng, mbavotata gaviaotukmv: «Ki
av mapampnoelg my ayéin v Bodiov mou mdve
va Booknoouv, akodouboupeva amd Toug MOIPEVES,
iowg va pnv eKmAAyei¢ yia 1o Xpwpa, apou ival dha
{wypagiopéva pe Xpuod Kai xarko. AMd 1o yeyo-
vog 611 0xed6v Ba akouoei§ To POUYKRpNTO TOUG, €101
onwg eival {wypapiopéva, k1 6t Ba oou gavei oav
va axkoug 1o OTdp1 ToU KUAd, Katd PAKOG T0U 0110i0u
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Bpioxovtal ta Béd1a -8ev eival autd 1o aoxoplPw-
pa mg {wvtdviag (evdpyelag);»®

O IMoutapxog, dMwote, oto Ilepi g AOnvaiwv
66ag (347a) Ba mapopoidoel évav mivaka tou Eu-
@pavopa movu ameirovidel T paxn g Mavrivelag pe
mv neplypan mg idiag paxng amd tov Ooukudidn,
vpveviag m «(wypagikn {wvidvia» (yoaikn evdp-
Yela) TOU 10TOPIKOU.

«Evdpyela», «evidentia», «demonstratio»: {wvtd-
via, oanvela, mapaotatikétnid, «amédei§n». Oda
6oa mponynbnkav Oa pmopovoav va Bewpnbolv wg
H1a doxorn «@1hodoyikny» mapépfaon. Ocov apopd
toug Suo mpwtoug 6poug, Sev Ba pmopouoav méov,
otn onpePIVA Katdotaon tng 10TOPIKNG €MIOTAPNG,
napd va apopolv pévo oe pia e§alpetikn MePimw-
on, Katd my oroia o (autdémng) paprupag apnyeital
o i810¢ p1a paprupia tou o€ éva Keipevo, Kar pai-
ota xwpig o avayveotng (akpoatng) va pmopei va
Baolotei oe kamola aMn paptupia extdg ng, yia va
v avaipéoei\avaokeudoel. I'a va npooBéooupe kai
OV TPito 6po, 0 APNYNTAG «arodEIKVUEL TO AAnBEG
g paptupiag tou péow g agnynong tng. IIpog to
mapov Ba «amavinow» oto «mou Ba pmopovos va
Baoiotel o avayvaoomng» pe éva eupuordynpa: apou
p1ddpe yia «avtoyia» xai (ava)mapdotaon, kai dpa
yia éykinpa, dpa kdmou Oa umdpxel K1 éva mopa
(6ndadn, éva amotéeopa kai kamola ixvn).”

[épa épwe amd pia emidein apxaioyvwoiag, n
napouoiaon, €0tw Kal UTMAIVIKTIKAG, TwV Iapandvem
Opwv odnynoe tehikd kdmou: otn diamictwon (Koi-
VI o€ apxaioug €XAnveg Kal AAtivoug, 10TOPIKOUG Kal
pATOpeG) OT1 N oaPpnvela oxXetideral Pe my mapaywyn
H1ag e1kovag (mepi) g npaypauxomriag (IIov amouv-
01d8e1, €xe1 mapélBe1 n Ppioketal arrov), v omoia
0QeIAOUE Va QEPOUE «PTIPOOTA Ota pdtia» Tou Kol-
vou, Kkatd tpdérov wote va neiooupe 1o (kdBe popd
OUYKEKPIIEVO, OUYKPOTNPEVO OTN OKEYN pag) Koivo
nepi g eykupdtntag, mg Paocipdmrag, mg ainbo-
@dvelag mg e1kovag. Ag S1eukpiviow £6® 611 n «{w-
VIAvia» Kal N «oapnvela», Iapotl oty apxaia ypap-
pateia oxetiCetal ouvnOwg pe meplypagég mpdsemy
(yr' auto, dAMwote, Kal n €yvolda yia Ti§ AETTOpEPELES),
amotélecpla Tou OuyKekpipévou Babpol agaipeong
He tov omoio «epyaldtavy tote n 10topia, Sev propei
va pag odnynoel oto ouptépaocpa 6u Sev agopd, ma-
padeiyparog xap1v, otn CAPNVEId TWV EVVOI0AOYIKOV
SIKTUWV TIOU OpPYavmVEL 0 OUYXPOVOG 10TOPIKOG AO-
yoG. Y pia évvoia, pdiota, Kupiwg ekei oQeilel va
EMIKEVIPMVETAL T0 £VO1aPEPOV pag, apou autd eival
10 T10 «AmOVIa» KAl «Amopakpuopéva» amod tov (18a-
VIKO pag) avayvootn.

H «evdpyeia», BéPaia, e§etaldpevn umo 1o mpiopa
g «oapnvelagy kai mg «{wvraviagy, otav tiferal wg
0T16x0G €vOG Kelpévou mou (mpo) umobétel kal éva
«pn €161k6» K01vo, Ndg dnpioupyei ka1 pia «amopiax:
€dv n €MOTNPOVIKN YV®ON 01K0doEital «evaviia otn
@UOoN» Kal evVavild «otd parvopevar, Tote 11 KAVOUpe

F1A MIA «<ENAPTH» (ANA)MAPALTAIH. IXOAI0 ZE ENA AOKIMIO TOY KAPAO FTKINZMMOYPTK

€ TIG IPO-KATAANYPEILG, Ta OTEPESTUIIA KAl Td AUTOVO-
nta; To epwtnpa dev €xel va kdvel, BéPaia, povo pe
n oapnvela, aAMd oe oxX€on pe autny KAt oPeiletal
va e1mw0Oei.

‘Towg n andvinon tou epwtnpatog Bpiokeral omv
aviiotpo®n me ppdong: epOcov €pyo TG €MIOTAPNG
elval n dpon 1wV OTEPEOTUNIWY, TWV KOIVMV TONIWYV,
N Iapouciaon twv «autovontwv» wg 610A0U aUTovo-
ntwv, K1 apou 6ia auvtd, évtag Babid pi{wpéva otny
raOnpepivomnta Sev €XOUV AIOTEAEOEL AVIIKEIPEVO
oKEYNG yla toug «adaegigy, n oagnvela, n {wvidvia
Kal n mapaotatkdmta eival epyaleio k1 6x1 ava-
OTAATIKOG TIAPAYOVIaG. «AMA®G», Y1a Va Ta EMITUXEL,
0 ouyypapéag xpelddetal mep1006TEPN —Ka1 d1aPpope-
TIKN- IIpootIdOela.

I Kiképwv, Partitiones Oratoriae, 20: «Haec pars orationis, quae
rem constituat paene ante oculos». OAa ta apxaloedAnvikd xai
Aauvikd napabépata aviandnkayv ané to dokipio tou Carlo
Ginzburg «Descrizione e citazione», mou nepiéxetal oto Pipio
tou 1l filo e le tracce. Vero, falso, finto, Feltrinelli, Mihdvo
20006, 0. 15-38. To mapdv keipevo, AAwote, opeidel va
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avayvwodei wg éva 0x6A10 010 IPHOTO PE€POG ToU SoKipiou Tou
Txivumoupyk.

Andonaopa ané ug lotopies tou TTohuPiou (XXXIV, 4, 4) nou
avagépel o pdpwvag.

TToAUP10g, Iotopieg, XX, 12, 8.

Roland Barthes, «Il discorso della storia», oto Il brusio della
lingua. Saggi critici IV, Einaudi, Topivo 1988, 0. 138-149
[doa oxéon pe 0V agopiopd tou Muévyiapiv «8ev €xw tinota
va nw, povo va dei§w», iowg va pnv npénel va exAngoei wg
Tuxaia.

Kixépwv, Partitiones Oratoriae, 20.

Rhetorica ad Herrenium, IV, 68: «Demonstratio est, cum ita
verbis res exprimitur, ut geri negotium et res ante oculos
videatur [...] Statuit enim rem totam et prope point ante
oculos».

Carlo Ginzburg, «Descrizione e citazione», oto Il filo e le tracce.
Vero, falso, finto. Feltrinelli, MiAdvo 2006, o. 21.

YXeUKA pe ta «ixvny: Carlo Ginzburg, «Xnpddia. Pideg evog
evOeiktkov mapadeiyparogy, oto Iavayiong [Tovudog (emip.),
Iepi kataokevng. Tomkad B', EMEA-Nnoog, ABnva 1996,

0. 55-88.
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ANNA ANTAAOYAAKH
MMAMMHI BENETOMOYAOX
MQOPIZ FTKANHZ

LIMHE FKATENIO

FIANNHE FPHIOPIAAHE
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ANNA ANTALOUDAKI
KOSTAS BASSANOS
TASSOS CHRISTAKIS
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MAURICE GANIS

SIMIS GATENIO
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MAPIA TOAYZQIAOY 2010 / MARIA POLYZOIDOU 2010

NIKOZ MAMAAOMOYAOX Xwpi titAo, 2010 / NIKOS PAPADOPOULOS Untitled, 2010
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NINA MAMAKQNETANTINOY Incomplete Word (Creation), 2003 NINA PAPACONSTANTINOU Incomplete Word (Creation), 2003
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TIANNHI BEOAOPONOYAOL Tomas, 2011 / YIANNIS THEODOROPOULOS Tomas, 2011
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KYPIAKOX MOPTAPAKOX Xwpi¢ titAo, 2010 / KYRIAKOS MORTARAKOS Untitled, 2010

TAZOX XPIZTAKHE Xwpi¢ titAo, 2005-2008 / TASSOS CHRISTAKIS Untitled, 2005-2008
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EIPHNH EYITABIOY H Quoikn 10t0pia tng anwAeiag, 2007-2009 / EIRENE EFSTATHIOU On A Natural History of Loss, 2007-2009
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REFERENCE / REPRESENTATION

KOSTAS CHRISTOPOULOS

Contemporary images have lost their reference. The
loss of religious reference in the modern artistic
practice brought about speculation on the question
concerning images’ origin and their possibility to
reconstitute and represent the world as an entity, a
possibility which was previously ensured by the di-
vine command. Art indeed, is no longer able to reas-
semble the world as a whole. The modernist artistic
approaches on nature, on the humans and on things
in general have led to a widening of a conception
which perceives things, the world and its represen-
tations as fragmented and de-located.

At the same time, the mimetic function of
the image seems to lose its significance in the art.
Medical and military technology for example, have
managed to visually simulate any current object of
study with great imaging accuracy. In a way, the
constantly hospitable to artists reign of mimesis has
been conquered by science and medicine or by the
military technology. This visual simulation and im-
aging accuracy instigated artistic representations to
new quests.

In various cultures such as the Jewish, the ques-
tion of representation reserves a different status for
the image. Impossibility of God's representation
raises doubt for images’ real meaning. They repre-
sent and document what is directly perceptible and
visible, namely what constitutes the empirical world.
Hence, although the world has not definitely lost its
religious reference, its representations are limited to
the depiction of the existent or the daily, in other
worlds, of a real which is de facto fragmented.

This “real” is what vindicates its existence in the
space of a museum. It is documented however, by
images, texts, objects. All these are dispersed and
reorganized in space in a way that they provide nar-
rations and proofs of a presence or of a loss. Mu-
seum’s exhibits are displayed as fragments which
claim their existence as small samples that substi-
tute the holistic and all-embracing divine reference.
What, in other words, contemporary art's works
also attempt in their different forms: as products of
a minimum gesture, that is the painting reproduc-
tion of “ready” images with different connotations
such as a fragmented archive, a small collection of
the minimum, as outcomes of the appropriation of
data, of early interventions, of craft and mechanical
reproduction, of a substitution of the prayer, of a
reorganization of artificial images and sounds.

What is at stake here is memory management.
Contemporary civilization is associated precisely
with the ability of management and attention to
any kind of data as well as with the possibility of
their reorientation. Memories, images, objects of
tradition, works of art, symbols, narrations’ frag-
ments and historical data are reorganized in a way
that can place in the centre of interest the question
of re-meditation on the understanding of the con-
temporary cultural matters of contestation and situ-
ate them in the perspective of renegotiation of the
question on the possibility or the impossibility of
their representation.

The works of the exhibition as well as the texts
which supplement and come along with it in this
book are selected and written accordingly with the
aim to highlight the variety and polysemy which
conditions reflection on the question of representa-
tion. They do not comprise a corpus which aspires
to a final —probably nailing- reading or the formu-
lation of a proposal capable to circumscribe it to
a possible definition. On the opposite, they try to
demonstrate that whatever is considered to relate to
the question of representation and to the invoking
of a reference remains still open. Furthermore, and
along with the —even axiomatically- aforementioned
views, if there is something latent here, it is the idea
that the articulation of a consistent discourse that
will give a sufficient name to a world in its whole-
ness is impossible.

What we wish therefore, to illustrate by a col-
lective exhibition and a collective volume on the
subject of representations and the disclosure of
their according references are those breaches in the
space and the ruptures in time which from now on
prevail. It is about one more attempt of a partial
re-agglutination of a landscape somehow or other
broken to artistic or non artistic images, subjective
narrations dispersed in time and objects detached
from their familiar environment. Nevertheless,
those points of osmosis, of vicinity as well as of
contradistinction or conflict among the different
fragments of the real, as they are represented by the
exhibits of a museum, the works of art, the texts,
are nothing less than breaches through which a new
possibility can be allowed to emerge: the liberation

from an old dictate.




REFERENCE / REPRESENTATION

THE IMAGE OF THE INEXISTENT.
A TANGIBLE JOURNEY

DIMITRIS DIMITRIADIS

I asked for a God who should be as like me as possible.
What use to me is a God whose divinity consists in doing
difficult things that I cannot do or saying clever things
that I cannot understand? The God I want and intend to
get must be someone I can recognize immediately without
having to wait and see what he says or does. There must
be nothing in the least extraordinary about him. produce
him at once, please. I am sick of waitin.

W.H. Aupkn, Herodes

Representation as the word has it, is a repetition:
something that has happened happens anew;
something that has already turned up, reemerges;
as a result what happens anew or reemerges is
something that already exists. Representation has to
do with something existent, something that even if
it reemerges in another form from the one in which
it had previously appeared, is somehow presupposed
as shaped, recognized in some form. Representation,
however, is not consumed in that: representation
may or is likely to be an appearance of something
that the representation itself illustrates for the first
time: in this case we deal with poetic or dramatic
art, which place, either on the page surface or on
the stage, situations literally unprecedented even
if their origin does not stem from zero but from
something that allows their reemergence - there are
many examples.

What would a prohibition of representation in
advance signify? What can be the thing that evolved
into it and grew to an exclusive and decisive qual-
ity of the one whose image is prohibited and all the
more so, by severe punishment, even by a death pen-
alty? What can be the motive that does not permit
image’s appearance? Why should depiction remain
under persecution and, in particular, depiction not
just of any subject or object but of the subject/ob-
ject that is God himself?

Is it about a pursuit of protection? A display
of respect? An expression of awe? Or just about a
failing to give a shape to the referred? Or about an
intention to an absolute segregation of the non rep-
resented by the human face and, by extension, by
the human quality? Is it, by any chance, about a re-
alization of the unthinkable, the inconceivable, the

* Author.
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thing that lies beyond any attainable shaping? Or,
lastly, about something else, about something that,
although it is a fiction of the human mind, this very
mind is unable to “see” it to show it, to convert it
into a depiction? And may, by any chance this mind
have perceive it as something that cannot be repre-
sented? As non pictorial par excellence?

In this case, however, there is another question
which concerns the realm of the existent, not just
the realm of what exists but also that of what may
exist even if it does not exist yet. Because image
and representation are ways of transition from the
non apparent and the non existent to the apparent
and the existent; image and representation confirm
what is depicted and represented; image and repre-
sentation are certificates of birth, namely of a door-
way to the existence, obvious appearance, certified
integration in appearance, visibility, display.

The question therefore, among many simi-
lar others, is: what is prohibited to be depicted
or represented is it, by ay chance merely non ex-
istent? And in this case, prohibition does nothing
but conceals its inexistence confirming it, at the
same time that it renders it almost axiomatic and
non transformable, inappropriate for processing, for
its transference from one genre to another? Hence,
there emerges as an answer to this question another
question: the non representation be it a prohibition
be it an impossibility -even if the conceived God
is in advance impersonal and inappropriate for any
depiction- does it, by any chance, signify that the
mentioned subject/object, the God, is in advance
and objectively unsubstantial, just a mental con-
struction without any real substance, a pure inven-
tion, which, however, with its complete absence of
form or shaping declares - not itself but the one who
refers to it- that it does not dispose of any possibil-
ity or quality of access to materiality? Every image
and every representation have a material dimension,
a nature of material being, of a palpable organism,
of a sensorial thing.

Consequently the non representation, as a pro-
hibition and finally as a foundational rule of a to-
tal worldview, saps the foundations of this super-
substantial worldview; furthermore: it reveals that
these foundations, long-standing and sacramental
constitute in the worst of the cases an categorical
lie and in the best, a foundational deficiency.



DIMITRIS DIMITRIADIS

“The impossibility of God’s representation, states
Kostas Christopoulos in his excellent text, raises
doubt on their real meaning (of the images)”.

I think that this impossibility raises doubt not
on the images’ the real significance (images exist
this way or another and their function is a given)
but on God himself. And I also do not think that, as
he adds further on, images “represent and document
what is directly perceptible and visible, namely what
constitutes the empirical world”; to the contrary, I
believe, as I said above, that image, as an action
and as a meaning, is able to represent and docu-
ment precisely, in the most elevated realms of art
and poetry, mainly dramatic poetry, not only what
is not directly conceived, but also, or principally,
the invisible, because both belong to the realm of
the existent , and merely “wait” to be given the pos-
sibility of their transference from where they are to
where representative arts transfer them.

Representation thus in my point of view, “is not
limited”, as Kostas Christopoulos continuous, “to
the depiction of the existent or the daily”; quite the
opposite, it reveals and occupies the entirety of the
whole, of the Universe, with the exception of God
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himself, who, being de facto non representable —and
not just because his representation is prohibited-
belongs nowhere, conclusively, does not exist.

Yet is there any chance that God exists only as
an image, but for the first and unique time as an
analloyed image, as an image with nothing preced-
ing it, as an image that does not derive from any
subject/object, as an image of something preexis-
tent but inexistent which enters existence solely as
an image? God, having concealed, not from himself
but from his flock, his inexistence through the pro-
hibition of representation, is the unique being that
can be depicted as absent, as non existent, but also
stay absent and non existent even after its depic-
tion. In this sense, it is his image alone that creates
him, an image which is the beginning and the end
of what he is. He stops being the creator of the uni-
versal world and becomes in turn on more creation.
Only in that case he is not God any more as his flock
wants him but one of the images that man is ca-
pable to construct.

17-18.7.2011

REFERENCE / REPRESENTATION

FOCUSING ON THE REVEALING
DETAIL, ON THE INSIGNIFICANT,
ON NOTHING

CHRISTOFOROS MARINOS

We live endlessly in the shadow of the history’s
imperfection.
WALTER BENJAMIN

As contemporary aesthetic theory and art criticism
have so far demonstrated the most groundbreak-
ing ideas on the status of the image are usually ex-
pressed through a dialectical conflict -more or less
manifest- among its most inspired scholars. Namely,
the history of the image since Modernism is written
and evolved through counteractions, recriminations
and exchanges, refutations, re-approaches, reconsid-
erations, condemnations. Thus, the fact that “points
of view diverge” is a prerequisite for the proper and
sound function of the critical thought which pro-
duces the concepts, the ideologies and, overall, the
views that form the character of visual experience.
Formalists and mystics, Marxists and phenomenolo-
gists —coming from different schools and time pe-
riods- instigate a dialogue on aesthetic issues with
the aim to put forward illuminating questions on the
deeper meaning of the image and where someone
can trace it. Several critics, Marxists for instance,
opt for widening the range of references in order to
point out possible “latent ideologies” whereas others,
in this case the formalists, content to the structural
characteristics of the work of art, defending thus its
autonomy. In both cases, however, an artistic oeuvre
of worth, as Jean-Francois Lyotard argues, will al-
ways resist easy interpretations.

