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“O lMeppdpuep, e to I kepalaio, eivar évag dvBpwrog ev dpdoel. Aev eival évag dvBpwrrog mou evaapkwvel To poAo evég dAou. Eivai o xo-
pEuTrig, 0 IEp€ag, o moAepotrig: Bpioketal €§w amé ta kaAArtexvikd €idn. H teAetoupyia eival n mep@dppuave, pia exteAeopévn dpdon, pia mpdén™.
[€pdu Tkpotdpoki

To EMnvikd Kévtpo tou AieBvoug Ivotitoutou Oedtpou, pe tn Aiemotnpovikiy Hpepida «O Performer otov 21° Aikvay, emdiwkel
pia yévipn oudiitnon o évav avoixtd SidAoyo pe To KOIVO Kal T CUHHPETOXI) avBpwmwy mou €xouv kdvel otdon {wig Kal kabnuepivii
mPAag&n tnv evepyr] EvacxoAnon He TG TEXVEG Kal TOV TTOAITIONO.

To EMnviké Kévtpo tou AieBvoug Ivotitoutou Oedtpou @idoSo&ei va cuvelopépel ot otripi§n Tou ouyxpovou eAANVIKoU TToAItiouoU
kair va avadei&el tooo TG Suvatdtnteg doo Kal Ta EMTEUYHATA TG EYXWPIAG TAPAYWYNG TWV TTAPUCTATIKGY TEXV®V.

2ToxeUel OTNV TEPAITEPW AVATTTUEN, TOV EKOUYXPOVIOHUO Kal TNV EVAPHOVION TNG TOIKIANG Tou Spactnpidtntag Pe TG avdykeg tng
emnoxrng, evw mapdAnAa opilel pia véa mopeia evepyous oUPPETOXIG TOoo otov EANadiké doo Kkar otov Aigbvi) xwpo twv mapacta-
TIKWV TEXVWV.

Me g mapandvw okéeig kai ) BouAnon éu n Aiemotnpovikr Hpepida pag «O Performer otov 21° Aikva» Ba eivar 1Siaitepa -
KUCTIKI] Og €mOTnpoVIKS emimedo kabwg kar étl Ba dwoel tnv eukaipia yia evnpépwon, avtaliayr kai avatpogodaotnon 18wy, Ba
10eAa va euxapiotriow Beppd tnv EmpeArtpia, pélog tou A.X. tou E.K.A.L.O., Adktopa Xwdrta Mkouvtolva yia tnv amoteAecpatiki
nipoetolipacia tng Huepidag kar tnv e§aipetiki} emAoyr} Twv opIANToV.

Emiong, mpoowmikd alAd kai ek pépoug Tou A.X. tou E.K.A.L.O. 181artépwg euxapiotoupe tnv tetpapelr] opdda Siaxeipiong, EMKoIVWVi-
ag kai Siopydvwong, yia Aoyapiacpd tou E.K.A.L.O., BeBaiwg kal SAoug TouG CUPPETEXOVTEG, TTAVEMOTNHIAKOUG, ICTOPIKOUG TNG TEXVNG,
€PEUVNTEG Kal KAAITEXVEG, euxopevol eykdpdia Kahr Emtuxia.

EppavounA Koutooupéhng
Mpdedpog tou Aloikntikol ZupBouliou
tou EMnvikou Kévtpou tou AieBvoug Ivotitoutou Oedtpou



“The performer, with a capital Bis a human in action. Not a human who embodies the role of another. Is the dancer, the priest, the warrior: located
beyond artistic media. The ritual is performance, an executed activity, an action.
Jerzy Grotowski

The Hellenic Centre of the International Theatre Institute organises the interdisciplinary one day conference «The Performer in the
2I** Century», so as to evoke a productive and creative dialogue with people whose life stance and everyday practice is the active
engagement with arts and culture.

The Hellenic Centre of the International Theatre Institute participates in the present action aspiring to contribute in supporting
contemporary Greek culture and to highlight both the potencies and the achievements of the local performing arts production. By
supporting and promoting abroad the work of greek artists and by setting off high quality projects, we wish to add not only to the
achievements of the artistic community, but to the expansion of the role that performing arts play within greek society as well.

With the above in mind, and with the promise that the scientific agenda of «The Performer in the 2I** Century», will be particularly
attractive and will offer the opportunity for information, and exchange and feedback of ideas, | would like to express my warmest
thanks to the organising chair of the conference: Dr Sozita Goudouna, Member of the Board of the Hellenic Centre of the ITI for the
selection of the keynote speakers and for the successful organisation of the one-day conference.

With the financial support form the Ministry of Culture and Sports through a National Strategic Reference Framework program we
have been able to organize this one-day conference. |, personally,and on behalf of the Board of Directors of the Hellenic Centre of the
ITI, would like to thank the four-member team set up to manage, communicate and organize the event for the Hellenic Centre of the
ITI,and all the participating artists, academics, researchers, art historians, as well; we wholeheartedly wish them the best of success.

Emmanouil Koutsourelis
President of the Board of Directors
of the Hellenic Centre of the International Theatre Institute



O ITEPO®OPMEP XTON 21° AIQNA: TIpoceyyiceig tng Huepidog

Qg pélog tou Aloikntikou Zupfouliou tou EMnvikou Kévtpou tou AieBvoug Ivotitoutou Oedtpou Kkai unetBuvn yia to oxeSiacud
g Aiemotnpovikrig Hpepidag pe titho “O Performer otov 2I° aidva,” pe 181aitepn xapd oag kalwoopilw oto I18pupa MixdAng
Kakoyidvvng.

To EKAIO éxel mapapeivel péow tng €peuvag Kal tng ouvexi{Opevng eKMaiSeucng twv PeAOV Tou otnv aixpr Tou 8épatog otnv
mapaywyr Kal e§AnMAwon MOTNPOVIKIG YVWONG TTou agopd og OAEG TIG EKPAVOEIG TWV TTAPACTATIKWY TexvwV. To Béua tou Yuvedpiou
avapEpeTal ot CUVEXH avdykn yld EVNUEPWHEVN YVWOn Kal TANpo@opia o€ OXEoN e TIG JETATOTTIOEIG Tou poAou Tou performer otov
21° aiwva kabwg aAnAemSpd Pe TG EIKACTIKEG TEXVEG, TIG VEEG TEXVOMNOYIEG, TNV eMOTHUN, TN Blo-téxvn (bio-art) kal tn xopoypagikn
épeuva.

Kupio péinua g Hpepidag eivar n mapouciaon tng olyxpovng kaANtexvikig Snuioupyiag kar €peuvag, péca amo to eANVIKS
mapddelypa Kal TG mapaywyEg eMAEYPEVWY OPASwV TIEPPOPPAvG Tou Telpapati{ovtal e VEEG XPIOEIG TWV PnPIak)V HECWV OTn
OKnvoypagia Kai ota EIKAoTIKA, He VEOUG TPATIOUG CUVEPYATiag Kal avamapdotdong, JE VEEG SpaPaToUPYIKEG OTPATNYIKEG KAl TPOTIOUG
SnuIoupyiag XPOVIK@Y Kal XWPIKWV CUCXETICH®V.

Bplokdpaote avup€Twmol ue auteg TG VEEG TAOEIG Kal TexvoAoyieg ou avapgifoia Ba ald&ouv oto KovTtivd 1 oTo anwtepo pEAov
T0 TPACWTIO TWV TIAPACTATIKWV TEXVWY. YTTO aUuTEG TIG ouvlrkeg, n ouvexi{opevn ekmaibeuon kai Siatopeakr) aAnAemidpaon B<tel
™ Bdon tng a§loAdynong tng Siabéoiung BipAloypagiag yia va epappootei emdégia n Oewpia otnv MNpd&n kar amo g KaANITEXVIKEG
Spdoeig mou Ba Siapoppwbouv Ba pumopéael va evioxuBei kal n Oeswpia Twv Mapactatikdv Texvav.

Oewpoupe 6u n emroyry Siebvoug epuPéreiag OpIAntwyv Tou Ba Mapoucidoouy v eKTeV Toug gumeipia o B€épata mou agopouv
OTIG TTAPAcTATIKEG TEXvEG Ba avtamokpiBei otig mpoodokieg Tou Koivou. Q¢ opyavwtiki emtponr Ba Béhape va guxapiotricoupe
Beppd Toug MIPOCKEKANUEVOUG OMIANTEG PAG Ol OTToIol PE TO KUPOG KAl TNV EMOTNHOVIKOTNTA TOUG CUVEICQEPOUV Td PEYIOTA OTNV
emtuxia tou ouvedpiou. Oa BéAape va euxapiotriooupe emiong 6Aoug toug cuvadélpoug. Téhog, N Huepida Sev Ba pmopouloe va
mpaypatomoinBei xwpig tn ouyxpnuatoddtnon tng EAAaSag kai tng Eupwrnaikrig ‘Evwong, yia tnv omoia eigjacte euyvwUoveg.

X w{nta lcouvtouva
Aiddktwp Oewpiag Oedtpou & Téxvng,
Aiopyavartpia tng Hpepidag wg Mélog tou EKAIO



THE PERFORMER IN THE 21**CENTURY: Conference Perspectives

As a member of the Board of the Hellenic Centre of the International Theatre Institute and organizing chair of the Interdisciplinary
Conference entitled “The Performer in the 2I** Century,” | am pleased to welcome you to the Michael Cacoyannis Foundation.

By means of research and the continuing education of its members the Hellenic Centre of ITI has been at the forefront of the promo-
tion and dissemination of knowledge in all aspects of the performing arts.The theme of the Conference refers to the constant need to
update knowledge and information in relation to the shifts of the performer’s role in the 2I** century as s/he interacts with the visual
arts, new technologies and media, science, bio - art and choreographic research.

The main concern of the conference is the presentation of contemporary art and research, through the Greek paradigm and the pro-
ductions by performance groups that experiment with new uses of digital media in stage design and the visual arts, with new ways of
collaboration and representation, with new dramaturgical strategies and ways of creating temporal and spatial correlations.

We are currently challenged with new trends and technologies that will undoubtedly change in the near or distant future the per-
forming arts. Under these circumstances, the continuing education and interdisciplinary interaction sets the framework for the critical
evaluation of the available bibliography and scientific data so as to skilfully apply knowledge and techniques to practice.

The scientific programme of the Conference will be an ideal platform to critically analyze and to propose new approaches from the
standpoint of different specialties related to the performing arts. We believe that the choice of international Speakers will present
their extensive experience in matters relating to the performing arts will meet public expectations.

Special thanks are due to our invited speakers who are kind enough to deliver their keynote speeches in various fields of the arts,
thereby contributing substantially to the success of the conference.We would also like to thank all colleagues who contributed in
various ways. The Conference received financial support from the Greece and Europe, which is hereby gratefully acknowledged.

Dr Sozita Goudouna

Art and Theatre Theorist,

Conference Organising Chair and Member of the Board of Directors
of the Hellenic Centre of the ITI



[TPOI'PAMMA HMEPIAAX

9.30-10.00
Mpooéleuon-Eyypaepr

10.00-10.05

Xaipetriopés MMpoédpou A.%. tou EKA.LO.
EppavounA KoutooupéAng

2knvoBétng, Mpdedpog tou A.Z. tou EAnvikou
Kévtpou tou Aigbvoug Ivotitoltou Oedtpou

10.05-10.15

O MEP®OPMEP ZTON 2I° AIQNA: lNpooeyyioeis te Huepidag
2 w{rta lkouvtouva

Aiddktwp Oewpiag Oedtpou & Téxvng, Alopyavatpia

s Huepidag wg Mélog tou EKAIO

O MNEPP®OPMEP XTO AHMOZXIO XQPO:

MPQTOTYTEZ MOP®EX XYNEPTAZIAZ
Mapouaiaon-Pecha Kucha

Ocatpikég MNpaktikég otnv EAGSa: 'EEl Zoyxpoveg Ouddeg

10.15-10.30

Nova Melancholia

10.30-10.45
MKultra

10.45-11.00
Bijoux De Kant

11.00-11.15
Blitz

11.15-11.30

The Erasers

11.30-11.45

Medea Electronique

11.45-12.00
Aidheippa

H METATOTMIXH TOY MNMEPOOPMEP: NEA
MEZA, TEXNOAOTIEX KAl HXOX

12.00-12.20
VOICE-O-GRAPH
Mavog XapaAdpmoug
Mputavng AXKT

12.20-12.40

KaAArexvikoi Meipapatiopoi oto MAaioio Epfubiotikav
YBpibikawv MepiBarréviwv EmtéAeong

Anpritpng Xapitog

Emikoupog kabnyntrig oto Tprjpa Emkoivwviag

kar MME tou Mavemotnpiou ABnvaov

12.40-13.00

Wnepiakry Xeipotexvia kai o Anuioupyds wg Performer
Ag@poditn Wappa

Eikaotikdg kai AiSdktwp tng Xxohrg Kahwv Texvav
tou Mavemotnpiou Complutense tng Madpitng

13.00-13.20

Tracking Life? Néeg EmteAeotikég Mpaktikég

otv Enoxrj ¢ Aedopevomoinong

Adevn Apaywva

Oewpnukdg Néwv Méowy, EmpeAitpia Transmediale

13.20-13.40

Aiahoyikég TexvoroArtikég o€ Anudoieg EmteAéoeig

Kwotag NtagAog

Apxitéktwy, Eikaotikdg, Emikoupog Kabnyntrig,

2xoMf} Apxitektovwy Mnxavikey, EBviké MetodPio Molutexveio

13.40-14.00

H EmitéAeon tng Zuveidnong oto €pyo tng Karen Casey
«MAANHTIKOZ NOYZX» (GLOBAL MIND PROJECT)
Avva Xatdnyiavvdkn

lotopikdg Téxvng - Mpoedpog MKO ARTOPOS

14.00-14.30

Aiakor yia yeopa



TO AIEYPYMENO TMEAIO: XYXXETIXMOI
TON MAPAZTATIKON KAI TON EIKAXTIKON
TEXNQN KAl THX APXITEKTONIKHX

14.30-14.50

O PéAog tou KarAitéxvn otic Metd - MNeppdppavg KaAitexvikég
Mpaxtikég péoa amé to EAAnviké Mapdderypa

Ale§avdpa Aviwviddou

lotopikdg Téxvng-Ymoyrigia AiSdktwp, Mavemotripio ESipBoupyou

14.50-15.10

X[Q]PO-TPA®IEZX: Design Through Performance
KuB£An Avactaociasdn
Apxitéktwv-TNeppoppep, University College
London, Bartlett School of Architecture

15.10-15.30

EmiteAwvtag tig Amotuxieg tou Oupaviauou:

yia v Abduvapia tng Koivwvikrig Zuykivnong

Kwotrig ZtapuAdkng

Oewpnukdg Téxvng kar Eikaotikdg, Ap. moAItikiig emotipng.
Evtetaluévog Sidaokaiiag otn MoKE tng AXKT

