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PEEPEE

Baoilyg Zndiavikns
ATOPOS Contemporary Visual Culture

O Adxng kat o Apng lwvdg, i} Adpng, OTwg Tovg
amokalei 1 Oela TOVG Kat KATTOLOL ATIO TOVG Pi-
\ovg Tovg, Ta KAvouy OAa, pa OAa mavta pali oav
Svo ayamnuéva adépra mov eivat. Ola ektodg
ané Tov Epwta. Pdtnoa tovg idtovg aAld to
StaoTavpwoa kat and dANeg Tnyég, Kot 1 ar-
Beta eivat mwg dev eiyav moté to id10 kopitat! Ot
Adpng homoy, yvwotoi kat wg The Callas, pe tnv
¢kBeon Tovg Peepee, eivat ot kaAAiTéxveg oL
onpatodotovv TNy évapén Tng véag épevvag Tov
Eexivan ATOPOS Contemporary Visual Culture
Tov ZemtépuPplo Tov 2011.

H ¢pevva €xet wg Bépa to avBpwmivo cwpa
péoa amod TIG OVYXPOVEG EPWTIKEG TTPAKTIKEG.

Ti eival ndovr} Kat e TOLOVG TPOTIOVG AVTPES
Kat yovaikeg onpepa tnyv avtidappdvovrat, Tnv
ovetpebovral, Ty anol{ntody, ) Pubvovy, Ty
TPOCPEPOLY, 0 £vag aTov AAAOV Kal OAoL o€
olovg; Eivat mpdypatt To sex onpepa 1 mo @L-
AedevBepn kau 1 1o ekdnpokpatiopévn Y\wooo
emukowvwviag Kat mov ogeiletan avtd; Mrmwg
otV @pevitida pe Ty omoia To SadikTvo £xet
yiver pépog tng kabnpepvig pag {wng; Ztnv emo-
XN Hag, oty omoia aivetat va éxovv Eemepaotei
oxedov Oha ta oe§ovalikd TapToy, akopa Kat
Ta o akpaia Qetiy, pinws teAikd, o Epwtag
TOV €VOG yla TOV dANov, £xel HETATpATEL OF €val
and Ta Kupiapya Tapmov g kowvwviag pag; Ti
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eivat o Epwtag Aotmdv onpepa; Kau mwg opiletat
0 EPWTIKOG AOYOG GTNV £MOXT) TOL StadtkTvaKov
yaviotnplov; Ti eivat [T600g; Eivat va «oov Aeimet
aUTO TIOL €XELG KAl VAL TTPOTPEPELG AVTO TV OeV
€XeLe», OTwg Aéet o Lacan; ITag opiletat n KavAa;
[Mwg PAémovpe kat avtihapPavopaote To cwpa
Tov AA\ov aA)d kat to Siko6 pag; Ti ovviotd to
OWMLA IOV OAOL HLAG WA VOVHE ATEYVWOUEVAL VAL TO
QYA OOVLE Kat Vo TO epwTeVTOVHE; TTwg opiletat
o Epaotr¢ kat twg n Epwuévn, o Zovtpogog, o
anolvtog Epwrag, To Ao poag piod; IToco arto-
IO UTOpEl Vat elval avTo To ayamnuévo TAGOHA
TIOV OAOL AG WAXVOVLE, KAl TIOV TTAPAUEVEL )
Ta&LVOUN OO, OQPAYLIOUEVO amod pia adtdkoma
anpoPAentn mpwrotvmia, 6nwg Aéet o Roland
Barthes ota «Amoonaopata Epwtikod Adyour;
Ko g ovunepipépetal To Zwpa pag HEca o€
QUTAV TNV avadfiTnomn yta To Katvovplo, To iai-
TePO, TO SLAPOPETIKO, TO AdyVO, TO EPWTIKO, TO
oekovalikd; Yndpxovv tehika Opla otnv emibupia
aA\d kat aTov TpoTo Tov adAafovpe To Zdpa pag
(WOTE VA TETOXOVLE AUTHV TNV KOPOPWOT);

H ovvepyacia tg ATOPOS pe tovg Callas
OnpovpynOnke péoa oe éva Slapkeg pedvot pe
KPNTIKO paki kat Toimovpo xwpig yAvkavico,
OTWG TO ayamd To £tepov fov g ATOPOS,
0 2tapog 0 Pagaltdg, aAAd kat TOANEG Wpeg
KoLPEvTag, To TveDa TNG omoiag mpoomabw va

4 ¢ PEEPEE

BdAw 0TO XaPTi OE AVTEG TIG YPAULES.
Eekivnoape LADVTOG yla TOVG Z0YXpOVOLG
Xapaxtnpeg kat v épevva tng ATOPOS mov
katéhnge oty ékBeon ARRRGH! kat oo Biphio
NOT A TOY. Yayvovtag Tpomovg evEeXOHeEVNG
ovvepyaoiag oto Bépa avtd, katalryape va p-
Adpe TavTa ya Oha ta AANa, TOUG EpwTEG Hag,
™ @thia, TV TéXVN, TN PAakela, To pikpd Kat To
peydho, To BactAkod ot YAAoTpa mov 1 ylaytd
pov Tov Tdule pe @péokia KompLd yaiddpov kdbe
15 [éPEG Kat £TOL YIVOTAV YLYAVTLOG, TT OVANO-
Y1 Tov Ztapov and yanwvélika «netsuke» , ta
epyoxelpa Twv papadwv pag. ITavta pe mold
paki kat Tévta Eepoaipl. Avto dev Ba Toug To
ovyxwpnow! OAn n mapéa pov £tale ai aAld ot
naBlaopéveg kovPEVTeS pag dev pag emétpemay va
petaktynBovpe mpog avalitnon pelédwv oxedov
TIOTE. X [l amd AUTEG TIG CUVEVPECELS [AG, Ol
Callas, pag édeiav ta Bivreo mov eiyav eTodoe
Kot Tov iBeday va poTeivovy yla Ty ovvepya-
oia pag ato Bépa twv Xapaktrpwv. Hpovv padi
pe tov Bonfo pov, tov Ayyeho, o Ztapog éAetre
oto Aovdivo. ITjyape oto studio Toug voTepa amd
e eEavtAnTiki pépa oto ypageio. Kabioape. O
Adxng (1) umwg o Apng) apxioe va Aéet Stapopa
yta va pag eodyet oto Bépa. O Apng (1) umwg
0 Adkng) emevéPatve oav va mpoonabovoe va
vroypappioet e papkadopo Tig AéEeig-kAetdid

mov BéAave va pag petadwoouy.

Ta ewta oPrivovv. Ztov anévavti Aevko Toixo
Tov studio mpoPdAAetat évag yyavtiog yovat-
Kelog kwAog. Aev ovpfaivel TimoTe yia apketn
wpa. Timota extO¢ amd TNV avamvor avtod Tov
TepaoTiov «Xapaktrnpar. Yotepa évag Sevte-
pOG Kat VoTepa £vag TPITOG, TETAPTOG, TEUTTOG,
evteAwg Stagopetikoi peta&d tovg. «IIpokettat
yia mévTe StagopeTikég TPOPOAEGH, pag Aéve
T moudid. «Extog and KwAl’ éxet kaw Thut'».
Kat votepa éva ékto video. Kovtivo mhdvo ot
AeKdvn £vOG KOPLTOLOD, A UTPOCTA QTH TN
@opa. To eadpovyo kaAvmtel To Thint. To péye-
Bo¢ eival evivnwotako péoa oto Swpdtio. Kat
a€agpva to ecwpovyo vypaivetat. Aiyo-Aiyo, n
Kkpnvn apyilet va otadel, To e5wpovYo oKOLPAivEL,
Tpepomnailel amd t Sbvapn tov kitptvov vypod
mov avaPAvlet. Oupapat TNy avatpixila mov
£viwoa. Mia TepaoTia KATdQaoT OVYKIVNONG [e
kvpievoe. H idta ouykivnon, §0o efdopddeg peta
OTaV TO TElpapa ENAVAANPTNKE UTPOOTA GTOV
Ytdpo. Aev Tov eiya meL Timota. Aev meptypdge-
Tau pa Tétota pmetpia. Iepiuévw pe aywvia tny
avtidpaot tov. Paki Eavd. Zxotadi. TIpoBohn.
Ipwta o ‘KwAl’ oTig mévte Tov mapailayéq.

Yotepa to Thni. Kottd{w tov Ztdpo. Nuwbw

and v peptd tov TNV idta ovykivnon, Ty ida
katagaon. Eipaote ovpgwvol xwpic va movpe

AéEn. Oxt opw yla v €kBeon twv Xapaktrpwy,
aAld ya Ty véa pag pevva. Avto Ba eivat to
EVAPKTNPLO €pYo TOL Ba onpaTodOTAOEL TNV VEQ
épevva g ATOPOS yla To avBpwmivo owpa kat
TIG OVYXPOVEG EPWTIKEG TTPAKTIKEG.