The issues raised by the exhibition Reference/
Representation at the Jewish Museum of Thessaloniki
(and here I select the main ones: “the loss of religious

” o«

reference in contemporary art”, “the fragmented im-
age and the loss of its mimetic function”, “the depic-
tion of the existing-daily-real in the museum space”,
“works of art as products of a minimum gesture”,
“management of memory and of all kinds of data”),
impel me to refer to a succession of views and juxta-
positions which, in my opinion, are associated direct-
ly with the aforementioned questions. John Berger,
Walter Benjamin and Jacques Ranciere have a leading

* Art Historian.
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role in this dialogue, better said, in this display of op-
positions and convergences, while Theodor Adorno,
W.G. Sebald and Leo Steinberg occupy a secondary
albeit particularly determinant place.

John Berger's views presented in the famous tel-
evision series and publication Ways of Seeing (1972)
link -with remarkable clarity and persuasion- the
loss of religious reference to the technical reproduc-
ibility of the work of art: because of the camera, he
says, instead of the viewer approaching the painting,
the painting travels where the viewer happens to
be. Originally, paintings were an integral part of the
building for which they were designed. Sometimes
in an early Renaissance church or chapel one has the
feeling that the images on the wall are records of
the building’s interior life that together they make
up the building’s memory —so much are they part of
the particularity of the building.”!

Predominantly inspired by Walter Benjamin's
critical thought, Berger proceeds to an interpreta-
tion that would affect deeply the hermeneutics of
the image in the last thirty years. Not only experts
but also a relatively wider public has suddenly real-
ized the complex network of relations among view-
ers and the representations which surround them on
everyday basis. Of course, if we examine Benjamin’s
stand on aesthetics, we will conclude that he pro-
poses a much more subversive approach towards
artistic creation. Delineating his profile on the oc-
casion of the publication of his anthology Illumina-
tions, Hannah Arendt reminds us that: “When Ador-
no criticized Benjamin’s ‘wide-eyed presentation of
actualities’, he hit the nail right on its head; this is
precisely what Benjamin was doing and wanted to
do. Strongly influenced by surrealism, it was the ‘at-
tempt to capture the portrait of history in the most
insignificant representations of reality, its scraps as it
were’. Benjamin had a passion for small even minute
things; Scholem tells about his ambition to get one
hundred lines onto the ordinary page of a notebook
and about his admiration for two grains of wheat in
the Jewish section of the Musee Cluny ‘on which a
kind soul had inscribed the complete Shema Israel’.
For him the size of an object was in an inverse ratio
to its significance. [...] The smaller the object, the
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more likely it seemed that it could contain in the
most concentrated form everything else.”

The Greek artists’ works which are displayed
among the permanent exhibits of the Jewish Muse-
um of Thessaloniki, “as products of a minimum ges-
ture” resonate deeply Benjamin’s aspiration while
demonstrating the timelessness of his worldview.
Undoubtedly, when Berger called Jackson Pollock’s
sizable paintings “symbols of waste” which “con-
firm the decomposition of our civilization” must
have had in his mind Benjamin’s aesthetic proposal.
Accordingly, the German writer of Jewish origin
W.G. Sebald, who dealt with the question of mem-
ory in his books and was significantly influenced
by Benjamin’s view, promotes a stand towards the
past which is linked with the approach of a con-
jectural artist today: “to identify with the victims
of history”, “to recover life stories that otherwise
would have disappeared in family albums and ob-
scure archives.”

On the other hand, however, Jacques Ranciére
does not hesitate to convincingly argue against
Benjamin’s views on the relationship between art
and technology: “I have argued that the availabil-
ity of a specific technique” he says in one of his
interviews, “does not necessarily lead to a specific
art. According to the logic of the aesthetic regime
of art, in order for photography or the cinema to
belong to art, their subjects first had to belong to
art. [...] The rupture of the system of representation
was first brought about by what so ineptly called
‘realism’; [...] there was an inherent splendor to the
insignificant. First there had to be the Flaubertian
focusing on an ordinary scene viewed through a
window by someone who was bored in order for
the new techniques of reproduction of any old thing
to then take on the aesthetic potential of this any
old thing.”* Furthermore, referring to Claude Lanz-
mann’s film Shoah, Ranciére goes to the length of
doubting Adorno’s well-known utterance that after
Auschwitz it is impossible for someone to make art.
“It is the opposite that is true: after Auschwitz only
art is possible, because art is always the presence
of an absence, because it is art’s very task to reveal
what is invisible, because only art is able to make
the inhuman sensible.” [...] ‘Image’ is not simply a
category of the visual. ‘Image’ designates a relation
between presence and absence.”
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Ranciere’s thinking also echoes a view held by
Lyotard almost thirty years ago: “artists today are en-
gaged not in the deconstruction of significations but
in extending the limits of sense perception: making
visible (or audible) what now goes unobserved.”®
Accordingly, Lyotard’s thought is reminiscent of
Leo Steinberg’s definition of the “new” which he
gave while referring to the criticism leveled to then
emerging Pop Art: “I think there is nothing new un-
der the sun except only man’s focus of attention.
Something that has always been around suddenly
moves into the center of vision. What was periph-
eral becomes central, and that’s what is new.””

Hence, regardless of the philosophical stance or
argument one might chose, what he owes to keep
in mind -considering the concept of the exhibition
Reference / Representation— is the recovering of the
focus of attention. It is the only way for the dia-
lectic quality of the image to be activated in order
for the viewer to converse with it. Besides, as John
Berger said, the creation of an image is also a state-
ment of opinion. And of course, because we refer to
the existence and function of the authentic image,
the problem for the artist “is not simply to represent
the world accurately but to show how we are part
of the picturing that is taking place.”®
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THE ART OF REDEMPTION
OR THE REDEMPTION OF THE ART

GIORGOS MERTIKAS

The request for the redemption of the art, namely
for its deliverance from the shackles of all sorts of
dependencies on a nefarious reality, has been both
the core of the avant-garde movements and the
common place of various radical theories on art. A
theory of this kind cannot but set off from the ascer-
tainment that domination relations determine inevi-
tably each representation of reality, an era’s world-
view, and give birth to positive and negative sym-
bolisms for its expression. This statement does not
contain a mere reflection, a materialist or idealist
determination, but it suggests that the identity of an
era activates its fundamental structures in what we
call civilization or culture. In practice this means,
for example, that an “idealist” or “materialist” ap-
proach to art cannot but match the corresponding
structures of an era. Such trivial truths have under-
gone the trial of various criticisms as well as elabo-
rations in all conflicts which have focused on the
phenomenon of the art.

In order to provide an argumentation of the axi-
omatically aforementioned statements and to clarify
some critical aspects of the representational vigor
of the work of art, a brief historical digression is in-
dispensable. One might say that the first and funda-
mental image man creates represents his world, the
universe; it is what in this text I call worldview. It
is about the identity of an era, about what activates
man’s detachment from the initial zoic material.
The way in which man ex-poses himself and the
world around him publicly or privately shows the
fundamental structures of his social constitution. In
the Homeric epics’ world which has not yet been de-
tached from the myth there is a public stage where
there appear humans, gods and things: the nature.
The fundamental structure that provides coherence
to the worldview of the mythical world is the fight-
ing attitude of gods and humans towards the nature,
their common struggle for domination over the na-
ture. The culmination of the representation of this
worldview in Homer is found in an exceptional case
in Tliad when the narration of the heroic deeds is
interrupted by a description, in an extract of 134
verses, of Achilles’ shield. The concentric cycles by
which Homer describes the two aspects of Greeks’

* Essayist and translator.

95

life, the war and the cultivation of the land, demon-
strate the natural cycle which determines the Greek
worldview: in the centre the earth, the sky and the
sea, the sun and the moon, whereas in the outer cy-
cle the ocean encompassing human life. At a second
level, Odyssey’s allegoric interpretation by Horkhe-
imer and Adorno in the dialectic of the Enlightment
reveals precisely this conflict on the verge of an era,
the transition from myth to reason.

The radical overturn of the mythical worldview
takes place with the prevalence of monotheistic
religions when Reason identifies with God. God’s
transcendence requires from man to keep his Word
and the race that is taking place is transferred from
nature to the theater of history. Now the man in
proportion to creation’s image in the Bible, becomes
history’s creator and the art is translated into crea-
tive forms molded ex nihilo.

The prohibition of God’s depiction by the Jew-
ish monotheism coincides in this context with the
platonic conviction of the art in the name of the
Reason’s truth.

Plato with cave’s parable reverses the mythical
world of the apotheosis of the phenomena namely
of things which become objects of the senses and
the representations (Aristotle’s phantoms) that ema-
nate from the sensory perception but apply to ab-
sent things. Given, says Plato, that art is a mimesis
and, all the more so, mimesis of the perceptible, of
the phenomena, and these in their turn are shadows,
idols of the conceivable, of the ideas, the artist is
the “e18wlomnoiwy ta €idwla ka1 tou aAnboug moéppw
mavw apeot®we». In other words, prohibition of
God’s depiction reveals a taboo, namely the rivalry
between the truth of the Word and the world of the
myth and its idols. Accordingly, the prohibition of
representation does not refer merely to perceptibly
absent things but to an absent from the wholeness
o the world transcendent God. God is represented
exclusively by his Word and by the command for the
observance of the Law that emanates from him. In
both cases the prohibition refers to the truth of the
Word and not the representation of the beauty.

With Christianity and the aggregation of the
Jewish with Greek-platonic tradition, the messianic
expectation for the arrival of the divine kingdom
on earth, Word's observance, is encapsulated in
the prevalence of the institution of the Church.
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The public space that it creates corresponds to the
transcendent order which it represents. This space
reenacts through the public arts par excellence (ar-
chitecture, plastic arts, theater) the transcendent
hierarchy. The divergent directions of art between
Roman-Catholicism and Byzantium are relevant to
the fact that Roman church is converted to a politi-
cal-spiritual institution while the Eastern remains
subject to the political power and vindicates a pure-
ly spiritual power (at least institutionally). In the
western church the two kingdoms (the heavenly and
the mundane) dispose of the same structural analo-
gy and thus, representation of the worldly discloses
the glory of the heavenly; in the East, spirituality
is manifested by the neo-platonic depiction of the
archetypal images, something that always stands as
a barrier to the process of secularization at least in
the way it took place in the West.

The transition from the Ptolemaic universe to
that of Copernicus was the one that disintegrated
the medieval worldview of the heavenly and mun-
dane order and consequently the corresponding
symbolic means of expression through the art.
From now on the world is broadened and yet made
smaller reaching the inner part of the subject. Man
is found completely alone in need to oppose not to
a supra mundane power but to his own self (faith
becomes an inner matter) and to an external world
the laws of which he discovers through science. His
most important artistic work is a political mecha-
nism invented by himself: the state. The Renais-
sance state is a deus ex machina, the extraordinary
circumstance within history which is constructed in
such a way that it has the external shape of a work
of art and constitutes by itself an artificial world
compatible with the image of the creation (of the
world) ex nihilo.

From this point to the formation of modern man
there is not such a long distance: Science and tech-
nique considered to reveal the laws of creation are
the fundamental structures of modern world and
inevitably leave their mark in the art. Geometry and
mathematics, for example, filter quite early into
the domain of art; Novalis already describes poetry
as fine mathematics, as artistic mathematics. Yet
the neutrality required for technique and science’s
progress is transferred to the sphere of public space
and to the aesthetic.

Now the perfect creation calls for independence
from any transcendental or theological foundation,
for the depolitisization in the name of scientific ra-
tionalization, and for the “purity” of art. The fun-
damental criterion to this scheme is usefulness and
functionality.

Even in the most classical approach of modern
art (classical in the sense that it tackled the major
problem of modern era, the aesthetics of the iso-
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lated individual), that of Kant, we discover that the
criticism which lies in its core corresponds to a de-
mand for redemption from the social utilitarianism.
For Kant, who was not so sensitive to art, beautiful
meant a stand of exemption of man from the world
of necessities and its objects: in his critical writing
disinterestedness, universality and purposefulness
without purpose are the three fundamental prereq-
uisites of the beautiful. In these definitions there
appears undoubtedly a critical distance, a protest
one would say, against the worldly reality. This last
one is formed in the perspective of the ascending
social strata of his era which turn to the art in order
to acquire the authority corresponding to their so-
cial strength. Hanna Arendt has shown that artistic
“filistinism” was the characteristic feature of these
strata which started to antagonize with fierceness
aristocracy’s refined attitude when they acquired
the necessary leisure and the wealth that they want-
ed to flaunt.

This social filistinism, in the best of the cases,
vindicated an escape from reality, a production of
a “light” art which merely provides a perfection or
refinement without presenting anything annoying,
namely whatever appears as a negation of the es-
tablished world. Art’s heteronomy in this relevancy,
signified the marginalization of negation, the em-
bellishment of reality. There was created thus a
sphere which offered refinement and entertainment
converting art to a prominent decoration. In short,
they required from art to keep away from a negative
representation of reality, to remain “pure” so that it
would express an idealized world. In this perspec-
tive Kantian definitions that aspire to the autonomy
of the subject seem to follow the diverse sources of
the purposes since they have opened the way to the
art for art’s sake which ever since in all its trans-
formations turned into the agent par excellence of
social filistinism.

The 18" and 19" century regarded the values of
art as they did with the rest of the values, namely
as exchange values. Even today, in the postmodern
era, living in the waste-water of the considerable
bourgeois art, the issue of filistinism remains a ma-
jor issue. The aura of art is not so much in danger, as
Benjamin believed, by its massive reproduction but
by its use for the sake of divergent aims. The case of
the seminars on Shakespeare to company executives
for the better management of their subordinates is
most probably the peak of the iceberg. A much more
dangerous factor for art’s aura is the dismember-
ment of its most significant works and the use of
fragments for massive entertainment At the mo-
ment when art becomes one more exchange value,
its ability to set a question of exemption is lost, the
surplus of a work of art which is activated by the
negation of the existent is reduced to nothing. It
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was against this mentality that the nihilist critic of
the “devaluation of the values”, “the clearance of all
the values” turned to.

Surely, the artist being a sensitive indicator of
things was the first to revolt against this escape from
reality. Negation of the worldly reality was mani-
fested in art with the negation of the forms which
constituted its representation. Modern art in order
to be saved from the utilitarian reality responded
with the successive negations of the forms, namely
with what characterized the bourgeois reality. Con-
tradistinction of the subject with an external world
that is dominated by scientific stereotypes and utili-
tarianism signified that the subject could not find
a bridge -the forms- between the internal and the
external and this had to be manifested in the art.
In this context of total negation of the world the
disruption of the forms might mean negation of the
creation itself, negation of this world by means of
the imagination. The act of artistic creation accord-
ing to Jacob Taubes does no longer copy an exem-
plary creation, the world order, but dismantles and
destructs this order so as to create from the soul’s
profundity a new order by its isolated fragments.

Nevertheless this anarchic act for the redemp-
tion of the art gets a footing in the nihilistic experi-
ence and thus, in opposition to the past, it cannot
project a metaphysic or theological truth (a spiritual
self) that might create a radically different world
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with order and coherence (a communist impera-
tive). The redemption of the art in a scientific uni-
verse which keeps extending may only indicate that
redemption is the breakage of any order and coher-
ence within the art itself and within anything that
it represents. From surrealism on, art of redemption
signifies redemption of the art from the secular or-
der. The radically un-worldly of this art is manifest-
ed in “I do not understand” in the embarrassment
of the viewer as well as of the artist himself for his
revolt towards something which is neither ugly nor
beautiful ( well-formed).

There is no doubt that a negation of this kind
could not be revealed in different times and that
this negation corresponds to the post-modern situa-
tion of a logic of combination and analysis. Yet even
now, when God has been completely fallen back
to himself and has been detached from the world,
when the world has been completely alienated
from what it is radically the “other” there remain
some fragments of the divine substance, as cabalist
Walter Benjamin would say, which perhaps lead to
redemption. His allegoric interpretation on Klee’s
Angelus Novus in Theses on the Philosophy of His-
tory is still exemplary. On its traces we can at least
allegorically, read in post modern art a harbinger of
the end of this world.

26-30 July 2011, Vamos Apokoronou
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A WORD
ON REPRESENTATION

STEFANOS ROZANIS

In the volume A companion to Aesthetics (ed. Black-
well, 1997) we come across a definition of Represen-
tation according to which representation is the rela-
tion between a depiction and the depicted thanks to
which it is a depiction of a specific object. From this
point of view Representation is not just a depiction
but predominantly a relationship with the depicted.
Hence, it is presupposed that the depicted is some-
thing that can be seen even under particular or ex-
ceptional circumstances, something that is an object
or results from the objectification of a psychic tone,
a psychic state. Consequently, mimesis of a thing
which remains at the level of similarity is excluded;
similarity, in the sense that it does not undergo the
“trial” of the relation to the depicted or to the psychic
tone that the object depicts insofar as the object can
be seen due to its multidimensionality, namely its
revelation for the shake of the psychic tone.

Mimesis, in opposition to Representation, does
not involve a psychic, emotional and /or aesthetic
cost. We deduce therefore that the existence of the
psychic tone is the one that determines the breadth
and the profundity of what is possible to be seen,
namely to be expressed as a psychic disposition of
the object, as an enfolding of the object’s multidi-
mensionality within its “disposition” and, conse-
quently, as a revelation of the object in the act of
Representation.

Furthermore, plain mimesis of things, in other
words, plain mimesis of reality is an act that is im-
possible in the perspective of the human gaze that
searches out the revelation of the real in the reality,
namely the revelation of the yet non- being of the
object, hence of its not revealed yet and thus con-
cealed substance which, however, motivates Repre-
sentation’s intention. Gombrich lays emphasis, re-
garding this subject, on the interpretation procedure
as a key matter of Representation compared to the
neutrality of mimesis (A Companion to Aesthetics).

Nevertheless, the interpretation procedure is
undoubtedly a significant part of the problem of
Representation, but by no means does it amount to
the problem as a whole.

Surely, it would be better to consider as a start-
ing point of a theory on Representation the state-
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ment of Hans-Georg Gadamer according to which “
the word and the image are not plain mimetic de-
pictions, but allow what they represent to be for the
first time what it is”. Gadamer’s statement entails a
revelation process which does not remain at the lev-
el of interpretation but presupposes the unexpected
revelation of the thing via Representation, namely
the revelation of the thing that is detached from its
depicted self in order to become recognizable just
because of its revelation, namely to be added to the
world as materiality transcending its materiality
and defining itself in terms of pure .

In this way, the problem is transposed to the
thing itself and its establishment within the world.
If the object was neutral, it would dispose a passiv-
ity and a steady, given materiality, which would be
unsuitable even to mimesis since the steady and the
given imitates only itself. This way, however, we
would end up identifying the thing with a simple
generality, with a factum brutum that is deprived
of intentions and dispositions and consequently it is
unable to provoke any psychic creative tone and in
this sense it would be nothing but a tautology with-
out any further connotation than its unbreakable
self. Moreover, the tautological nature of the thing
would not produce experience, namely it would not
create any enactment of space even if the space, as
we know it, is a donated and experienced world in-
dependent of the experience. Here, experience of
the thing is meant as the “filling” of the space, that
is, as an emergence of a site created via the psychic
tone that enfolds things and renders them multidi-
mensional.