15.30-15.50

To Zwo otnv lNeppdppavs n MNMag va e€nyroeig tov

NeoliAiopué oe évav (oxedov) Nexpé ZkuAo

Eiprivn lepoyidvvn

lotopikdg kar Kprtikdg Téxvng, Ymoyrigia AiSdktwp, Turpa
Apxitektévay, Apiototédeio Mavemotripio ©ecoalovikng

15.50-16.10

H Emidpaon tng Cyborg Xxnvoypagpiag otnv Performance
Art: Koivwvikd Mnviuata kai Npoektdoeig

Eppavouéha Boyiat{akn Krukowski

Yknvoypdegog, Yrmoyrgia Aiddktwp

16.10-16.30

Zuppetoxikég Meppdpuave: H Apauatoupyia tou Kdbe Evig
Xpioudva lahavorouAou

lotopikdg Téxvng, Kalitexvikr AieuBivipia tou MIRFestival

O MEPP®OPMEP ZTON 2I° AIONA: TYTTOAOTIEX
2TO ZYITXPONO ©EATPO

16.30-16.50

MMepgdpuep: Tumodoyieg kai Koivotomieg otnv EAAnvikn Zknviy
Mwpyog Lapmatakdkng

Emikoupog Kabnyntrig ©satporoyiag oto Turjpa
Oceatpikwv Zmoudwv tou lNavemotnpiou Matpwv

16.50-17.10

Téxvo-urokpitikr Kai o Metatomopévog PéAog tou
Meppopuep oto Zuyxpovo Oatpo tou ZknvobETn
XtéAa Kepapida

Aiddktwp Oeatpohoyiag, ZknvoBétig, Exmaideutikdg

17.10-17.30

Paivopevoloyia tou Zwpatog kai Epunveia e AvtiAngng:
H Evowudtwon g Eumeipiag otn Xxéon Méppopuep-Korvou
Aiovucia Mmoudicrtn

Oeatpoldyog

17.30-17.50

Evoapkawvovtag v lNapousia: Epunvevovtag 1o Catastrophe
Mischa Twitchin

Epeuvntric tng Bpetavikrig Akadnpiag, Aéktopag

kar Aiddktwp Oeatpoloyiag Queen Mary,

University of London, ISputiké Mehog Shunt Theatre Collective

17.50-18.10

2KkéYelg, Epwtrioeig, Zupnepdopata



ONE - DAY CONFERENCE PROGRAMME

9.30-10.00

Registration

10.00-10.05

Welcome speech by the President of the Board

of Directors of the Hellenic Centre of the ITI

Emmanouil Koutsourelis

Theatre Director, President of the Board of Directors of the
Hellenic Centre of the International Theatre Institute

10.05-10.15

The Performer in the 2I* Century: Conference Perspectives

Dr Sozita Goudouna

Art and Theatre Theorist, Conference Organising Chair and Member
of the Board of Directors of the Hellenic Centre of the ITI

THE PERFORMER IN THE PUBLIC SPHERE:

NEW WAYS OF COLLABORATING

Pecha Kucha

Theatre Practices in Greece: Six Contemporary Groups

10.15-10.30

Nova Melancholia

10.30-10.45
MKultra
10.45-11.00
Bijoux De Kant
11.00-11.15
Blitz
11.15-11.30

The Erasers

11.30-11.45

Medea Electronique

11.45-12.00
Break

THE PERFORMATIVE TURN: NEW MEDIA,
TECHNOLOGY AND SOUND

12.00-12.20

VOICE-O-GRAPH

Panos Charalambous

Vice Chancellor Athens Fine Art School

12.20-12.40

Artistic Research in the Context of Immersive

Performative Hybrid Environmental Experiences

Dimitrios Charitos

Assistant Professor, Department of Communication and Media
Studies, National and Kapodistrian University of Athens

12.40-13.00

Digital Craftsmanship and the “Maker” as a Performer
Afroditi Psarra

PhD, Media Artist and Researcher of the Complutense
University of Madrid in the Field of Image,

Technology and Design

13.00-13.20

Tracking Life? New Performative Practices in The Era of Datafication
Daphne Dragona

New Media Theorist, Curator at Transmediale

13.20-13.40

Dialogical technopolitics in public performances
Kostas Daflos

Architect,Visual Artist, Assistant Professor,
Architecture Department,

National Technological University of Athens

13.40-14.00
Performing Consiousness in Karen Casey’s «GLOBAL MIND PROJECT»
Anna Hatzigiannaki

Art Historian, Director at NGO ARTOPOS

14.00-14.30
Lunch Break



THE EXPANDED FIELD: INTERSECTIONS BETWEEN THE
PERFORMING ARTS, THE VISUAL ARTS AND ARCHITECTURE

14.30-14.50

The Role of the Artist in Post-performance Artistic

Practices through the Greek Paradigm

Alexandra Antoniadou

Art Historian - PhD Candidate, University of Edinburgh

14.50-15.10

Design Through Performance

Kyveli Anastadiadi

Architect-Performer, University College London,
Bartlett School of Architecture

15.10-15.30

Performing the Failures of Humanism: on the Shortcomings of Social Affect
Kostis Stafylakis

Art Theorist and Artist, PhD in Political Science.Adjunct lecturer at the
Unit of Entrepreneurship and Innovation of Athens School of Fine Arts

15.30-15.50

The Animal in Performance Art, or How to Explain

New Materialism to a (Nearly) Dead Dog

Irene Gerogianni

Art Historian and Critic, PhD Candidate, Department of
Architecture, Aristotle University of Thessaloniki

15.50-16.10

The Impact of Cyborg Scenography in Performance
Art. Social messages and Implications
Emmanuella Vogiatzaki-Krukowski

Set Designer, PhD Candidate

16.10-16.30

Participatory Performances:The Dramaturgy of Every One
Christiana Galanopoulou

Art Historian, Artistic Director at MIRFestival

THE PERFORMER IN THE 2I** CENTURY:
CONTEMPORARY TYPOLOGIES

16.30-16.50

Performer:Typologies and Commonplaces in Modern Greek Theatre
George Sampatakakis

Assistant Professor of Theatre Studies at the University of Patras

16.50-17.10

Techno-acting and the Shifting Role of the Performer
in Contemporary Director’s Theatre

Stella Keramida

PhD in Theatre Theory, Director and Educator

17.10-17.30

Phenomenology of the Body and Interpretation of Perception:
Embodiment of Experience in the Performer-Audience Relationship
Dionysia (Denny) Bouzioti

Theatre Theorist

17.30-17.50

Performing Presence: Interpreting Catastrophe

Mischa Twitchin

British Academy Postdoctoral Fellow at the Drama Dept., Queen Mary,
University of London, Founding Member of Shunt Theatre Collective

17.50-18.10
Thoughs, Q&A, Conclusions






O MEPOOPMEP X TO AHMOXIO XQPO: NMPAQTOTYINELZ MOP®EL YYNEPTAXZIAL
[lapouciaon-Pecha Kucha
Oeartpikes [paktikes otnv EANGSa: EEl L uyxpoves Opades

THE PERFORMER IN THE PUBLIC SPHERE: NEW WAYS OF COLLABORATING
Pecha Kucha
Theatre Practices in Greece: Six Contemporary Groups



Nova Melancholia

H Nova Melancholia Spactnpiomoieital ané to 2007 oto peta-
BaA\dpevo xwpo g Beatpikng Kal €IKACTIKAG TeEpPSppavg. H
opada emXeIPEi PIa P CUCTNPATIKY XAPTOYPA@naon TOIKIA®Y
aIoONTIKWY, OTPATNYIK®V Kal KEIPEVWY TTou €xouv cupBdlel otn
Siapdppwon tng perayxoliag tng EMOXNG.

H Souleid pag akohouBei pn ypappIkEG apnyrioeIg Kal avoIXTEG
Spapatoupyieg. Zuxvd ouvumdpxouv mapdAnAeg Spdoeig, gpaivo-
MEVIKA pn OXeTI(OPEVEG, TTOU SnuioupyoUlv €va TTOAUTIPICHATIKG
tomio. H mapdotaon cuvtiBetal tehikd oto PA€upa tou KGBe Oe-
atrj: o Beatrig Ppioketal AVTIPETWITOG PE PIa TTAPEAKUCTIKI| TIOI-
TIKI WG TIPOG TO VOnd, ue £va CUMTav TIOIKIAWY Kal TTOAUTTAOK®WV
gpebiopdtwv mou Siacmouv T AoyIKr) AVTIUETWTICN Tou €pyou.
Amé to 2010 n Nova Melancholia cupmopeUetar pe dAeg cuho-
yikdtnteg (Kévipo yia tnv épeuva twv MNapactatikav Texvav |M1],
Kivhon MapiAn, KoAektifa Opdvoia) cuppetéxovtag evepyd otn
Snuioupyia kai Aertoupyia toug (Siopydvwon Xupmociou kai nue-
pidwy, oulMoyikég Siexdiknoeig amd v MNMoAiteia, evepyoroinon
tou Bedtpou EMIMPOX). Miotevoupe otn ouvepyatikn Kai Snuo-
ola @uon TG Téxvng yiati vinBoupe Twg £€tol evduvapwvetal o
EYYEVIG KOIVWVIKOG Kal TTOAITIKOG TG polog. Aiktua ouvepyaci®v
Tou u@aivovtal yUpw kai padi pe tnv Nova Melancholia mapdyouv
TTOAITIKI} p€oa amod POPYES KI OxI péoa amd SiaknpuEeig.

www.novamelancholia.gr

Nova Melancholia is active inside the ever-changing space of the-
atrical and visual arts performance since 2007. The collective at-
tempts a non-systematic mapping of various aesthetics, strategies
and texts that have contributed to the configuration of today’s
melancholy. Our work follows non-linear narrations and open
dramaturgies. Often parallel actions co-exist, actions that are
seemingly non related to each other, and which create a multi-
perspective landscape.The performance is finally composed inside
each spectator’s gaze: the spectator is confronted with dilatory
tactics in regards with the meaning, with a universe of varied and
complex stimulations that disrupt the rational taking of the work.
Since 2010, Nova Melancholia walks along with other collectives
(Institute for Live Arts Research ||, the Mavili Collective, the
Omonoia Collective), actively participating in their function (or-
ganization of Symposia and conferences, joined claims from the
State, activation of the EMBROS theatre). We believe in the co-
operative and public nature of art because we feel that thus its
inherent social and political role gets empowered. Networks of
collaborations that are being weaved around and with Nova Mel-
ancholia produce politics through forms and not through declara-
tions.



Mkultra

Katd tn Sidpkeia tng teleutaiag Sekaetiag vEeg TMEIPAPATIKEG
Bsatpikég Mapactdoeig kal ouddeg eppaviotnkav oto apiAogevo
kaMitexviké tormio tng ABrjivag. Ta culoyikd ouxvd autd eyxel-
prigata éAafav xwpa oe ampdéouevoug e§wBeaTPIKOUG XWPOUG
Kkar dnuioupynoav toug SIKoug Toug PnNxavicgoug Tapaywyng Kai
dnuioupyiag. H kaMitexvikr Siadikacia kar aicbnuikn twv opd-
Swv aut®v ouxvd emnpedotnke amd TOug XWPOUG Kal cuvorjkeg
Tapaywyrig Kai ol TapaoTAoEelg TIPOTEIVAV VEEG XPNOEI§ TG Oea-
TPIKNAG oknviig. H ouvtopn autr mapouciaon Ba emkevipwbei oe
pla ogipd amd site specific mapactdoeig kal actikég mapepPdoelg
amé v Beatpikry opdda Mkultra/F2 pe otdxo va kataypdyel
S1aQOoPETIKEG TPOOEYYIOEIG GTNV XPHON TOU KOIVOU «XWPOUY» TNG
Beatpikiig MPAKTIKIG O CUVAPTNON PE KAANTEXVIKEG TIPAKTIKEG,
ouvOIjKkeg NG TMOANG Kal BeopikoUg ammokAEIGHOUG.

H opdda Mkultra mponyoupeva yvwotr kai wg F2 Performance Unit &n-
pioupyei mapaotdoelg otnv ABrjva kai Eupwmn and to 2001. H Souleid tng
opadag mepidapPavel BeatpIkEG Kal EIKACTIKEG TEPPOPHPAVG, EYKATACTACEIS,
CUUHETOXIKEG KAl TIEPITIATNTIKEG TTAPACTACEIG, AOTKEG TapePPAoElg, K.A.
Mapaywyég €xouv mapouciaotei peta&t dAwv oto ENAnviké Peotifdl, oto
EOviké Oféatpo (AiaSpopog Amoyeiwong), oto ICA (Aovdivo), oto Shunt
(Aovdivo), kai oto Teatro Europeo (Topivo). H opada emixeipei péoca and pia
ouMloyikr Siadikacia va Snpioupyrioel MapacTacIakeéG POPUES ATTOKAEICTIKA
YlO TO CUYKEKPIUEVO XWPO OTOV Oroio Tapouaid{ovtal, TPOoTEivovTag VEEG
GUANOYIKEG a@nyrioel, aoTIKEG XPHOEIG Kal KAAITEXVIKEG TTapepPdoelg oe
X@pPoug Kkai toroBecieg tng mMOAng. Amé to 2010 n Mkultra cuvepyddetar pe
dMa culoyikd eyxelpripata kar opddeg g mOAnG otn Snpioupyia Kalhite-
XVIKOV Kal TONTIK@V TTapeUPACEWY Kal TIPOYPAPPAT®Y.

In the early 2000s a series of DIY theatrical performances took
place on both the spatial and artistic on periphery of the domi-
nant cultural landscape. These performances instituted their own
distinct networks of production and distribution while the found
locations they utilised affected the aesthetics, methods and de-
velopment of their performance practice. This paper will discuss a
series of site specific performances and urban interventions initi-
ated by Mkultra/F2 Performance Unit during the years 2002-20II.
Situated within the specific urban and cultural landscape of Ath-
ens this paper will attempt to discuss methods, manifestations
and understandings of site-specific practice at different socio-po-
litical moments during the last decade. | will attempt to trace an
evolving trajectory of ‘site-specific’ manifestations ranging from
Restricted Area (a performance-installation in the upper floor of
Bios in 2004), to Secret Location (a series of performances in se-
cret locations of the city) and other city-wide performance pro-
jects. This discussion seeks to rethink ideas of participation and
collaboration and attempts to locate performance practices and
methods in relation to cultural and socio-political circumstances
and spatial dialectics.

Mkultra, previously also known as F2 Performance Unit, makes new work
since 2001 based in Athens and London. Focusing on social architectures, ur-
ban space and structures of participation Mkultra creates distinct performa-
tive formats that exist on the borders of performance, live art, site-specific
work and urban intervention. The company has presented 25 pieces since
2001 in Greece, UK and Europe in theatres, galleries and found spaces includ-
ing Hellenic Festival (Athens), Bios (Athens), ICA (London), Shunt (London),
Teatro Europeo (Turin), National Theatre of Greece. Since 2010 Mkultra par-
ticipates in collective contexts, cultural and political initiatives of the city
including Mavili Collective, Institute for Live Arts Research and Kollektiva
Omonia.