H ¢xBeomn Peepee Sev eivau mopvo. Eivat katt
TO QAPXETVUTIKO, GUYKIVNTIKO, VTIEPOXO, TO OTOIO
umopei va mapovotactel ota SwHETIA TOL Veo-
KAaowkov TG Zakapivog. Na cuvopAfioet pe v
ApXITEKTOVIKT| TOL KTrpiov. Exei omov dAlote
kaBe Swpdtio eixe v Sikr) Tov {wr, TNV S1KN
Tov owkoyévela, Tov dikd Tov Epwta. Axaplaio
ano@acifovpe OAot pali to e&ng: kdbe Swudtio
Kkat éva video pe Tig mOpTeg kAelotég. Ot Beartég Oa
UTaivOUY HOVOL TOVG, £vag-évag, Ba kAeivouy Tiow
Tovg TNV MOPTa, Ba pévouv 600 BENovy umpootd
otnv kdbe mpoPolr. Eneita Oa mpoxwpodv oto
€MOUEVO SWHATIO KAl [LETA OTO ETOUEVO KAL OTO
EMOEVO. Zav LEPOTEAEOTICL TV TIPOTEVYT|. Zatv
TPOOoKLVNUa. Zav pia e§opoAdynon...

«®a oag kayel, 0 @66y, akobw TNV ayoarmn-
HEVT] OV YLaytd va pag Aéet amd Ket Tavw, auTr)
1 i6ta 0w Téude ToVG PactAikolE TNG pe PpéoKia
KoTpLA yaiSdpov.

Ag pag kayet ooy kat av Sev eivat o Epwrag,
ac eivat o0 Oeoc. ¢
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NQX NA KOITAZETE
MIA KAMAPIEPA KATAMATA

Xpiotégopos Mapivog & Eévia Kadmaxtooylov

XM: To kvpiapyo potifo oty devtepn atopt-
k| Twv The Callas eivau n «micw 6¢ax. [Tpokettat
yta pia ovvaBpoton mévte yovatkeiwv omodiwy,
To kaBe éva e Ta SIKA TOV PLOLOYVIIKA Xa-
PAKTNPLOTIKA, TN SIKT} TOL TIPOCWTUKOTITA. XE
avtiBeon pe Tovg ayeyadiaotovg, oxedov ala-
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Baotptvovg ylovtodg tng Brigitte Bardot otnv
Iepippovnon (1963), tov Jean-Luc Godard,
auToi ot BLVTEOTKOTNUEVOL KOAOL EKTIEUTIOVY piat
OLKELOTNTA, [N SLOTALOVTAG VA KOVWVIoOLV TG
advvapieg Tovg. H kpu@r) Toug yonteia £yketrat
otny adoAn elkikpivela, TN AaKWVIKOTHTA Kat

v anpoomointn apecdTnTa: Sev exPrdfovv to
BAéppa Tov Beatry ovte Tov Pépvouv oe afoln
0¢on pe N yopvn tovg aAnBeta. Avtoi ot mévte
KwAot eV elval Tapd LoVaxLKd TOTa, TapovaLa-
opéva oe Eexwplotd pikpd Swudtia mov Bupifovy
0lKOVG avox1g AAXd Kat XWPOLG TIPOTEVXNG Kat
StahoyLopov, 6TwG eival To AOKNTIKA KEALd TwV
povaxwv. Edw n diwtikdtnta npoimobétel
BeAKTIKOTNTA —KaL TO AVTIOTPOQO— KAgivovTag
£T0L Uy VISIapLka To HATL 0T okomo@ihia. IV
autd Kkat 8ev TOTELW OTL, OTNV CUYKEKPLUEV
TEPIMTWOT), €XEL TOGO VONUA (L0 AVOTNPT) AVA-
Avor yia 7o NO0VOPAETTIKO KAl TO PETIKLOTIKO
BAéppa Tov Beatry.

EK: Apketd xpovia topa, e€aitiag Tng eiko-
voypagiog mov pag katakAvlet oe kabnuepvn
Bdon, eivar SOoKoAO KATOLOG Va XapakTnpioet
TN oVyxpovn TEXVN «oe&. Enaviwg ma at-
oBdavetal kaveig éva piyog evxapiotnong va
Statpéxet TN 0MOVOVAIKT) TOV OTHAN ATO €vav
YUUVO TvaKa, Lo YORVT] QuTOYpa@ia 1] aKOpn
KL Ao TNV aTpOUNTN TEKUNpiwon wag avatpe-
nTikn G Steiodvong, Onwg m.X. 0To oMOVOLAWTO
@\ Destricted (2006). Zov Bvpilw, emiong,
v ohocéhdn Sagripton tov Piotr Uklanski
oto Artforum (Untitled, GingerAss, 2003),
£va ykpo mhav ota omioBia TG emipeAnTpLag

Kat ovvTpoPov Tov Alison Gingeras, kal To
OLVOSEVTIKO KelleVO TNG OXETIKA UE TNV OL-
YKEKPLUEVT Kivon Kat TI§ UVONAWOELS TNG.
IMap’ OAa avtd, Sev mpémetl va mapaPréyovpe
TN otadiakn aldayn onTIKAG TwV dnpovpywv
Kat Twv Beatwy 660V agopd 0T oxEon TEXVNG,
oe kat Topvoypagiag, yati, av pn Tt Ao,
eivat avalwoyovntikn n mpoonddeta va ano-
onaotei 1 oefovalikdTnTa and TN oPaipa TG
egoploAdynong kat g Yyuxavdivong. To 6Tt ot
Callas Snpovpyovv évav «oegovahikd Xwpo»,
elval ca@ég anod Tov TpOMOo EYKATACTACTG TOV
kaBe Bivteo oe StagopeTikd Swpdatio. IMicw
amno kaBe mopta n Aurr), eAewntikn yAdooa twv
épywv ald kat 1) emipovn emavanyn (mévte
omioOia 01N oelpd) divovv Tov puOuo.

XM: IIpdypatt, ylo va KaTavoroel Kaveig
KAAVTEPA TO UIVULA TIOV HETAPEPOLVYV TA TIEVTE
avtd close-ups, eivat mpotipudtepo va Aafet
VIIOYT TOL TIG TOMTIOUIKEG CLUVONAWOELG TNG
EIKOVOYPAPIaG TOV KWAOV KAl TOV TPOTIO IOV
auTr| €xeL Xpnotpormon et amd kaAATéxveg.
Amd Tovg covpeaAloTég kat T PAACPNUN Q-
Ttoypagia Monument a D.A.F. de Sade (1933)
Tov Man Ray péxpt Ta pvipaAioTika @A Tov
Andy Warhol (Taylor Mead’s Ass, 1964) kat Tng
Yoko Ono (Bottoms, 1967) ta omicBia e&€ppa-
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{av avékaBev pia aviepn kat YAevaotikn 6Taon
anévavtt otnv ggovaia kat ta cVUBoAd TNG.
BéPata, n ev Aoyw ovvaBpoton kopvpwvetat
ue éva ékto Pivteo, To omoio divel 0Tn por} TNG
agniynong wav &AAn Staotaon — éva Pivteo
nov TBavov Ba ékave tov Georges Bataille va
dakpvoel and ovykivnon kat tr Laura Mulvey
va Eexethioet anod opyn.

EK: Av kat Aoyw @bvong n Béon pov eivar
Aemthy, Oa édeya Aiyo mpoPokatopika OTt, Te-
Atkd, akopa kat 1 Mulvey avaBewpnoe pepikd
Xpovia apyodTepa To ToAvKpoTo dokipto «Visual
Pleasure and Narrative Cinema» (1975) xapa-
ktnpilovTag To TEPLOTHTEPO ia TTPOKANOT,
£Val LOVIQEOTO TTapA pia aplydG akadnpaikm
tomoBétnon. Ilépa and v ontikn andlavon,
TIOV ElvaL €K TWV TPAYHATWY TTapodoa, aAAd kat
TOVG OTEPEOTVTILKOVG GUVELPHOVG GTOVG OTIOIOVG
odnyobpaote péoa amd TETOLEG ATEIKOVIOELG,
1 kawvovpyta SovAeld twv Callas evtdooe-
TAL TNV EVPVTEPT] AVTIKOUPOPUIOTIKT] TOVG
otdon. Ztnv €kTn TpoPoAr), yia mapadetypa,
TO KOVTIVO TTAAVO QVTIOTPEPETAL Kot E0TLALEL
o éva BapPakepd yvvaikeio pol ecwpovyo
IOV OKOVPaAiveL OLyd-otyd and ovpa. To vypod
ATADVETAL AHOPPA, O TIPWTOG AEKEG EpYETAL KA
evwvetal (' évav SeVTepo eEAaQPWG MAPAKATW

8 ¢ PEEPEE

Kkat, ovvexifovtag v advownntn dtadoot} Tov,
T0 VYO apxilel kat péet and to kafdro. Avtdg
0 «KATAPPAKTNG» OLVIOTA TO TIPOPAVEG ATTO-
Kopv@wua Tov Pivteo, kabwg emiong kat TNV
TeAkr) Tov ékPaon KwSIKOTOLVTAG K VEOL
TO O Kat €0TIALOVTAG TAVTOXPOVA GTNV
andAela cwpatikod eAéyxov. Avtr 1 HeTatod-
mon g e€epevvnong g elevBepiog kat Twv
opiwv amd Tov SnUOcLo oToV ISIWTIKO XWPO
nov emiyelpovv ot Callas, amote)ei ovolaoTikd
KPLTIKT O€ pia ouyKkekpLpevn Bewpia tng e€ov-
olag, mov TavTileTal pe TNV anayodpevor, Tov
VOO Kal TNV Katamieon. @a mpoTeva Aotmov
va Sobpe tnv éxbeon Peepee kat wg éva axoAio
navew otnv avEavopevn molitikn anedmoia, éva
kdAeopa yla «opadikr Spaorn» (come together)
pe ovvOnua TNV yvwotn tapagpact): « Workers
of the World, Fondle Yourselves!».