Consequently, the thing is revealed as an artistic
experience only through its revelation and this rev-
elation is nothing but its Representation that makes
it become what it is. It makes it exist constantly in
a different way within the world with the outcome
that through Representation the space is “unwed”,
to use Heidegger's terminology, and is ruptured
in fragments of place, namely in a multiplicity of
images of the same thing. Thus, the thing is estab-
lished within the world as something “on the way”
to its meaning, as something that is what it is thanks
to its Representation: a world within the world, a
place within the space, a psychic tone within the
neutrality and passivity of steadiness, a sense within
meaning, a paradox within normality.
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Here, however, there is a critical problem raised
as regards to the issue of Representation. Things do
not come into view only through their presence but
also via their absence. Actually we could say that it
is the absence of a thing that strengthens its pres-
ence and constitutes the agent of its Representation.
Thus appears the problem of the non representativ-
ity (impossibility of representation) of the things
which unsettles the relation of the Representation
with the depicted.

Let’s start with the significant formulation of
Gerard Wajcman: “Abstract painting, for example,
has proposed, in the beginning of this century, a way
to answer to something that cannot be represented,
We immediately observe the vanguards of moderni-
ty, in what way does abstraction aim directly to this
point: if the painting keeps existing, the challenge
for somebody would be, in Malevich for instance,
to make a painting out of nothing, something that
comes right away to detach painting from the image
and the meaning”.

The nothing is however, equal to the absence
of the thing. Why then the painting still exists? In
what way does Representation enfold the non rep-
resentative and additionally acquires “life” from
it concentrated on what is missing as an event, as
memory of the event, as non memorable thing?

Undoubtedly, what cannot be represented could
not be integrated in the order of the symbolic given
that the symbolic order of the world is absolutely
connected with what can be said and seen. What-
ever is reduced to the level of speech and sight is
expressed as a symbol and is exactly what produces
and reproduces the world as a symbolic entity. And
we also know that the symbol is born and estab-
lished in history and narration given that it is a lan-
guage trace and in this sense the symbol is held as
historicity. On the other hand, what cannot be said
and seen is non historic and therefore escapes the
symbolic space exactly because it is and it remains
non history.

Indeed, as regards to the historicity of the sym-
bolic we could once more refer to Wajcman'’s for-
mulation at a different level: the symbolic quality
guarantees something that “has taken place on the
stage of the world, that can be represented in order
for the world to constitute the place of a history”.
At this point and in order to provide an answer to
the question of why the painting keeps existing at
the absence of the depicted thing and furthermore
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in what way Representation enfolds the non repre-
sentative and “acquires life” by the absence of the
thing, we should follow Jacques Lacan’s proposal
according to which whatever is excluded from the
symbolic, returns within the real. Undeniably, the
absence of the thing escapes the symbolic, returns
to materiality, because it is absence, in other words
impossibility to be narrated or seen. But just be-
cause it escapes the historicity of the symbolic, it
returns to materiality, namely escapes, as observed
above, while absence detaches itself from the sym-
bolic quality, transcends its materiality in order to
return to the world as non historic materiality, that
is as an object which is what it is because now it can
be represented, it can supply a new vehemence and
dimension to Representation.

Now the art represents something that is what
it is because it is absent from the world and history,
it is absent from gaze and language, it is a pure con-
cealment and owing to that, represents the nothing
via the materiality of the non representative and the
non-said which are devoid of time and thus depic-
tion within time. That is how as Wajkman correctly
states “Malevich’s Black square in white background
is like a wooden statue that establishes a real con-
tact with the beyond “given that it is understood
that in its material version the beyond does not
declare anything else than the most real the most
weighty and the most secure thing that exists which
is the absence”.

Representation as a proposal of potentiality for
the vanished, the perfect concealment of Deus Ab-
sconditus, the beyond as a showing of the unseen
and the unsaid, as a thing away from reality and as
material away from materiality and moreover as an
access to the real of the reality is the vis formandi
of the psychic tone on which the whole art is struc-
tured and where the pressure of the vacuum which
frightens and redeems at the same time is disclosed.
In this therefore, Jacques Lacan is absolutely right
assigning to the art and the artist a breath of magic
through which what cannot be represented is repre-
sented: “what the artist is giving access to,” he says,
“is the location of what cannot be seen”.

With regards to Representation we could, final-
ly repeat with absolute certitude the poetic insight
of Goethe: “the unsaid here becomes an act’- an
eternal faustian landscape, romantic in its origin,
meta-romantic within the mighty turbulences of
modernity.
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THE IMPOSSIBLE
REPRESENTATION

APOSTOLIS ARTINOS

Nobody bears witness for the witness.
P. Ceran

There is a dark event in the course of 20" century, a
black hole which disseminated the unspeakable, the
non disposable in language. It is Auschwitz -if it has
to be called by that name- a solitary and unique name,
the name of a trauma that makes the intangible of its
trace, these cinders that it left behind, withdraw to
the unnamed. The cinders that extinguished the trace
which is testimony’s ultimate possibility.

“A testimony without a witness” (Derrida) and
consequently, a testimony that is unable to name,
to represent in language, the trace of this memory.
Auschwitz remained thus the un-depicted and the
unspeakable of the 20™ century, an event always
withdrawing and dedicated solely to the creation
of its own dissemination. A grievous loss that turns
forms, their materiality, the possibility of represent-
ing and narrating of the trace, into vapor. Auschwitz
left nothing behind but its cinders and it constitutes
for this reason alone the perfect crime. As Gerard
Wajcman points out: “the piles of corpses in Aus-
chwitz photographs had not been those of the gas
chambers; the large Nazist industry does not produce
piles of corpses but cinders, nothing that is visible”

The uniqueness of this trauma lies exactly on
that impossibility to provide a testimony.

It is an event consumed in its withdrawing sin-
gularity, in its enclosed and un-disposable being. It
is not only Holocaust’s victims that have been re-
duced to ashes; the same happened to any kind of
archive material which might produce the slightest
evidence.

Here, there is not so much concern on the effi-
ciency of this operation, the operation of Holocaust
concealment but on its intention, the elimination of
evidence.

Even survivors’ testimony will be, after all, a
weak testimony an un-believable narration of hor-
ror. Survivors, who lie beyond mortality but also
beyond their testimony. The witness of an event
which became one exactly when it was committed
to the flames, at the moment of its burning down to
ashes, to this dead silence of the ash.

* Author.
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The “ash” says Derrida “annihilates or threat-
ens to annihilate even the possibility for someone
to give evidence of the annihilation itself”. Thus, a
traumatic event which has been registered for ever
to the ugliness of history, to the everlasting crypt of
its martyrdom.

The event of the genocide yet existed; and it
took place on its own unique stage. An event that,
like any unique event also reveals its insufferable
trace of its registration, the integrity of its Reality.

The ashes are the event of history, the negative
trace of the thing, what is not possible to historicise,
the discontinuity that gives continuity to the things.
The vacuum of the Real which yet becomes the orig-
inating vacuum of the world itself, its keystone, its
mournful waiting. The ashes delineate their histori-
cal surroundings for the sake of an aniconic glory,
«a glory made from ashes» as Paul Celan will write.
The trace of an annihilated Being deprived of its
historical meaning. The event of the genocide, al-
though it haunts Paul Celan’s poetry of martyrdom,
is not given a name in any of his verses, it is only
demonstrated in the direction of its endurance, of its
secret crypt that becomes its apocalyptical horizon,
its messianic perspective. «We were digging a tomb
in the air, there lies nobody in its narrow passages».
Verses of a dark origin which convey a meaning that
cannot be transmitted, verses beyond the confines of
testimony and interpretation. A witness that bears
witness to nothing given that «<nobody bears witness
for the witness». Just an elusive trace that rescues its
untraceable nature, its extralinguistic institution, its
secret and impossible origin.

This no-place of the event does not necessarily
constitute its inexistence but it is its mystical dimen-
sion, a pending form. The artistic gesture thus placed
within this expectation of the world is an apoca-
lyptic gesture. A gesture that rescues, like a mute
reminder, the event of the dead; it stimulates it, in
the same way that it raises the rise of this unnamed
«other», an «other» who will always lie beyond any
dialectic view. After Auschwitz no poetry can be
written, maintained Adorno but it is precisely after
Auschwitz that poetry can indeed be written. The
art draws its potentiality precisely from this weak-
ness, from the impossibility of registration, from the
erased trace, from the impossible representation; it
becomes thus itself this impossible representation,
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the uniconic and untold trace of the «other». A nega-
tive labor dictated by this very impossibility of the
«other», by his place that cannot be localized within
our world. The more his image falls back, the better
the Real dimension of the image emerges; the more
his meaning weakens, the better the linguistic range
of the meaning is restored. Art is dedicated to the
absence because of this reality of the «other», his
Real absence. The subject after all always emerges
within the horizon of the other’s absence and not in
the communion of his presence.

The opacity thus of this dark event of the 20"
century is able to welcome the event of the art itself.
Art is the silence of the world, the world’s return,
the return of the image to its original zero point.
Its various names do not announce, do not bear
witness, they just reveal. The historic, through its
symbolic and imaginary annulment, regains its Real
dimension, the finality of its realization. Here, the
signifiers of history fall back, withdraw from their
historical stage and regain their core destiny. They
become by way of their absence, mystical symbols,
dark expectations. In Boltanski’s respective imagery
martyrs’ faces do not regain their testimony but the
silence of their testimony, they bring nothing to
light. They only endure the length of silence and
bewilderment. They levitate in this status of evanes-
cence which leaves behind only cinders. That’s why
theirs is a unique testimony precisely because it does
not bring anything, it does not narrate the event, but
becomes itself a mystical and subtle event, an indis-
posed «other». What took place in the silence and in
the un —avowed of its horror is not worded within
the horizon of language but in the reversal of lan-
guage. That’s why the witnesses remain in the end
without voice because only this way can they bear
witness to the untold, the product of the ashes.

In the Jewish Museum of Berlin it is the horrible
architecture of the museum'’s silence that manages
to transmit something despite the few exhibits of
its collections. The whole building is an installation
haunted by this nightmare as it sinks abandoned
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into its horror. The building’s geometry narrates this
story that is taken by death, hems its discomfort, it
gives it back uninterruptedly and it imposes it as a
contemporary (lived) experience. Nevertheless, the
above refers to the silence of the building, its empti-
ness and only that.

Without a disruption of the event's silence, the
artistic oeuvre comes within its own silence to show
towards the area of the unspeakable, to open up in
this status of loss the possibility of another stage,
the creation of a spectrum where the image does
not represent but makes present this impossible
and withdrawn «other», its impossibility to find
the other’s equivalent. An image which lies thus
beyond comprehension, a new signifier that is yet
ready to welcome all the reflections of this name-
less “other”.

An artistic oeuvre that takes in the substance
of its primary cause modifying this very cause to-
wards the direction of loss, rendering its original
event a distant (ksenos) event, distant even from its
own self. Because the event is, even in this anti-Ba-
diou version, something not diagnosed. It is a being
beyond any commitment. A desperate singularity,
a calling that impinges nowhere. Because of that it
turns to a waiting, this very waiting of the world,
the empty spot of its core. In the vacuum of this
spot the artistic oeuvre comes together with its en-
tire hoarded weakness. It is not, as a consequence,
the oeuvre that represents the event rather the
event identifies with the oeuvre, its one and only
way of expression from this world of silence. The
artistic oeuvre, however will never confirm its ori-
gin, it will even immerse it in a deeper silence. «The
genuine language of the art» commented Adorno
«is voiceless; its voiceless substance takes priority
versus its declaratory-significative language». The
weakness to represent the event thus corresponds
to the representational indisposition of this artistic
oeuvre, opens up to this inconceivable away that
dictated it and keeps surrounding it.
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THE DISLOCATION
AND THE DERELICTION
OF REPRESENTATION

TAKIS KOUMBIS

When in the decade of 60s Michel Foucault an-
nounced the arrival of the space era in opposition
with the time era that had long gone, he was not
focusing so much on a succession as on a complex
phenomenon of space, almost iodine expansion. The
contagious ability of the space seems to affect from
now on all theories which attempt to link space
with time both in art experiences and philosophy.

If the conflictual utterance “space against time”!
aims at the liberation of time in order to let it have
“a place, a spatial reception” as Jean-Luc-Nancy
claims, the spatial dimension of time acquires a sig-
nificant weight given that division between space
and time literally “spatilizes” both terms.

In this sense, the temporal moment attains a
dimension of place, “the opening of a place in the
present”, lending a different kind of process in
certain forms of art, such as photography, music,
painting mosaic. The space is extended, intensified,
exhausted but mostly assailed. It becomes the field
of dispute of the will for dominion. The “conquest
of space” in its terrestrial manifestation is nothing
but the will for power of a planetary space which is
urbanized homogeneously, saturated, exploded. At
this point of analysis politics, philosophy and ecol-
ogy convene as endogenous parameters of the fou-
cauldian project.

Nevertheless, the question of space cannot be
posed unless we take as a starting point Heidegger
and his groundbreaking proposal which suggests
that existence is spatial. This entails that architec-
ture and the arts of space date back to a ontology, as
long as the space is not an indifferent surrounding
but something touches our existence’s innermost ar-
eas. Of course, the question that is made today is
about how shall we protect the most profound part
of existence from the uncontrollable penetrations of
absolute transparency.

It is about a question associated with the decou-
pling course of place itself and with the fact of the
dereliction of the principle of localization. For Hei-

* Architect. (He teaches at the Postgraduate Programme in Fine Arts
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degger localize means indicate, attend to, study the
place (Ort) that as a spearhead of a javelin recollects
itself, “penetrates and substantiates everything”.
Heideggerian topocentrism is equated, through the
principle of localization, to the indication of orient-
ed places which are determined by the anthropolog-
ical dimensions of Aristotelian physics. The notion
of localization is associated in late Heidegger with
the conception of the world as the Quadripartite
(das Geviert) of earth and sky, mortals and immor-
tals.

Yet for Foucault as well, the space of localiza-
tion (espace de localisation) stands for the cosmo-
logical tradition between a terrestrial and a heav-
enly organization as it was manifested by the in-
terconnection of places in the Medieval era.®> What
determines and highlights our contemporaneity is
the moment of the succession of localization and its
substitution by the notion of extension as Foucault
points out, in the era of Galileo, in 17" century.
In other terms we would say that the time during
which Heidegger's Qudripartite came to an end has
come. It is when the place is not anymore inscribed
in a settled whole and architecture, distancing com-
pletely from the principle of localization, is able to
construct without a pattern, without a repetition,
without the fundamental gesture of the creation of
the World. The demolition of the localization prin-
ciple keeps pace with modernity and architectural
modernism. Considering that postmodernist inhibi-
tion never took place, the notion of place proceeds
today towards its most critical phase.

The French philosopher Benoit Goetz, in his
excellent essay on the relation of architecture and
philosophy, brings out the notion of dislocation
(dislocation) as a decoupling conjunction which de-
scribes the unstable appearance/disappearance of
the places:

“Dislocation”: signifies that there are always
places as well as different from the places spaces, a
space among the places, which consequently makes
places move, float, not remain steady.

[...]1 The dislocation is not an incident that takes
place within the space nor an incident moving to-
wards the space: the space is dislocation. The space
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is the decoupling of places the initiative sympathy
that takes place incessantly. Dislocation is not in
principle what destroys, deconstructs or devastates
the place. Dislocation is principally the condition
of any localization for us to be acquainted with the
sympathy of places”.*

Dislocation defines an inescapable modifica-
tion: it dislocates the order of the World, disturbing
the settlement that constitutes the Whole and the
mutual interconnection of the distinctive parts. The
spaces cease to be fragments of a totality. “They are
resplendencies that flicker in dispersion. Spaces that
hover without anchoring, without destination and
without provenance”.® Consequently, the disloca-
tion is a term which emerges through the incident
of dislocation of the representations of the World.
As Goertz underscores, dislocation comes into view
at the moment when thought has lost all sources of
imago mundi, of the World’s image, so as to confirm
that “the World or better said, the universe is no
more, in no way, able to be represented”.

Everything now certifies that we advance to the
end of any completion. The figures, the shapes of
this end, which belong at the same time to the condi-
tions of dispersion of the lucidity, of the flickering,
namely to the synonyms of dislocation tend to be
exhausted. No reason of defense or condemnation of
this end may assume the meaning of return to any
unity. But at the same time no restoration (of truth)
may oppose to the dispersal, to the eternal wander-
ing of places without attachment, if it does not re-
veal the hatching’s stitching of the representation’s
tissue or, as Georges Didi-Huberman underlines, re-
ferring to Derrida’s attempt of “restitution of justice”
in the framework of the conflict between Heidegger
and Shapiro,” if we do not ask ourselves at a certain
moment on the “on the morality of the gift's debt”.®

Under these conditions of the dislocated uni-
verse, creators have to craft their works without
foundations, without recourse to the representation
of a world order. It is not just a symptom that con-
temporary architects now tend to construct with-
out a model, without analogy, without symbolism.
Thereby emerges the question: how is it possible for
architecture not to fall into cynicism, nihilism and
nothing? Dislocation’s concern consists in maintain-
ing undisturbed the distance between the two capes:
on the one side spaces without places, cosmic, topic
and “heterotopic” according to Foucault's term, and
on the other, the threat of the non-inhabitation, the
fall in Keadas of the non world. Nevertheless, Go-
ertz answers to the question of how shall we “in-
habit of what cannot be inhabited without giving
in to the non world” attaching a positive sign to the
notion of non inhabitation: “between inhabitation
and non inhabitation there is a location of more
than one stops. We would call “non inhabitation”
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this instability which draws with it the dislocation
of the world”.?

This skillful shift is however due to the discrim-
inating and profound gesture of Maurice Blanchot
who invites us to recognize in dislocation also in
expatriation “a value that is not negative”: “expa-
triation does not signify only the loss of a country
but a more authentic way of residence, inhabita-
tion without habit”.!° The a-cosmy, the disaster (dés-
astre), the non inhabitation are not negative terms.
They describe the subordination of bright and fix
-in perfect orbits- stars in a condition of wandering
without a point of orientation and brightness where
dispersed places wander associating from a distance
with other places without interrelation joints.

Our contemporaneity’s’s necessity requires that
we think of dislocation as an incident, an emergence,
a birth of a- cosmic, non Aristotelian spaces inscribed
in the potentiality of heterotopy, in the conditions of
dislocation that is the disconnection from the prin-
ciple of localization. Dislocation on the extension’s
edge of heterologies which find their way through-
out the 20" century determines a resplendent mo-
ment of the birth of different spaces “which origi-
nate and die in a constant flickering”!! like glow-
worms (lucciole) that survive without disappearing
according to Didi-Huberman, a profound reader of
the fragmented articulations of Benjamin.'?

Images shape thoughts that like images-glow
worms open up space for a resistance of art which
persists in its rhythm even under the spotlights of
power. The interrelation of dislocation with hetero-
topic spaces on the one hand, and the image-space
of the glow worms on the other is extremely reveal-
ing. Consequently, dislocation precludes the oncom-
ing displacement of architecture and arts’ limits,
recollecting this intermediate place (mi-lieu) the
mid- place (mesotopos) or half-place which belongs
neither to the area of loss nor to the category of
homogenization. As Benoit-Goetz asserts, “to reflect
on dislocation that takes place means that we need
to avoid these two current and insistent positions
which consist in mourning for the loss of the ancient
world and its topic references or, conversely, which
obviously enjoy its fall extolling the planetary vil-
lage. Everywhere, architecture, artworks, thoughts
and political gestures oppose to the homogeneous
wholeness their heterotopias and heterogeneities.!?