Bijoux De Kant

H bijoux de kant 18pUBnke to AeképBpio tou 2010. AroteAeital
amd Tov eIKaoTikS Kal oknvoBEtn MNdvvn XkoupAEn, Tov Jouoiko
Kwota Aalakoupa, tov 1otopikd téxvng AAESio Mamalaxapia,
Tov KoIvwviohdyo Apn Actipoulhn, tnv cuyypagéa Eiprivn Zoupyi-
addkn, tov Kwvotavtivo XkoupAétn (AZKT), tnv noijtpia MNuke-
pia Mmaocdékn kai tn oknvoBétn HAéktpa EMNnvikicdTn.

H bijoux de kant, akohouBwvtag pe ouvéneia tig 16€eg Tou 0dij-
ynoav otn dnuioupyia g, Sev oxnuatorolgital wg pia apiywg
Beatpikr] opdda, aAAd ctoxelel oTo va amoteAéoel pia MAATQOp-
pa €peuvag kal va cuvSudoel 0Toug KOATIOUG TOouG S1apopETIKOUG
Topeig, mépav g Snuioupyikig €kpaocng.

O¢atpo kai performance, cUyxpovn HOUGCIKI Kal TEXVOAOYia Twv
Véwv péowy, lotopia tng Aoyotexviag kal Oewpia tng Téxvng,
OMTIKA ISIWPATA Kal EPUNVEUTIKEG TIPAKTIKEG €ival Ta OToIXeia
ekeiva mou n Bijoux de Kant mpoomaBei va ouvdudoel, otoxeu-
oVTag oTNV Tapaywyr] VoG MayKOOHIOU Kal GUVEXOUG aTTOTEAE-
opatog, Tou ameuBuvetal oTo eupU KOIVWVIKG owya Tépa and ta
dpia NG Kupiapxng kouAtoUpag, kabwg kar oto va avadei&er v
Téxvn og kprukr otdon.

www.bijouxdekant.com

Bijoux de kant was originally formed in December 20I0. It
consists of Yannis Scourletis (Visual Artist - Director), Kostas
Dalakouras (Musician - Composer), Aris Asproulis (Sociolo-
gist), Alexios Papazacharias (Art Historian - Curator), Eirini
Sourgiadaki (Writer), Konstantinos Scourletis (Visual Artist),
Glikeria Basdeki (Poet - Writer), llektra Ellinikioti (Director).

Theatre is the starting point that leads to the team’s estab-
lishment, although Bijoux de kant sets as its goal not to get
limited under the brand of just a theatrical group, but to be a
research platform and combine different fields, beyond crea-
tive expression.

Theatre and performance, contemporary music and new me-
dia technology, History of Literature and Theory of Art, visual
idioms and acting practices are those elements that Bijoux
de kant tries to combine in order to produce a global and
continuous result, addressed in a wide social body beyond the
limitations of the dominant culture, to highlight the artistic
art as a critical attitude.



Blitz

H Osatpikny opada blitz oxnpatiotnke otnv Abrjva, tov Oktw-
Bpio tou 2004, and toug lNwpyo Bahar, AyyeAiki Mamovhia kai
Xprioto MNMacoali. H opdda blitz oxnuatiotnke pe Bdon v
Koivp memoiBnon ot to Béatpo eival évag XWPOG OUCIACTIKIG
ouvdvtnong avBpwnwy kai avralayrig 1ISewv Kal OxI ma €vag X®-
pog emideigng de&lotitwv. Tnv avdykn toug va amavtrjoouv oto
gpWTNHA T {NTdel N KoIvwvia amd tnv T€xvn oiePaA Kal Tl urmopei
va onyaivel B€atpo otov 2lo aidva. Tnv 1I06TIPN OXEaT Twv HEADY
éoov agopd tn cUNMNYN, TN ocuyypaer, tTn oknvobeoia, tn Spa-
patoupyia kai Tnv menoibnon ot 6Aa eival uné apgiopritnon, ot
timota Sev eival ciyoupo, oute oto Béatpo oute otn (wij. MNapa-
otdoelg g opddag blitz €xouv mapouciaotei oto Théitre de la
Ville, otn Schaubiihne, Comédie de Reims, oto Thalia Theater kai
oe dMa B€atpa kal Beatpikd pecTfdA otnv Eupwmn.

www.theblitz.gr

Blitz Theatre Group was formed in October 2004, in Athens, by
Aggeliki Papoulia, Christos Passalis and Giorgos Valais. The group’s
basic principles are the following: theatre is a field where peo-
ple meet each other and exchange ideas in the most essential
way, not a field for virtuosity and ready made truths. There is a
need for answers to what society asks from art today and where
theatrical structures stand at the dawn of the 2Ist century. All
members are equal throughout conception, writing, direction and
dramaturgy, everything is to be questioned, nothing should be
taken for granted, neither in theatre nor in life. The group’s work
has been presented in Théatre de laVille, at the Schaubiihne, Co-
médie de Reims,in Thalia Theater and in other major theatres and
theatre festivals around Europe.
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The Erasers

O Erasers eival pia opdda tng omoiag to €pyo Paciletar ot

ouvBeon S1apopwv PAIVOPEVIKA ETEPOKANTWV OTOIXEIWV OTTWG:

O KIVNHaToypd@og o TPAYMATIKO XpOvo/ O HOUGCIKOG auto-
oxedlaopdg/ n performance/ to Siadiktuo/ kai ol eykataotd-
oelg. Autd ta UAIKd 1} o1 SiIdpopeg HOPPEG EVOWHAT®WVOVTAl OTIG
performance twv Erasers pe otéxo tn dnuioupyia piag cuvolikig
gumeipiag/ evdg véou “avoixtol” €pyou GTou To KOoIVO PTTopEi va
ouppetéxel diatnpwvtag Spwg v eleubepia tng Ekppaong Kai
gppnveiag. O ocuvduaopdg autwv twv SIAPOPETIKWY GTOIXEIWV
Baciletal otnv avadijtnon g opddag yia éva VEo OTTTIKO-aKOouU-
otké algdfnro. O1 Erasers amoteholv €va avoixtd KUKAwpa: N
opdda evaldooetal avdloya pe TG anaitioelg kabe mpdtdekt
Kkar dAol AertoupyoUv péoa otnv eAelBepn kal avoixtr) oudda twv
Erasers. O1 Erasers Sigpeuvouv tn duvatdtnta mapouciaong tng
Souleidg toug o éva avoixtd kal apepOANTTo KoIvo, KAt TTou
Toug emtpénel va Soukelouv xpnoiporoldviag Sidgopa Peudw-
vupa, dnwg: the instructors, the spectors kai the curators.

2|

The Erasers is a group whose work is based on the integration
of various seemingly diverse elements such as: live cinema/ impro-
vised music/ performance actions/ the internet/ and installation
techniques. These materials, or various forms are incorporated
into each of the Erasers performances with the goal of creating
an overall experience/ a new “open” work, in which the audi-
ence can be immersed and yet have the freedom of expression
and interpretation. The combination of these diverse elements
is based on the Erasers search for a new audio-visual language.
The Erasers is an open circuit: they are as few or as many as each
project demands and they all function within the free associa-
tion that the Erasers are.The Erasers search for the possibility of
presenting their work to an open and unbiased audience has led
them to work under various pseudonyms, some of these being:
the instructors, the spectors and the curators.



Medea Electronique

H Medea Electronique 16p06nke to 2006, kal amaptifetal and
Snuioupyoug mou poipddovtar t SidBeon yia mpwtornopia, Ki-
VOUPEVOI OTOV €UPUTEPO XWPO TNG olyxpovng téxvng. Evepyoi
o€ TOJEIG OMwG N MOUCIKH, N KIVOUUEVN €Ikéva, N {wypaqiki, Ta
moAup€aoa, n popTiotikr, ol S1adpacTikég texvoloyieg Kal ) mapa-
Ywyr} TOMECIKOV ekONAWCEWY, Ta PEAN TG ouddag cuyxwveu-
ouv &exwplotd media €peuvag kal MPAKTIKNG O pia pooTddeia
avamtuéng evog 18iaitepou Upoug. H Spactnpidtnta tng Medea
Electronique ocupmepidapBdvel olyxpoveg Beatpikég mapaoctd-
OEIG, TIEIPAYATIKA OTTTIKOAKOUOTIKG Spwpeva, ouvBEoeig nAektpo-
akouoTikiiG poucikiis. To €pyo tng “Soundscapes Landscapes”
(Ormrukoakouotikdg Tepinatog ot yertovid tou Néou Kéopou),
mapouciddetal autd to Sidotnua, JExp! Kai To kalokaipi tou 2015
otn Xtéyn lpappdtwv kai Texvav. MNapdAnAa, auté tov Kkaipd,
mapadidel ogipd oegpivapinv yia T mixed media art oto Kévtpo
Emoxentav tou Kévtpou Mohitiopou 16pupa Ztaupog Nidpxog
(KMIXN).Aouleid tng €xel mapouciaotei oto Mouoeio Mmevdin,
oto ‘16pupa MixdAng Kakoyiavvng, oto faMiké Ivotitouto ABn-
vV, og pecTIBAA kal Siopyavioelg.

www.medeaelectronique.com

Medea Electronique was formed in Athens Greece in 2006, in-
spired by a play of words, Medea versus Media. It is a cooperate
group of individual artists that share a predisposition for innova-
tion in performing arts.Working in fields like music, video, design,
painting, multimedia, robotics, interactive technology and media
production, we allow the integration of our distinctive areas of
research and practice to define a unique style in the realization of
various projects - from multimedia theatrical plays to experimen-
tal audio-visual shows and from electroacoustic compositions to
human-machine-computer interfaces. Medea Electronique also
organises Koumaria Residency,an annual cross-arts residency. Me-
dea Electronique present the project “Soundscapes Landscapes”
(an audiovisual walk in the neighborhood of Neos Kosmos), until
the summer of 2015 at the Onassis Cultural Centre.

Moreover, the collective delivers a series of seminars about mixed
media art at The Visitors Center at the Stavros Niarchos Founda-
tion Cultural Center (SNFCC).They have presented their works
at: the Onassis Cultural Centre, the Benaki Museum, the French
Institute of Athens, and they have participated in various concerts
and festivals.
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H METATOINIXH TOY NEPOOPMEP: NEA MEXA, TEXNOAOTIEX KAl HXOX

THE PERFORMATIVE TURN: NEW MEDIA, TECHNOLOGY AND SOUND



VOICE-O-GRAPH

Mavog XapaAdumoug
Panos Charalambous

«.....Aev Bwrievel tdxa eudg toug idloug pia mvorj Tou aépa mou mepi€fale Toug
npoyevéatepoug; Aev undpxel oTIG PWVEG TTOU APOUYKPadOpacte pia nxw 60wv
€xouv orjuepa olyoei»

B. Mmévyiauiv
«lia v évvoia tng lotopiagy

POST- MORTEM

To lMpdypappa pe tov yevikd Titho voice-o-graph pepipvd, amo-
oKorei otny kataypagr - g Nekpoloyia - SAwv Twv avBpwivev
vV aveaip€twg, motevovtag avd ndoa wpa Kai oTypn - €8¢k
Kal Tpa - og piav Avdotaon xwpig Mecoiavikég avapoveg, Sixwg
BiBAIkég exhapmpuvoelg aA\d wg cupTradnuKég evépyeleg emava-
XpPNonG - EMKAIPOTOiNoNG.

Me 1 PoriBeia aixpwv....., To aykddi tou pédou, o kKuvéSovtag
NG Tiypng, To VUXI Tou aprmaxtikoy, To pUAAo Tou aBdvatou-apd-
pavtou, ta €idn PeAdvag MK-at, EVIOXUT®V Kal JEYAP®VWY, {wvta-
VEUEI TIG KATAYEYPAUPEVEG PWVEG

(Siokol, kaogteg KA. )

O Mdvog XapaAdpmoug yevvribnke otnv Axapvavia to 1956. Xnoudace
otv AXK.T. ABnvav, pe kabnynt tov N. KeooavAij. Eivar Mpdtavng kai
kabnyntig oty A.Z.K.T. ABrivaq. ‘Exel mapoucidoel oe atopikég ekBéoelg ta
€pya tou «2008-2014 AQUIS SUBMERSUS»,«TOBACCO AREA 1986-20I1»,
«Voice-O-Graphy, «Phonopolisy, «Wuxaywyia Il», «1496 - 2000, como humo
se vay, «Wuxaywyia I», «IXOYZXy, «Concerning fishingy, «<KamnvoAdyio - story
of tobaccoy. ‘Exel AdBel pépog oe opadikég ekBéoeig otnv EAAGSa kal to
eEwtepikd: «Pwvégy Bivieosykatdotaon kai Meppdpuavg, CAMP, ABriva /
«eidog»-Un art contemporain de Gréce. Institut Supérieur des Beaux Arts
de Besangon,Vidéo Capitale 2013» Fresne-Saint-Mames, laMia / «Break-
through» - ARCO, Madpitn / «O1 MNpwtondpoiy, Makedoviké Mouceio,Ogo-
calovikn / «42eme Salon de Montrouge,«ArtKdln»,lkakepi Michael Beck,
Kolwvia/ «Naumaktog», MoAtiotiki Mpwtetouca tng Eupwnng’96, Tickon,
Kormeyxdyn/ «Metapopewoeig tou Movtépvou - H eNnvikr epmeipiay, EOvi-
Kk} Mivako®rikn / «Ogrodyy, Moégvav, Mohwvia / «Gagnes sur mery, Nikaia,
TaMia / «Kunst-Europa-Eikaotiké Eupwraikd Tormio»,Bepohivo / Thaokdpn
«Mohtiotuikr MNpwtevouoa tng Eupwmmg90» / «3n Mmevake Néwv, Meoo-
yelakav Xwpwvy, Bapkehavn / «2n Mmevdle Néwv, Mecoyeiakiv Xwpwvy,
Oeaocalovikn.

25

“Are we not touched by the same breath of air which was among that which came
before? Are there not in the voices that we lend our ears an echo of those now
silenced?

Walter Benjamin,
On the Concept of History

POST- MORTEM

The project Voice-o-Graph aims to record -as Obituary- all hu-
man voices, without exception, believing here and now in a Resur-
rection without Messianic patience, without biblical illuminations
but in empathetic actions of re-use and synchronicity. With the
help of the thorn of the rose, the bicuspid of the tiger; the claw of
the predator, the sheet of the immortal-amaranth, the needles of
the turntables, the amplifiers and the loudspeakers, the recorded
voices are animated (Discs, cassettes, etc).