XM: O Warhol, dackaAepévog and tov
Truman Capote, éAeye 0Tt «To 0 €xel va kavel
Le Kdmota pop@ry vootalyiag yia kat. Nopilw
TIWG O VTTAUVIKTIKOG XapakTrpag tng ékbeong
Peepee avagépetal otn oxéon TG vootakyiag
Kat Tov e, e avaywy£g T000 0TV EIKOVO-
ypagia TnG TOT apT 660 Kal GTHV TPOKANTIKY
kat yvdaia atodntikr| tov rock & roll. Ot Callas
KATATIAVOVTAL [E TI VOOTAAYIKI TAELPA TOV

oed avapopeWVOVTAG XAUEVEG VI TOVG EVIAIKES
£VVOLEG, OTIWG O AYVOG EPWTLONOG, T) OKAVEAALA,
n aBwotnta. Aev eivat Tuxaio ot ékBeomn €xet
TN HOP YT HLaG TOAVUETIKNG TAPAOTAOTG-EYKA-
TACTAONG, AVAKAADVTAG TO SLOVVOLAKO TIVED LA
twv events Exploding Plastic Inevitable, mov
Stopyavwve o Warhol pe mpwtaywviotég tovg
Velvet Underground. Av avatpé€et kaveig otnv
OKNVIKT] TTApOLOia KATOLWY CVUYKPOTNUATWY
—eEdAAov, ag pnv Eexvape 4Tt N TPAKTIKY TwV
Callas dopeitatl cvppwva pe T yAwooa g
pok povotknc- Ba evromioel ovk ohiyeg mept-
TMITWOELG «ETITENECEWV» e akaTaAANNoO TepLe-
xouevo. ®a Bupiow povo ™ xapd mov £dwoav
070 koLvo Tovg ot The Stranglers otnv LoTopikn
ovvavlia Tovg oto Battersea Park, oto Aovdi-
vo 10 1978, otav, katd tn Stapketa Tov Nice
‘n’ Sleazy, avéfacav eni oknvng kapa dexaptd
stripers, yvvaikeg kat avtpec. Ita tovg Callas,
moTebw Twg €Xet Olaitepn onpaocia avtn n dv-
vapukn e «Govtavie» mpoBoing evog £pyov
(eite mpoxkelTal yla pa cvvavhia 1 tawvia, eite
€V TIpOKeLpEVW yia pia ékBeom), pe v évvola
™G eyXapadng Twv elkOVWY GTOV YUXIOHO TOV
Beatr). IV avtod kai, oe oVykpLon e To Lipstick,
TNV TPOTYOVHEVT ATOIKT TOVG, £XovV dwoel
Twpa peyakvtepo Papog otn oknvobesia tng
¢k0eomg, vmoloyilovtag TpooekTIKA Ta Yuyo-

Moyika mepdopata anod To éva £pyo oto aAAo.
Expetalevopevol 0to €makpo T poppoloyia
Tov ekBeatakov xwpov, ot Callas éotnoav to
Peepee e Paon to atotyeio TG ékmAnéng, wote
va dwooLVY —aKOa KAl GTOV TILO VTTOYLACHEVO
Beatr— v aicBnon pag caynvevtikng mept-
NYNONG OTNVY EMKPATELL TWV EKTVPAWTIKWV
avtavakAdoewyv Tov o€k, ¢
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ANTI KEIMENOY, ENA APXEIO APOMOX (AOZOX):
ATO TON KAAAL ITOYL CALLAS
(KAI TIL CALLASETTES)

Navtia Apyvpomovrov

Zayhvy: Avth frav n Aéén kdedi n omoia
eméoTpe@e 0TIGC KOVPEVTEG pov e Tovg Callas
yi THY véa ékbeon-eykatdoTaon-performance
ue titho “peepee’.

2T1G OUELDTELS YOV, 000 HINOVTYE, EYpaya pict
potj, évar oUVEVOYIKG, OVVeEIpHIKD 0xedOV, KwdiKd
amd Aéeig, dnwe: mpofolés, moptpaita, Warhol,
Baudrillard xou Iatepixd keipeva, épwtag -oeé-
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Bavarog, Bataille, icpotedeotio (6pyto, mavyyips),
0 Yopds Tov Zadbyyou, storytelling, popuavtiouds,
pelayyoria, zines, amootacionoinoy, MmOikw-
1076, low-fi geometry, amovoia Tpayiot, Goddard,
cool, anaapwdixés (ye exkphteis), GpnokevtikéTyTa,
amoudkyevon, kovlo, storytelling, Balthus, Schiele,
Kirchner, O Qupwpd 06 viyTag ¢ KaPdav (kou To
Mawigpéaro ¢ 1rTag, TG Anuntpakdxn), Richard

Kern (toéxape 1o Bivreo “Face to Panty Ratio”),
ndakdoTpwta ekkAnoiwy, Jarmusch (Dead man xou
pvoTikés Kowwvieg), kabvatépnon, mepiovAdloyy,
EMavEAnYY, Aakwvikos, SwpIKos, TPAYUATIKOG
XPOVOG, HOVOIKY, EUETOG, TipOKANOY, UédN. pee.
xaBvatépnon. pee.

Ty pop@r] ket TO TTEPLEYOUEVO TOV TAPAKETW
Kkewpévov, amopdaioe To Aekiko:

Zaynvy: 1 SOvaun K&molov va yonTevel, va
elkver Tovg &AAovg, v TovG “kaTakTd”, 1 yonTeia.
ZYN. eAkvonikétnra. ANT. anwbytikdtyTa, amo-
kpovotikétyTa. ZXOAIO M. mapacipw (ETYM.
UTYV., apyikh] onpacia “peydlo adievtino Siyrv”,
TEXV.0p. S&velo mpoedAny. apxns (mf.amivy, eipi-
vn). Ty A. Saveiotnie n Aativixh]. ( Aekid TG Néag
EAnvix#c ITAwooas, I.Mrapmvidty, 1998).

Evo1 mpoxeitar yior éva apyeio-OikTowpet’, mpog
ekepevvnon, pTiaypuévo amd opatés ko Aiydtepo
0pATEG, EVIOTE AVAYPOVIOTIKES, TUVOEOELS Katl,
OTIWG OVYKPOTEITAL ATTO TIG IOTOPLEG QVUTEG KU-
piwg, apyeio “avemilnmrns aydnns yix 4 {wh”,
070 omoio Ba pmopovoe va aviikel To épyo, KoL To
epyaleabai, Twv Callas.

VVV (Victory, View, Veil n Vie, vie, Vie)?
“Tia T OTPATONOYIKA YPAPELQ TNG TIVEVUATIKIG
pag Lwng, o momntns Nikdhaog Kaag éxet knpu-

XOel avvunotaxtog edw kot TOAAA Xpovia.* Me v

avapxikn yAwooa tov kat 0to egapBpwpévo ovvo-
A0 TOU, e TNV EUHOVI| KAl TV AO0TACLOTIOM 0T
Tov (“mipémet va éxelg Stateéoet Gévtpo TpoTOL
KATAPPOVEDELS TN pVON ™) To £pyo (TToINTIKO, G0-
KULLOYPAPLKO, KPLTLKO, EKSOTIKO, GTOXAOTIKO) TOL
Nixov Kahapapn, 0a avtihneBei tov popavtiopd
OXL oA oav éva akopn pedpa - avtidpaon ot
UNXAVIOTIKT) OKEYT), aAAG WG TNV “Yoxikn Ka-
VOTNTA VoL EKTAAyODpE amod 6,Tt Sev eivat kKako 1
ovvnfela’, kat T ouvateBnpatikn evguia va kdvet
auTr| TV ékmAngn epyaleio vovopevong, “eotieg
TVpKaidg” 1 AAAwg, “omhootdcto™. O Nikohag
Kdhag, o ‘Stayvwotikog pehetntrg (diagnostician,
OTWG ATOTPOTBLOPLLOTAV), 0 SNLLOVPYOG HE TV
omepartikn tpodidbeon - xdpn TNV omnoia, avapesa
ota oA, Stdhege TeAkA wG YeLSWVLHO TOL TO
ovopa Tov OvyevoTov gUndpov Tov BavatwOnke
70 1762 &8tka, PpIKTA Kat TEAETOVPYIKA 0TIV TIPO-
enavaotatikn TaAAia - piknoe yta t ik Tov kat
v kaBolov ‘ot yevealoyia evbapowg kat
avtifeta oe TaoEIG Kau pedpATO, EMKANODHEVOG,
OTO TPOGWTO TOV AVTIVAGLOVAMOTIKOD TTUPETOV,
€V [HEOW TOV HEYAAOL TTOAEHOL (Kat TNG apvnTL-
Kng amévavtt oty apyaia EAAGSa diaBeong tov
Mnpetov), To eAAnviko animus®. Xto Confound
the Wise Td\, pinoe yia tov “anapaitnro £vo’,
Popéa Twv OTOoLXElWY XWPIG Ta omoia “kappia
TOLOTIKY TiPG0d0G eBVIKNG I TIOALTIOTIKNG (WG
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dev eivat e@iktiy”. Ze avtd To £pyo pahota, Pa-
QTIOHEVO aTtO TNV PpaoT Tov AtoatoAov ITavlov
oty Ipawty Emorods mpog KopivBiovs (Mwpave
T0v Z0o@0 10 petappalet o Navog Bakawpitng), o
Kdahag mepautépw avarapPavet tov poro tov “ov-
{1t ToL AL va TOVTOL” KAl e La TPOGEYYLOT|
Waitepa evdiagpépovoa kat Aokr, Stakéyet Ty
HayIKT) OKEYT, TNV oyaAAiaoT), TV AVATPETTIKN
Stahextikn (Eva SLAPOPETIKO AVTAPTIKO) KA TNV
éumvevon g PTG XpLoTiaviknig ekkAnoiag,
6 Baotkd medio TOMTIKOKOVWYIKOV GXOALGHOD:
“Mov apéoet n 18¢a twv Xpotiavav {wypdewv
Va KUKAWVOLV Ta KEQAALA TV aylwV [e Eva Q-
tootépavo. H evguia eivar Stavyeta kat pag kat
oL Npweg oL Aatpedw dev givau aytot, otny Béon
evog pwtooTtépavov 8o&ag, Ba Bela va dw wa
TpopEpPT EkPpact) va SiveTal 0To QWG TNG OYNG
TOVG...0XL TV OYN TWV TPEAWY... APVOLUAL TO VL
ovyxéetat 0 IO NG Ue TOV TPERO..””
EwcovoAdtpng kat Xt etkovoAdyog, OTwg opto-
Moyei oTo keipevo Tov “Magic Icons™, o Kahag
Bpioket, 6ToV TApANOYO TPOTIO TNG £PEVVAG TNG
ekkAnoiag yla Stavyeta, 070 avoTnpod TEAETOVPYL-
KO KaL TNV Kpu@d Tepatwdn etkovorotia TG, oTov
vBpdiopd kal v HPpn mov Sraxetpiletat, 0N
SLapketa kat Ty enppon avtrg TG Stayeipiong,
07N OLOTOAN Kat TNV eEWPPEVIKOTNTA NG, Eva
Soypa duvato, xapr OTIG atp€oelg akpLpwe Tov