! B). Jean-Luc-Nancy, «Espace contre temps» in Le poids d'une
pensée, Les Le Griffon d’Argile, coll. «Trait d'union», Québec
1991, pp. 109-112.

2 On the notion of dislocation see Martin Heidegger «Language
in Poetry. A Location in Georg Trakl Poetry», translation-com-
ments Kostas Gemenetzes, in Georg Trakl Sebastien in a Dream,
Publications in «Brenner», 1914/1915, transl. Elena Nousia,
Ypsilon, Athens 1999, pp. 251-298.
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Maurice Blanchot, L'Entretien Infini, Gallimard, Paris 1969,
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MUSEUMS AND THE SUBVERSION
OF THE EXHIBITIONARY ORDER:
PLAYING WITH
ENLIGHTENMENT VALUES

ESTHER SOLOMON

...the idea of accumulating everything, of establishing a
sort of general archive, the will to enclose in one place
all times, all epochs, all forms, all tastes, the idea of
constituting a place of all times that is itself outside

of time and inaccessible to its ravages, the project of
organizing in this way a sort of perpetual and indefinite
accumulation of time in an immobile place, this whole
idea belongs to our modernity. The museum and the
library are heterotopias that are proper to western culture
of the nineteenth century.

M. Foucaurt!

One of the usual assertions in the museological lit-
erature is that the birth and establishment of the
public museum is a product of modernity and the
European Enlightenment ideas; a product of the way
of thinking that determined epistemological and po-
litical developments in the western world concern-
ing the “capture” of reality. The latter is a measur-
able and assailable world with infinite possibilities
of progress, appropriate and receptive to investiga-
tion and objective registration, and, subsequently, to
its reliable and all-embracing representation.

The association of this representation with the
idea the of the nation-state and academic elites,
which were actually alone to secure an intellec-
tual access to museum collections, as well as the
criticism on positivism articulated with emphasis
during the second half of the 20" century, placed
museums in a significant cycle of changes. Among
them, the prevailing effort was to create a human
and open museum addressed to a multiple audience
that shapes its cultural identity in direct relation-
ship with museum narratives and action. For more
than fifty years, museums have strived to interpret
their collections for the sake of their audience; they
organize exhibitions “friendly to the user”, integrate
their exhibits in historical and social contexts, use
new means and technological implementations and

* Archeologist, Museologist. Lecturer of Museology at the University
of Ioannina.
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provide abundant social services to physical and,
more recently, virtual visitors.

Nevertheless, questioning on the validity or
even the purposefulness of any form of scientific
representation by image or speech could not leave
unaffected respectable agents of knowledge such
as museums. And, although science in general, his-
tory, journalism, even realistic photography keep
losing their acknowledgement as valid reproducers
of reality, museums resist firmly in order to keep
their symbolic representational power. At the point
where at times there appear chasms and gaps, i.e.
few and, apparently, harmless possibilities of ques-
tioning, there will be articles on “the end of the
museum representation”, lectures relating museum
and memory, i.e. the long-standing and unwelcome
enemy of history, incorporation of all kinds of sub-
jectivities into museum exhibitions, initiatives of
reflective action such as conferences on the relation
between museums and social identity and even un-
expected “role-playing” with visitors taking up the
role of narrators, collectors and informers concern-
ing the meaning (or meanings) of museum objects.

These are ways to renegotiate the principles of
visual experience, of its organization and institu-
tionalization; a process that takes place under the
influence of theoretical research on the role of the
museum in the postmodern era: i.e. a museum that
could keep pace with the subversion of the accepted
categories of knowledge as well as with the total
undermining of social rule which museum institu-
tions traditionally proclaimed summoning up their
educational role in the extreme.? In this framework,
pluralism and heterogeneity are not just a kind of
reservation in front of the supremacy of the aca-
demic interpretation of the world but structural
elements of existence within it. The same happens
with the absolute rejection of the notion of objec-
tivity and its substitution by the dominance of per-
sonal meanings attributed to things.

Moreover, the foundational principles of the
museums’ existence, namely their exhibits’ authen-
ticity and the validity of interpretation offered by
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museum professionals, do not seem to stand on a
firm ground. Baudrillard’s theories® on life in a sim-
ulated, museumified world that “threatens the dif-
ference between the ‘true’ and the ‘false’, the ‘real’
and the ‘imaginary’”4, have entered the analysis of
museum action, virtual museum experiences, theme
parks etc and caused a broader discussion on the
relation between the contemporary museum activ-
ity and a “consumerist” practice that influences all
domains of a museum’s function from collecting to
exhibition marketing.>

If museums have been created in order to sup-
port the modern attempt of organizing, classifying
and observing our natural and man-made world,
how can they acquire a meaning in our era? How are
their activities affected by the contemporary rules
of knowledge production? Is there finally a place
for the museum organization in the postmodern
era? Are museums able to express the tendencies,
the views, the questions and the identities which
accompany this era or just remain agents of the En-
lightenment’s thinking?

Maybe Michel Foucault’s writings which have
influenced so much museum analysis are able to
provide answers to these questions, to explain and
associate apparently incompatible notions and in-
stitutions.

It is, nevertheless, a fact that till now Foucaul-
dian thinking has been used to the exact opposite
direction: namely to demonstrate museums’ in-
volvement in the political and ideological games
of knowledge and power that constitute western
culture regarding the representation, management
—even the manipulation of people, cultures and ob-
jects; or to promote a critical approach to the gene-
alogy of museums and their forerunners (e.g. the
cabinets of curiosities of the 16™ and 17 centuries)
in combination with an “archaeology” of the human
sciences.®

Furthermore, museums, as we read in the initial
quote of this text, have been associated by Foucault
with what he calls heterotopias: “a kind of effectively
enacted utopias in which ... all the other real sites
that can be found within the culture, are simultane-
ously represented, contested, and inverted”.” Their
role is either to create a space of illusions or another
space, “as perfect, as meticulous, as well arranged
as ours is messy, ill-constructed and jumbled”.® Mu-
seums, like several other heterotopias, as for ex-
ample cinemas, achieve (through a collection and
exhibition of disparate objects) to assemble various
incompatible spaces in just one space. Moreover, as
libraries and encyclopedias do, they unite all (also
incompatible) times in a full archive, while, as gar-
dens and vacation villages do, they reverse time ac-
cumulating it in an all-embracing unity.” In reality,
museums have followed the general modern para-
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Permanent display in Sir John Soane’s Museum, London.

By courtesy of the Trustees of Sir John Soane’s Museum.

digm in transforming every monument into an ar-
chive, every testimony in a part of an uninterrupted
historical continuity and cohesion, elements of a
universal and cohesive history.

How then Foucault’s reflections can help us
overcome the contradictions between Enlighten-
ment’s values and those that move against them
in the name of the postmodern “project”? The re-
reading of the Foucauldian argumentation by Beth
Lord shows exactly this: that the museum does not
constitute a heterotopia created by the modern
way of thinking only or because it unites disparate
things and times in a timeless universality.!® On
the contrary, museums constitute heterotopias be-
cause they are spaces of difference both from oth-
er spaces and from the intellectual principles and
frameworks in which these objects usually become
comprehensible.!!

This is about the difference between objects and
the notions with which we relate them, an inherent
element in every interpretation. Without it a muse-
um would be just a storehouse; and it is this differ-
ence between exhibits and represented notions that
Wwe experience every time we visit an exhibition. In
reality, Lord continues, the museum does function
as a postmodern space: it is able to firmly criticize
the past, historical continuity and universal history
(notions that Foucault rejects) exactly because it
forms part of those modern principles that inform
critical practice.'?

Thus, in spite of the evolutionary stamp that
the notion of progress inevitably bears, museum
is progressive: it moves away from Enlightenment
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Artwork made of glass by the
multimedia artist Michael

Petry which is integrated in the
permanent exhibition of the Soane
Museum (2010). The work utilizes
and interacts with Soane’s concern
on the role of glass in architecture
and the importance of light in the
display of museum objects.

By courtesy of the Trustees of Sir
John Soane’s Museum.

and universal truth ideas precisely because it can
check, judge and demonstrate the relations of power
that emanate from these ideas, but also because it
renders obvious the difference between objects and
represented notions. Finally, as Lord argues, muse-
ums activate the Foucauldian genealogy of human
knowledge, while they constitute eloquent examples
of a postmodern opposition: that in reality we have
to rely on the modern values of critique, freedom
and progress in order to challenge, resist and over-
come thinking and practices grounded on them.

After all, some museums consciously use display
techniques of the 19" century (mainly an impres-
sive density of exhibits in a non chronological order
with very limited annotation) in order to subvert
the usual museum narratives, the predictable and
often anticipated “reasonable” presentations and the
prestige of the official discourses.!*> Moreover, from
the early '90s, many museums organize exhibitions
on their own history, the dilemmas faced by their
curators etc.'

One of the ways the modern museum and its
postmodern critique coexist is the interactive juxta-
position of permanent museum collections and con-
temporary artworks. Usually, these are small efforts
by contemporary artists to upset the exhibitionary
order when they are called (or when they them-
selves propose) to get involved in the permanent ex-
hibitions of museums, even of the most traditional,
important or pompous ones. Their interventions
sometimes look like a conversation with and some-
times like a subversion of the museum’s status quo,
a process that becomes meaningful exactly because
of this mixing of distant and opposite elements.'®
The issues raised by attempts of this kind touch
upon many of the contemporary theoretical quests
both in museology and in the history of art, e.g. the
social importance of the work of art, its conceptual-
ization in the environment of an exhibition etc.

In my opinion, the most interesting case of such
an “orchestrated” museum subversion is Sir John
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Soane House and Museum in Lincoln’s Inn in the
centre of London. John Soane, owner and inhabitant
of the house and later donator of the museum to the
British nation was an architect of significant neoclas-
sical buildings, member of the Royal Academy and
collector of books, drawings, paintings, architectural
models and ancient sculptures. Nowadays, his mu-
seum is the most old-fashioned museum in the whole
London since with his will Soane prohibited not only
the sale, donation or change in the composition and
content of his collections but also any change in the
way of presenting the exhibits. Together with a few
more similar examples around the world, Soane Mu-
seum is, according to John Elsner, “a very special case
of the private house that, with its collection intact,
is memorialized in situ as museum. It thus embodies
and freezes for posterity the moment at which col-
lecting (and redeploying of a collection) ceases, the
moment when the museum begins”.!®

What also makes Soane’s Museum an extremely
interesting example of dealing with the dictates
or, better said, the challenges of its contemporary
role is the development from the end of the '90s
of a pioneer series of contemporary art exhibitions
in the space of this eccentric house. The museum
invites artists to create and exhibit their works of-
ten in spots where they themselves select. Artists’
response from the first exhibition in 2000, under
the title “Retrace your steps: Remember tomorrow”, to
the most recent, under the title “Inspired by Soane”,
is impressive.!” Furthermore, activities, happenings,
videos, conferences in the spaces of the museum
which are not meant for visitors, the integration of
on-line activities as well as the assigning of the cu-
ration not to an art historian but to an artist, have
transformed these exhibitions into challenging ex-
periments.

The interaction between the museum space, the
permanent collection and contemporary artworks
also regards installations and exhibitions of works
of architects such as for example Frank Gehry and
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Daniel Libeskind.'® These activities assemble the
temporal exhibits with the building of the museum
and Soane himself, architecture’s quests in the 19"
century and today, the use of materials in space, tra-
dition and novelty, but also the incorporation of an
interdisciplinary approach into contemporary archi-
tectural creation.

Nevertheless, one might say that the postmod-

ernism of Soane’s Museum exhibitionary practices
are not due so much to the extremely successful co-
existence of the opposites as to the possibility to see
how the heterotopic dimension of the museum as a
space of difference is put into action; a difference
that is activated by the divergent interpretations of
the objects or the collection as a whole provided by
scholars-curators, artists-curators, participant artists
and, of course, Soane himself who has bequeathed
us impressively analytical descriptions and interpre-
tations of his collections. Furthermore, a postmod-
ern quest is also supported by the much debated
“tagging”, i.e. the possibility given both to the artist
and the visitor not only to attach to the objects-ex-
hibits other exhibits but also to put on them his/her
own tags, thus attributing personal meanings to the
exhibits and resisting the dominant museum view
on art and material culture.

I think that these “contrapuntal” and, at first

sight, harmless interventions of contemporary art-
ists in traditional museum displays demonstrate
museums’ character as heterotopias in the clearest
and most challenging way. Through various and
contradictory object arrangements, we can also see
the difference between words and things, les mots et
les choses; yet such initiatives also might urge us to
question ourselves on the significance of the limits
between the Enlightenment’s project of modernity
and its contemporary contestation.
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A DETAIL

ELPIDARIKOU

A sweet made from marzipan -intended for some
feast, only, I cannot remember its name- has the
shape of a commodious seat where two tiny figures
nestled down talk to each other. They look one an-
other with their adhesive faces which depict two
elegant ladies of the prewar era. “Womanish” talk
that strengthens the bonds between mother and
daughter, a donation carefully kept from generation
to generation is now offered in the well-lit show-
case in front of me. Therein the sweet is carefully
conserved, destined for our gaze only. I wonder how
it would taste, most probably it does not dissolve
anymore, it would crush in our mouth. Still ,I can
consume something from its history. Unfortunately,
this choice of mine has been classified under the
same number together with two or three more “cre-
ations”, less elegant I dare say, among clothes, pho-
tos and more tokens of “domestic everyday life”. I
get thus, no further information from the label.

Yet, how many details may a piece of informa-
tion contain? What could somebody tell me about
the silver forks that she carries in her bag when they
empty it out in order to register her belongings ob-
servant to all formalities —what was the time, how
was the weather like, whom would she was think-
ing of? To be honest they do whatever is possible to
satisfy my curiosity. They give me a name, a biog-
raphy... All these are unique still they mislead me
just as much. The narration’s style is recognizable,
almost reassuring. That moment -“...then little X.
ignored the prohibition and ran to greet his mother
through the wire”.- is lost among so many others,
among the thousands of memoirs, it is encased in a
narration that follows the formalities, it is resigned
to the patterns of any official, scientifically docu-
mented history. The signs guide my wandering from
topic to topic politely: “culture”, religion”, everyday
life”; and finally the “event”...

I wonder whether we can let things talk by
themselves. Incredible testimonies, with a perspi-
cuity which makes you keep your eyes wide-open
trying to trace something of what they necessarily
hold back. Look at him, in the photo, a man under
the savage sun who strives honestly to please, to
bend the knees the right way, to shake his arms. He
casts a sidelong glance at the soldier who gives the
orders, at the man who feels so strong for imposing
a debasement, at the idiot.

* Sociologist, Social Anthropologist. (She teaches Anthropology
of Art at the ASFA.)
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At times, however, some incidents do justice to
the weak; contingencies in which history loses its
pace and life manifests itself, a stapling of unof-
ficial moments, of incomprehensible details which
makes up a life just for you. That relative -I heard
this story several times- when they caught them and
made them run in the heat around the fields, asked
to relieve himself. He could not do that in front of
the rest, even an idiot would get this, and they for-
got him and kept doing what they did. They moved
on at a quick pace, left him there, just one man be-
hind the bush, and the man wondered and he would
nearly ask them to wait for him. And then looked
around and realized that he was destined to survive,
who knows why and how and whether this might
happen at the expense of the others and whether a
man has the fate he deserves.

I remember him, as many others, friends from
childhood, intellectuals that I admired as an adult,
people for whom I felt they are part of a story that
happens to be my own story as well. They return,
oddly familiar, exactly when my tour in the muse-
um forces me to find out how different, so it seems,
they were from me. Their particular “identity” is
certified in the museum space beyond any doubt.
Due to the familiarity with anthropology I would
tend to deconstruct such cohesive depictions of
“cultures” like the one that surrounds me. Yet my
habit to undo these arrays of discourses and objects
that they ground them on abandons me in front of
this edifice that, I consider, is established deter-
mined to go up against the incomprehensible. But is
it possible to condense so many centuries of history
in a moment even if this history is about humanity?
Is the emphasis on Holocaust incumbent or does by
any chance this auto-referential common sense of
mine deceive me? I should disbelieve “commonplac-
es”, particularly here where everything reminds that
evil becomes in the blink of an eye, “normal”.

Perhaps it is easier to assign to art my objec-
tion to banality. Yet, how far may art’s capacity of
subversion reach? Among the exhibits that are clas-
sified as “folkloric” I realize that there appear pro-
posals of memory management offered by artists. I
catch sight of several of them who expose their con-
structions with self satisfaction, others who conceal
them, several becoming didactic, some resorting to
documentation, most of them content to the line off
least effort, few taking the risk of exposing enigmas.
Yet what kind of judgment could you pass? How can
someone place emotion on a knife-edge? How does
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one create images at the limits of what can be rep-
resented? Artists do not create out of nothing. They
elaborate common depictions, images and feelings.
And the feeling is a common matter. I learn how
to feel by connecting images, reactions, meanings.
How have I been taught to be moved? To move to-
gether with the other?

I have been told the story of a costume: the
woman from Thessalonica, who has donated it to
the museum, had kept it as a souvenir from her nan-
ny who was lost in a concentration camp. For years
children have used the costume to dress up during
Carnival. A weird game of mimesis, mixture of
cruelty and admiration, familiarity and alienation,
it reminds me of court’s masquerades in which the
noble used to dress up as Indians wearing colonial-
ism loot...

How do I enter the other’s garment? How do I
select and knit his images, how do I cut and sew my-
self to his size? In high school I had taken the initia-
tive to stage a theatrical adaptation of Anna Frank’s
diary. I would become Anna because in what she
said I already recognized myself. I selected parts of
the diary to memorize. I still recall the phrase: “and
I could be what I want to be if no more people ex-
isted in the world”. The rest of the team realized
that the game was autoreferential and soon aban-
doned the effort. The other day someone informed
me that in front of the house where Anna Frank
had been hiding there is everyday an increasingly
long queue. What exactly are we looking for with
these pilgrimages which multiply in sites of wars,
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in places of disasters? We learn to pile up all kinds
of souvenirs, tourist attractions, objects and texts,
references...Are there today aesthetical and politi-
cal “correct” ways of “representation” of what is
haunting us in our history?

Paradoxically, the history of the Jewish commu-
nity of the 20" century plays a significant role with
regard to the meaning of “representation” in the Eu-
ropean thought. While I wander in the museum I
decide that I am unable to construct one more vague
theoretical viewpoint on the subject. My position
will remain specific, spotted, strictly personal. I will
register whatever comes to light when I stand “face
to face” in front of the things.

And what clearly emerges is a detail, and later
another one. It is not the unique, the significant, the
most characteristic detail. It is not about “paying
attention to the detail”, about not leaving anything
to escape. It is not a particular detail that I want to
classify or interpret referring to semiology or psy-
choanalysis, to a theory whichever. At most, I may
refer with certain jealousy to that strange madeleine
mechanism that releases emotions when Proust sa-
vors it.

I believe that these informal details I have cho-
sen, almost unwittingly, to write down, will come
again and again to my memory and release their own
aftertaste - of pink, rancid marzipan-. Because each
humble detail that resists to generalization, that we
cannot reproduce or conventionalize uncloses a site
which is not “common”, an unprecedented place
where freely and fleetingly I meet you.

REFERENCE / REPRESENTATION

DIGITAL ARCHIVES
IN RETRIEVING “HOLOCAUST
MEMORY”

RENAMOLHO

Until the early 1990s oral history projects recording
the memory of the annihilated Jewish communities
in Europe focused on testimonies of the genocide
experience!. In 1994 Steven Spielberg’s Survivors
of the Shoah Visual History Foundation project intro-
duced for the first time questions on the survivors’
pre- and post-war experiences. The Foundation
videotaped and is sharing online the testimonies of
more than 50,000 Jewish and non-Jewish survivors
of the Holocaust. One of the aims of the archive
was to enrich tolerance education around the world,
and awareness of this aim led the Foundation’s spe-
cialists to develop an interview protocol that would
insure authenticity and completeness.