Panos Charalambous was born in Acarnania, Greece in 1956. He studied at
the School of Fine Arts Athens with Professor N. Kessanlis. He is the vice
chancellor and professor at the School of Fine Arts Athens. He has shown
in solo exhibitions projects «2008-2014 AQUIS SUBMERSUS», «TOBACCO
AREA 1986-20ll», «Voice-O-Graphy, «Phonopolis», «Animation Il», «1496 -
2000, como humo se va’ ‘Entertainment I», «PISCES», «Concerning fishingy,
«Kapnologio - story of tobacco». He has participated in group exhibitions
in Greece and internationally: “Voices” video installation and Performance,
CAMP, Athens/ ‘type»-Un art contemporain de Gréce. Institut Supérieur des
Beaux Arts de Besangon, Vidéo Capitale 2013 Fresne-Saint-Mames, France
, «Break-through»- ARCO, Madrid"The Pioneers”, Macedonian Museum,
Thessaloniki «42eme Salon de Montrouge, «ArtKoln” Gallery Michael Beck,
Cologne “Nafpaktos” Cultural Capital of Evropis’ 96, Tickon, Copenhagen
“Metamorphoses of the Modern - The Greek experience”, National Gallery
«Ogrody», Poznan, Poland «Gagnes sur mery, Nice France «Kunst-Europa-
Visual European Landscape”, Berlin Glasgow “Cultural Capital of Evropis’90”
“3rd Youth Biennale of Mediterranean Countries”, Barcelona ‘2nd Youth Bien-
nial, Mediterranean Countries “, Thessaloniki.



Koiteyvikoi Iepapaticpol oto IThaicio Eppovbictikov
Y Bpowav HepiBarioviov Emitéleonc
Artistic Research in the Context of Immersive Performative
Hybrid Environmental Experiences

Anpritpng Xapitog
Dimitris Charitos

H eiorjynon emkevtpwvetal otnv petatporr g oxéong peta&u
TWV KAANTEXVWV Kdl TOU Kolvou, oto TAdicio epfubioTtikwy, a-
ANAEMSPACTIKOV KAMITEXVIKQOV EUTIEIPIOV TTOU TTapouciddovtal
oe miepIfdAovta BSAwv Kabwg Kal oTov TPOTO e ToV omoio ol
eumeipieg autég Siapecolafouvtal dtav eicdyoupe €va eminedo
emtéleong otnv ouvoAikr] olvBeorn). tnv eiorjynon Ba oudntn-
Bouv pia ceipd amd kaANitexvikd melpdpata ta omoia €Aafav
xwpa ot euPubiotikd kar alnAemSpactikd mepifdAlovta tunmou
B86Aou, oto mAaicio tou gpeuvntikou €pyou EMDL. ©a yiver emi-
ong n mpoomdBeia va avaluBei o pdAog g opddag emtéleong
mou €Aafe p€pog ota Melpdpata autd og OXEoT He To POAO TwV
urtoAoimwv Spwvtwv mou alnAemdpouv kal mpochapfdvouy au-
TEG TIG EMTTEIPIEG.

O Anprjtpng Xapitog eival emikoupog kabnyntig oto Turua Emkoivwviag
kai MME tou Mavemotnpiou ABnvav, dmou 8iIddokel pabrjpata mou agopolv
otV Pn@lakr Téxvn, TNV emKoivwvia avlpdmou-unxaviig, tov alMniemdpa-
oTIKS oxeSIaoPS Kal TV OTTTIKY EMKOIVWVid. XTnv KAANITEXVIKY Tou TTopeia,
ané to 1983, éxel Spactnpiomnoinbei 0To XWPO TG NAEKTPOVIKAG HOUCIKHG
(1983-1993), twv omtikoakouoTIK®Y, AAANAEMSPACTIKWY EYKATACTACEWY Kal
v eikovik®v TiepiBaldéviwv (1997-orjuepa). ‘Exel ouppetdoxel pe eikaoti-
Kd tou €pya oe 15 exBéoeig, oe ENAGSa, M. Bpetavia kai Kumpo. Zmoudaoe
Apxitektovikr oto EMIM kar C.A.A.D oto tpripa Apxitektévwv tou Mavem-
otnpiou tou Strathclyde (FA\aok®pn). Eival 8iddktwp otov alnAemdpactikd
oxedlaopd Kkal tov oxedlacpd eikovik@v TepIBaldviwy (Stathclyde). Exel
oupPETdoXEl WG EPEUVNTIG 1) ouvTovioTig o mMAéov amd 12 gpeuvnuikd €pya
(xpnpatoSotoupeva amé eANVIKOUG 1} EUpWTIAiKOUG POPEIG) PE AVTIKEipE-
VO: TNV EIKOVIKI| TTPAYHATIKOTNTA, Ta Héoa EMKOIVWVIag Je evtomopd Béong
(locative media), Tn Yneiaxr téxvn Kkal ta moAupéoa. Exel mAéov amé 80 &n-
pooieUoelg og PiBAia, emotnpoviKd MEPIOSIKA Kal TIPAKTIKG CUVESPIwY.

Anuritpng Xapitog www.media.uoa.gr/~charitos

The EMDL project www.emdl.eu

The e-Mobil Art project home page www.media.uoa.gr/emobilart

The Hybrid City project home page www.media.uoa.gr/hybridcity

The YASMIN (network of artists, scientists and institutions promoting
communication and collaboration in art, science and technology around the
Mediterranean Rim) mailing list www.media.uoa.gr/yasmin
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The presentation focuses on the transformation of the relation-
ship between the artists and the audience in the case of immer-
sive,dome-based, interactive, artistic experiences and the manner
in which these experiences may be mediated by introducing a
performative level in the overall composition. A series of artistic
experiments which took place in immersive and interactive full-
dome environments in the context of the EMDL project (emdl.
eu) will be discussed as case studies.An attempt will also be made
to analyse the role of a group of performers in relation to the
other actors interacting and perceiving within these experiences.

Dimitris Charitos is an Associate Professor in the Department of Com-
munication and Media Studies at the National and Kapodistrian University
of Athens where he teaches the subjects of human-machine communication,
interactive design, digital art and visual communication. He studied Archi-
tecture at the National Technical University of Athens, and C.A.A.D. in the
Department of Architecture, University of Strathclyde (Glasgow). He holds
a PhD in interactive and virtual environments design. As a researcher or
coordinator, he has participated in more than |2 research projects (funded
by Greek and European programs) on the subjects of virtual reality, locative
media, digital art and multimedia. He has more than 80 publications in books,
journals and conference proceedings. Starting in 1983, his artistic practice
includes electronic music (1983-1993), audiovisual and interactive installations
and virtual environments (I1997- to the present). He has participated in I5
exhibitions in Greece, the UK and Cyprus.



Yook Xepoteyvia kot 0 Anpovpydg wg Performer
Digital Craftsmanship and the “Maker” as a Performer

Appoditn Wappd
Afroditi Psarra

2Upgpwva pe tov Nicholas Negroponte n Siagopd avdpeca otov
pUOIKSO/UNIKS Kal oTov Pn@iakd KOopo eival Tl 0 TPWTOG anote-
Aeital anmé dtopa kai o dedtepog amd bits, kal o xapaktnpiotikd
autwv twv bits gival 6t ymopoulv va petaocxnuatiotolyv Kai va pe-
tadoBouv oe omoiadrimote Hop@r). Z& PIa ETIOXI] CUVEXWV TEXVO-
Moyikav e&eAi&ewy, o dSnpioupydg kaleital mepicadtepo amd moté
va Kpatfoel Hia XeIpOmmacth OXEon Pe TV Texvoloyia Kkal va
TNV EVOWHATWOEI OTIG CUYXPOVEG EIKACTIKEG TTPAKTIKEG. O1 oUy-
xpovol dnuioupyoi (Makers) kdvouv xprion epyaleiwv avoiktol
KOSIKa Kkar SnuioupyikoU Tipoypapuatiopoy, Ynegiakol oxedia-
opou kal mapadooiakiig xeipotexviag kal péoa amd v Souleid
toug e&gpeuvolv Tov pAAO TG XEIPOVOIAG KAl TOU COUATOG WG
Siemagég eAéyxou yia tnv Snpioupyia emau§npévav texvoloyikd
TePIBAANOVIWY, AVTIKEIPEVWY KAl CUCTNPATWY. X autd To mAai-
olo mwg propei va ouvdebei n diadikacia dnuioupyiag pe v
performance; MmopoUpe va pIAfjooupE yia TV Xprion Tou owyad-
TOG WG PECO TIAPAYWYIG VONUATWY Kal JETadoong mAnpopopI®y;

H Agpoditn Wappd, PhD eivar eikactikég kar Aiddktwp tng Xxohig Ka-
AV Texvav tou Mavemotnpiou Complutense tng Madpitng otov topéa tng
Eikévag, tng Texvoloyiag kar tou Zxediacpou. Ta €pya tng mepidapBdvouv
I810KATAOKEUEG, NAEKTPOVIKG Kevtrjpata, wearables, hacking kar tinkering
GUCKEUWY, SnuIoupyikd Tpoypappatioyd kai ynelakrj olveon rfixou péoa
ané DIY texvikég. H Souleid tng €xel mapouciactei oe Sigbveig mhatpdppeg
6nwg Siggraph, Ars Electronica, Transmediale kar CTM, ISWC (International
Symposium on Wearable Computers), MakerFaire, Amber, Piksel k.d. “Exel
epyaotei wg pabnteudpevn oto gpeuvnuikd kévtpo Disney Research Zurich
oe ouvepyaoia pe to MoAutexveio tng Zupixng (ETH) oto tpripa Wireless
Networks and Mobile Computing. Zei kai gpyddetar otnv ABrjva.

www.afroditipsarra.com

According to Nicholas Negroponte in his 1995 book “Being Digi-
tal”, the fundamental difference between the digital and the physi-
cal realm is that the former is composed of bits and the latter
of atoms. In the information highway, the data we collect from
the world of atoms takes the form of bits, and the fundamental
characteristic of these bits is that they can be manipulated and
expressed in a multitude of forms. In this climate of continuous
technological advancements it is highly important for artists to
maintain a hands-on relationship and to explore its creative ap-
plications. Contemporary Makers use open source technologies,
creative coding and traditional crafting practices to explore ges-
turality and embodiment through the creation of physical inter-
faces of augmented environments, artifacts and systems. In this
context, could we connect the crafting process itself with the
performative act! Could we talk about the technological embodi-
ment of the maker in terms of broadcasting information and con-
veying meanings?

Afroditi Psarra, PhD is a media artist working with textiles, electronics and
sound. She holds a PhD in the field of Image, Technology and Design from
the Complutense University of Madrid and her work encompasses a wide
variety of media and techniques that extend from embroidery, soft circuits,
hacking and creative coding, to interactive installations and sound perfor-
mances. She has presented her work at numerous platforms such as Siggraph,
Ars Electronica, Transmediale and CTM, ISWC (International Symposium on
Wearable Computers), Amber, Piksel and MakerFaire Rome between others.
She has worked as an intern on Wireless Communications and Mobile Com-
puting at Disney Research Zurich. She currently lives and works in Athens.
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Tracking Life? Néec Emreleotikéc [paxtikéc omnv Emoym
¢ Agdopevomoinong
Tracking Life? New Performative Practices in The Era

of Datafication

Adgvn Apaywva
Daphne Dragona

ZoUpe o€ pia ouvOriKn cuveXSPEVNG EMTAxXuvong omou Kaloupa-
OTE va Kataypd@oupE, va PETPAE KAl VA OUYKPIVOUPE OAEG TIG Ki-
vioeig kal Tig aAnAemdpdoeig pag. Me tig SIKtuwpéveg CUOKEUEG
pag kai pe aiodntipeg, ePMAekdpacte o KaOnuepIvEG emtele-
oTKEG TIPAEeIG pe otdxo va P€oa amo T Cuvexr) Kataypder,
va BeAticTomoIjooUPE TOUG €0UTOUG PAG CUYKPIVOUEVOI e GA-
Moug. Emtpénovtag ota cuotrjpata va pag paboulv kai va kdvouv
mipoPAEYEI§ yia gpag, Tautoxpova emtpEnoupe véeg Siadikaaoieg
aAyopiBpikiiG kavovikomoinong kai eAéyxou. Mmopoulpe dpaye va
Siapuyoupe autrig TG Aoyikig Kal va Spdooupe evdvtia oToug
aAyopiBuikoUg pnxaviopoug, priepSelovtag Toug Kal Emavanpoo-
Siopifovtag tn xprion toug; H opiAia Ba mapouocidoel Mg pia véa
OKNVI KAANITEXVQV amavtd o auto to epwtnua Sokipddovtag ta
dpia tou cuoTtijpatog tng Sedopevormoinong. Aiapopetikég Kah-
ANItexvikég Tpaktikég Ba oulntnBoulv oe pia mpoondBeia va yivel
S1aKPITO TG N TEXVN OXI PGVO TIPOKAAE TNV véa autr] cuverkn
aA\d kal mwg mpoomabei va tnv ald&el. H nmapouciaon 6a Pa-
olotei oto mpdéogato @eotBdA tng Transmediale, avagpepdpevn
otn Bepatikij Tou ald kal o ouykekplipéva mapadeiypata amo
TO TIPOYPAPpa TG €kBEONG Kal TWV EPYACTNPIwV.

H Adgvn Apaywva eivar empehrjtpia kai epeuvritpia mou &1 kal epyddetal
oto Bepolivo kai tnv ABrjva. Exel cuvepyaoTei pe kévtpa, Jouaoeia Kal peoT-
BaA otnv EAMGSa kai to e§wtepikd. Avapeoa toug eival to EBviké Mouoeio
20yxpovng Téxvng, to LABoral Centro de Arte y Creacion Industrial ([ixdv),
1o Alta Tecnologia Andina (Aipa), to Goethe-Institut Athen kar to Hybrid
City Conference tou lNavemotnpiou ABnvav. To 2014 ritav pia ek twv Pa-
GIKQV emueAnTwv tou @eotBal Transmediale oto Bepolivo. Xto mapeA8dv
€xel aoxoAnBei 18iaitepa pe v game art, ) net kai networked art kabwg
Kal PE POPEPEG TEXVNG TTOU OXETICovIal Je Ta VEd YPn@Iakd Kal doTikd Kol-
vd. To teleutaio Sidotnua eotiddel otnv téxvn mou Baciletal oe Sedopéva
(data driven art), oe mayviodn hacks kai oe urtoSopég DIY Aoyikrig mou mpo-
teivovtal amo KAANTEXVEG wG epYaleia KPITIKIG aQumvIong, evOuvapwong Kai
XEIPAPETNONG TWV XPNOTWV.
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We are currently living in an accelerated condition, being called
to track, measure and compare all our moves and interactions.
Through our networked and sensored devices, we engage in con-
tinuous acts of performance with the aim to ‘capture all’, to get
better and to compare our optimized selves with others.Allowing
the systems to know us and to make predictions about us, we un-
avoidably give in to new modes of algorithmic normalisation and
control. Don’t we often feel though the need to escape this logic
and to perform against today’s algorithmic apparatuses, to con-
fuse them and repurpose them!? The talk will present how a new
scene of artists responds to this question by testing the limits
of the datafication system. Different practices will be presented
and discussed in an attempt to examine how art aims not only
to provoke the current condition but also to evoke change.The
talk will be based on the theme of Transmediale 2015 - Capture
all, depicting examples from its exhibition and workshop program.