12 ¢ PEEPEE

TO KATATPWYOLY, AVAVEDVOVTAG TO.

210 onpeio avTo Kal yla Xapnyv gvpopiag,
Ty vidLov, oL avayvwoTes ag avtimapaBdAovy,
v efapetikd ondvia, “StapecolafnTikrg
Svvapng” eikova tov “Tpimpécwnov XploTow’
(1806 at. ovAhoyn AoPépdov, Bulavtivd Mov-
o¢io), Tnv onoia 0 KaAag eppovikd oxoAddet kat
ovvdéel pe Tov IThovTapyo mov “npwtog pilnoe
yia tov oegovahikd xapaktrpa twv Tpiadikdv
BeotrTwv™, pe Ty elkova twv Tpuwv Callasettes,
evdedupévwv Evav ohyxpovo tdlwpatikd maotd,”
Kat UmAeypévwy oe €va oxnua, otov Oddapo -
ddamedo tng DIY, aviepng, kpuntoypaeukng, low-fi
YEWUETPIKNG, oknvng Twv Callas.

Mavoe§ovalioTIK®G... Kal pboal nuag
amd ToLg TOVNPEOLGS ACTOLG.

“Ag un SvoapeotnBovv pepucoi oTevopvAloL
EMAVAOTATEG, {a Sev BAETw yia ot Adyo mpémet
VaL amo@evYov e Ta TIPOPANHATA TOV EPWTOG, TOL
oveipov, Tng TpéAAag, TnG TéXVNG kaw TG Bpnokeiag
epooov ta eketalovpe anod Ty idla [e ekeivoug
poipa - Tnv Enavdotaon” Zmnv nepienun Iepi
Zovppeatiopot Slale€n, tTnv ‘Avoin tov 1935,
oty Aéoxn Kahitexvav, To Atedsé, enitng 0dod
Kapayiwpyn Zeppiag, o Avdpéag Eunepikog, evow-
HATWVEL TNV TTAPATIAVW GPAoT) Tov AvTpé MmpeTov
amo 1o 20 Mavigéoro tov 1929. Mnpootd o€ éva

Koo “Proovpwv aotwv’, katd “oydovTa Tolg eka-
1OV SuopevéoTato” OTwG papTtupoby EXbtng kato
idtog o Eumetpixog, o televtaiog ¢Bale tov omopo
ya va apxicovv “va petewpifovtan kat va oTik-
Bouv mapageva ovopata kat 6poL TPWTAKOVGTOL:
To VTIooVVeidnTo, 1 avTopaTn Ypar, To hasard
objectif.. To merveilleux kot ta Ao, Ztnv
Sié\egn- mapéuPaon avtn'?, o moTapog Apovp-
Apovp tov 1939, “0'Epwd’, 0TI 6x0eg Tov omoiov
‘ouykAivouy kat ektofedovTarl, wg £va, oL EpwTEG
Kat “ta avpayadnpata twv pikpdv Tatapwv”?,
nipooikovopeitat. Evw, o mapaevo moinua, To
Oéapa Tov Mrmoyiatiod ws KIvoUuevov Tomiov Tov
1933, (6mov 10 {wvTavo-{wypagiopévo EAANVIKO
torio, Tavtiletat pe Ty ndovr, Ty nepuabera,
TOV HVOTIKIONO TNG pelayXoAiag, Tny “emkn”
pntépa EXXA kau tnv maykoopua enavaotaon),
eEehiooetar. “TlavavBpwmotikws™™ ko “mav-
oggovalioTikawg” , pog pia Béom yia Tov Epwra,
Tov Odvarto, Tnv Owoyévela, Tov Tomo kat Ty
Zayrvn, i omtoia, VITOYEiwG, akavovIaTa vopilw, Ba
Bpei “Trovg kaholg aywyolg Tng BeppoTnTag, Tovg
véous” (mov életmay cOpPwva pe Tov EAXVTn and
ekeivn v Sidhedn Tov 35) kau Ba ovvexioet kat
eVIoXDOEL, £Va Ao TA AMOPACLOTIKOTEPA KAl TILO
Svoeppnvevta pevpata TG EAANVIKAG TEXVNG.
To 1945 apyilet va ypdgetar O Méyag Ava-
ToA1KOG, TO POVPLEPIKOD XAPAKTIPA OpapLa LG

vopadikng Kotvwviag TOTIOUEVNG amd TN Stapkwg
petavaotevovoa Embupia’®. Zra 100 kepdalata
KL TOUG OKTW TOHOVG TOV, O pia PAacenun,
yevvaia kat mapainpnuatikr aAinyopia, otov
SpOpO YLa TIG amavTayol kat Xwpig opla Apept-
KéG, emPareg dong Tawg kat emayyéhpartog, St-
amAéovy Tov ATAavTIKO Kat padi OAeg TIG HopPEG
evOG TIPpWTOYEVT), KOAaopévou kat pali tapadofa
abBwov epwTiopo, pag ndovig Avooaréag kat
navayadng. O Navog Bahawpitng Oewpei
yevvatodwpia, Tn peyaloyvyia kat Tnv EANewyn
eywiopov otov Epmetpixo, mnyn factkr tng ore-
PESTHTAG KAL PUOLKOTHTG TOV £PYOV TOVL: £VOG
anioTevToL TAOVTOV and “Napnpés, oTiAPovoeg
NéEels” kaL o@prynAéc évvoteg mov Levyapwvouy,
7oV ouvovatalovtal, OTwG N AéEn ‘eviavtdg
Aéet o Bahawpitng, n omoia apéoel otov Epmet-
piko, “oxt yta T Aoytkn tng onpacio aAAd yia
™ ovluyia Tov évog pe o avtd”. H guowodtnta
LLE TNV OTIolal XPTOILOTTOLOVVTAL KOLVEG PPATELG
Yla VoL TEPACOVY O€ PAVTACTIKEG TTPOEKTATELG,
TIAPATEUTOVV GE it KUBLOTIKE TEXVIKT AV TITapa-
0é0ewV KOHHATIWY HE SLAPOPETIKEG TPOOTITIKEG,
0€ A TTUKVOTNTA TTOV ATTAUTEL TNV ETOILOTNTA
Tov avayvwotn-Beatr). Kat cuveyilet o Balaw-
pitng, “OAoKANpPOG 0 1906 arwvag agrvet ixvn
ot emhoyn Twv Bepdtwy, Twv enelcodiwy Tov
MeydaAov Avatolixot, and tovg Phopmép, Zohd,
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Momnaodv, Ouiopave, ioape tovg Pwoovg Todotot
kat Ntootoyiégokt. To epwtordpaffo avtd, onwg
T EPWTOKAOTPR TWV HECAUWVIKWY HLOLOTOPLOY,
neptcAeivel kaBe Suvatn eykvkhomaudikd oefov-
ahwkn oxéon”'. H cayfivn hotmov Bpiloketat ota
Ayotepo mpogavy, ot Suvatotnta SnAadn, (kat
otnV mupetikn yevvatodwpia mov podmodétern
Suvatdtnta avtr), va Aettovpyei 1o eAAnvIKS ooy
va pnv éxace Tov malaid tov Stebviopo.

ITOL TMKPAMEVOL TNV ALAR'

Eival n app@oTia mouv yag ocdel'®

Towg To €pyo mov amnyel o Kald Tn oaynivn
G KATAGTAOT), av Ot 0 0TdoT {wig eivat avtd
tov Nikov Tkatoov. H napaevn, Bpavopatixn,
Apopyds alla kot n) Tpayovdiopévn Abavaoio
(“Eloat okAnpr| oav tov Bavdatov tn ypoBid, pa
NpBav katpoi mov oe motéyave Pabud. Kabe
yevid Sukry Tng B€Aet va yeveic, opoppovid, mov
dev oe képOloe kaveig”), elvat evOEIKTIKG, éva
Hovadiko oLVTAipLACHA TOV SNHOTIKOD TpAyoL-
5100 Kat TWV OTOLELWHEVWY TIAPANOY WY TOV, HE
TO 0OVPPEANLOTIKO 18iwpa.