The procedure started with a pre-interview
questionnaire completed by the interviewer in Eng-
lish during his/her first encounter with the survi-
vor/interviewee. This information served to classify
the interview and helped the survivor reconstruct
his/her memory of events. It also enabled the in-
terviewer to articulate his questions in a way that
would enhance the survivor’s ability to tell his or
her story. In combination with body language, per-
sonal documents, family pictures and statements of
the survivor's family members and friends it helped
secure the authenticity of each testimony.

The interview itself covered details of the sur-
vivor’s life during the pre-war period, the occupa-
tion and liberation. The last part of the interview
focused on how the survivor reconstructed his life
after the war. The survivors who delivered their
testimony via this procedure appeared to become
better reconciled to their past. They felt relieved for
having fulfilled their duty to their murdered fellow
human beings? by testifying to the crimes they had
witnessed, while at the same time feeling recon-
nected through this memory recollection to their
social environment and lineage.

The Visual History testimonies were catalogued,
indexed and digitized and are now accessible elec-
tronically by those universities which subscribe to
the archive®. In Europe the archive can be accessed

* Historian.
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at the Freie Universitaet in Berlin and the Central
European University in Budapest. Researchers can
narrow their searches by language or topic of inter-
est. Three hundred and four (304) Greek language
testimonies are currently viewable in the Visual His-
tory Archive®.

Centropa, the digital audio archive, is a smaller
collection of testimonies, concerning only those
Jews from Central and Southeastern Europe who re-
turned to their country of origin. The program pro-
vides a platform for Jews born no later than 1933
to share not just their memories of the horrors that
befell them during the war, but stories of first loves
and favourite teachers, school vacations and Jew-
ish holidays; everything that makes up a life. Jewish
and non Jewish interviewers, recruited and trained
locally, conduct the nearly 2,000 survivor inter-
views by formulating questions that profile both a
personal story and a cultural identity.

The interview starts by filling in a form of the
survivor’s family tree. Though this is done in writ-
ing, the tape recorder runs continuously as the in-
terviewee remembers people and begins telling his
story.

The survivor starts by speaking about his fam-
ily’s origins, paternal and maternal grandparents,
their occupations, their home, their Judaism and
their place in the community. These same questions
are then asked about the survivor’s parents. The in-
terviewer may ask the survivor to speak about the
memories his or her parents had of their parents:
when and where were they born, what languages
they spoke, how they dressed, how they celebrated
Jewish holidays, what organisations they belonged
to, who were their neighbours and what was their
relationship with them, and stories and anecdotes
about relatives and the social milieu. This is fol-
lowed by questions enabling the survivor to de-
scribe his/her birthplace.

Introducing this environmental dimension helps
the survivor transition from the family/neighbour-
hood circle to a wider social memory. Questions
about the survivor’s early childhood and schooling
are added, in parallel with questions about his/her
Jewish education and tradition. Questions such as
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‘What was your favourite Jewish holiday?’ ‘How
was it celebrated?” ‘How do you celebrate it now?’
help elicit the survivor’s religious and cultural iden-
tity, both pre-war and post-war.

Next comes the survivor's life as an adult, if
he/she was not a child or adolescent when the war
broke out. Though the question asked is “Where
did the war find you?” the issue of local anti-Semi-
tism is usually raised and relations between Jews
and non-Jews in a time of crisis are discussed. The
way non-Jews reacted to the situation of the Jews
is known to have played a determining role in the
fate of Jewish victims, and some of the answers may
help explain why Jews have officially disappeared
from some national histories. Other answers result
in stories of how the interviewee survived the death
camps or was assisted by non-Jews. These stories
“put the subject and his world back into history”
and are among the most convincing material for all
age and religious groups because of their authentic
recounting of human behaviour.

The last section of the interview relates to the
period after liberation, the challenges survivors
confronted and the changes in their life and com-
munities: what they found upon their return, the
way they were received by their country’s authori-
ties and their neighbours, how they mourned their
loved ones, the way they reorganised their lives,
what changed in their Jewishness and their percep-
tion of the world, how their experience influenced
the way they educated and related to their children,
and what they think of their life today.

Though it is not uncommon for an interviewee
to avoid certain issues or divert the conversation
chronologically or thematically, order is re-estab-
lished once the audio account is transcribed into an
autobiographical text. This “edited” version is the
survivor’s official life story which is then translated
into English. The end product is an “autobiographi-
cal biography” in first person form. Finally the in-
terviewer writes a 10-line paragraph introducing
the interviewee's profile. The interviewer annotates
idiomatic expressions or historical references and
constructs a glossary to renders the account acces-
sible to all audiences.

What makes the Centropa project unique is the
final stage where interviewers scan old family pho-
tographs and documents, and respondents comment
on those photos and documents. Scanning these
pictures enhances the interviewee’s memory since
he/she usually enjoys sharing them with the inter-
viewer. The survivor's comments are also recorded
and translated and become the pictures’ legends.
The pictures and documents also serve as evidence
of the account’s authenticity. The autobiography,
glossary, family tree and picture templates are then
posted on Centropa’s site, digitized under a variety
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of key words starting with the birth country of the
interviewee and the interviewer, their names and
the dates the interview was conducted. The Centro-
pa process allows non-Jewish audiences in particu-
lar to discover what is often thought of as a some-
what mystifying pre-war Jewish world. Non-Jewish
readers are pleasantly surprised in recognizing the
similarities among people who live in the same cul-
tural or social milieu of a neighbourhood or city.
The viewer thus becomes aware that what was lost
in the Holocaust was a part of his world too.

For Jews who after the Shoah lost ties with rela-
tives that emigrated elsewhere, the family tree be-
comes a strong point of reference. The collection of
holiday recipes, for example, reinforces the cultural
identity of survivors, and the individual stories en-
hance their collective memory and strengthen their
confidence.

For social scientists the Centropa audiotapes con-
stitute an outstanding oral history digital archive.
Family trees and data on relatives contain impor-
tant demographic and genealogical data, illustrate
the stratification of Jewish society, and depict ev-
eryday life. The tapes provide historians and social
anthropologists with invaluable firsthand material.
These autobiographies are as inspiring as they are
important for the study of Jewish life in the 20™"
century, and are among the most easily accessible
of all oral history archives.

As with the Visual History Archive all Centropa
interviewers, Jewish and non-Jewish, are locals and
share a common cultural and historical background
with the interviewees. However there tends to be a
somewhat different approach between Jewish and
non-Jewish interviewers. Jews, both interviewers
and interviewees, generally want to retrieve and
preserve their historical legacy or be reconciled
with their past; non-Jewish interviewers approach
the interviews as more of a political act aimed at re-
settling these stories in local memory and history.

Salonika became part of the Centropa project
in 2005. The interviewers, five Jews and four non-
Jews, have met in three training seminars in Salon-
ika and Athens. Fourteen two-hour long (or longer)
interviews have been completed and can be viewed
online.

Both the Visual History Archive and Centropa’s
autobiographical biographies are inclusive of most
aspects of Jewish life and culture in 20" century
Europe. The testimonies in the Visual History Archive
give a more global picture of Nazi war crimes, forc-
ing the viewer to confront society’s behavior in mo-
ments of crisis. Centropa’s accounts of Jews who re-
turned to their country of origin after the war reveal
the cultural differences among Diaspora Jews, their
ties to their country of origin and their identity. Be-
cause the two archives contain complementary ma-
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terial they are best consulted simultaneously. The
stories collected over the last 15 years bring to life
the Jewish and other minorities’ world and are a
treasure trove for students and teachers in countries
where they are used in Holocaust education.

! These are the «Yad Vashem», The Holocaust Martyrs’ and Heroes
Remembrance Authority in Jerusalem and the Fortunoff Archive
in the university of Yale. Yad Vashem has been collecting
survivor testimonies since the 1950s, and in 1989 began
collecting video testimony, a project that continues today.
Thus far, the testimonies have been collected via special
studios that Yad Vashem established throughout the country.
Yad Vashem'’s Archives currently houses some 44,000 video,
audio and written testimonies. The Fortunoff Archive founded
in 1979 in the university of Yale housed 4,300 in 2005 which
comprise over 10,000 recorded hours of videotape.

2 “Tell it to the world”, was the last wish expressed by
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the victims who were sent to the gas chambers in the
extermination camps.

3 Institutions can also order DVD copies of testimonies, or
subsets of the archive. For a map/list of these sites: http://
college.usc.edu/vhi/testimoniesaroundtheworld/collections .

“ http://college.usc.edu/vhi/testimoniesaroundtheworld. For
more information about cataloguing and indexing, please
see this pages of our website:http://college.usc.edu/vhi/
cataloguingindexing. In terms of digitization, the Institute’s
website has information about its current redigitization
effort:http://college.usc.edu/vhi/preservation To schedule
a research visit, researchers should contact Doug Ballman,
Manager of External Relations -- Online Archive, at the USC
Shoah Foundation Institute: dougb@usc.edu, 213-740-6046.

5 Luisa Passerini, “Sharable Narratives? Intersubjectivity, Life
Stories and Reinterpreting the Past”, Advanced Oral History
Summer Seminar, 11-16 August, 2002, Berkley, Copyright
2003 Louisa Passerini, published in the Internet.
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ON CIVIL SOCIETY
MEMORIALIZING MASS DEATH
IN EUROPE

LIAYOKA

Attempts to create “poetry after Auschwitz” abound
and indeed, to repeat another overused phrase,
“there is no document of civilization which is not
at the same time a monument of barbarism”. It eas-
ily follows that monumental representation of mass
killings today is a barbaric affair which, at the same
time, aspires to poetic recognition.

Monumental representation today, whether
devoid of guilt or extremely apologetic, establish-
es new relations to the event that the monument
represents, relations that bespeak an important
achievement of “civil society” in Europe, namely the
privilege of total symbolic arbitrariness - serving as
therapy, as self-justification or simply as a return to
law and order. Below two well-known, recent, close
to home examples.

EXAMPLE ONE (IMAGE NO 1)

In the international military confrontation in
Bosnia between 1992 and 1995, it has been estimat-
ed that 20,649 Serb, 31,270 Muslim and 5,439 Cro-
at soldiers, 3,555 Serbian citizens, 32,723 Muslim
citizens and 1,899 Croat citizens lost their lives and
at least 1.000.000 Muslim had to leave. Thousands
were killed in the Serbo-Croatian and the Croat-Bos-
nian conflicts in Mostar. The city was divided. The
West part was occupied by the Croatian forces, and
Bosnia-Herzegovina’s Democratic army was concen-
trated in the Eastern part. The city was surrounded
by Croatian forces for nine months and a large part
of its historical buildings was destroyed during the
bombardments that began in May 1993. With the of-
ficial end of the war, the European Union immedi-
ately began reconstruction and restoration work, and
has since spent over 15 million Euros.

On November 26, 2005, the city of Mostar
erected a shiny bronze life-size 1.68 m monument
in a central square of the city, in Zrinski park, the
first public statue of Bruce Lee in the world.! It
would have been his 65" birthday had he not passed
away at 32. The memorial project was funded by
the German and Chinese States, and the unveil-
ing ceremony was attended by the ambassadors of
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both countries. The NGO Mostar Urban Movement,
which had campaigned for the statue of this “sym-
bol of solidarity in an ethnically divided town”, ex-
plained that “Lee is a true international hero and
is a hero to all ethnicities in Bosnia.” The forceful
star, they said, is a symbol of “loyalty, friendship,
skill and justice”. The fighter holds his favorite Oki-
nawan traditional weapon, the nunchaku, consisting
of two sticks connected with a short rope, based on
a Chinese agricultural flail.

Mostar’s memorial is a biomorphic sculpture that
glistens in the sun. Bruce Lee stands still for eternity,
not too intimidating, not too imposing, translucent
like a projection screen. He possesses no substance,
no content, no features, except perhaps as the out-
line of a movie memory, as a pose - the playful posi-
tion of alertness frozen in some pre-war instance. He
begs us for no melancholy or hysteria. He demands
that we suppress and forget the images of the Mostar
massacre. Hope, he seems to be saying, is but a mir-
ror confronted with its own reflection.

REFERENCE / REPRESENTATION

SECOND EXAMPLE (IMAGE 2)

It is estimated that since 1988 at least 17,738
people have lost their lives trying to enter Europe.
The number of deaths is not decreasing. During the
first 7 months of 2011, 1,931 refugees, men and
women without legal documents, died in the Medi-
terranean. According to official data, 25,000 refuges
from Tunisia and an equal number from Libya have
reached Italy since the beginning of this year, while
until the 1 of August 2011, 1,674 people had lost
their lives in the Strait of Sicily in their effort to
reach the Italian coast.? The island of Lampedusa is
70 miles from Tunisia’s shores and is the first entry
point of the sans papiers who arrive by sea.

On June 17, 2008 Der Spiegel published a report
about a monument that would be unveiled on the
28" of the same month on Lampedusa “in memory
of thousands of illegal immigrants who perished
trying to reach European shores to make a better
life.” Already in the first sentence of the text an-
nouncing the erection of the monument, the State
of Italy (the one that for several years financed con-
centration camps in Libya) disclaims liability. In
the second sentence responsibility is attributed to
organized crime, since the commemorated refugees
are “mostly the victims of unscrupulous human traf-
fickers who pocket hundreds of euros to take them
on rickety boats unfit for the journey”.?3

The well-known arte povera and neo-expression-
ist artist Mimmo Paladino created a ceramic and
mixed media memorial which looks like an open
door, 5 meters high and 3 meters wide. It is tri-
umphantly named “Door of Lampedusa, Gateway to
Europe” ironically commenting on the role of the
island as gateway for sans papiers migrants...It was
erected by Amani, an NGO which runs care centers
for street children in Nairobi and a press service for

115

young people in Kenya. On the Sunday before the
unveiling of the monument, 404 Africans had tried
to reach Lampedusa.

The “Door of Lampedusa” bears all the charac-
teristics of a commemorative sculpture. The mon-
ument, situated so as to look out over the sea, is
an uncertain attempt to emblematize the idea of
Fortress Europe: It is not a monument that teaches
or reminds us of something that has already taken
place, it shows no ambition to heal the trauma,
or make memory speak louder....Like a redundant
scarecrow, it seems to be merely sending a silent,
therefore desperate, warning that deaths at the bor-
der have not stopped neither here in Lampedusa,
nor elsewhere. Institutional high art (as well as the
formal resemblance to another monument on the is-
land, the restored 1988 bronze Cassodoro obelisk by
Arnaldo Pomodoro given to the main square of the
city with the support of the Pro Loco Association
of Lampedusa, Amani, and Holding Turismo) legiti-
mizes its embarrassing tone, and makes sure public
sculpture remains mute and inactive. It is a memo-
rial dedicated to something that is still happening:
Indeed, grief and toleration of the killings have been
the winning combination in the war against illegal
immigrants in Europe.

What kind of gaze do these memorials invite? First
of all, the gaze of the inspired commissioner and
the artist: In both cases, the work’s intention can
be transformed into an eloquent object only if the
artist comes up with a convincing alibi. The second:
the gaze of the pilgrim. He or she is the honorary
receiver of the memorial. He or she it is connected
to it in advance... The memorial solidifies a real
trauma and the pilgrim dwells on the form of the
monument and travels with it to the borders of ex-
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perience. (Does this gaze exist? Are the relatives of
the victims at Mostar interested in the Bruce Less
statue, would the sans papiers care to meditate be-
fore the ceramic “Door”?) A third gaze would be
a relentlessly compassionate one: civil society is
watching as tens of thousands of migrants meet
Death and Misfortune and weave a death wreath
around the continent. Civil society has let this hap-
pen, has mourned it, has kept silent or has protested
against it. In any case, it has been a primary wit-
ness.

According to our humanistic self-delusion, real-
izing the sheer paranoia of massive killings after the
Holocaust should lead to their cessation. However,
liability and complicity are very unstable notions,
with flexible conceptual and institutional boundar-
ies. They possess an ambiguity that is a core element
of the self-disciplining and socialization processes
of the European citizen. How can we admit that our
prosperity, (a prosperity which derives -or so we
thought, at least until now that we are losing it!-
from a kind of cultural superiority), depends on the
exploitation and the recycling of others?

Pop psychotherapy suggests that, to maintain our
mental balance, we should allow ourselves the ency-
clopedic awareness of responsibility, but also remain
insensitive to overwhelming situations —both in mea-
sured doses... Our strength lies in the taming of our
inner conflicts, in rationalizing oblivion, in training
to give swift, soothing answers to unsettling ques-
tions, in the coarse honesty of admitting we are to-
tally helpless to do anything at the present moment.
In this case: Knowledge is not power, it is weakness.

So when representing and memorializing mass
assassinations, civil society contents itself with ac-
tions of recognition. Recognition —and, what is more,
artistic monumentalization!- is considered the high-
est form of honoration: “Oh, African and Asian broth-
ers, we recognize that you are dying and we are sincerely
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sorry for this ...We recognize the children killed in the
wars in ex-Yugoslavia —ah, may it never happen again!
We have nothing to offer but our deep embarrassment...
well, and a thriving industry of consolation spectacle!”

In the shadow of the Bruce Lee statue, the bless-
ing of a movie star, baptized in the Sino-Hollywood
combination of urgent plot and physical dexterity
becomes an abstract universal allegory of war’s loss-
es. The aspiring visitor who manages to pass through
the selection filter of the Lampedusa “gateway” in
order to cover the population and labor shortages of
Europe, needs not worry.

The memory of mass deaths —-a mass memory
molded and imposed by winners, great or small-
checks the neurotic flight of the mind, structures the
darkness of privileged existence and bridles its col-
lective force. It is a polite arrangement, the amount
of elementary violence necessary to suppress the ir-
rationality of so much death. This is its barbarity,
disguised as the poetry of memorialization. Let us
keep silent* as to what we could do. For us, the
healthy and the able, the intensity of our relation to
reality is a matter of choice.

1 See: http://memoryandjustice.org/site/bruce-lee-statue/

2 See for instance: http://memoryandjustice.org/site/bruce-lee-
statue

3 http://www.spiegel.de/international/europe/
0,1518,560218,00.html

4 One concession to the reverse facet of the same coin of obliv-
ion: The reason why we feel this lack of remorse and respon-
sibility, this convenience of the healing monumentalizations
have surely to do with a radical indifference towards the state
and the mechanisms that have given birth to the unspeakable
violence of the massacres —in ex Yugoslavia at the frontiers of
Europe, everywhere- This indifference is surely not a fighting
opposition but it certainly relates to a separation of the col-
lective imaginary from the authoritative narration and their
wars. Maybe this is a first way out.
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THE MASSIVE PERCEPTION
OF SELF-COMPLACENT
REPRESENTATIONS

GEORGIA PATERIDOU

The notion of representation undergoes many
mutations in the era of post-modern correlations.
Traditional schemes, materials and functions are
transferred every so often in a new frame of con-
ceptualization, while forms of expression emerge as
signs of the exuberant dynamics that is difficult to
get controlled by the established evaluative systems.
In fact these systems turn to be insufficient as art
seems to run over the vector of imagination’s pos-
sibilities pursuing, often obsessively the public dif-
fusion of the new aesthetic manifestos.!