Daphne Dragona is a curator, writer and researcher living and working in
Berlin and Athens. She has collaborated with different centers, museums and
festivals in Greece and abroad. Among them are the National Museum of
Contemporary Art (Athens), LABoral Centro de Arte y Creacion Industrial
(Gijon), Alta Tecnologia Andina (Lima), Goethe-Institut Athen and the Hy-
brid City Conference organised by the University of Athens. She was one
of the main curators of Transmediale 2015 Capture All. Daphne has worked
extensively on game art, net and network based art as well as on artistic
practices connected to the urban and digital commons. Her current research
and curatorial practice particularly involves data-driven art, playful exploits
and critical DIY infrastructures, explored as tools for users’ empowerment
and emancipation.



Aworoyikéc TeyvomoMtikég oe Anuooieg Emtedécelg
Dialogical Technopolitics in Public Performances

Kwotag NtdgAog
Kostas Daflos

Agdtou ol véeg texvoloyieg dMa&av 6Aa ta pdopata tng {wrig, N
Baocikr mpdkAnon oxetidetal pe t Bewpnon autwy Twv cofapwv
METAOXNUATIOPWY KAl O TPOTOG TIou Ba EMVOr|COUNE TAKTIKEG
WoTte va umopouUpe va €xoupe evalaktiki kal ave§dptntn xpron
autev Twv texvoloyiwv. Pavepd ma, n PIGIKY KEITIKY amévav
OTNV «EKUETAMEUCIPNY KAl KKATATTIECTIKI» XPON TwV VEWV Te-
XVOAOYIOV OTNV gpyacia, tnv ekmaideuon, tn dnudcia c@aipa Kai
v kabnpepivi {wrj, yivetal avaykaia, amévavtl oTiG OTPATNYIKEG
yld Ta «KkoIvay». Oéhw va ectidow ot Siatopr] PE Ta KKoIvdy, oTo
WG Ol VEEG TeXvoloyieg amd tnv TAEUPd TwV TIPAKTIKWY TEXVNG
pmopouv va odnynBouv otnv d\o kal mepioocdtepo Snuokpat-
KoTroinon Kal eviuvdpworn Twv atépwy, péoa and napadeiypata
XPHONG TEXVOAOYIV OTIWG Ol TAKTIKEG HECWV WG KOIVWVIKEG Te-
XVOTIONITIKEG Spdoelg o Snudoieg EMTENECEIG, TTOU EMSIOKOUV
TTOINTIKEG KOIVWVIKNG aA\ayng Kkal KpItikrg okéyng. O1 dnudoieg
autég Spdoeig cipo_08 <trailer> kai cipo_09 <laterna>, sivar vo-
padikd tpoxopdpa-kapdtoia Tou cuUpovial and to avlpwrmvo
owpa, ta oroia cuvevavouv (DIY) Siagpopetikég texvoloyieg,
OMWG povddeg poumOT-PIKPOETEEEPYATTEG KAl CUCKEUEG, Yia &n-
pdoieg emteAéoelg otoug Spdpoug. Emdntouv va amokaliyouv
TOV ATTOKPUPPEVO SnUGoIo XapakTiipd Kal TNV KOIVWVIKH ¢uon
onwv, evBappuvovtag dnudoia epmAokr], v TapdAnAa armo-
BAémouv oty eMTENECT VEWV EQPIPEPWY UTTOKEIPEVIKWY TAUTOTH-
TwV (€aUTSTNTAG) fj POAWY YIA TOUG CUUPETEXOVTEG SIAPOPETIKGV
KOIVOTHTWV.

Kwotag Ntdglog, apxitéktwy, EIkacTikOg, eTikoupog kabnyntrig otn XxoAq
apxitektéovwv E.M.IM. Mapoucidler amé to 2002 to kalitexvikd mpdypap-
pa Cipo_ Sialoyikég eykataotdoeig-iatd&eig pe emteAéoelg, oe ave&dptn-
ta @eotuPdl téxvng-texvoloyiag. Opyavwvel ouvepyatikd Kal CUPHETOXIKA
KaMitexvikd ekmaideutikd gpyaotiipia (Tprjpa apxitektévwv Mav. Matpay,
2003-2010) kar dpdoeig mou emnekteivovtal kai Siavépovtal oto Siadiktuo.
Yuyypagéag twv PifAiwv Eyxeipidio: Tpéxouoeg eikaotikég Sialoyikég eyka-
taotdoeig 00_06 (2007), Taktikég Texvomohitikwv Méowv (2015), Emterect-
kég Mpaktikég Téxvng (2015), (umd €kdoon-cc). Ta epeuvntikd tou evdiagpé-
povta otpépovtal o UPPISIKEG SIEUPUPEVEG TTPAKTIKEG OTr Snpdoia ogaipa
(Alaoyikég Téxveg, Emteleotikés Zwpatikég Apdoelg, TexvomoAtiké owpa,
Takukd Méoa). MNapdMnAa, mapouacidder ulomoinpévo apxitektovikd Bpa-
Beupévo €pyo oe Siebveig ekBEoelg apXITEKTOVIKIG.

Since new technologies are transforming every sphere of life, the
key challenge is how to theorize this great transformation and
how to devise tactics to make an alternative use of these tech-
nologies. Obviously, radical critique of the «exploitative» and «op-
pressive» use of new technologies in the workplace, education,
public sphere, and everyday life is necessary, against the followed
strategies for «commonsy. | want to focus, therefore, in the inter-
section of how new technologies can be lead by art practices for
increasing democratization and empowering individuals. The ex-
amples from the use of technologies by oppositional, that is to say,
the media tactics as social technopolitical actions in public perfor-
mances struggling for poetics of social change and critical think-
ing. These public acts, cipo_08 <trailer> and cipo_09 <laterna>,
are nomad vehicles (pushcarts) trailed by the human body which
incorporate (DIY) different (low-hi) technologies, just as robotic
units-microprocessors and devices, for street performances.They
demand to uncover the hidden public character and the social na-
ture of the places, encourage public involvement, and also aim to
perform new ephemeral subjectivities or roles for the performer
and the participants, from different communities.

* Cipo_08 <trailer> was performed in 12/07/08 at Patras Meilixos river mouth,
across the borderline of the Afghan refugees camp, in the framework of the work-
shop «Walking: Somatic City Reframingy, for the international architectural events
(2008), «Un-Built»-SARCHA.

Kostas Daflos, is an architect and artist based in Athens. Assistant Professor
at the Athens School of architecture, NTUA. Explores since 2002, through
the Cipo_ program, methods between art and architecture and creates dia-
logical technopolitical public performances. In some cases, these projects are
structured as urban participative critical acts in the public sphere (researches,
actions), shared on the web. He has produced several dialogical technopoliti-
cal installations-dispositifs, setting performances and actions on the occasion
of independent festivals and events in arts and technologies. Was teaching
(2003-2010) and organized student collaborative workshops at Patras Uni-
versity. His writings include texts on arts, technologies and communications.
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H Emtédeon g Xvveidnong oto €pyo ¢ Karen Casey « [ IAANHTIKOX NOYZX»
(GLOBAL MIND PROJECT)
Performing Consciousness in Karen Casey’s

«GLOBAL MIND PROJECT»

Avva Xatdnylavvdakn
Anna Hatzigiannaki

2nv apxr tou 2lou aidva, avaduetal otV TEIPAPATIKY TEXVN
g performance wg {rjtnua mpog Siemotnpoviky Sigpelvnon,
éva and ta peyalltepa puotiipia otn Pioloyia, n guon tng ou-
veidnong onwg emixelpei va tnv eppnvevoel n KBavtounxavikr.
H ouveidnon, mapapével €va puotipio, eNeidr n €MOTNPOVIKN
Kkatavénon Kai n Kataypa@rj pe TeEXVOAoyIKd P€oa Twv Aertoup-
YI®OV Tou gyke@dlou, Sev Sivel amdvinon oto gpwTnua T eival
o voug. H eiorjynon peietd to €pyo “Global Mind Project”, tng
Auotpaliig Karen Casey (rmou avamtiooer and to 2004 pe T
ouvepyacia tou mpoypappatiot Harry Sokol), to omoio mepi-
AapBdvel performances, Baciopéveg otnv veUpoEMOTpn, otV
KaTaypa®r Twv eyKEQPANK®V KUPATwy, oto Sialoyioud, kal oTnv
mAnpogopikr. lNa tov performer tou 2lou aiwva, o emavacxedia-
OHOG TNG cwpatikoTntag, mepiAappdvel MAEov Kai tnv €peuva Tou
{nuipatog tng ouveidnong, kdtu Tou poipaia Ba odnyrjoel otov
enavampoaodiopiopd twv pebddwv Kkal Twv otéxwv tng Bio-Art,
péoa and pia kaivoupyia avtiAnyn yia tn @uon twv aictrioewy.

H Avva Xatnylavvdkn gival 1I0TopIkog TG T€XVNG Kal doxoeital pe tg Ale-
motnpovikég Mpooeyyioelg otov MoAtiopd, wg ave§aptntn epeuvritpia, cuy-
Ypagéag, kai empehitpia ekBéoewv. Xmoudace oto [Mapior (1974-1981) oto
Univ. ParisVIIl (Vincennes), Art Plastiques (Licence) Methodologie des Arts
Plastiques (Maitrise) pe kaBnyntrj tov Franc Popper, kai mirjpe petamtuxiaxd i-
mwpa (D.E.A.) padi tou otov topéa Etudes Théatrales, Cinematographiques.
Aeutepo petamtuxiakd (D.E.A.) ékave pe kabnyntr to Jean Laude otn Xop-
Bévvn (Paris |) otov topéa Ethno-Esthétique, Anthropologie de I’ Art. Epyd-
otnke ota MME wg Snpooioypdgog kai apBpoypdog yia Béuata téxvng.
Eivai mpdedpog tng Mn KepSookomikiig Etaipeiag yia tnv Texvohoyia kai
v Téxvn Artopos kai ouvekddtpia pe to Anpritpn Zkouen (1953-2007) tou
mpwtou Siy\wooou website yia T clyxpovn EAANVIKI] TEXVR, Www.artopos.
gr. Eivar ouyypagéag twv: H Téxvn otnv Emoxri tng Biotexvoloyikrig Ema-
vaotaong/ Art in the Age of Biotechnological Revolution (2006), ©ed@irog
Movoypaegia yia to Oeégpido Xatdnuixarjh (2007) kar Kdotag Bapwtoog
Movoypadgia (2008).
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At the beginning of the 2lst century, experimental performance
art investigates one of the biggest mysteries in biology, the nature
of consciousness, as quantum mechanics attempts to interpret
it. The paper will examine the project that Australian Karen Ca-
sey, is developing since 2004, in collaboration with the developer
Harry Sokol, the “Global Mind Project”, that is based on cognitive
neuroscience, the recording of brain waves while meditating, and
informatics. She describes “Global Mind Project”, as “a interdisci-
plinary arts and cognitive neuroscience initiative exploring crea-
tive and technological possibilities for generative art using brain-
waves.” Quantum mechanics, has exculpated the research about
the question of consciousness. For the performer of the 2Ith cen-
tury, the redesign of body, embraces the topic of consciousness,
which will inevitably lead to a redefinition of the methods and the
objectives of Bio-Art, through a new concept to overcome the
limitations of the senses.

Anna Hatziyiannaki is an art historian who has since 1996 worked on the
Interdisciplinary Approaches to Culture, as an independent researcher, writ-
er and curator. She studied in Paris (1974-198l) in the University Paris VIII
(Vincennes), Art Plastiques (Licence) and Methodologie des Arts Plastiques
(Maitrise) and got her postgraduate degree (D.E.A.) in Etudes Théatrales,
Cinematographiques with professor Franc Popper. Her second postgraduate
(D.E.A.) was with professor Jean Laude in Sorbonne (Paris I) in Ethno-Esthé-
tique, Anthropologie de I’ Art. She worked in the media as a journalist and
columnist on art subjects. She is the director of the non-profitable organisa-
tion for technology and art,Artopos and was also a co-publisher of the first
bilingual website of Modern Greek art alongside Dimitris Skoufis (1953-2007),
www.artopos.gr. Her monographs include:“Art in the Age of Biotechnological
Revolution” (collective) (2006), “Theofilos”, (2007) and “Costas Barotsos”
(2008).






TO AIEYPYMENO TMEAIO: LYIXETIXMOI TQN MAPAXTATIKQN
KAI TON EIKAXTIKOQN TEXNQN KAI THX APXITEKTONIKHX

THE EXPANDED FIELD: INTERSECTIONS BETWEEN THE PERFORMING ARTS,
THE VISUAL ARTS AND ARCHITECTURE



O Porog tov Karltéyvn otic Metd - [leppdppave Karliteyvikég
[Mpaktikég péca amd 1o EAAnviké Iapdoetrypa
The Role of the Artist in Post-performance Artistic Practices
through the Greek Paradigm

AMe&davdpa Avtwviadou
Alexandra Antoniadou

O pdlog tou KaMitexvikoU uTiokelpévou opiletal amd Siago-
petikoUg Kal Tolkiloug Opoug oe KdBe mepioSo tng lotopiag.
YuyKkeKkpIpéva o pOAog Tou performer, otnv MePIMtwon TOUAdXI-
otov tn¢ performance art, unifjp&e mdvta moAudidotatog. Xrpepa
n performance art €xel dpel TOMEG pOPPEG eV Ta TeAeutaia
eikool Tepimou xpdvia mapatnpeeital pia yetdpfaon tou evdia-
PEPOVTOG amd TO CWHA Tou KAMITEXVN - performer oto cwua
€VOG OUPHPETEXOVTOG KOIVOU, TOU KTTPWTAPXIKOU Koivouy (primary
public) émwg to ovopddlel o Dan Karlholm. Molog dpwg amoteAei
autd To VEO KOIVO Kal JE TTolov TPoTo opiletal o pOAog Tou;
Ti oupPaivel dtav o performer mavel va gival To KAAITEXVIKO
urtokeipevo kai tn B€on tou maipvel éva mABog; H mapouoia-
on autrj Ba e&etdoel 3 SIAPOPETIKEG TIEPITTTWOOEIG EMTENECTIKWV
KAMITEXVIK@V TTPAKTIKWV TTOU AEIToupyouv wg mmapeuPdoeig otnv
kaBnpepiviy wr kai Ba avalioel To Siapopetikd pSAo Tou Kah-
NITéxv 1] TIEpPopUEP OTNV KABe TepiTITWOoN, TNV Mapaywyr Piag
apoifaiag (fj un) oxéong pe To KoIvd kabwg kai t(v) (a)duvatd-
™ta avdmugng evog SIUTTOKEIPEVIKOU XWPOU.