H vipon, n alonpéneta, o fpatiopos, n ott-
BapoTnTa, 1) ECWTEPLKOTNTA, T) HI) KATECTUHEVT
ehevBepia tng moinong avtrg Ppioket To Taipt-
AOHA TNG OTOV CELUTIEKIKO, EVaV XOPO ‘KAELOTO,
EKOTATIKO, LEPATIKO, XOpO TNG Bacdvov kat TG

14 ¢+ PEEPEE

AUTOYVWOiag, Xopo {e apxaia @paklwTIKn KoTa-
ywyn, 0 ontoiog petagépOnke and tovg atribacovg
Zeipmékndeg otny Mikpd Acia kat enéotpeye pe
v Kataotpogr| Tov 22,

O Tavvng Toapovyng, LeAeTd TNV OVOLKN Kat
™V kivnon (Oywon kat o), oTpoPliopdg), Ta
€AANVIKA OWHATA KAt Ta KOUYEA KOGTOVWLA TOV
XOpOoL £wg NG OpNOKEVTIKNG KATAYWYNG TOVG
ano v Opeukn Aatpeia kat Ta Avaotevapla.
ZwypaiCel and pviung ko gavtaociag, (kat
xopevet) ta epPAnuatikd Ceipmékixd Tov yua va
elpwvevtel Tov kaBwompemopd Tng eEAANVIKNG
YevdoapLoTOKPATING, KAl KUPIWG WG POPO TIHNAG
evog alnBwvol aotov, otov pubuod ekeivo Tov
eivat, o “QuwTid IOV KATATPWYEL Ta povXa,
£VaG HETEWPLOUOG VTTOAOYIOHEVOG Kal ETKIVOL-
VOG AVAET OTNY AOYIKT) KAl TOV TAPANOYLOHO,
(“lodTa 6mha kata tov BavdTov”), wa andgaon
KOOV Kat pa Tpan oaynvng: “Ayanw v Kdlag
kat T Zwtnpia Mrédhov. Kat dev atcBdvopat
Sixaopévog. Ag komdoovv oot okavdalifovtat
yta auTo va kataldpouv Tt pov cupPaivet. Eyw
TAVTOG KOTLAGA Kol KOTILAlw yia va Ppw pa TéEn
Kat fua woppomia®”. O Toapodyng Stevkprviet
QuUOIKA OTL 0 Leipmékikog eivat, Oxt Tuxaia, éva
B¢pa - Tpomog ouyKEVTPWONG Yo va Sovhéyel
TO Heyalo aiviypa tov {wypatkod xdpov, Tng
oxéong dnAadn tng ryodpag pe o eovto. “H

@von eivat petaguotkr. O NAL0G kat i oeAnvn
pixvouv id10 Qwg” AéeL GTavV TOV pwWTOLV ylat Ta
AEVKA Xp@HATA TWV CWUATWY 0Ta (eipuméika, emL-
HEVOVTAG OTNYV £VVOLA TNG XPELAG, TOV ) IEPLTTOD
IOV elval nj ovoia aVTHG TG TavapyaLag 6pxXnong
KAt TNG HOVOLKNG TNG. Ot HOPPEG, “TIavTa YUHVEG
QKON Kat OTav NTaV VIVHEVES, OTIWG eixe TIEL O
Epmneipikog, avadvovrat oTiG peydhes, Spapatikég
ovvBEaelg Tov, oe Tapalieg PAVTAOTIKEG, Kat Ta
oxédLa Tov eivat Sokpég ov €xovv yivel pe moBo
ehevBepiag. Tng ehevBepiog va vakovoel “tovg
TOAAOVG KAl TAPATALPOVG XPTOHOVG IOV AKOVEL T
Yuxn” Kat v TOLG 0aynvevoeL 0 £va O

H emtéleon - n memoidnon

O Alain Badiou woyvpiCetat 611, “o ITavhog o
18106 pog Stddoket 6TL Sev eivan Ta onuadia Tng
SVvapng Tov HETPOVY, OUTE OL VTTOSELYUATIKEG
{wég, aAld avTo yla To omoio eivan tkavr 1) Tte-
noiOnon, edw, Twpa, kot Tavta”

Y.T. Méoa otnv ovvBetn, Stateyvikn eykatd-
otaon- performance tov PeePee, to Dance me to
the End twv Callas, eildikdtepa, Aettovpyei oav
enwddg Kal payyaveia, oav Tov SLakoOmTTn 0TO
Dream Machine tov Brion Gysin: emtpémovtag
TIV EPWTOTPOTIA |LE TO AVEPLKTO. ¢

V'Exet iowg evdiagépov va mapatnprioet kaveig 0Tt kat 1) Ava-
YKn, opoBpovog tov Kpdvov, n onoia otéketal vynAotepa
and OAa otnv apyaioa EAAGSa kat Sev avanapiotatal mapd
He To anmpoowno pripa Aei, GuykpoTtei emiong éva SixTv, oTOVG
8eapovg ToL 0Moiov HAALOTA TTayIdebeTal TO EiVaLOVIPWYA
pe tov IMappevidn. H Zayivn Sev eivat mapa n Aapmpr ekdo-
X1 TG Avaykng, pia aAknovxia epgavrig oe 6ho To apxeio
mov mpoTeivetat eda.

2 VVV ftav o TitAog Tov mteptodikov mov ekd00nke amd Tovg
Evpwmiovg Zovpeahiotég otnv Néa Yopkn and to 1942 éwg
70 1944. Me emkepalr tov David Hare kat Tovg, Breton,
Duchamp kot Ernst, eixe emiong ovvepydreg tovg Cesaire,
Lamantia, Matta, Tanguy, Levi-Strauss k.a. [TapdTi cuvepyd-
otnke apytka oe avtd o Kélag to Bprike mpokAntikd molvte-
\ég o emoxn SivEewv Twv evpwaiwy StavoodEevwY Kat ap-
@LoprTnoe Ty npodbect) Tov MIPETOV VA GLOTIELPDTEL TOVG
prloonaoteg kaAAitéxves. 2to meplodikd View (No 2, Oxtwp.
1942) dnpocicvoe paliota to keipevo, The New Prometheus,

emkaléatnke TV évvola ™¢ EANaSag, wg tavtdonun pe v
enavaotatkotnta. O Kaag ovppeteixe otov oxediacpo,
™V O\, Kat TV €kS00T TOANDV TIPWTOTOPLAKWY TEPLOSIKWY
TéxvNG 1600 oty Evpwmn 600 kat oty Apepikr.

* Odvoctag EAvTnG, mpoloyog ato 08¢ Nikrta Pavtov,
Ikapog, 1977, 0.7

* om. mapamdvw, 0. 8

5 X0 Foyers d’incendie, Snpoctevpévo 1o 1938 oo Iapiot (ekd.
Denoel), padi pe ta np@ta ypantd tov Kdhag 6to Minotaure
Kol avayvoplopévo apéows, StvpapPikd, wg pia amé Tig
ONUAVTIKOTEPEG TTPOTEYYioEelG aTOV Zovpeaiopo, o Kahag
ETIKELPEL £V PAVIPETTO 0TO omoio ouvdéeTal i) TEXVN He TV
{wn, pe epPAnpatikn eikdva ekeivn Tov MapOevwva, yepdrov
mopopaxtkd katd tnv OBwpavikn katoxn: “H téxvn eivat
nablacpévn, eTiaypévn and aydnn kat picog, and ndovr kat
TOV0, ot ekAEELG TG elvan GLVTPITTIKEG, 1) KwpwSia TG
@peVIPNG, N Tpaywdia TG okAnpN, To aifa péeL otV oknv,
{odpe oY atpéTPatpa TOL EYKANHATOG, OOV Trape KaTadt-
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Zebg kat v fulavtivi) Mg, gpuyikng kataywyng, Mmékog 1y

Béxkxkog, SnAad Yywiti, LTovkLd, TpOGQopo.
* Tiavvng Toapobyng, avdueoa oe Avatoln kat Avon. TIévte

TpN agrynon mov ovvdvaletal povadikd pe To urmovfovkt Tov
eidovg, ®avo Behovdio, n Aé€n Zeiuméxog, mpoépyetat and to

Oavdon ITolvkavdpiin.
19 Katd moA\ovg, n AéEn mpoépyetat and to Zedg kat Bakxog,

Epmetpixo, pali pe mpooyxedio emotohnig otov Mmnpetdv, oty
onoia o Epmetpikog Statvmavet v dmoyr tov yia Ty 3n
Aebvn, v avaykn Swatfipnong tng exevBepiag Tov ovppe-

ahopov kat Tv Enavdotaon.
3 Apovp-Apotp oo Ipantd 1 mpoowmki pvbodoyia, 1936-

nedio. Zougwva pe tov Fourier, emvonti TG emotpng g
HaBiaouévyg EAEng, (otov omoio avagépovtat Epnetpikog
kat KdAag), “mévta kdvovpe €pwTa pe KOGHOVG .