Damien Hirst is a typical example of an artist
who develops the conceptual possibilities in art cre-
ation, amalgamating old symbols of iconography in
new forms and conceptions, thus altering radically
their meaning. Member of the Young British Artists
and a phenomenon of success, not only owing to
the pioneering approach of his subjects but also be-
cause of his decision to by-pass the art dealers (in
other words to become a manager of himself), he
achieved a record of sales in a direct auction of his
artworks in Sotheby’s in 2008. Hirst transmits in an
unparalleled way the spirit of our times and rear-
ranges it. It is not accidental, after all, that mass me-
dia have promoted and brought him out into relief
on all occasions (as happened with Tracey Emin). In
their case feeding was bidirectional, the scandalous
content of their work along with the corresponding
simplifications concerning its meaning have been
an easy “foodstuff” for press or television while in-
crementing publicity enforced the showdown with
authors’ limits.

Picking up the thread from Francis Bacon’s ex-
ample who aimed to provoke,? Hirst penetrates into
all crucial areas of the human existence, the death,
the phobias, the meaning of life. Even though his
spectacular beginning took place with installations
of works of art that had something repulsive in
their conception (animals preserved in formadel-
hyde among which there prevailed a shark, a work
entitled “The Physical Impossibility of Death in the

* Doctor of Literature. (She teaches Modern Greek at the University
of Ioannina.)
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Mind of Someone Living”) -with the support of gal-
lery owner and maecenas Charles Saatchi- he never
stopped to premium the correlation of the cycle
life-death in various of his works with the most
advanced one being his recent exhibition “New Re-
ligion” where he deals in an ironic way with the de-
construction of all elemental notions-constructions
(contemporary or diachronic).

The artist places himself in a privileged space
of hyper-authority from where he may choose and
spoil the main discourses of authenticity: religious
faith, ecclesiastical discourse, biomedicine, target-
ing human phobias and the need of redemption
from them. Hirst represents in a distinctive way the
mortality and the vulnerability of human nature,
utilizing contemporary obsessions. If biomedicine
appears justifiably as the “new universal religion”,
faith to miracles has moved from the realm of reli-
gion to that of pharmacology and the artist orches-
trates both discourses in his own creative journey.

As Susan Sontag mentions, the view that the
suffering, the pain from a psychic or corporal
wound and its resignation lead to sacrifice and sac-
rifice to ecstasy resonates a religious point of view.>
According to Christian religion, man is viewed as
an existence that has to overcome, with the help
of faith, the corporal weaknesses and passions and
achieve spiritual elevation. Nevertheless, even if we
admit that pain sanctifies, man has never stopped to
pursue conditions which secure the protection from
suffering. Especially in the contemporary world of
technological/scientific developments, suffering is
considered a kind of error, an accident or even a
crime, a paradox which needs to be “dealt with”,
“cured” or “deleted”. Hirst combines, in his concep-
tual art, religious and scientific symbols thus creat-
ing a universe where reigns the dynamics of “cure”
through the redemptive gaze of the artist over es-
tablished notions.

Besides, he also seems to utilize and incorpo-
rate in his work the metaphor of the exhibition as
a space of ritual. Nevertheless, the multiple and
open association of religious notions-symbols of
the Christian faith with pharmaceutical chemicals
or instructions not only invalidates each authority
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discourse for separate, as it has already been ar-
gued, but it additionally reminds us of the human
weakness from any point of view and impresses,
mainly by this manner, the multiple possibilities of
the art, projecting it as a “new kind of religion” and
the artist as a “new healer” who offers, at least to
the knowledgeable, the promise of the “lethargy of
the suffering”.

Art assimilates tensions and antagonisms, its
liberating force being attainable by the ability of
perceiving even antagonistic and disconnected no-
tions and contexts independently of the hermetic
political, moral and intellectual systems that have
produced them.* The trap that lurks in this case,
is that liable codes of notions (religion-biomedi-
cine) sweep along and demote the artwork itself.
The question finally is whether by Hirst's manner
artistic discourse is brought to light as a discourse
of singular authority of strength and drastic activity
of all times (through the redemptive action of its
inventiveness and ambiguity) or if it is about the
“showy arrogance of another timeworn code” since
“there is no authority in the demonstration of the
non authority of the others”.> This matter is perhaps
of the least interest to Hirst himself, who, through
provocation, manages to catapult his artwork to the
heights of renown, utilizing all market rules as well
as the space of mass culture. The scandal, the unfa-
miliar and, for some, blasphemous use of religious
symbols have been interwoven to create the myth
of the “terrible”, inventive and irreconcilable art-
ist who does not hesitate to impose his own rules.
Any criticism, either positive or negative is advan-
tageous. The artwork as a whole, despite its sym-
bolisms, remains accessible. This fact reiterates its
accessibility and recognizability. Even if one cannot
successfully associate the meaning of “The Physical
Impossibility of Death in the Mind of Someone Liv-
ing” with the image of the huge shark in an ocean
of formaldehyde, he will surely agree with the gran-
diose and scary spectacle of the installation since
the shark has always been linked to the notion of
destruction.

Moreover, the installations of the exhibition
“New Religion” are made in such a way that they
refer to the familiar place of worship, which is a
concrete reality, an everyday matter for many;
even those, who might not correlate the huge hos-
tia-paracetamol in the space altar with the play of
contestations Hirst sets up demonstrating the inef-
ficiency of both in their separate action, will be able
to feel a kind of “familiarity” with his installations.
Demystification may be transferred from one form
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to the other, mystifying however, to the contrary,
not so much the possibilities of the artist himself,
as the resonant establishment of his work in the
framework of the massive perception of culture that
for somebody might be catastrophic.® Based on the
necessity for the identification of the public with
models of audacity and success, he revitalized his
main thread of interest, his self-promotion, with
unexpected or presumed allies, the mass media
world.

Mass media declared for the promotion of para-
doxes have adopted this audacious creative dealer
who set his field of correlations playfully yet me-
thodically.

The charm of this art which mockingly winks
(on our behalf) at what seems grandiose and unat-
tainable seems potent albeit several critics’ reason-
able reactions. By Hirst’s example we can realize
the mutation mechanisms of art from a self-com-
ment, a privileged area of the few, to a massive
construction. Even if the starting point has been the
differentiation from massive conception on limits
and established stereotypes, the employment of this
creative direction, the highlighting of ironic repre-
sentations —comments of our time, and the repre-
sentation itself of the artist as a manipulator of the
market led art to other directions letting paradox to
be continued.

! «The foundations of post-modern art may be searched to a
large extent in conceptual art which launched an attack to
modernism” and according to which the main element in art
is not so much the execution but the leap of the imagination.
See H. W. Janson & Anthony F. Janson, History of Art: the
Western tradition, eds. Giorgos Tsiouris, Anna Bekaki, transla-
tion Marianna Panagiotopoulou, Nansy Kouvarakou, Athens,
Ellen, 2011, pp. 944, 843.

2 See «The Artist as a celebrity: the case of Damien Hirst» in
John Walker, Art in the Era of Mass Media, ed.A lexandros
Baltzis, translation Haido Papavassiliou, Peny Filaktaki,
Thessaloniki, Thessaloniki University Press, 2010, p. 339.

* Susan Sontag, Regarding the Pain of Others, London, Penguin
Books, 2004, pp. 77-78.

4 Douglas Colin Muecke, The Compass of Irony, London,
Methuen, 1980, p. 247.

> See Candace Lang, Irony/Humor: Critical Paradigms, Baltimore,
Johns Hopkins University Press, 1990, pp. 58-59.

¢ See the critic of the historian of art and member of the
academy Jean Claire in his last book L'hiver de la culture that
Demetris Dougleridis reviews in his article “Those who killed
the Art (Autoi ou oxotwoav v éxvn)”, newspaper Ta Nea,
27-28 August 2011, pp. 4-5.
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SOME ASPECTS OF THE
“SUBTLE ANTI-SEMITISM” IN
POST-WAR ART AND CULTURE

KOSTIS STAFYLAKIS

These lines are written on the occasion of an exhibi-
tion of modern art in the Jewish Museum yet they
also aspire to clarify a set of notions which prevail
at the present conjuncture -a conjuncture character-
ized by the severe revival of various sorts of anti-
Hebraism and Hebrew-phobia as well as of sorts of
anti-Semitism which try to convince us of their rad-
ical intentions: a widespread leftist anti-Semitism
haunts the Greek public life nowadays.

For the writer of this text it would be a mercy to
see that artists who participate in the exhibition not
only do not surrender to the most widespread sorts
of anti-Semitism and Hebrew-phobia but also em-
ploy contemporary art’s critical languages in order
to highlight aspects of Thessaloniki’s history which
have not been found at the focal point of a system-
atic debate. I am well aware that such an attempt
is incredibly difficult for two reasons: first because
anti-Semitism is a complicated phenomenon which
requires quite a lot of methodological clarifications
and second, because post-war artistic legacy itself is
full of a “cultural anti-Semitism” which is as hard to
discern as it is insidious.

Our observations may facilitate someone to
discern several insidious yet evident types of anti-
Semitism in culture and the history of art. I con-
sider that for this to be attainable it would be pref-
erable to focus, in the margins of this brief text,
on the phenomenon that Thanos Lipowatz has long
ago called “subtle anti-Semitism”. Briefly, “subtle
anti-Semitism” is the obsessive attempt to name
something that cannot be given a name, to ratio-
nalize what remains disturbingly unfamiliar. Even
the word “Holocaust” is a linguistic abuse which
illustrates precisely the failure and the limits of
language. This was also valid for Nazis themselves
considering the words they used, “final solution”,
“special treatment”, “transplantation” and so on,
‘[...] apparently innocent and technical words that
offered the linguistic material in order to conceal
the disturbing and unfamiliar nature of an impossi-

* Art Theorist and Visual artist. Political Science Doctor at the
Panteion University.
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ble and inconceivable event: of the annihilation that
certainly was not a “Holocaust”.” According to Lip-
owatz: ‘it is well known that the Nazi masterminds,
from Hitler to Himmler and the rest had never used
explicit words in order to name the secret of the
horrible operation. [...] Yet, from Auschwitz on, the
distance between words and things turned out to be
insurmountable. Subtle anti-Semitism came dimly
into sight from its effort to conjure this distance but
in this fashion it reproduces (unconsciously or not)
the linguistic tactics of the Nazis themselves."!

The postwar culture and art is full of such ef-
forts of rationalization, the most characteristic of
which being the tendency to present whatever hap-
pened as an explosion of an ‘animalistic dynamism’,
of an energy, of a perverse eroticism. In cinemato-
graphic narration, examples abound.? Nevertheless,
next to this neutralization we also find another one,
relevant, an intellectual kind of subtle anti-Semi-
tism: a neo-platonic rejection of the “evil” within
the world that seeks to serve an ideal deification of
man. This view neutralizes whatever happened as a
mere consequence of human weakness which, after
all, is nothing but simple mistakes in our course to-
wards some type of “deification”.® Such tendencies
undoubtedly developed in the, full of mysticism,
postwar art albeit its veil of conceptualism and dis-
tanced language. It is moreover extremely doubtful
whether the selection of a “dumb” language from
the art’s part constitutes a consistent answer to the
post-nazist decay of language. When we use the
term “subtle anti-Semitism” therefore we do not
aim at somebody’s characterization as anti-Semite
but we seek to distinguish implicit, mainly uncon-
scious forms of speech which finally contribute to
the relativisation of historical experience and the
facilitation of the anti-Semite operation despite and
beyond its intentions and its exponent.

In postwar West Germany one comes across
various sorts of subtle anti-Semitism. On many oc-
casions this anti-Semitism has been put forward by
those who, sincerely perhaps, searched to come to
terms with the historical trauma. Joseph Beuys’ in-
stallation, Auschwitz Demonstration (1968) was one
of the works characteristic for his attempt to come
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to terms with the shock of concentration and mas-
sive annihilation camps inaugurating an intractable
conflict on the trauma-representation relation. A
discussion in which there had prevailed Adorno’s
dictum that nobody should represent the martyrdom
of the victims since such a thing might be a barba-
rous injustice against them. In the aforementioned
work, Beuys will choose a cold conceptual language
which seems to strengthen viewer’s distance from
the work of art in order to avoid simplistic and
hasty interpretations. Beuys’ language permits re-
flection on the relations and the uses of the objects
which make up the installation and thus, for many
analysts of his work, he comes under the paradigm
of “hermeneutic undecidability” which dominated
the postwar era as the most fair way of addressing
the subject. However, as we will see, the metaphysi-
cal background of his artistic language over-deter-
mines the elements of the installation imposing a
sense of natural healing of the traumas and a theory
about science that attempts to “explain” the evil in
a simplistic way.

A number of the installations’ elements had
been used in previous actions of Beuys in the de-
cade of the 60s and concerned Beuys’ effort to heal
psychic wounds. The installations actually consisted
of showcases that contain a collection of objects: a
metal bas-relief depicting a fish, a clay crucifixion
without a face and a host placed in a timeworn plate
of soup, a rat on dried grass, a broken carpenter’s
rule, a painting that represents a hungry girl with
a sled, a panoramic map of Auschwitz torn from
a book, a series of half-dissolved sausages, sun
glasses, medical phials with fat inside, a mercury
bottle, military identity cards without names, two
rectangle masses of wax over a heating plate. Beuys
surely refers successfully to the shock of Auschwitz
without relying on the exploitation of the victims’
image. Nevertheless, the use of the dead rat that
stands dehydrated in a fetal position has caused
negative reactions because for many it was consid-
ered a blasphemous simulation of the victims. The
same happened with the pieces of wax that wasted
away since it was considered that they refer directly
to the exploitation of the victims’ corpses.

There is however a more subtle dimension in
the installation which renders its placement in the
tendency of “hermeneutic undecidability” ques-
tionable. As Matthew Biro notices, Beuys finds
an interesting point in the survival of the matter
and its conversion to something else. His interest
derives from an anthroposophistic, shamanistic, al-
most hylozoic obsession on matter’s convertibility
in the context of a new relation between art and
science.* In the installation, however, he clearly re-
fers to the industrial technology of 20" century. As
Biro remarks, the phials, the heating plate, the ruler
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represent the technological background of the “final
solution”. This suggestion may lead to the simplistic
conclusion that Nazis have been misguided by the
technical instruments they used. We know that the
distance between the perpetrator and the victim in-
creases continuously with the use of industrial tech-
nology but this is not a sufficient reason to explain
what happened.

That’s how voluble talker Beuys will call into
play the most crude symbolisms in order to convince
us for what he had been promulgated throughout
the decade of 60s: that after the “Holocaust” anoth-
er relationship with human instruments, technology
and matter can be achieved -a simplistic admonition
to develop a relationship with matter respectful of
“tradition” and “environment” -a relation we sup-
posedly had and then we lost due to rationalization
and technical progress. With an overtly authoritar-
ian attitude, Beuys will reproduce grim narrations -
not typical of a self-limitation to the “undecidabiliy”
of the artistic language. Can we, after all, consider
that a language based on the authority of an artist
as a healer is a sample of “hermeneutic undecidabil-
ity? As Jan Verwoert observes, ‘The assertion that
the German people could be cured of the maladies
caused by the decline and decadence of modern cul-
ture through the rediscovery of their mythical, pa-
gan (allegedly “Aryan”) creative powers was, after
all, the core of the ideology by which the National
Socialists justified their claim to power. The motto
“Am Deutschen Wesen soll die Welt genesen” (The Ger-
man spirit shall heal the world) was taken to articu-
late the association of the idea of healing with just
such an ideology.”

We would say that the problem is not the fact
that Beuys comes to the point of reproducing such
an ideology. The problem is that he does not call
it into question -that he keeps a silence that does
not highlight the role of such an ideology within
history. He places the fish, the early secret Chris-
tian symbol of the Christians’ sufferings caused by
the Romans, the Communion and the crucifixion as
“universal” symbols of martyrdom that can provide
a perspective of redemption in the blackness of the
installation -namely a spurious consolation which
more or less abuses any Christian message by “pa-
ganizing” it: now something new will be born out
of the ashes. In this unsuccessful way Beuys offered
a “false compensation” while he was supposedly
helping Germans to mourn (why especially the Ger-
mans?).

This ambiguous use of the symbols is, after all,
insignificant and powerless opposed to real events:
such as the factual event of Beuys’ participation in
the war as a Luftwaffe pilot, a fact that he took ad-
vantage of in order to build several myths concern-
ing his persona. As Benjamin Buchloh has demon-
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strated, Beuys’ work, as well as his public persona,
is nothing but a fetishistic denial of reality —of his
own involvement in reality. A show monody rather
than “therapy”.

In line with Verwoert’'s accurate observation,
criticism on Beuys’' shamanistic, messianic rheto-
ric neglects a significant dimension of his actions.
In quite a lot of his performances the practice of
healing turns out to appear from carnival to ridicu-
lous. As for example in his well-known action I like
America and America likes me (1974). The pose of the
pagan magician and his extravagant gestures bring
about only indifference to the coyote inhabiting the
same gallery space. It was just in a moment when
the coyote decided to attack, most probably out of
boredom. Beuys' figure emerged as comic rather
than ritualistic. At this point contingency breaks
the limits of any rhetoric. There appears something
that transcends proclaimed intentions, like a fail-
ure which reveals the fallacy. Despite all efforts,
there are moments when fetishistic denial fails and
the subject remains raw and dislocated —disclosing
eventually something about its reality.
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Thanos, Lipowatz, “O leptos antisimitismos (the subtle anti-
Semitism)”, in Demokartikos Logos, Psychanalisi Monotheismos ,
Athens, Plethron, 2001, p. 24.

Lipowatz proposes that the films of Louis Malle (Lacombe
Lucien), L. Cavani (Le portier de la nuit), Francois Truffault (Le
dernier métro), L. Visconti (Les Condamnés), R. W. Fassbinder
(Lili Marleen), H. ]J. Syberberg (Hitler, Ein film aus Deutschland)
reproduced unconsciously the subtle anti Semitism, while

the films of Max Ophuels (Le chagrin et la pitié) and Claude
Lanzmann (Shoah) avoided it. op.cit. p. 25.

This view is it after all similar to Martin Heidegger's who kept
silent after the war?

At the same time Beuys rejected any [] in the art (Duchamp)
and the science of the 20" century (e.g. psychoanalysis -
linguistics) see Benjamin H. D. Buchloh, “Beuys: The twilight
of the idol, preliminary notes for a critique”, in Neo-Avantgarde
and Culture Industry: Essays on European and American Art from
1955 to 1975, Cambridge, The MIT Press, 2000, p. 51.

The motto mentioned by Jan Verwoert is a verse of the
romantic poet Emanuel Geibel (1815-1884) which later
acquired the meaning of racist superiority for the Germans
see Jan Verwoert, “The Boss: On the unresolved question

of authority in Joseph Beuys’ oeuvre and public image.” In
http://www.e-flux.com/journal/view/12 [last visit: 20/8/
2011].
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REPRESENTATION, CINEMA
AND AVANT-GUARD

CHRISTOS DERMENTZOPOULOS

The notion of representation is counted among the
most debated, ambiguous and multifaceted notions
of social sciences. From the era of Durkheim'’s soci-
ology, the principal aim of which was the analysis
of representations of contemporary societies, to the
post modern multiple interpretations of representa-
tion, the trajectory of the notion is full of adven-
tures. Together with a few more concepts they shape
a field of intense ideological debate as well as of po-
litical and social imperatives. Even its translation in
Greek language creates difficulties and ambiguities
in line with the scientific field to which it refers —its
conceptualization in social psychology is different
from the one in anthropology, in sociology is differ-
ent from history and so on -the factual context from
which it emerges as well as the particularities of
each thinker’s view (performance, representation,
reenactment).

Leaving aside the examination of the notion as
object of study of various social sciences and its con-
sideration as a significant methodological tool, as
well as the issue of representations’ constructions by
the use of images in contemporary societies, I will
focus my attention to a reflective scrutiny on the his-
torical avant-guard of cinema representation.