H AAeEdvdpa Aviwviddou éxel orrouddoel oto Apiototéleio Mavemotipio
Osoocalovikng Apxaloloyia kai lotopia Téxvng. Zuvéxioe TiG omoudég g
oto Mavemotrjpio tou Essex, otn MeydAn Bpetavia, otnyv lotopia kal Oew-
pia tng Movtépvag Téxvng Kkal and to XemtépPpio tou 2009 givar umoyripia
Si16dktopag oto Mavemotiuio tou EdipBoupyou. H €peuva tng apopd v
IoTopia Kal Bswpia ™G oUYXPOVNG TEXVNG KAl CUYKEKPIPEVA TIG EKPAVOEIG
G Performance Art otnv EAAGSa. [pdeoer yia thv epnuepida «Ta Néa tng
Téxvne» amd to 2007 kai éxel S164&el 1oTopia kal Bswpia g Té€XVNG oTN
Oseoocalovikn kal to ESiuBoupyo. Exel ouppetdoxel oe Sigbvr| ouvéSpia kai
éxel dnuooieloel peléteg yia tnv performance art ota eMnvikd kai ta ay-
YAIKG.

33

The role of the artistic subject is defined by different and vary-
ing terms in each period of history. The role of the performer in
particular, at least in the case of performance art, has always been
multidimensional. Today performance art has taken many forms
while over the last twenty years there has been a shift of focus
from the artist — performer’s body to the body of a participant
audience, the ‘primary public’ as called by Dan Karlholm. Who
constitutes this new audience and how is its role defined? What
happens when the performer ceases to be the artistic subject
and is replaced by a crowd? This presentation will examine three
different cases of performative artistic practices as interventions
in everyday life and analyze the different role of the artist or
performer in each case, the production of a mutual (or not) rela-
tionship with the public and the (im)possibility of developing an
intersubjective space.

Alexandra Antoniadou holds a BA in Archaeology and Art History from Ar-
istotle University of Thessaloniki (Greece) and an MA in History and Theory
of Modern Art from the University of Essex (U.K). She is currently a PhD
candidate at the University of Edinburgh (U.K). Her research involves a wide
range of practices in the field of contemporary art history and theory with a
greater emphasis on performative practices in contemporary Greek art. She
has been writiing for the Greek ‘Art Newspaper’ since 2007 and has taught
art history and theory in Thessaloniki and Edinburgh. She has presented pa-
pers at international conferences and has published essays on performance
art in Greek and English.



Emtelovtag tic Amotuyieg tov Ovpovicpov:
v tnv Advvapio g Kowaovumg Xvykivnong
Performing the Failures of Humanism:on the Shortcomings of Social Affect

Kwotrig ZtagpuAdkng
Kostis Stafylakis

Mia &8idotaon opiopévwv TPOOoEeYYiICEWV TNG KOIVWVIKG-TIONI-
telakrg e&€yepong, yéoa otn Kkpion, gival n mpipodotnon piag
OUPaVIoTIKAG Katavénong tng MONTIKIG, TNG TEXVNG, TNG EMTEAE-
oukotntag. Toutn n Bswpnruikr omoBoxwpnon SiekSIkei Tnv gu-
Buypdppion tng emteAecTkATNTAG UE Jid OUPAVIOTIKI avamnapd-
oTaon TWV EANVIK®OV KOIVOVIKOV CTPWHATWV Kal TWV CUANOYIK®Y
aywvwv. Opicpévol Adyol mapoucidlouv v EMTEAECTIKOTNTA
WG IO EYYEVWG AVATPETTIKY OUsia Tou «avBpwmvouy pe oTd-
xo tnv Beswpnuki enévduon poppwv dnudoiag dpdong, autsd-
opydvwong kar moNtiopikig avtiotaong. Mola n oxéon tétoiwv
OewpPNTIKWY OXNUATOTTOINOEWY PE TNV ISE0AOYIKA TIPSCANYN Twv
olyxpovwv eAVeV wg avtiotekdpevo €0vog - evodpkworn Kd-
molag ri@ev Siaxpovikiig ouaiag tou €AAnva Tou avTICTEKETal
otnv aMotpiwon Ttou; Xe avtiBeon pe tov véo-oupaviopd Kai o
TTOAITIKG peA6Spapa, ToANG KaAITexvIKG Kal akTIBICTIKG eyXeIpr-
pata €xouv mpoomabricel va apgiopntiioouv thv acgalr 6€on
TOU «KOIVWVIKA guaicBntouy kaAitéxvn/meppoppep. Kdmoia amd
autd avrKouv OTOouG TTEIPAUATIOHOUG TG queer OKNVIG eV® dAAd
EMIXEIPOUV VA EMIKAIPOTIOIOOUV TN PTIPEXTIaVH] TIPOOTITIKY OTO
B¢atpo.

O Kwotrig Xtapuldkng eival Bewpntikdg TEXVNG Kal EIKACTIKOG. Amogoi-
wnoe and tn XxoA Kaiwv Texvav. ‘Exel Mdotep otn Oewpia kai lotopia
g Movtépvag Téxvng (Uni. Essex) kai Mdotep otnv Eupwmaikr Pidocopia
(Uni. Essex. ) Améktnoe Aidaktopikd titho amdé to Tprjua Mohitikig Emoti-
png kai lotopiag tou Mavteiou MNavemotnpiou, ectiddoviag otov MONTIKS
Aoyo mou Siatinwoav ol Siebveiq kaMitexvikég exBéoelg tou 2lou aiwva
kai e181kd n Documenta Il. EmpeAibnke, padi pe tov Mdvvn Xtaupakdkn, To
avBoldyio «To MoAtiké otn Zuyxpovn Téxvny (EKKPEMEZ 2008). Yrrp&e
petadidaktopikdg epeuvntric oto Apictotéleio Mavemothipio Oecoalovi-
Kkng (2011-2012). Topa 8i8doker «Téxvn Paciopévn otny épeuva» ot Movdda
Kaivotopiag kai Emxeipnuatikétntag tng AZKT kai Sivel Sialégeig pe Opa
«Téxvn kar Omukry Emkoiveviay oto Mavemotipio Matpwv. ‘Hrav ouvem-
peAntig g AGORA, tng 4ng MmevdAe tng ABrivag. Madi pe tnv Bava Kw-
otayidia 1I8pUcav toug kavecS (www.kavecs.com), pia mpwtoBoulia kprtikou
KaAAITexvikoU akTiiopou. Mepikég Mpdo@ateg CUPPETOXEG Toug Tepihapfd-
vouv TG Ist NSK Biennial of Folk Art (2014), Hell as Pavillion, Palais de Tokyo
(2013), Truth is Concrete, Graz (2012), 3d Athens Biennial, Media Impact (4th
Moscow Biennial) (20I1).

An aspect of various approaches to social-civic insurgence, during
the crisis, is the pivoting of a humanist understanding of politics,
art and performativity. This theoretical regression aligns perform-
ativity with a humanist depiction of Greek social strata and col-
lective struggles. Certain discourses depict performativity as an
inherently subversive essence of humanity in order to theorize
forms of public action, self-organization and cultural resistance.
What is the relation between such a theoretical formulation and
the ideological perception of contemporary Greeks as a resisting
Nation - the instantiation of some essential, trans-historical con-
cept of the Greek as a primordial human essence fighting against
his alienation? In contrast to neo-humanism and political melo-
drama, various new artistic and activist enterprises have tried
to challenge the safe position of the “socially sensitive” artist/
performer. Some of them belong to the new experimentations
of the Queer scene while others seek to update the brechtian
perspective in theatre.

Kostis Stafylakis is an art theorist and artist. He graduated from the Athens
School of Fine Arts. He holds an MA in Modern Art and Theory (Uni. Essex)
and an MA in Continental Philosophy (Uni. Essex). He received his doctorate
from the Department of Political Science and History, Panteion University
(Athens), focusing on the political discourse launched by 2Ist century global
art shows and especially Documenta |l. He was a post-doc researcher at
Aristotle University of Thessaloniki (2011-2012). Along with Yannis Stavrakakis,
he edited the greek anthology “The Political in Contemporary Art.” He cur-
rently teaches “Research-based Art” at the Unit of Innovation and Entrepre-
neurship at the Athens School of Fine Arts and lectures on “Art and Visual
communication” at the University of Patras. He was co-curator of AGORA,
the 4th Athens biennial. Along with Vana Kostayola, he runs kavecS (www.
kavecs.com), an initiative on critical art activism. Some recent participations
include Ist NSK Biennial of Folk Art (2014), Hell as Pavillion, Palais de Tokyo
(2013), Truth is Concrete, Graz (2012), 3d Athens Biennial, Media Impact (4th
Moscow Biennial) (20II).
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O P6Aoc tov Karltéyvn otic Meta - [Teppopuave Karreyvikég To
Zwo oy Ileppopuove 1 Iog va e&nynoeig tov NeodMouo
o€ évav (oyeddv) Nexpo XkOAo
The Animal in Performance Art, or How to Explain New Materialism
to a (Nearly) Dead Dog

Eiprivn lTepoyidvvn
Irene Gerogianni

Me agetnpia v meppdppavg tou Kootapikavol KAANITEXVN
Guillermo Vargas, pe titho Eres Lo Que Lees, katd tnv omoia o
Vargas eixe &€oel otov Toixo NG ykalepi €évav okUAo, XwpiG ga-
YNto, N avakoivwaon OKOTIEVEl va PEPEI TNV EMPAVEIQ TO KEVO
TTIOU UTIAPXEl OTN HEAETN TWV EIKACTIKWY TEXVWV Kal OTo AGYyo
yla v mep@SpUavg yia TV KPITIKG amotipnon tng {wvtavig
TEXVNG TTOU EVOWHATWVEI TO {Wo. XTéXO0G Hou eival va Teipapa-
tuotw pe tov NeolAiopd -6mwg Paciotnke otn @iAocopia twv
Jilles Deleuze and Félix Guattari, kar SiatunwOnke amd tn Rosi
Braidotti, tnv Karen Barad, kai tnv Elisabeth Grosz- wg mBavé
BswpnTikd TAdicIo yia TNV avdluon Tng mapandvw, ald Kar wg
pEBOSO, Tou amogeUyel T QAIVOUEVONOYIKN 1] EPYACIOKEVIPIK
TIEPIYPAQI] TWV OXECEWV avdpeoa otov avBpwro kai to {wo. H
S1adpopn autr Ba pag odnyroel and tn yAwooikry oTpo®r] oto
NeoUAiopd, pe evdidueoeg otdoeig tn onueioloyia, Tn @aivope-
voloyia, tnv amoddéunon kai to pap&ioud, yia va katahr§oupe oe
pia véa andémeipa Bewpnuikomoinong tou €pyou tou Vargas. lia to
Adyo autd, n Bewpia tou NeolMiopou Ba e§etacBei Sivovtag €p-
paon otig Suvntikég oxEoelg avdeoa og oRNaAta, ite MPOKeITal
yia cwpata avBpwrmiva, pn-avBpwmiva 1} petavBpwrmiva.

H Eiprivn Tepoyidvvn eival 10TopikdG Kal KPITIKAG TNG Téxvng. Xmoudace
lotopia g Téxvng (MA hons.) oto Mavemotripio tg MNaokoPng kar ako-
AoUBnoe petamtuxiakég omoudég ot Movtépva kar X0yxpovn Téxvn (MA)
kai tv Opydvwon kai Aioiknon Mouceiwv kai MivakoBnkav (MA) oto Mave-
motjuio tou ZdouBapmtov kai to City University London, avtiotoixa. Eival
uroyrigia iddktwp oto Tufjpa Apxitektévwy tou Apiototeleiou Maver-
otnpiou ©ecoalovikng, dTou epeuvd v ep@oppavg otnv EMAEda amé tg
apx£g g Sekaetiag tou 1970. H €peuvad tng €xel mapouaoiactei o moAudpI0-
pa cuvédplia kai emotnuovikeg ekdooelg, otnv EAMGSa kal to e§wtepikd, evw
mpoc@ata kukhopdpnoe to PiPAio yia to €pyo tng Mapiag KapaBéia, amd
g ekddoeig tng AICA Hellas, tou omoiou gixe tnv emotnuovikr empéAeia.
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Taking as a starting point the performance art piece by Costa Ri-
can artist GuillermoVargas, Eres Lo Que Lees, in whichVargas had
tied a dog to the wall of the gallery, without food, the paper aims
to address the lack of theoretical tools in visual arts’ research and
the discourse on performance art when discussing live art that
incorporates the animal. My goal is to experiment with New Ma-
terialism -a theory based on the philosophy of Jilles Deleuze and
Félix Guattari,and formulated by Rosi Braidotti, Karen Barad, and
Elisabeth Grosz- as a possible theoretical framework for analys-
ing the above, but also as a method which escapes the phenom-
enological, labour-centred account of a human-animal kinship.This
path will take us from the Linguistic Turn to New Materialism,
through semiotics, phenomenology, deconstruction and Marxism,
and will conclude to a new attempt in theorising Vargas’s work.
For this reason, New Materialist theory will be considered while
focusing to the potential relations between bodies, be they hu-
man, non-human or posthuman.

Irene Gerogianni is an art historian and critic. She studied History of Art (MA
hons.) at the University of Glasgow and holds master’s degrees in Modern &
Contemporary Art and Museum & Gallery Management from the University
of Southampton and City University London, respectively. She is a doctoral
candidate at the Department of Architecture of the Aristotle University of
Thessaloniki, where she conducts research on Greek performance art from
the beginning of the 1970s. Her research has been presented at numerous
conferences and art publications, in both Greece and abroad, while recently
she has edited a book on Maria Karavela’s work, published by AICA Hellas.



H Enidpaon tng Cyborg Zxnvoypaeiog otnv Performance Art:
Kowwovikd Mnvouata kot [Tposktdocelg
The Impact of Cyborg Scenography in Performance Art.