' Navov Bahawpitn, Avdpéag Eumepikog, exd. Yytlov, 1989

17 Nikog I'kdtoog, Apopyog. mpatn ékdoorn to 1943, oe 308
kat Staotélketal EeondvTag, 0T avunoyiaota povAodkia

Oedipus (Minneapolis: University of Minnesota Press, 1983,
P-292,293), T Béon tov Charles Fourier (1772-1837) ywa tov
Tpomo mov N MBSk evépyeta Samotilet GAo TO KOVWVIKG
Ipapuévo yiex Tov Niko Koeut(i., o (eipmékiko auto, eivan
ano ta SuvatdTepa oTEYovpyHHata Tov ZapPfomoviov pe
£IKOVEG Kivnpatoypagikig 1§ Beatpinig évtaong (“tov PAémw
o€ apyég OTPOPEG, oav pia OedTnTa IOV ADEL TOV TTAVIKO TG
Tov yAevTiov, Tov Prafovy o doLAO TNG”), pia pakpid éqpte-
mov guvdvalet T cuvTHpPNoN Tov Ala Kat TNV enavdoTtaon
Tov Atdvuoov. Katd tov molvmpdypova kat Adtpn tov
(Cultural Memory in the Present), Stanford university
Press, 2003

1946, Tov Avépéa Eumeipixov, ekd. Aypa, E” avatonwon,

I''¢éxdoon, 2004, o. 27
4 To Oéapa Tov Mmoyiatiov wg Kivoduevov Tomiov, ekd. Aypa,

Adkng, ekdooelg Aypa, 2009
12 To xetpoypago tng Stahegng Ppédnke and tov Acwvida

avtituna and Tig ekd. AeToC.
18 Atovbong Zappomoviog, To Makpv Zeiuméxixo yio Tov Niko.

Kkeipeva. Aypa, 2000, oed. 13
2 Alain Badiou, Saint Paul, The Foundation of Universalism

2009
1> Ot Gilles Deleuze & Felix Guattari, avaAvovv oto Anti-

“0

et o pdtL, eEaypLdvel TOV VOTEPIKS KAt TPOTPEPEL TOV TPEAO
w¢ mapdderypa. H téxvn Sev eivat moté ovvatoBnuatikr, moté
nBun, eivat evavtia oty kabeotukvia takn, evavtia oty
kupiapyn egovoia, evavTia oe kdBe KOUPOPUIOUO, EvavTia
Bahawpitng mapopotalet tov Kahag, Tov Stavoodpevo and Ty
petamnotkiaky xwpa, pe “eEoptoto fulavtvo Aoyto” pe ‘Ayxog
™G mpoodokiag’ (anxiety of anticipation)- déopuo TG pKTAG

0ToVG Kupiapxovg kdbe eidovg kat kabe kataywyrg. O
fortunes of Surrealism,” Vassiliki Kolocotroni, yto tnv onua-

oia TG €vvolag Tov TpiovmooTatov otov Kalag.

190 o T66 givan o TEMAOG, To TPWTO STV, Ue TO OTIoiO0 1
XELPOTIOINTO, AVTOOXESIO TTEMAO), O TAOTHG AVTOG CLUUETEXEL
Avdpéa Eumelpikov”, etloaywyn kat empéAea I Matpopava-

AMOPACIOTIKA OTIG OYETELG CAYHVNG.
' Tia Ty totopia Tng Stdke€ng avtig kat Tng dnpoaievorg

oeEovalkOTNTA, KAVEL Ta PéAN Hag va TPEROLY, TipoBAnuaTi-
TapBevwvag to amodeikviet: ) Téxvn eivat omhootdoto” Art
is an arsenal!”. ES@ n peta@paon eivat tng vmoypagovoag.
EAAnvikr) ékSoon: Eotieg ITupkaidg, exd.Gutenberg, 1992

¢ The New Prometheus, View (No 2, Oxtwp. 1942): “Kavévag dev
yvwpilet tobd Ba SoBovv ot peAovTikég Mdxeg Tov Mapabadva,
yati ot TTépoeg eival Twpa mavTow kat auTd TOL EVVOOLUE OTAV
Aépe EAMGSa - To animus ywpiG To 0moio Kol mepattépw
npdodog Sev pmopei va vitapEel - PpiokeTan TOPA TEPLOPLOUEVO
o€ TTOAV pukpég opades. Qotoco eivar tavtov|...] Ot mouytég
Sev katadapPdvovTal and iNyyo, TpEmel va epmvéovTat anod
Tov Alox0)o, o TTpopnbéag amokadmTeTan Xapn oe AUTOV
- 0 AloXVAoG, 0 monTrG-ToAeoTNG ivat ITpounOeikog.
VITOSOXNG AVAETA 0TIV YONTELQ, THY TTEPLEPYELA KL THV KXV~
Toyia, 1) Omoia AKOWN EMPUAACTETAL GTOVG O{OIOVG TOV.

7 Confound the Wise, New York, Arrow edit. 1942, s. 7-8
the Modern Period (Ann Arbor: UMI Research Press, 1985).

 Agg kat “Minotaur in Manhattan: Nicolas Calas and the
"Hpa kalvmtet 1o kpePaty, faocikd ototxeio g Aatpeiag Tng,
opifovtag étot Tov vo@ikod Oddapo. ATo TV apxaldtnTa 0To
Bulavtio kat and tovg Aaikovg Yapovs wg Ty oKnvi Twv
Callas, (6mov ot Callassetes, popovv évav diatpnro, faux
™G, PAéme, “Tlepi Zovppeadiopov. H Siahegn tov 1935 tov

WKOUAOTE, OTwG To eide 0 Kagka otnv Aikn 1} o Kipiko otov
EBSopepo. H téxvn tpopddet, avakvel tnv (A, e€amter tny

8 Magic Icons’ (1947), Transfigurations: Art Critical Essays on
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“Prayer” no 1 (video still)
video projection
dimentions variable, 2011

“Prayer” no 2 (video still)

video projection
dimentions variable, 2011




“Prayer” no 4 (video still)

video projection
dimentions variable, 2011

“Prayer” no 3 (video still)

video projection
dimentions variable, 2011




“Prayer” no 5 (video still)
video projection
dimentions variable, 2011

“Peepee” (video still)
video projection
dimentions variable, 2011




Atopic Bodies [NINE]: The Dancendettes
performance, installation
dimensions variable, 2011

Atopic Bodies [NINE]: The Dancendettes

performance, installation
dimensions variable, 2011




“Peepee” (detail)
embroidery on canvas
350x200 cm, 2011

“Peepee”

embroidery on canvas
350x200 cm, 2011




“Dance Me To The End” (detail)
embroidery on canvas
300x200 cm, 2011

“Dance Me To The End”
embroidery on canvas
300x200 cm, 2011
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“Stairway to Hell”

installation, performance
dimentions variable, 2011

PEEPEE

SITTING IN THE PARK WAITING FOR YOUR TOY
A STRANGER CAME HE'LL GIVE YOU SOME JOY
THE SUNLIGHT FADES YOU'RE READY TO FALL

A GOD’S GIFT A SILVER BLOWJOB

PEE PEE PEE | WANNA GO TO PEE

PEE PEE PEE WOULD YOU LIKE TO SEE?
PEE PEE PEE WHEN WILL YOU GO TO PEE
PEE PEE PEE WILL YOU LET ME SEE?

BETWEEN YOUR BREASTS THE VALLEY OF DEATH
BETWEEN YOUR LEGS A HAIRY LITTLE SHED

AN OPEN MOUTH THE CAVE OF THE HEAD
WHITE PAIN MADE OF BED

PEE PEE PEE | WANNA GO TO PEE

PEE PEE PEE WOULD YOU LIKE TO SEE?
PEE PEE PEE WHEN WILL YOU GO TO PEE
PEE PEE PEE WILL YOU LET ME SEE?

THE TEAR OF GUILT KILLS YOUR SLEEP

YOU PRAY TO LORD FOR ANOTHER DRINK

THE NIGHT LOOKS DARK BUT YOUR SOUL NEEDS SKIN
OPEN THE DOOR YOU'RE READY TO SIN

PEE PEE PEE | WANNA GO TO PEE

PEE PEE PEE WOULD YOU LIKE TO SEE?
PEE PEE PEE WHEN WILL YOU GO TO PEE
PEE PEE PEE WILL YOU LET ME SEE?

DANCE ME TO THE END

I LOOKED IN PICTURES, | LOOKED IN BOOKS
| LOOKED IN MOVIES, | LOOKED IN SONGS
THIS IS THE STORY OF A GIRL WHOSE SOUL WAS HURT

SHE'S LOOKING EVERYWHERE TO FIND HER PERFECT LOVE

AND I MISS HER, AND | SING FOR HER
AND | NEVER SEE HER AGAIN

DANCE ME TO THE END OF, DANCE ME TO THE END OF

| LOOKED IN PICTURES, | LOOKED IN BOOKS

| LOOKED IN MOVIES, | LOOKED IN SONGS

HER SMILE IS HAPPY BUT HER EYES ARE IN THE DARK
A PERFECT BODY WITH BRUISES ON HER BUTT

AND I MISS HER, AND | SING FOR HER
AND | NEVER SEE HER AGAIN

DANCE ME TO THE END OF, DANCE ME TO THE END OF

| LOOKED IN PICTURES, | LOOKED IN BOOKS

| LOOKED IN MOVIES, | LOOKED IN SONGS

SO MANY STORIES UGLY GHOSTS FROM THE PAST
ONE DAY SHE FOUND HERSELF DROWNED IN A GLASS

AND I MISS HER, AND | SING FOR HER
AND | NEVER SEE HER AGAIN

DANCE ME TO THE END OF, DANCE ME TO THE END OF

| LOOKED IN PICTURES, | LOOKED IN BOOKS

| LOOKED IN MOVIES, | LOOKED IN SONGS

SO TIRED OF PEOPLE ONLY LOOKING AT HER BUTT
SHE FELL IN LOVE WITH THE END OF HER BLOOD

AND I MISS HER, AND | SING FOR HER
AND | NEVER SEE HER AGAIN
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PEEPEE

Vassilis Zidianakis
ATOPOS Contemporary Visual Culture

Lakis and Aris Ionas, or Laris, as their aunt
and a few of their close friends call them, do
everything, but everything together like two
loving brothers, that they are. Everything that
is, except when it comes to love. I asked them
myself, but also checked elsewhere, and the truth
is that they have never had the same girlfriend.
Laris, therefore, otherwise known as The Callas,
and their exhibition Peepee, is the starting-point
for ATOPOS CVC’s new research for their next
project, which will commence this September.