Until the second half of 19" century (visual)
representation in plastic arts still called for a lifelike
depiction of reality. The same happened with social
sciences. The crisis, however, of plastic representa-
tion along with the invention of photography and
the devastating appearance of cinema in the end of
19" century, led to a rupture of interrelations be-
tween art and reality as well as to the conviction
that any representation starts from its apposition
with natural reality. Impressionism, the case of Van
Gogh and principally 20" century vanguards swept
away any certainty in the world of lifelike represen-
tation of reality. The non pictorial painting provid-
ed the possibility to understand that reproduction of
objects without a point of reference is achievable.
In reality, when we talk about pictorial representa-
tions we refer to a system of signs which of course
does not correspond to the real world. Photography
and cinema included.

* Assistant Professor of Anthropology of Art, University of Ioannina
- Dept. of Fine Arts and Sciences of Art.
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Cinema, however, since its arrival, created the
illusion that its images’ natural analogy with an ex-
istent reality may display in an absolute way the real
material world. The same, to a certain degree, hap-
pened with photography but without the possibility
of a game with time (expansion, duration, etc.) At
least that was the impression that cinema made dur-
ing its first years of appearance, before it evolved
into a popular spectacle. Later things changed. From
the end of 1910 on, various European vanguards
started to question traditional and academic art by
means of an intense polemic, believing that their
proposal in the field of representations -many call it
anti-art- could function as an instrument of realiza-
tion and change of the social reality. The constitu-
tion of a sufficient theoretical and critical discourse
on cinema as well as the shaping of its expressive
means is due after all to these vanguards -mainly
the French intelligentsia.! The Western European
intelligentsia was late in approaching cinema while,
in the beginning, she overtly despised it. As San-
toul accurately points out: “Avant-guard appeared
in cinema around 1925, with ten to twenty years
delay in comparison to painting or poetry. Before
1914, Apollinaire, Picasso or Max Jacob had paid to
several films the same jocund attention that they be-
stowed to pothouses’ facades and to Souvestre and
Alain’s Phantom.?

Hence, whereas in painting and literature, in
music and architecture, effervescence and quest
start from the beginning of WWI, avant-guard mov-
ies (dada, abstract art, futurism) appear only in
mid 1920.% These movies are projected to a limited
audience, follow a different approach in terms of
production and diffusion procedure and attempt to
oppose to the narrative cinema rejecting represen-
tation of a realistic depiction by a rejection of the
story —~theme and plot, disarticulating the narrative
standards, attacking the bourgeois morality and
aesthetics, highlighting the dream and aiming at a
‘pure” cinema as an autonomous art.*

It is clear that the artists of this period oppose to
the narrative commercial cinema, which is closely
related to classical novel as they consider that it
represents a false reality, to Hollywood standards
of film production and, in general, to the commer-
cialization of art. They consider that “...plot, as a
principal element of myth-maker films is something
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irrelative to cinema, something imposed from out-
side. It is an uprising against the mythmaker film
itself, a coordinate effort to shake off the plot’s
shackles for the sake of a purified cinema”.®

As the painter H.Richter characteristically points
out: “Connection to theater and literature has been
absolutely disrupted. Cubism, Expressionism, Dada-
ism, Abstract art, Surrealism have found in cinema
not only their expression but also a new completion
at a different level”.

Einstein’s theory of relativity, the rupture of ab-
solute categories of space and time and the continu-
ity of space-time, Bergson’s philosophy concerning
second sight and élan vital’, Freud and the study
on the subconscious directly affect the artists of
the period. Nevertheless, we have to bear in mind
that most of avant-guard’s representatives taking
their first steps in the cinema world such as Egg-
eling, Richter, Leger were mainly painters and ex-
perimented with this new form of art in order to
solve, in essence, aesthetical matters and specula-
tions dealing with the static space of painting. They
attempted thus to make a passage from the arts of
space to those of time, just to remember the clas-
sical division of arts by Lessing. Those films were
“moving painting, enlivened drawings. But Eggeling
and Richter’s abstract compositions have not inau-
gurated but one of avant-guard’s tendencies”.®

In contrast that is, with older vanguard artists,
surrealists move from the rythmicality and abstrac-
tion of cinema pur to the content and representation
of the real to which they are not in opposition.® Bu-
fiuel in one of his texts in 1927 criticizes severely
the “pure” cinema emphasizing that “if cinema is
most of all movement, it has also to be rhythm in
order to become cinematographic”. Surrealism, just
like cinematographic writing, attempts, as its prec-
edent Dadaism, to torpedo the consecutive, linear
narration that had been established at that time as
the dominant option in commercial cinema of spec-
tacle, through the establishment of cinematographic
varieties, without however defining as an end in it-
self the destruction of representation. Yet, the rep-
resentation of the natural space is transformed here
to an inner representation and reality —as it happens
with abstract painting.

In essence, the various historical avant-guards
have tried to break narration’s prettification, to at-
tack severely the categories of beautiful in the art
of their period and, at the same time, to dissolve
the mechanisms of identification within narrative
patterns. Cinema as total art and technique offered
them this privilege. The reason, therefore, of some
vanguard artists, mainly painters’, orientation to-
wards the cinema “was the rupture with the domi-
nant conventional culture and the possibility of oc-
cupation of a field which was virgin and free from
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elite’s hegemony”.!? It is the field where social rep-
resentations and stereotypes are shaped, reproduced
and overthrown.

Unlike other forms of art, such as painting, cin-
ema introduces the partial by means of a reorga-
nized, contracted and expanded time thanks to the
montage technique. The classical narrative film is
therefore, “completely determined by space-time
compulsions. The space-time that is captivated dur-
ing the shooting will not be remolded in a subse-
quent time: it will remain in clear analogy with real
space-time. The whole magic exercised by the film
lies in the false relation of analogy that it tries to
introduce: naturalizing the artistic creation, classi-
cal cinema removes any value from it: the film is
not the realization of a certain reality, it is the real-
ity itself. The social significance of the work of art
does not reside anymore on the distance that it takes
in relation with the real but on the exactness with
which it forms (copies) this real. Here comes the
most profound ideology of any cinema founded on
the magic of the spectator, on the spectacle identi-
fied in a mythical way with this gaze”.!! It is the
gaze which, through an excellent use of the meta-
phor, will be ripped in Bufiuel and Dali’s Chien An-
dalou.

In cinema, consequently, we are not remolding
an image in the imagination just as we like, the im-
age is there ready and obliged to look like reality
so as to be deemed real. As Mitry accurately states:
“the most realistic film might never be the image of
the world, but has to be constructed in world’s own
image”'? In filmic image view becomes narration.
Perhaps then for many, cinema might not be an es-
cape from reality but the exact opposite. In essence,
we deal with something more unmixed than popu-
lar novels but, precisely because of this, something
more penetrating to common sense, a “consolation
of the masses”, according to Umberto Eco’s expres-
sion, which yet has not the self-evident meaning of
manipulation of the masses.!?

If scientific knowledge attempts an approach
to the field of certainties and of the real, then art
attempts to conceive reality in the framework of
possibility through the representation of potential
and possible situations. In the course of 20" century
experimentation, art was actually identified with
avant-guard and all kinds of “noble” art were iden-
tified with experimentation as well as with avant-
guard. Hobsbawm correctly observes that innova-
tion has been modernism’s core and modernism by
definition has been the art of avant-guard although
nobody noticed “how rotten its foundations were....
the vanguard arts which, it was definitely sure that
all standard bearers of artistic innovation would ad-
mire, were just two: cinema and jazz”.'*
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See,Ch. Dermentzopoulos, “I ‘realistiki’ optiki tou
sourealistikou kinimatografou: ta oria tou kinimatografikou
theamatos” [The ‘Realistc’ View of the Surrealist Cinema: the
Limits of Cinematographic Spectacle], Outopia 70, 2006.

G. Santoul, [ istoria tou pagkosmoiou kinimatografou, Damianos-
Dodoni, Athens 1994, p. 218.

S Theodorakis, Kinimatografikes Protopories, Nefeli, Athens
1990, p. 10. see also R. Abel, French Cinema, The First Wave,
1915-1929, Princeton University Press, Princeton 1984 and V.
Pinel, Sholes kinimata kai eidi sto sinema (Genres et mouvements
au cinema,) (Introduction-ed.: Ch. Dermentzopoulos),
Metehmio, Athens 2006, pp. 274-276.

On the notion of “pure cinema” see. S. Kracauer, Theory of
film. The Redemption of Physical Reality, Kalvos, Athens 1983,
pp. 257-262.

S. Kracauer, op.cit. pp. 261-262. See also, E. Stathi, Theories
tou kinimatografou. I diamorfosi tou kinimatografikou theoritikou
logou stin Europe., 1895-1927, [Theories on Cinema: the
Formation of the Cinematographic Theoretical Discourse in Europe]
Egokeros, Athens 2002, pp. 79-80.

Richter, «Cinema as an original form of art”, oto
Kinimatografos: apo to romantism;o sto sourealismo kai os ten
epanastasi” [Cinema: from Romanticism to Surrealism and until
Revolution] Kathreftis, Athens, p. 138.

124

5

5

)

®

According to H. Bergson «the mechanism of the usual
knowledge has a cinematographic nature” (in I dimiourgiki
ekseliksi, [ed.-addendum: G. Preloretzos], Polis, Athens 2005,
p. 289, see mainly pp. 288-291). see also G. Deleuze, L'image-
mouvement, Les Editions de Minuit, Paris 1983. Bergson’s book
was used for V. Eggeling’s vanguard film, Symphonie Diagonal
(1920).

S.Kracauer, op.cit., p. 260.

See Ch.Dermentzopoulos, op.cit., p. 61-62.

S.Dimitriou, “O theoritikos logos ston kinimatografo” [“the
Theoretical Discourse in Cinema”], Kritiki kinimatografou,
PEKK, Athens 2011, p. 70.

P.Canet, “On the relation spectacle-spectator”, Contemporary
Cinema, 23, (September), 1972, p. 10

As it is quoted in V. Pinel, op.cit., p. 253. See also, J. Mitry,
Esthétique et psychologie du cinéma, 7Art, Ed. du Cerf, Paris
2001, pp. 171-174.

U. Eco, The superman of the masses, (Il Superuomo di massa)
Gnosi, Athens 1988, pp. 23-26.

E. Hobsbawm, Age of Extremes-The short 20" Century 1914-
1991, MIET, Athens 2002, p. 236.

REFERENCE / REPRESENTATION

MIMESIS AND DIFFERENCE

ANNA ANTALOUDARI

“Shall, we, then lay it down that all the poetic tribe,
beginning with Homer, are imitators of images of
excellence and of the other things that they ‘create’

and do not lay hold on truth? But, as we were just now
saying the painter will fashion, himself knowing nothing
of the cobbler’s art, what appears to be a cobbler to him
and likewise to those who know nothing but judge only
by forms and colors?” “Certainly.”

Prato, the Republic, Book X [600e4-601a]*

The first part of the tenth Book of Plato’s Repub-
lic, where we find the above extract, is one of the
most well-known and characteristic texts concern-
ing Socrates’ strong criticism against the poets, who
are excluded from the ideal city for being imitators.
To a certain extent, it is an overvalued passage,
which is often considered to express Plato’s overall
view on art or even mimesis. Yet, both the question
of art and the question of mimesis are particularly
complex in Plato’s dialogues, while they presuppose
a philosophical and historical distinction between
Plato and Socrates. Therefore, while avoiding gen-
eral estimations, it is worthwhile to reconsider the
fundamental argument of this text concerning the
issue of art as mimesis® and the relation of art to
truth.

Socrates, after having actually completed the
demonstration of the ideal city, and having already
put the arts under restrictions (Book III), he returns
to the question of the arts in the city, under the
scope of mimesis. The basic argument of his criti-
cism against the poets is based, as he claims, on the
tripartite division of the soul®. It is quite remark-
able that this scheme of the three distinct levels is
repeatedly used in the Platonic dialogues, while it
also appears to be dominant in the Republic. Follow-
ing the division of the soul and the city, creation
and knowledge are also divided in three distinct
levels. At first, giving the example of the bed, the
distinction refers to three kinds of beds that corre-
spond to three creators*: first, the idea of bed of one
and unique nature, creation of god and archetype
for further creation; secondly, the common beds, the
multiple creations of craftsmen who contemplate
towards the idea of the bed [596b7] and thirdly,
the mimesis or the image of the bed, creation of
painters and poets. Like the painter —who has no
actual knowledge of the things that he paints®, imi-

* Visual artist. PhD student of Philosophy at the University of Essex.

125

tating idols and not ideas®- every poet has neither
knowledge nor right opinion on what he narrates’.
Mimesis imitates passions® and raises the inferior
part of the soul establishing a ‘bad state’ (city, po-
liteia) in everybody’s soul®. Consequently, given that
it holds the third position in the order from truth,
it conveys neither knowledge nor utility to a future
well-governed city'®. As exactly put: “Mimetic art,
then, is an inferior thing cohabiting with an inferior
and engendering inferior offspring” [603b].

If we pay close attention, this particular hier-
archy introduces one of the most interesting and
controversial subjects in ontology'!. It is notewor-
thy that the tripartite distinction is described as a
declining process from the actual being (6vtwg 6v)
to what resembles it but it is not it, [olov O 8V,
ov 8¢ ov] and finally to the not-being [ovk 6v] of
mimesis. The paradoxes arising from this tripartite
gradation, as well as from the negative status of the
last two levels, are such, that the existential mean-
ing of ‘being’ is put into question'2. Yet, focusing on
Socrates assertion that the creations of mimesis are
phantoms (pavtdopata) and not actual beings'?, the
meaning of being acquires a specific point of refer-
ence and is open to a specific interpretation.

Starting from the third and last level of the hi-
erarchy, it is reasonable to exclude the possibility
that Socrates may mean that the image of the bed
as ‘not-being’ (un ov), exists less than the bed of
empirical reality. This would be absurd. The image
of the bed, although it is considered a not-being
(pun ov), exists as much as the very bed that it de-
picts. It is quite remarkable that this particular issue
preoccupies Plato in the Sophist: the proof for the
existence of not-being (un 6vtog)'*. The fundamen-
tal subject of investigation here is also mimesis (of
the sophists), and the aim is to refute Parmenides’
point*® according to which it cannot be proved that
not-beings, are. According to Plato’s central argu-
ment, the falsehood of sophistry’s mimesis exists,
even though it is a ‘not-being’ compared to truth.
‘Species communicate’ with each other, namely they
partake in each other, therefore ‘not-being’ exists
through the partaking in ‘being’, without however
being identical to it [259a-b]. The dialogue reaches
the point where it is demonstrated that the negation
of mimesis manifests otherness and not opposition.
Consequently, as the Stranger from Elea convinc-
ingly argues, “When we speak of ‘not-being’ it seems
that we do not mean something contrary from ‘be-
ing’ but only something different!®”.
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Therefore, while getting back to the Republic
and to the notion of the ‘not-being’ of the image, the
negation cannot refer to the existence of the image,
but to the existence of the bed. Indeed, the paradox
of ‘not-being’ can only be explained in relation to
the ‘being’ of the bed and not to that of the image.
Hence, from this point of view and especially from
the point of view of painting, Socrates is absolutely
right; the image of the bed is obviously not the bed
itself, but precisely and primarily, in relation to a
bed, a ‘not-being’ bed. Or, as Magritte characteristi-
cally writes in his work: “Ceci n'est pas une pipe”.
Because every work transubstantiates all the refer-
ences that compose it, with which first and foremost
it is not identical, but different, and exists as differ-
ent. In this regard, through this paradoxical scheme
of the ‘being of not-being’, the conclusion appears
to be equally paradoxical: resemblance is converted
to difference and heteronomy to autonomy. Indeed,
Plato focuses on the dissimilar part of the copy com-
pared to the original, and also to the fact that albeit
it is secondary and derivative, it is of a different
cognitive level, and therefore autonomous.

On the other hand this renders Socrates’ attack
against the knowledge of the poets unfair and exag-
gerated because since, for instance, the painter does
not actually construct beds, then bed-construction
has nothing to do with his work. His work is the
making of images —i.e. painting- and this is the only
thing for which he must be judged. Therefore, the
moral accusation that takes the form of deliberate
deception on the part of the imitator, appears to be
directed towards the very existence of the work of
art, which apart from the fascination that it exerts,
is not considered acceptable in anything, let alone
the possibility of constituting a distinct cognitive
field with its own goals, findings and rules.

Nevertheless, it is rather unlikely for Plato not to
have considered that. After all, there are innumer-
able aspects involving the Platonic corpus that mod-
erate the irrevocable style of this criticism against
art and mimesis. Without proceeding to further
analysis, it is worth mentioning some: the dialogue-
form of Plato’s texts is undoubtedly a form mime-
sis —the frequent references to verses of Homer and
various poets- the wide use of metaphors, images
and myths such as the myth of Er, which comes im-
mediately afterwards and brings the Republic to a
conclusion -the philosopher as an imitator of god
such as the painter in Book VI of the Republic- the
time as a mimesis of the planets’ movement in Ti-
maeus, etc.

The resulting view on mimesis that is consid-
erably more complex, even if it softens somehow
the sharpness of the accusation, does not refute the
fundamental argument on the ‘not-being’ of mime-
sis. Because the crucial point of criticism is that the
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difference between the original and the work of mi-
mesis involves their way of existence -i.e. it is on-
tological. And it is ontological'’, precisely because
the ‘not-being’ of mimesis does not constitute a non-
existence, but a different kind of existence in rela-
tion to the original being. Given that, as Socrates
initially maintains, ‘the painter in a way constructs
a bed too’'?, it is precisely this different way of the
existence of the bed that interests him to define.

Therefore, the distinction of the concept of dif-
ference, both from the identification and the oppo-
sition towards ‘being’, entails an interpretative indi-
cation for the existential/ontological core of Plato’s
concerns, and also of the fact that he is interested
to define qualitatively different ways of existence.
For, as he proves, since the ‘not-being’ of the image
is neither identical nor opposite to ‘being’, then it
partakes in it; and the partaking (methexis) in ‘being’
is what actually preserves a unified and existential
meaning of the philosophical concept of ‘being’.
Thus, although ‘being’ and the ‘being of not-being’
are not identical terms, they are grounded on the
same existential conception of ‘being’. ‘Being’ (to ov)
involves the ‘being’ itself ~the idea, while the ‘being
of not-being’ (1o ‘eivar’) concerns the partaking in
the idea of ‘being’. In this way, the examination of
mimesis establishes a realm of a negative ontology of
difference, where otherness is defined on the basis of
its distinction from the bipolarity between identifi-
cation and opposition towards being.

This valuable aspect of mimesis as ontological
difference, although it is of crucial importance, has
been greatly overlooked -if not fully ignored- by
diverse analyses and interpretations on the Platonic
corpus. Plato is frequently placed among the dual-
ists while his ontological propositions are consid-
ered as predicative (gram). Yet, it is this third onto-
logical level —a central question in his work- which
not only rules out dualism, but also elucidates the
nature of Plato’s ontological speculations.

! Translated by Paul Shorey. Cambridge, MA, Harvard
University Press; London, William Heinemann Ltd. 1969.

2 According to Aristotle the concept of mimesis is grounded in
the Pythagoreans who maintained that “beings exist through
the mimesis of numbers” (Metaphysics (987b9-14). To Plato,
Aristotle attributes the concept of partaking (methexis), a claim
that is considered particularly controversial. In any case, the
concept of mimesis appears to be closely related to that of
partaking in Plato’s philosophy.

3 Republic[595b] The citation refers to the fourth Book of the
Republic and the tripartite division of the soul in reason, spirit
and appetite. [435c-445e].

4 Ibid. [597b13].

5> Ibid. [601b9].