Social messages and Implications

Eppavouéla Boylatddkn Krukowski
Emmanouela Vogiatzaki-Krukowski

O1 XUyxpoveg Zknvoypagieg Snuioupyolv Kkaivotépeg Souég
kaBiepwvovtag Siapopetikég ouvBrkeg oknvoBeaoiag kar mapa-
otatikiig dpdong oto xwpo avamticoovtag pia Sikij Toug aen-
ynuatikr) Suvapikr. O x®pog pmopei va «UIAfoE» 600 To owua
pmopei va kivnOei p€oa oe autd. Ze MOMEG TIEPITTTWOEIG, I} CUYX®-
VEUOT X®WPOU Kal oWPatog Snuioupyei kéopoug mou moavd dev
gixape oke@teite mpIv amd kdmoia xpdvia. Xe pia Cyborg Spdon,
ol épol Kkai ol poumnoBéoelg yia t dnuioupyia piag Xknvoypa-
@iag, fj oknvoBeaiag tou cwpatog kal alnAemidpaocrg tou pe
T0 KoIVS gival apketd Sla@opeTik amd 6, T og pia ouvnBiopévn
mapactatiky &pdon. H eiorynon Ba e&etdoel u cupPaiver dtav
n texvoloyia eioépxetal oto owpa; Ti eidoug Xknvoypagieg PAE-
moupe dtav o gpunveutrig g dpdong eivar Cyborg; MNwg pmo-
poupe va katavorjooupe pia «Cyborg Zknvoypagiay kai T eidoug
pnvopata propei evdexopévwg va pag petadwoel; Minwg eueis,
ol KaAlitéxveg kal Beatég, Ba mpémel va a§loloyrjooupe ek vEou
pePIKA TTPAypata OXETIKA PE TIG TTAPACTATIKEG TEXVEG, VA CUVEI-
dnromoifooupe TG véeg ouvBIjKeG Kal va amo@acicOoUE Yid TO T
pnvupata otéAvoupe kal Aappdvoupe avtiotoixwg; Mwg 6An autn
n texvoloyikr] e&€NIEn, oe dpoug Zknvoypagiag kal MNapaotau-
KrG Apdong umopei va oxetidetal Pe TIG GUYXPOVEG KOIVWVIEG;

H Eppavouéla Boyiat{dkn KpoukoBoki gival mtuxiouxog tou Oikovopi-
kou ¢ Nopikrig ABnvay, BA kai MA Zknvoypagiag/Evéupatoloyiag amd
to Central Saint Martins, Aovdivou, MA otig OmtikoakouoTtikég Mapaywyég,
London Metropolitan University pe eidikdtnta XknvoBeaia kar Movtdad, umo-
Yripia Aiddktopag tou Avoiktou lMavemotnpiou tng Kimpou pe Bépa:“ The
cyborg body in the performing arts. Epydotnke wg oknvoypdgpog/evdupato-
Aoyog oto Aovivo, Outpéxtn kal ABrjva, oknvoBétnoe kal péviape taivieg
MIKpoU Kkai peydlou prikoug, Kuping oto Aovdivo. Epydotnke wg omepatép
OTIG POPTIOTIKEG KAPEPESG Kal autdpato gwtiopd tou BBC News Resources
oto Aovdivo, yia ™ wvtavi] petadoon twv e1djoewv Tou KavaAiol. Ané to
2004 Bpioketal otnv EANGSa, epydletal wg oknvoypdpog/evéupatoAdyog Kal
Bivieo kaA\itéxvng, kabwg emiong &i8dokel oto Mavemotrpio MNehomovvii-
oou oto Turjpa Osatpikwy Xroudwv wg EEM (Eidiké Exkmaideutiké Mpoow-
mKo). AapBdver pépog oe emtpomég SieBviv ouvedpiwy, ival cuvepydtiSa
o€ EUPWTTAIKG EPEUVNTIKG TIpoypdppata, pédog twv RFSAT, OISTAT kai IFTR.

Current Scenographies produce innovative structures by estab-
lishing different directing and performing conditions than few
decades ago by developing their own narratives. The space can
“talk” as much as the body can move inside it. In many cases
the fusion between the space and the body creates worlds that
we would not be able to think about few years ago. In a cyborg
performance, the terms and conditions of creating a scenography,
directing a body and interacting with the audience are very much
different than in an ordinary performance. This paper attempts
to examine what happens when the technology enters the body?
What kind of Scenographies do we see when the performer is
a cyborg? How do we understand a “cyborg scenography” and
what kind of messages can it possibly convey? Do we, the artists
and spectators, need to re-evaluate things, realise new situations
and decide what kind of messages we want to transmit or re-
ceive! How does this whole technological evolution, in terms of
design and performance, relate with our contemporary societies?

Emmanouela VOGIATZAKI-KRUKOWSKI received a BA in Economics
from the University of Athens, BA and MA in Set and Costume Design from
the University of the Arts, Central Saint Martins in London and an MA in
Audio Visual Productions from London Metropolitan University. She is cur-
rently a PhD candidate researching on The cyborg body in the performing
arts. She works as a set and costume designer in London, Utrecht and Athens.
She is the writer of two theatre plays. She is a permanent member of the
faculty of the University of Peloponnese, School of Fine Arts in the Depart-
ment of Theatre Studies. She participates frequently as Technical Committee
member at prestigious international conferences. Her research interests in-
clude Cyborg Theatre,Virtual Environments and 3D Sets, Tele-Presence and
Smart collaborative Environments, Mixed Real,Virtual and Immersive-Reality
Systems and Immersive User Interfaces, Serious Gaming in the Context of
e-Health (rehabilitation), Media Broadcasting and Future TV/Cinema beyond
HD. She is a member of RFSAT, OISTAT and IFTR.
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Yvppetoyweg Hepeodppavs: H Apapatovpyio tov Kédbe Evog
Participatory performances: The dramaturgy of Every One

Xpioudava laAavorrouhou
Christiana Galanopoulou

2’ autrj tnv mapouciaon Ba avagpepBolpe oe €pya ota omoia o
1 N TEPPOPUEP €lodyel To KoIvo pe €vav malyviodn rj teAetoup-
YIKO Tpdmo oe Siadikaoieg SNUOKPATIKWV ATTOQACEWY, Ol OTTOIEG
kaBopiouv tn ocuvéxeia tou €pyou. H dnuokpatikr Siadikacia
yivetal p€pog tng UMeIpiag tng mep@oppavs kai n Spapatoupyia
gUTEPIEXEI TN pPeTatomon Tou emitpénel oto Oeatry va aldgel
polo kal va prel otn Beatpikr cupPacn wg meppdppep. MoAAd
amd autd ta €pya ekkivouv amd moAitiké mpofAnuatiopd, dAAa
ané mPoPANUATIOPS OXETIKG PJE TOUG ATTOKPUCTAAWPEVOUG pd-
Aoug Ttou mopmou Kkai tou Séktn Kkai dAa amd v avadfitnon
piag véag @oppag dnuioupyiag. H ouppetoxr) tou Beatr otig
dnpokpatikég diadikacieg AfPng amo@doewy mou odnyolv ot
Spapatoupyikn e§ENEN Tou €pyou propei va e18wBei Kal wg pia
pop®ry exmaideuong tou Beatr| otn ouppetoxry oe avaloyeg Si-
adikacieg TONITIKOU XapaKtripd, KT TToU OTIG GUYXPOVEG KOIVW-
vieg eival 6o Kkail mepioodtepo {nroupevo. Qg mapadeiypata Ba
xprnoiporoijooupe €pya mou mapoucidotnkav oto MiRfestival
2014 otn Bepatki evétNTa KXUPUETOXI)».

H Xpioudva Tahavomoulou eival 10TopIKSG TEXVNG, KAaAItexvikr SiguBu-
vipia @eotfdA, apBpoypdpog, empuelitpia ekddoswv Kal Spapatoupyds.
2noudace Apxaioloyia kai lotopia tng téxvng oto Mavemotipio ABnvavy,
Mouoeioloyia, Opydvwon kai empéleia ekBéoewv (MA, Essex University) kai
lotopia tng ouyxpovng téxvng (DEA, Paris |-Panthéon, Sorbonne. To 2000
idpuoe to peotfdAVideoDance, to mpwto @ecTIBAA mou cuvdlale omtikoa-
KOUOTIKd PHECA Kal TaPAcTatikEG TExveG otnv EAGSa, to omoio kai 8invbuve
péxpl to 2007. To 2008, iSpuce to MIRfestival, éva @ectufdl véwv poppav
TAPACTATIKOV TEXVWV YIA T OX€on PETagu TePPOPUAVG, EIKOVAG Kal VEWV
péowy, Tou omoiou eival n kalitexviky SieuBuvtpia. Zuvepydletal pe &n-
pdoioug Kai 1I8IwTIKOUG popeig otnv EANGSa kal to e§wtepikd. To €pyo tng
EMKEVIPWVETAI OTO ONMEIO OUYKAIONG TOU CUYXPOVOU OTTTIKOAKOUGTIKOU
TTONITIGHOU KAl TWV TAPACTATIKOV TEXVOV KaBwg Kal otnv avddeign twv véwv
EKQAVOEWY TWV TTAPACTATIKWY TEXVQY.
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In this presentation we will focus on works in which after a cer-
tain point the performer; in a playful or ceremonial way, leads the
audience to participate in democratic processes in order to take
decisions about the rest of the performance. These democratic
procedures become a part of the performance experience while
a shift in the dramaturgy embraces the new role of the viewer as
a performer. Some of these performances are triggered by politi-
cal discourses, some by a questioning of the solidity of the roles
of transmitter-performer and receiver-member of the audience,
and some by a quest of new forms of performance creating. The
participation of the audience in this kind of democratic proce-
dures in a performance can also be seen as a kind of education
in participation, growing from the micro-environment of the per-
formance to the real sociopolitical procedures, the necessity of
which is more and more realized by contemporary societies. In
order to examine the above, we will use as examples some of the
participatory performances presented in MIRfestival 2014.

Christiana Galanopoulou is an art historian, curator, festival programmer,
dramaturge and author of texts on art. She studied Archaeology and Art
History at the University of Athens, and she holds an MA in Gallery Stud-
ies from Essex University and a DEA-Master 2 in Art History from Paris |
Panthéon-Sorbonne University. In 2000 she founded VideoDance, a festival
on movement and the moving image, which she directed until 2007. She is
currently the artistic director of MIRfestival in Athens, which she founded in
2008. She has collaborated with many Greek and European cultural institu-
tions. Her work focuses on the intersection between contemporary audio-
visual culture and the performing arts as well as on very contemporary forms
of live arts and their reception.



O MNMEPOOPMEP XTON 210 AIQNA: TYNOAOQOTIEL X TO LYTXPONO ©EATPO

THE PERFORMER IN THE 21t CENTURY: CONTEMPORARY TYPOLOGIES



ITeppopuep: Tomoroyieg ko Kotvotoniec otnv EAAnvikn Xknvn
Performer: Typologies and Commonplaces in Modern Greek Theatre

MNwpyog Xapmatakdkng
George Sampatakakis

Mpiv ané tn Sekaetia tou 1960 n katnyopiomoinon twv Bacikav
€180V TG umoKpITIKAG rtav eUkoAn umdBeon. O nbomoldg tng
YuxoMoyikng e€ixviaong tou pohou Kkal o «otacikégy nbormoidg
G avoikeiwong (kar SnAadr), o «otaviocAa@pokikdgy nbormoidg Kkai
O «MTPEXTIKOGH EKTEAEOTIG) ouvoyidav TG aiodntikég duvatdtn-
TEG £VOG TEPPOPEP €M oknvriG. Av 0 nBormoidg tou Mkpotdgoki
gival o Tpitog MéAog, autdg Sev eykaividdel pévo tov aokntr nbo-
oIS NG oAIKIiG autandpvnong, alAd Kai pia ogipd emyovwy Tiep-
@Oppep (6mwg, yia mapdadeiypa, o mepifalovtikég nbomoidg, o
EKTENEOTIG TNG TIEPPOPHAVG, kK.0.k.). O Robert Gordon oto oxe-
uKkd mpdéogato BifAio tou The Purpose of Playing: Modern Acting
Theories in Perspective, (Ann Arbor: University of Michigan Press,
2006), o. 6, avayvwpilel «€EI ueifoveg MPOOCEYYICEIG) TNG CUYXPO-
VNG umokpItikig oto Autikd ©atpo tng véag xiAietiag: |. Peaki-
OTKEG Tpooeyyioelg (e €upaon otnv Yuxohoyikr airibeia). 2. O
nBomoidg wg oknvoypaPIkd dpyavo Kal n mapdotacn wg aiebn-
KOS kataokevaopa. 3. Autooxediacpdg kai maixvidia (n Snuioup-
yia tou Bedtpou wg maixvid). 4. H extéleon wg mohiukr} mpd&n
(n umrokprtiki wg MPSPa yia pia koivwvikr aAayr). 5. EEepelvnon
Tou gautol Kal Tou AMou (N UTTOKPITIKY) WG TTPOCWTIKN avTIYE-
tomon kal wg didfaon). 6. H ektéAeon wg moAitiopikr) avtaliayn
(emtedwvtag tnv Siapopetikdtnta evég AMou).TéNog, okomog
NG Mapouoag eicrynong €ival va ixvnAatroel to nedio g umo-
KPITIKAG OTO oUyxpovo gAANVIKS B€atpo, Xpnoihomol®vTag thv
mapandvw Tumioloyia wg Seikn.

O Tlwpyog Xapmatakdkng eival Emikoupog Kabnyntrig ©eatpoloyiag oto
Tpripa Oeatpikav Xmoudwv tou Mavemotnpiou Matpwv. Amogoitnoe pe
dpiota and to Tprfjua Oeatpikwv Xrmoudwv tou Mavemotipiou ABnvay, &I-
Sikeutnke otnv apxaioeAAnvikr tpaywdia oto MNavemotripio tou Cambridge
(M.Phil.) pe urrotpoeia tou 1Siou Mavemotnpiou, kal améktnoe 815akTopIkd
Simdwpa otg Oceatpikég Xmoudég amd to Mavemotripio tou Aovdivou pe
urtotpopia tou I8pupatog Qvdon. Aoxoleital pe tnv lotopia kail tn Oswpia
Tou Oedtpovu, T Oewpia tng Zknvobeoiag kai tng Kprtikig, kal mpoopdtwg
€otpee to evliapépov tou otnv Gay kal Queer Oswpia.

https:/lupatras.academia.edu/ GEORGSAMPATAKAKIS
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This talk aims to present a typology of the major approaches to
acting in the Modern Greek theatre of the 2lst century, using
Robert Gordon’s taxonomy of acting as identified in his book
The Purpose of Playing: Modern Acting Theories in Perspective
(Ann Arbor: University of Michigan Press, 2006), p. 6: I. Realistic
approaches to characterization and psychological truth. 2. The ac-
tor as scenographic instrument and the performance as artifice. 3.
Improvisation and games (theatre-making as play). 4. Performance
as political praxis (acting as rehearsal for a social change). 5. Ex-
ploration of self and the other (acting as personal encounter). 6.
Performance as cultural exchange (playing one’s otherness).

George Sampatakakis (M.Phil., Cambridge - Ph.D., London) is Assistant Pro-
fessor in Theatre Studies at the Department of Theatre Studies, University
of Patras. His major areas of interest include Performance Studies, the An-
thropology of Theatre, Theatre History and Theory, and Queer Theory. He
has published articles in many international journals and volumes, as well as
four books in Greece.