The research will examine the human body
through contemporary sexual mores. What is
pleasure and how is it perceived by men and
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women today; do they dream about it, do they
search for it, do they experience it, do they offer it,
one to another and everyone to everybody? Is sex
today the most liberal and most accessible means
of communicating? And to what is this due?
Maybe with the frenzy the Internet has become
part of our everyday lives? Can it be that in our
time, when all sexual taboos, and even the most
extreme fetishes, seem to have been overcome,
that finally Love for one another has become one
of the principal taboos? What, then, is Love to-
day? And how do you define Love’s language on
the Internet where everything is for sale? What
is Passion? Is it, as Lacan says, “to miss what you

have and to offer that which you do not have?
How do you define raunchiness? How do we see
and consider the Other’s body, and at the same
time ours? What [suggests / leads us to the body]
that we are all desperately yearning to love and fall
in love with it? How does one define the Lover and
the Loved one, the Partner, the perfect love, the
other half? How atopic can that loved creature be
that we are all seeking and which remains unclas-
sified, marked by an uninterrupted, ceaselessly
unforeseen originality, as Roland Barthes says in
A LOVER’s DISCOURSE, FRAGMENTS? And
how does our body behave when searching for
the new, the unusual, the different, the lustful,
the erotic, the sexual? In the end, are there limits
to the need to yearn, but also to the way we alter
our Body so as to achieve that climax?

The collaboration between Atopos and The
Callas developed during a long drinking session
with Cretan ‘raki’ and ‘tsipouro’ without aniseed,
as preferred by the other half of ATOPOS, Stamos
Fafalios, and with many good stories, the spirit of
which I am trying to capture here on paper.

We began talking about Contemporary Char-
acters and ATOPOS’ research that resulted with
the exhibition ARRRGH! and the book NOT
A TOY. As we tried to find a way for potential
collaboration on this subject, we always ended

up talking about everything else; our loves, our
friendships, art, stupid things, the large and the
small, the basil plant my grandmother used to
feed with fresh donkey’s dung every fortnight
thus becoming a giant plant, Stamos’ collection
of Japanese ‘netsuke, our mothers’ embroideries.
Always plenty of ‘raki’ and nothing else. I will
never forgive them for that! Although always
promised dinner, we never got that far as our
passionate conversation prevented us from do-
ing so. At one of these meetings Laris, or Callas,
showed us a short film they had prepared and
which they wanted to propose for our collabora-
tion on the theme of Characters. I was with my
assistant Angelos, Stamos was in London. We
were drinking in their studio after an exhausting
day at the office. We sat down. Lakis, (or maybe
Aris) began introducing us to what we were
about to be shown. Aris (or maybe Lakis) kept
interrupting to emphasize the main points they
wanted to transmit.

The lights were lowered. A gigantic female
bottom was projected onto the opposite white
wall in their studio. Nothing happened for a
while. Nothing, that is, except the breathing of
that gigantic ‘Character’ A second, third, fourth
and fifth film followed, each entirely different.
“We are talking about five separate films”, said the
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boys. “Other than ‘Bottoms, there is also ‘Peepee™.
And there followed a sixth film. A close-up of a
girl’s pelvis from the front this time. The pants
covered her ‘Pipi. The scale was impressive in the
room. And suddenly the pants are wetted. Little
by little the source begins to drip, the pants get
darker, trembling ever so slightly from the force of
the yellow liquid that is outpouring. I remember
the goose bumps I felt. An overwhelming emo-
tion left me speechless. The same emotion, two
weeks later, when the experiment was repeated
with Stamos. I had told him nothing. You can-
not describe such an experience. I anxiously
waited for his reaction. ‘Raki’ again. Darkness.
Projection. First the ‘Bottoms’ in their five ver-
sions. Then the ‘Pipi’. I watch Stamos. I feel on
his behalf the same overwhelming emotion. We
are in agreement without exchanging a word. Not
about the exhibition of ‘Characters, but about
our new project. This will be the starting-point
for ATOPOS’ new research on the human body
through contemporary sexual mores.

The exhibition ‘Peepee’ is not pornography.
It is archetypal, moving, magnificent and can
be shown in the rooms of ATOPOS’ neo-clas-
sic building on Salaminos Street. It can share a
dialogue with the architecture of the building.
There, where once upon a time each room had
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its own life, its own family and was witness to its
own Loves. Without a moment of hesitation we
all agreed the following; a video in each room
- and doors closed. The Visitors will enter on
their own, one by one, closing the door behind
them and they will watch the video for as long
as they wish, before preceding the next room
and the next and the next... Like a prayer, like a
worship, like a confession...

“God will burn you!”, I can hear my dear grand-
mother saying from above, the very same who fed
her basil plants with fresh donkey dung.

Let him burn us then - and if it isn’t for Love,
then let it be for God. ¢

HOW TO LOOK AT A CHAMBERMAID'S EYES

Christoforos Marinos & Xenia Kalpaktsoglou

Ch.M: The Callas’ 2nd solo exhibition prevail-
ing motive is that of the “rear view”: an assembly
of five female buttocks, each one with its own
physiognomic features and character. As opposed
to Brigitte Bardot’s unrivalled, almost alabaster
bum in Jean-Luc Godard’s Le Mépris (1963), these
video-recorded butts evoke a sense of intimacy,
without hesitating to communicate their flaws.
Their discreet charm is lying on ingenuous hon-
esty, terseness and unaffected imminence: with
their “naked” truth, neither they constrain the
observer’s gaze, nor they make him/her feel un-
comfortable. These five asses can be considered as
secluded landscapes, presented in separated small

rooms reminiscent not only of brothels, but also
of praying and meditation spaces, such as monks’
ascetic cells. Within this context, privateness
presupposes comeliness and vice versa, casting
a playful eye over scopophilia. This is why I do
not think that a further, more thorough analysis
concerning the observer’s voyeuristic/ fetishistic
gaze is worthwhile in this case.

X.K: For several years now, the devastating
iconography of the everyday life makes it hard
when trying to attribute a label of “sexiness” to
modern art. It is hardly possible today for some-
one to feel his spine shivering with pleasure while
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observing a naked painting or photograph, or
even in front of the intrepid documentation of a
subversive penetration, as in e.g the portmanteau
film Destricted (2006). I should also remind you of
Piotr Uklanski’s full-page advert at the Artforum
(Untitled, GingerAss, 2003), a close-up at Alison
Gingeras’ (curator as well as Uklanski’s partner)
buttocks, combined with a covering text about that
particular action and its connotations. We should
not, nevertheless, neglect the gradual shift of both
artists’ and viewers’ viewpoint as to the relationship
between art, sex and pornography, because the
intention of detaching sexuality from confession
and psychoanalysis is anyway refreshing. Watching
the way of installing each video in a separate room
makes clear that the Callas are creating a “sexual
space”: behind each door, the pieces austere, el-
liptical language, as well as the persistent repetition
(five buttocks in a row) set the tone.

Ch. M.: That is true, if someone would try a
more thorough understanding of the message
conveyed by these five close-ups, it is rather
sensible to take the cultural connotations of butt
iconography into account, especially concerning
the manner that this iconography has been treated
by artists: Starting from the Surrealists and Man
Ray’s blasphemous photo Monument a8 D.A.F. de
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Sade (1933), up to Andy Warhol’s (Taylor Mead’s
Ass, 1964) and Yoko Ono’s (Bottoms, 1967) mini-
malistic films, buttocks have always expressed a
mocking and profane attitude towards authority
and its symbols. In The Callas’ case, of course, the
abovementioned assembly is culminated in a sixth
video, which provides the narrative flow with a
new dimension —a video that would possibly make
Georges Bataille burst into tears of emotion and
Laura Mulvey scream in furious rage.

X.K.: Even though my very nature makes my
situation slightly ticklish, I would suggest, in a bit
provocative way, that even Laura Mulvey herself
revised her sensational essay «Visual Pleasure
and Narrative Cinema» (1975) in the years that
followed, citing it as rather a manifesto / chal-
lenge, than a sheer academic placement. Tearing
ourselves away from the visual pleasure (de facto
omnipresent), as well as from the stereotypical as-
sociations made through such depictions, I would
rather say that the Callas’ new work is placed among
their broadened non-conformist position. On the
sixth projection, for instance, a reversed close-up is
focusing on a pink cotton pants that grows darker
by urine. The liquid is formlessly spreading, a first
stain gets connected with a second located a bit
further down, and, inexorably, the liquid’s diffusion

continues until it starts being poured down of the
cloth fork. This “waterfall” comprises an evident
culmination, as well as a final issue for the video,
anew codifying the body while at the same time fo-
cusing on the loss of corporeal control. By attempt-
ing a shift on the limits from public to private space,
as well as on the overall exploration of freedom,
the Callas are essentially criticising a particular
theory of authority, identified with prohibition, law
and repression. I would rather suggest, therefore,
among others, to consider Peepee exhibition as a
commentary on the overgrowing political despair,
a call for “team action” (come together), using the
well-known paraphrase “Workers of the World,
Fondle Yourselves!” as main catchword.