¢ Ibid. [598b6].

7 Ibid. [602a7].
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Given that the ethos of the soul that can be easily imitated, is
the inferior one, it is opposed to the rational and superior part
of the soul [605a5] and renders appetite a ruler [606d].

Ibid. [605b].

Ibid. [597e].

The term ‘ontology’ involves the question of being and
existence. It is a relatively modern term (Lorhard 1606), and
it is regarded doubtful whether is philosophically compatible
with Plato, since the unified and existential sense of ‘being’ is
considered questionable in his work.

It has prevailed that the particular gradation is interpreted
quantitatively (as ‘more’ or’ less’ being) leading the
ontological investigation to a deadlock. Therefore, most
contemporary analyses are mainly focusing on linguistic
approaches distinguishing two senses or uses of the verb ‘to
be’, in copula (i.e. predication: A is X) and existential (A is).
However, as it will be shown, the philosophical argument of
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methexis (partaking) actually aims and guarantees a unified
and existential conception of ‘being’.

Ibid. [599al.

Sophist [237al.

Ibid. [237a] Parmenides’ quote that Plato mentions: ‘Keep
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your mind from this way of enquiry, for never will you show
that not- being is.” (transl. B. Jowett, 2006).

16 Tbid. [257b].

17- Although it is beyond the aims of this text, it is important
to note Heidegger's equivalent term (Ontologische
Untersheidung - ontological difference), conceived as the
distinction between Being and beings, or as difference in the
mode of existence [See Die Grundprobleme der Phinomenologie
(1927)]. The analogies between the two schemes are such
that not only put into question the originality of Heidegger’s
proposition, but also his criticism against Plato.

18 Republic [596€9].
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FOR A LUCID (RE)PRESENTATION.
A COMMENT ON AN ESSAY
OF CARLO GINZBURG

PETROS-I0SSIF STANGANELLIS

An essential part of the current discussion in Greece
concerning history focuses on two issues: Follow-
ing a particular interpretation of a theory of histo-
riography which takes its conceptual tools and con-
structions from novel theory, is interested mainly
in the relation between literature (“invented”) and
“historical” (“scientific”) narration. It selects then as
a privileged field of study the “ideological message”
of historical texts —overlooking that in order for an
ideological message on a historical event to reach its
supposed receiver the reader has first to understand
this historical event.

Here, I will not address so much the first issue as
a just one point of the second: Because, this “under-
stand” brings me in front of a notion which precedes
the notion of “clarity”. It is about a central notion
both of contemporary epistemology and of the di-
dactics of history. Here, I would like to propose the
translation of “clarity” with the ancient Greek word
“enargeia” (vividness) which I owe to develop in re-
lation to a constellation of notions: evidentia in nar-
ratione, illustration et evidentia, ekfrasis, demonstratio.

If there is a starting point from which I should
not start, I would definitely not start from here. For
two main reasons. “Enargeia” an ancient Greek term
equivalent to the Latin expression evidentia in nar-
ratione is an almost forgotten notion. It would take,
that is, much effort to integrate it to a discourse
on the “method of presentation” that starts from
contemporary epistemology. The second reason that
complicates my effort even more is less evident: talk-
ing about vividness one has to do that at three levels
simultaneously: at the level of (ancient Greek) his-
toriography, the (ancient, Greek and Latin) oratory
and finally the level of representational arts -mainly
painting. I would necessarily move from “truth” to
“vividness”, “obviousness”, “clarity”, “liveliness” or
refer to Cicero “for this part of speech which brings
events in front of the eyes” of the listener (or the
reader).!

Lets put aside, for the time being, the difference
between ancient Greek and contemporary history
and let’s move to a quote from Polybius:

* Historian.

128

Now the aim towards which history is moving is
the truth: that is why we find that in the Catalogue of
ships the poet [Homer] mentions the specific character-
istics of a place calling a city “rocky”, explaining about
another that “it lies on the border” about another that
“has many pigeons”, about another that it “lies near
the sea”. And the aim of all those details is “vividness”
as in the battle scenes. The aim of the myth, on the
contrary, is to please and surprise.?

Homer displays before the reader’s eyes, through
a detailed description, the different towns that sent
ships to Troy. The relation between “truth” and
“vividness”, not at all evident for the contemporary
reader, may be better explained in another one of
his quotes: “ it is not the same to judge things that
we have learnt from others and things that we have
seen with our own eyes. There is a big difference.
A conviction based on the testimony of an eye-wit-
ness (n kata my evdapyela miotig) is worth more than
any other”.> He who has seen something with his
own eyes, may represent it with vividness and his
testimony is true: if we insist on the differences of
the ancient Greek view of history ( a view of a soci-
ety that among other things did not dispose of orga-
nized archives) we will end up not conceiving some-
thing very common: on the one hand the image that
a contemporary reader gets when she comes face
to face with a “vivid” description and on the other
hand, the reader’s “reality effect” concerning the
aforementioned image. I use Roland Barthes’ term
on purpose because he associates it with “rhetoric
games that aim at the creation of an impression of
objectivity”, with “a text that apparently talks by it-
self” but also with a “realism that derives from the
realistic novel, the literature of the diaries” etc.* Ne-
glecting then (owing to space and not to the impor-
tance of the matter) the realistic novel and its rela-
tion with 19" century historiography, let us keep on
with the “writer who is trying to cover his traces”
and the (according to Barthes, gloss) of objectivity,
and move to the obvious: “vividness” and clarity
are the virtues of a text that addresses to a specific
reader- or listener in order to convince him that
something happened “this way” and not “ the other”

REFERENCE / REPRESENTATION

(or that something was like this and not like that)
pushing him to consider the given image as a reality
of the obvious. If we move away from the (ancient
Greek) historiography we will confirm that, accord-
ing to the writer of the treatise De sublime (XV,2),
vividness is the aim of the orator, in contrast with
the poets who mean to subordinate the readers. In
Latin oratory vividness is translated by Cointilianus
as “evidentia in narratione”. In Institutio Oratoria (IV,
2, 63) we read that “vividness in the exposition of
things is a significant advantage given that you do
not need so much to say but, in a way, to show
a truth”.> The same author notes that Cicero used
the expression illustratio et evidentia as a synonym of
“vividness”. For Cicero “inlustris....oratio” was the
“the part of the speech which brings, so to say, the
event before the eyes (of the listener)”®

The anonymous author of Rhetorica ad Heren-
nium uses the same words to define demonstratio :
“is when the thing is expressed with such words that
the event looks as if it evolves in front of our eyes
[...]it professes it and bring it to us, so to say , in
front of our eyes.””

In the domain of painting on the contrary,
“vividness” is associated with “expression”. I quote
an extract from the Images (Eikones) of Filostratos
the Younger, a famous collection of descriptions
(exppaoelg) of works of art most possibly ficti-
tious.

And if you observe the herd of cattle going out to
grass, followed by shepherds, you may not be surprised
by the color since they are all painted with gold and
copper. But the fact that the way they are painted will
let you almost hear their mooing and it will appear to
you that you hear the nearby river flowing —isn’t it the
culmination of vividness (evdpyeia)?®

Plutarch, after all, in On the Glory of Athenians
(mepi tng ABnvaiwv 66€ag, 347°) will compare a paint-
ing of Eufranoras which depicts Mantineias’ battle
with the description of the same battle by Thuky-
dides, praising the ‘painting vividness” (ypa@ixn
evdpyeia) of the historian.

“Evdpyela», “evidentia”, “demonstratio”: vivid-
ness, clarity, liveliness, “evidence”. All the afore-
mentioned might be considered as a purposeless
“literary” intervention. On what concerns the first
two terms, they could not anymore, in the present
situation of the historical science, but involve an ex-
ceptional case in which the (eye) witness provides
his testimony in a text and all the more so, without
the reader (listener) being able to find another tes-
timony in order to disprove/demolish it. To add the
third term, the narrator “proves” the truthfulness
of his testimony through testimony’s narration. For
the time being I will “answer” to “where else could
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the reader find another testimony” with a witticism:
given that we talk about “autopsy” and (re) presen-
tation and, therefore, about a crime, there has to
be somewhere a corps (that is a result and some
traces).’

Yet apart from a demonstration of the ancient
Greek literature, the display, even suggestive, of the
aforementioned terms has finally led somewhere: to
the assertion (common in ancient Greek and Latin
historians and orators) that clarity is related to the
production of an image about reality (that is ab-
sent or lies somewhere else), which we now owe
to bring “before the eyes” of the audience so that
we convince the (always specific, constituted in our
thought) audience on the validity, the soundness,
the truthfulness of the image. Let me clarify here
that “vividness” and “clarity” though in ancient lit-
erature are usually related to actions’ descriptions
(hence the concern on details), result of the specific
degree of abstraction with which history used to be
written at the time, cannot lead us to the conclu-
sion that it has nothing to do with the clarity of the
conceptual nets that contemporary historical dis-
course refers to. Actually, in a sense, this is where
our interest has to be concentrated given that those
nets are the most “absent” and “distanced” from our
(ideal) reader.

Yet “evdpyeia” examined through the prism of
“clarity” and “vividness”, when brought up as an aim
of a text that presupposes a “non special” audience,
also instigate a “question”: if scientific knowledge
is constructed “against the nature” and against “ap-
pearances”, then what can we do with prejudices,
commonplaces, stereotypes and self evident things?
The question is not of course just about “clarity” but
something has to be said concerning it.

Maybe the answer to the question lies in the
reversal of the phrase: given that science’s task is
the removal of the stereotypes, the common places,
the demonstration that “self evident” is not self evi-
dent at all and given that all the above being deeply
rooted in everyday life, have not been a matter of
reflection for the “ignorant” then clarity, vividness
and liveliness are tools and not suspending factors.
Only for the writer to achieve them there is a need
for more —and different- effort.

! Cicero, Partitiones Oratoriae, 20: «<Haec pars orationis, quae

rem constituat paene ante oculos». All ancient Greek and

Latin quotes have been taken from carlo Ginzburg’s essay

«Descrizione e citazione», included in his book II filo e le

tracce. Vero, falso, finto, Feltrinelli, Milano 2006, p. 15-38.

The present text after all ahs to be read as a comment on the

first part of Ginzburg's essay.

2 Extract from Istories of Polybius (XXXIV, 4, 4) that is quoted
by Stravon.

3 Polybius, Istories, XX, 12,8.
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Rolland Barthes, “il discorso della storia”, in Il brusio della
lingua. Saggi criticilV, Einaudi, Turin 1988, pp. 138-149.
Any relation with Benjamin’s saying “I have nothing to say
just to show” perhaps should not be considered as accidental
Cicero, Partitiones Oratoriae, 20.

Rhetorica ad Herrenium, IV, 68: “Demonstratio est, cum ita
verbis res exprimitur, ut geri negotium et res ante oculos
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videatur [...] Statuit enim rem totam et prope point ante
oculos”.

Carlo Ginzburg, “Descrizione e citazione”, in I filo e le tracce.
Vero falso, finto. Feltrinelli, Milano 2006, p. 21.

On “traces”: Carlo Ginzbourg, «Clues. Roots of an evidential
paradigm” in Panagiotes Poulos (eds), On construction. Topika
B, EMEA Nisos, Athens 1996, p. 55-88.
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Euyevikn mapax@pnon tou KaAATéXvn

AEZMOINA MEIMAPOTAOY
Body of Evidence, 2011

Ypaopa Tunwp€vo Kal KEVINPEVO, KapPItowPEVO

o€ xapti Somerset

100% Bappaxt

48x33x0 K.

Euyevikn mapaxopnon mg KaAMEXvVISog

KYPIAKOX MOPTAPAKOX

Xwpic titAo, 2010

AGd1 oe xapPa

70x50 ex.

Euyevikn mapaxopnon tou KaAATéxvn
ka1 mg ['kadepi Zoupmouddkn

KOLTAL MMALANOX

Tonog @dvraoua, 2009

Toyog (expayeio marétag), AeUukég oehibeg A4
60x80x85 €x.

EuyeviKkn mapax@pnon 1ou KaAAExvn

ka1 tng I'kadepi IAedva Touvia

AHMHTPHX ZONOTAQY

Xwpig titho, 2011

Kapéveg oedideg PiPAiou / xpodpa, kepi kal mdta
oe kapPa

80x420 ex.

Euyevikn mapax@pnon tou KaAAExvn
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NIKOX MAMAAOMOYAOL

Xwpig titho, 2010

MolUp1 oe xapti

40x40 ex.

Euyevikn mapaxapnon mg KaAMExviSog
ka1 g I'kadepi AA

NINA MAMAKQNZITANTINOY

Incomplete Word (Creation), 2003
MoAup1 og xapti

25x115 ex.

Euyevikn mapax@pnon g KaAMExviSog

EYTYXHE MATEOYPAKHL

XYxeAerog, 2008

KoAMGT amroé umodeippata gwioypapiiv autdtniag
58,2x55,7 ex.

Euyevikn mapax@mpnon tou KAaAMTEXvn

ka1 g I'kadepi EAévn Kopwvaiou

MAPIA MOAYZQIAOY

2010

Add1 og xapPa

110x150 ex.

Euyevikn mapax@pnon tou KaAMTEXVN Kal TG
Ikadepi AA

KYPIAAOL LAPPHX

Finnegan’'s wake, 2000 - 2004

MIKTN TEXVIKA

90x152x40 ex.

To épyo avnkel otn Yuldoyn tou Makedovikou
Mouoeiou

TUyxpovng Téxvng / Awped ToU KAAMTEXVI

T'a tov M.D., 2006

MIKTN TEXVIKA

135x25x25 ex.

To €pyo avnkel ot Xulloyn tou Makedovikou
Mouoeiou

Yuyxpovng Téxvng / Awped TOU KAAITEXVN
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AITEAIKH IBOPONOY

Xwpis titho (Hépog Tng oe1pdg Landscapes behind),
2010

Extinwon inkjet oe apxelaxo xapti, emko Anon
oe dibond

55x55 ex.

Movadiko avtitumo

Euyevikn mapaxgpnon mg KaAMTEXvVISog

EYANBIA TZANTIAA

Ipdypara (1-4), 2008

Ddwroypapia

42x32 ex. / xaBepia

Euyevikn nmapaxopnon mg KaAAExviSog
ka1 mg I'kadepi Zoupmouddkn

KOXTAL TEOAHL

APpady Mmevapdyia, 2011

AkpuAIKO, Xp®pa aroupiviou, podup1 oe kapPd
50x40 ex.

Euyevikn mapax@pnon tou KaAAExvn

ka1 tng I'kadepi The Apartment

Mopvexa ®piing, 2011

ARpUMIKO, Xpopa ahoupiviou, poAGP1 oe kapBa
50x40 ex.

Euyevikn mapaxmpnon tou KaAATéXvn

ka1 g I'kadepi The Apartment

Avrdpreg, 2011

AxpulIKO, Xpopa aroupiviou, podup1 oe kappd
140x100 ex.

Euyevikn mapax@mpnon tou KaAATEXvn

ka1 tng I'kadepi The Apartment

TAZOX XPIZTAKHZ

Xwpig titAo, 2005 - 2008

Xapti, 0paopa

41.5x35x8 ex.

Euyevikn mapaxmpnon tou KaAATéxvn

REFERENCE / REPRESENTATION

LIST OF WORKS

NIKOS ALEXIOU

Iveron Monastery - Lace, 2003
Paper, string, reed

240x240 cm

Courtesy of Kaliopi Alexiou

ANNA ANTALOUDAKI

Europa - color study, 2011
Acrylics on paper
97x127 cm

Courtesy of the artist

KOSTAS BASSANOS

Ghost Place, 2009

Plaster (pallet cast), A4 white pages

60x80x85 cm

Courtesy of the artist and Ileana Tounta Gallery

TASSOS CHRISTAKIS
Untitled, 2005 - 2008
Paper, textile
41.5x35x8 cm
Courtesy of the artist

EIRENE EFSTATHIOU

On A Natural History of Loss, 2007-2009

Pencil, colored pencil, watercolor on 9 panels
13x13 cm / each panel

Courtesy of the artist and Eleni Koroneou Gallery

MAURICE GANIS
Ambulance, 2010

Oil on canvas
80x120 cm

Courtesy of the artist

SIMIS GATENIO

Shem Tov, 2011

Processed photography mounted on K-Fix
14.5x29.7 cm

Courtesy of the artist

YIANNIS GRIGORIADES
Urban floors, 2011
Plaster and mixed media
Dimensions variable
Courtesy of the artist

APOSTOLOS KARASTERGIOU

Half plinth, 2004

Pencil on paper, perspex, alumunium

100x75 cm

Courtesy of the artist and Siakos Hanappe Gallery
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DIMITRIS KSONOGLOU

Xwpig titAo, 2011

Burnt book pages / color, wax and dishes on
canvas

30x40 cm

Courtesy of the artist

GEORGE LAPPAS
Jumper, 2000

Copper and iron
70x50x133 cm
Courtesy of the artist

DESPINA MEIMAROGLOU

Body of Evidence, 2011

Printed and embroiden cotton fabric pinned on
100% cotton Somerset paper

48x33x6 cm

Courtesy of the artist

KYRIAKOS MORTARAKOS

Untitled, 2010

Oil on canvas

70x50 cm

Courtesy of the artist and Zoumboulakis Galleries

NINA PAPACONSTANTINOU
Incomplete Word (Creation), 2003
Graphite pencil on tracing paper
25x115 cm

Courtesy of the artist

NIKOS PAPADOPOULOS

Untitled, 2010

Pencil on paper

40x40 cm

Courtesy of the artist and AD Gallery

EFTIHIS PATSOURAKIS

Skeleton, 2008

Collage made of found passport photo

paper cut-out

58.2x55.7 cm

Courtesy of the artist and Eleni Koroneou Gallery

MARIA POLYZOIDOU

2010

Oil on canvas

150x110 cm

Courtesy of the artist and AD Gallery



REFERENCE / REPRESENTATION

KYRILLOS SARRIS

Finnegan’'s wake, 2000 - 2004

Mixed Media

90x152x40 cm

The work belongs to the collection of the
Macedonian Museum of

Contemporary Art / Donation of the artist

For M.D., 2006

Mixed Media

135x25x25 cm

The work belongs to the collection of the
Macedonian Museum of

Contemporary Art / Donation of the artist

ANGELA SVORONOU

Untitled (part of the series Landscapes Behind), 2010
Inkjet print on archival paper mounted on dibond
55x55 cm

Edition of 1

Courtesy of the artist

YIANNIS THEODOROPOULOS

Tomas, (Inspired by Ingmar Bergman’s movie “Winter
light”, 1961), 2011

Photography

70x50 cm

Edition of 5

Courtesy of the artist and AD Gallery

EVANTHIA TSANTILA

Things (1-4), 2008

Photography

42x32 cm / each

Courtesy of the artist and Zoumboulakis Galleries
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KOSTAS TSOLIS

Abraham Benaroya, 2011

Acrylic, aluminium color, pencil on canvas
50x40 cm

Courtesy of the artist and The Apartment Gallery

Morneha Frizis, 2011

Acrylic, aluminium color, pencil on canvas
50x40 cm

Courtesy of the artist and The Apartment Gallery

Rebels, 2011

Acrylic, aluminium color, pencil on canvas
140x100 cm

Courtesy of the artist and The Apartment Gallery

BABIS VENETOPOULOS

one - Way, 2011

Video and construction

Wood, iron, monitor 24", media player, video SD
16:9

Duration 32h 3’ 05” loop

50x70x45 cm

Courtesy of the artist

THEODOROS ZAFEIROPOULOS

The 6B T-shirt, 2006

Graphite 6B on t-shirt, hanger, plexiglas
90x56x5 cm

Courtesy of the artist and Elika Gallery
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