Téyvo-vmokprrikn ko 0 Metatomouévoc Porog tov leppopuep
61O X0YYpovo OLatpo Tov XKNvoBET
Techno-acting and the Shifting Role of the Performer in Contemporary
Director’s Theatre

2téNMa Kepapida
Stella Keramida

H eionynon 6a efetdoel opicpéva mapadeiypata cUyxpovwv
OKNVOBDETWV TIoU €XOUV EVOWPATWOoel TV €vvola tou techno-
acting otig oknvoBeoieg toug pe emtuxia (SidpOpwon Kai Aei-
ToupYia TWV MapactdoewV Toug Pe Bdan v xprion tou techno-
acting). Me molov tpdmo cupBdlel auth n MpakTikn otnv avddeign
evog e&elioodpevou poAou tou iep@dpuep otov 2lo aiwva; Mog
petadider tnv évvola evég olyxpovou Bedtpou mou meipapatile-
tal ge TN texvoloyia; Mwg mpokumtel kar kaAigpyeital pia dAAn
Beatpikdtnta; Oa epeUVIiOOUE PE TTOIOV TPATIO N VEA TUTTOAOYId
G Beatpikiig aiobnuikiig mou kaAeitar techno-acting amotelei
onuavtko Sopikd OToIXEIO yia pia oUyxpovn oKnVIKh €kppaocn
Kal TIMG ouykekpipevorolei tnv Siki g, diakpity kar diagopo-
moinpévn, ekdoxn g Beatpikdtntag oto oclyxpovo B€atpo twv
oknvoBetwv (‘directors’ theatre’).

H Xxuhiavi) Kepapida eival 8i8dktwp Beatporoyiag (e1dikeuon otnv texvo-
Moyia kai v oknvoBeocia) pe omoudég otnv EMdAda (Mavemotipio Abn-
vav), OMavdia (Utrecht University), Ayyhia (Royal Holloway, University of
London), ka1 Apepikr (Yale University). ‘Exer 81euBivel Beatpikd epyactripia
o€ TIAVEMOTNUIAKA TUAPATA, QOITNTIKOUG CUANGYOUG Kal ISIWTIKOUG (POPEIG,
€xel opyavwoel kal emueAnOei kaAItexvikd Beatpikég TAPACTACEIG Kal €XEl
ouvepyaotei pe Siapdpoug eNnvikoug Bidooug (petagu dAwv ApgiBatpo,
Néa Zknvri Téxvng/ ©éatpo tou Néou Kdopou, Opada Ofapal Texvoxw-
pog Kk.a.). Yririp&e péhog tou Performance Working Group oto Yale University
(World Performance Project) kai éxei 818a8el oknvobecia (multimedia
directing).'Exel ypdyer kal mapoucidoel opINeG yia cuvEdpia, Keipeva yia Bea-
TPIKA poypdupata kKabwg kai yia eAANVIKG kal E€va emoTtnPoVIKG TIEPIOSIKA.

Theatre directors today have elaborated the concept of acting in
their productions by presenting the mediatised body of the actor/
performer and exploring digital representation, telepresence and
virtuality, elements which resonate with the notion of interme-
diality as a conceptual framework in their work. Consequently, a
specific type of acting, namely techno-acting, is formulated.This
paper seeks to address the following questions: How and why do
the medialities of techno-acting put an emphasis on the artificial-
ity, technological materiality and technological excess in the work
of contemporary directors! How does this offer an exploration
of the shifting role of the performer in the 2I** century? How
does techno-acting mediate a contemporary director’s theatre -
in artistic sensibility and style - that discusses the impact of the
role of technology in the contemporary theatrical environment?
In what way does this practice produce a distinctive theatricality?
The purpose of this paper is to give an account of the critical
impact of the medialities of techno-acting on the shifting role of
the performer by comprehending the aesthetics of this theatrical
practice and, therefore, understanding the technological and artis-
tic developments in the work of contemporary directors.

Dr Styliani Keramida completed a PhD at Royal Holloway, University of
London (Technology, Theatrical Aesthetics and The Changing Role of the
Director, 2013). She holds a Theatre Studies degree (200l) and an MPhil in
Greek theatre (2005) from the University of Athens. She also studied drama
and theatre at the University of Utrecht (2004), as well as performance, pro-
duction management, film and philosophy at Yale University (2008). She is a
scholar of theatre and performance, whose research examines the develop-
ment of contemporary director’s theatre and its relationship with theatre
theory. She has contributed articles to publications, as well as reviews and
conference papers on director’s theatre, multimedia theatre, intermediality,
theatrical aesthetics, political theatre and avant-garde theatre. She has taught
dramaturgy and theatre directing. She has also been employed as a profes-
sional director.
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doavopevoroyia tov Zopotog kot Epunveio tne AvtiAnymng:
H Evoopatmwon tg Epnepiog otn Lyeon Heppopuep-Kotvon
Phenomenology of the Body and Interpretation of Perception:
Embodiment of Experience in the Performer-Audience Relationship

Aiovuaia Mmouliwtn
Dionysia (Denny) Bouzioti

To owpa maidel peiova poho otnv evowpdtwon tng Beatpikrig
gumelpiag efte umd To TPicCPa TOU avanapacTATIKoU-eKPPACTI-
KoU péoou Omwg xpnaiporoleital ané tov performer eite uné
v ouvBrjkn ™G paivopevikd mabnuikig Sextikdtntag tou Be-
atrj. Méoa amé tnv Katavonon twv KivaictnTuKkov AeItoupyl®v
Tou, aA\d Kal TwV OUVEISNCIaKWV PNXaviopwy, Ba prmopéooups
VO QWTICOUNE Ta CUPTIEPIPOPICTIKG Kal avUANTTTikd TAgicia ota
oroia kiveital, 1I6iwg oTIG MepIMTWOoEI§ omou N performance mpo-
wBei ta pnvipatd tng péow tou edéPou 1 tou mévou. To Simoro
amoucia-mapoucia mpoacdiopilel v eumeipia Tou Piwpévou ow®-
patog téco oe Ox€on pe TNV Unap§n Tou atdpou oTov KOOHO
600 Kal ava@opikd PE T CUPHETOXH TOU CGTO ava-Tapactatikod
yeyovég. H eiorfjynon éxel wg otdxo va avadeiel tn ouvepyaaia
NG EMOTAPNG TNG VEUPOYUXOAoyiag e TN pilocogia, Tnv 1atpl-
K] aivopevoloyia Kal To avanapaoTtatikd YEYovog Pe yvwpova
1 oxéan nbormolov-Beatj.

H Aiovucia Mmoulictn gival anégoitog tou Tpripatog Ogatpikwv Zmoudwv
tou EK.IA. kai kdtoxog Master of Philosophy. H SmAwpatik tng 8éon
pe titho latpikp Paivopevoloyia oto Apdpa: Mia eicaywyrj otnv eppnveia
Tou andvtog Kal Tou TIAoXOVTIOG owpatog, cuvdudlel tn @IAocogia pe TG
VEUPOETICTHPES Kal TNV Puxoloyia oo medio Twv Mapactatik®y texvev. Me
KUpIo TIPOoavatoAiopd Tn onueloAoyia Kai Tn (aivouevoloyia CUPPETEIXE
otnv In Emotnpoviki Zuvavinon tou EK.IM.A (Noép. 2013) kar oto 5o lNa-
veMrvio ©eatpoloyikd Zuvédpio (Oxkt. 2014). 'Htav kevtpikr opiditpia wg
theatre specialist otnv €kBeon téxvng Questions and Claims (ART WALL
Project Space) wng eikactikoU kai video-artist Ebag Mapabdkn (lav. 2014),
eve) mapouciace Sikr NG oeipd oxediwv otnv EkBeon Téxvng Epacitexvav
KaMitexvav mou Siopydvwaoe o Arfjpog Meipaid (Okt. 2014). Zjpepa Si&dokel
Bswpia Bedtpou kal urokpITik og padbntég dnpotikou oxoleiou. Mapdiinia,
petappddel otnv eMnvikr) Bsatpikd Sokipia kai épya Eévwv Spapatoupywy.
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The body plays a major role in the embodiment of the theatrical
experience, either as a means of expression by the performer or
under the terms of the audience’s passive receptivity. Through
understanding of kinesthetic functions, and mechanisms of
consciousness, we can illuminate the behavioral and perceptual
context within which body exists, especially in cases where the
performance is promoting its messages through fear or pain.
The dipole absence-presence determines the experience of the
lived body both in relation to the existence in the world and
its involvement in the re-presentational event.The paper aims to
highlight the intersections of the science of neuropsychology with
philosophy, medical phenomenology and the re-presentational
event,driven by the relationship between performer and spectator.

Dionysia Bouzioti graduated from the Department of Theatre Studies, Uni-
versity of Athens and holds an MPhil in Drama and Theatre Studies. Her Ma
thesis, entitled Medical Phenomenology in Drama: An introduction to the
interpretation of the absent and the suffering body, was a combination of
philosophy with neuroscience and psychology in the field of performing arts.
Mainly oriented in semiotics and phenomenology, she participated in the Ist
Scientific Meeting of the University of Athens (Nov. 2013) and at the 5th Na-
tional Theatre Studies Conference (Oct. 2014). She was the keynote speaker
at Eva’s Marathaki (painter and video-artist) art exhibition Questions and
Claims (Jan. 2014). In October she participated with her own designs in the
Art Exhibition for Amateur Artists organized by the Municipality of Piraeus.
She has translated in Greek theoretical essays and drama plays and currently
teaches Theatre and Drama theory for children at an elementary school in
Athens.



Eveapxmvovtag v [Hapovsia: Epunvedovtog to Catastrophe
Performing Presence: Interpreting Catastrophe

Mischa Twitchin

Mdvo I5 xpdvia petd v €vapgn tng véag xiAietiag kar dn o
EIKOOTOG TPWTOG aAIWvAS, eival éva Béua peAétng, pe pabrpata -
énwg oto Mavemotipio tng MdAtag - mou ameuBuvovtar e18ikd
OTOUG TIEPPOPHEP, WAV To PEAOV va prmopouce va XWPIOTE(
amd ta owbikd twv Yneiakwv péowv. Mapadd&wg, autr n yo-
nteia ye 6ha autd mou Ba pmopouce va eivalr «véa» — oav va
rjitav prpootd amd to mapdyv - gival pia KAacikf avnouxia tou
MOVTEPVOU KIVAHATOG, Kal WG €K Toutou, Ba prmopouce Kaveig va
OKEQTE(, 0TI €ival TIO XAPAKTNPICTIKY avouxia Tou TIEpacpévou
aiva amd tn onpepiviy. MNoid, Aoimdy, 6a propouloe va eivai n
Kkpioiun Siapopd peta&u tng e&€taon Tou eIkooTOU TPWTIOU aIW-
va Kai NG E€taong Tou oUyXpovou pUNVEUTH, amd tnv droyn
TOUAGXIOTOV TwV TOTOBETOEWY WG TPOG TNV «Mapouaia» Tou
gppnveut; 2to mpdogato BiAio tou, To MéMoy, o Marc Augé
dnhwver ét:“To va eioal cUyxpovog Gnuaivel va EMKEVIPWVESAI
o€ autd ta MPAdypata Tou TapovTog Tou Siaypdouv KAtl amo To
péMov.» Ze autr tnv mapouaiacn, 6a 18eha va digpwtnbw T amo
o MapeABdv e&akoloubei va eival mapdv - va Sigpeuvrion TWG
EPWTAOCEIG YIa Ta KAAITEXVIKA Pé€oa, OTwG N PVAHN, va emoTtpé-
(POUV OTNV TEPPOPHAVG WG To PEAOV Tou Sikou tng mapeAdo-
vtog. Mg n Beatpikn mapdotacn Siagoponoigital and ta yevikd
KpItRpPIa NG «mapaywyri¢» os onpelo-kamtahiopd; Ti epwtrioelg
TOU KAmoTe NG Podag «apxeiou» TPOKUTTTOUV OE EPUNVEIEG OTO
B€atpo tou mponyoUpevou aikva Kal ofjuepa; e €vd TAdIcIo OTo
ormoio pia «emotpopr] otov Wuxpd MNMoéiepo» oulnteital, | otnv
oroia «enmavopBwoeigy ouvexiouv va SIaHOPPWVOUV TNV TTOAITI-
Kr PeTa&l Twv Kpatwy, T €idoug 1I0TopIkS Mapddelypa Mpoopé-
petal amd v gppnveia tou épyou Catastrophe tou Mméket;

O Mischa Twitchin eival petadidaktopikdg epeuvntrig tng Bpetavikrg Axa-
8npuiag oto Turjpa Oedtpou ato Queen Mary, University of London, n €peuva
TOU EMIKEVIPWVETAI 0T pavtaciakr {wr TG VEWTEPIKSTNTAG, OTIWG EKPPA-
Zetal o (1] dnwg Slapoppwvetal and) oxEoelg avanapdotaong Pe «ebvo-
ypPa@Ika» avtikeipeva oe pntpomohitikd pouoeia (http://www.sed.qmul.ac.uk/
staff/twitchinm.html ). To BiBAio tou, To ©£atpo tou Oavdtou: To Avoikelo
otn Mipnon Ba dnpooieuBei otn oeipd Pihocogia tng MNeppdppavg and tg
exddoeig Palgrave Macmillan (2015) la mepicodtepeg mAnpogopies emoke-
@teite otnv 1otooelida tou: http://shunt.co.uk/OLD/mischa_twitchin/ kai
oto Vimeo: https://vimeo.com/userl3124826/videos.

Only I5 years into the new millennium and already the twenty-
first century is a topic of study, with courses — as at the University
of Malta — addressed specifically to performers, as if the future
could be divined through the entrails of digital media. Paradoxi-
cally, this fascination with all that could be “new” — as already
ahead of the present — is a classic modernist concern; and thus,
one might have thought, more characteristic of the last century
than the present one.What then might be the critical difference
between consideration of the twenty-first century performer and
the contemporary performer, not least in terms of claims about
the performer’s “presence”? In his recent book, The Future, Marc
Augé suggests that: “Being contemporary means concentrating
on those things in the present that sketch something of the fu-
ture.” In this presentation (including a filmed performance), | wish
to propose that this is to ask what of the past is still present —
to explore how questions of medium, as of memory, return to
performance as the future of its own past. How does theatrical
performance distinguish itself here from the general criteria of
“production” in semio-capitalism? What questions of the once
fashionable “archive” arise in interpretations of the previous cen-
tury’s theatre today? In a context in which a “return to the Cold
War” is being discussed, or in which “reparations” continue to
inform politics between states, what kind of historical example is
offered by an interpretation of Beckett’s Catastrophe?

Mischa Twitchin is a British Academy Postdoctoral Fellow at the Drama
Dept., Queen Mary, University of London, investigating the fantasy life of
modernity as expressed in (or as shaped by) encounters staged with “ethno-
graphic” objects in metropolitan museums (http://www.sed.qmul.ac.uk/staff/
twitchinm.html). His book, The Theatre of Death: the Uncanny in Mimesis,
will be published in the Performance Philosophy series by Palgrave Macmillan
(2015);and examples of his performance projects can be found on his website:
http://shunt.co.uk/OLD/mischa_twitchin/; and on Vimeo: https://vimeo.com/
userl3124826/videos.
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