Ch. M.: Taught by Truman Capote, Andy
Warhol used to assume that “sex is a kind of
nostalgia for something” I think that Peepee ex-
hibition’s allusive character refers to the relation-
ship between nostalgia and sex, echoing not only
pop-art iconography, but also rock & roll’s pro-
voking, vulgar aesthetics. The Callas are wading
into sex’s nostalgic aspect, reshaping sheer eroti-
cism, escapade, innocence, senses long-time lost
from the adult world. It is not by chance that the
exhibition is formed like a multimedia perform-
ance-installation, recalling the dionysiac spirit of

the Exploding Plastic Inevitable events, organ-
ized by Warhol with the Velvet Underground as
protagonists. If someone traces back to the stage
attitude of several bands, and we should keep in
mind that the whole Callas practice is based upon
the parlance of rock music, he/she will discover
a sufficient number of such inappropriate “ex-
ecutions”. I could just remind, at this point, the
Stranglers’ legendary live performance at Lon-
don’s Battersea Park in 1978, where they brought
up on stage about a dozen of stripers, male and
female, filling their fans with joy. The dynamics
of this “live” presentation of any project (either
live gig, or film, or an exhibition in this case) is
primarily significant for the Callas, by means of
tracing out the images on the viewer’s psyche. This
is why now, as opposed to Lipstick, their previ-
ous solo exhibition, it seems that they have paid
more attention to the exhibition’s mise-en-scéne,
carefully calculating the mental transition from
one work to the other. By fully exploiting the
exhibition space morphology, the Callas have set
Peepee based on the element of surprise, aiming
at providing a sense of enchanting ramble to the
territory of sex’s blinding reflections, even to the
most experienced observer. 4
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IN LIEU OF TEXT, AN (OBLIQUE) ROAD-LIKE ARCHIVE:
FROM CALAS TO THE CALLAS
(AND THE CALLASETTES)

Nadja Argyropoulou

Enchantment (Sagéne): this was the key word
that kept coming back during my conversation
with the Callas about “peepee”, their new exhibi-
tion-installation-performance.

While we talked I noted down a flow, a con-
spiratorial, almost associational code of words
like, projections, portraits, Warhol, Baudrillard
and Patristic texts, love-sex-death, Bataille,
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ritual (orgy, fete), the Zalongo dance, storytell-
ing, romanticism, melancholy, zines, distancing,
Bithikotsis, low-fi geometry, lack of tragic, God-
dard, cool, convulsive (with bursts), religiousness,
disenchantment, refuge, storytelling, Balthus,
Schiele, Kirchner, Cavani’s The Night Porter (and
Dimitrakaki’s Manifesto of Defeat), Richard Kern
(check the video “Face to Panty Ratio”), flagged

floors in churches, Jarmusch (Dead man and
secret societies), delay, contemplation, repetition,
laconic, Doric, real time, music, vomit, provoca-
tion, intoxication. pee. delay. pee.

The form and the content of this text was de-
cided by the definition of sagene [enchantment]
in the Modern Greek Language dictionary of G
Babiniotis: Enchantment: somebody’s power to
fascinate, to attract and “conquer” the others, the
charm. SYN. attractiveness. ANT. offensiveness,
repulsiveness. NOTE for “sagene”, the Greek
word with the same meaning, (later etym. initial
meaning: “big fishnet”, technical term, loaned,
pre-hellenic origin (see also “apene”, “eirene”).
So this is an, open for exploration, net-like ar-
chive', made of visible, and less visible, sometimes
anachronistic, cross references. An archive of ‘an
irreproachable love for life” as it emerges from
these references and stories; the works—and the
work—of the Callas could be part of it.

VVV (Victory, View, Veil or Vie, vie, Vie)?
“The poet Nicolas Calas has long been de-
clared a draft dodger by the recruiting offices
of our intellectual life”? In the work of Nikos
Kalamaris in its disjointed whole (poetry, es-
says, reviews, publishing, reflections), with its
anarchic language, its obsession and its aloof-

ness (“you have to have been a tree before you
can belittle nature™), romanticism is not seen as
yet another trend against mechanistic thought
but as “the mental ability to be surprised by
what is not bad or a habit” and the emotional
intelligence to turn this surprise into a tool of
subversion, into “pockets of fire” or an “arse-
nal™. Nicolas Calas the ‘diagnostician; as he
described himself, the creator with the operatic
approach—thanks to which, among other things,
he chose as his nom-de-plume the name of the
Huguenot merchant who was unjustly, cruelly
and ritualistically killed in 1762 in pre-revolu-
tionary France—spoke of his own and the more
general ‘poetic’ genealogy boldly and against
trends and currents and invoked, in the face of
the anti-nationalist fever amidst the great war
(and Breton’s negative attitude towards ancient
Greece), the Greek animus®. In Confound the
Wise, again, he spoke of the “necessary for-
eigner’, a carrier of elements without which “no
qualitative progress in national or cultural life
can be achieved”. Moreover, in this text whose
title comes from Saint Paul’s First Epistle to the
Corinthians, Calas assumes the role of “this
century’s interlocutor” and adopts a highly in-
teresting, oblique approach by turning to the
magical thinking, the exultation, the subversive
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dialectics (a different kind of guerrilla war) and
the inspiration of the early Christian Church as
a field for socio-political commentary: “I like
that idea, developed by the Christian painters,
which consists in encircling the heads of cer-
tain heroes with an aureole. Genius is lucidity,
and because the heroes whom I cherish are
not saints, in the place of an aureole of glory, I
would like to see a terrible expression given to
the light of their faces...This look is not... the
look of certain madmen. I refuse to confound
the poet with the madman..””

An iconolater rather than an iconologist,
as he confesses in his text “Magic Icons™, Ca-
las finds in the absurd quest of the church for
transparency, in its rigid ritual and the secretly
monstrous imagery, in the hybridism and the
hubris it manages, in the endurance and the
influence of this management, in its shyness
and outrageousness, a powerful dogma which
is reinforced and rejuvenated by the very her-
esies that attack it.

At this point and as a kind of game or diver-
sion, readers may compare the extremely rare
icon of the Three-Faced Christ (18th c., Lov-
erdo Collection, Byzantine Museum) with its
“intercessory power”, which Calas obsessively
examines and associates with Plutarch “who first

42 ¢ PEEPEE

spoke of the sexual character of Trinitarian di-
vinities™, with the image of the three Callasettes,
dressed in a contemporary vernacular pastds',
tangled into one on the floor - thdlamos of the
DIY, irreverent, cryptographic, low-fi geometric
stage of the Callas.

Pansexuadally... deliver us from the evil
bourgeois.

“I really fail to see—some narrow-minded
revolutionaries notwithstanding—why we
should refrain from supporting the Revolution,
provided we view the problems of love, dreams,
madness, art, and religion from the same angle
they do”. Andreas Embiricos incorporated this
phrase from André Bretons 2nd Manifesto of
1929 in his famous lecture On Surrealism at the
“Atelier” Artists’ Club in Athens in the Spring
of 1935. Before a “scowling middle-class” audi-
ence, “eighty percent negatively disposed”, in
the testimonies of both Elytis and Embiricos,
the latter sowed the seed “for strange names
and hitherto unheard terms to start flying about
and shining: subconscious, automatic writ-
ing, hasard objectif ... merveilleux, and all the
rest”'!. This seminal lecture'? presaged the river
Amour-Amour of 1939, the “Eros” on whose
banks converge and shoot out as one thing the

loves and “the brave feats of little Tatars”*. On
the other hand, the strange poem To Oéapa
10V Mmoyiatiot w¢ kivovuevov tomiov [The
spectacle of Boyati as a mobile landscape] of
1933 (where the live/painted Greek landscape
is identified with hedonism, lust, the mysticism
of melancholy, the “epic” mother USSR and
the world revolution) evolves, “pan-humanly”
and “pan-sexually”™*, towards a place for Love,
Death, Family and Enchantment which—cov-
ertly and, I think, irregularly—will find “the
good conductors of heat, the young” (who
were absent from the ‘35 lecture, according to
Elytis) to promote and bolster one of the most
influential and hard-to-interpret movements
in Greek art.

In 1945 Embiricos starts to write Megas Ana-
tolikos (The Great Eastern), the fourierist vision
of a nomadic society, soaked in an ever migrant
desire®. In the eight volumes and 100 chapters of
this blasphemous, brave and delirious allegory,
passengers from all walks of life on their way to a
boundless America cross the Atlantic but also all
forms of a primary, lecherous but still strangely
innocent eroticism, a frenzied yet untainted
hedonism. Nanos Valaoritis sees Embiricos’s
generosity, magnanimity and lack of egoism as
the main source of the solidity and naturalness

in his work: an incredible wealth of “bright,
shining words” and vigorous concepts which
pair off and copulate, like the word ‘eviavtog
[eniautos=year] which, according to Valaoritis,
Embiricos loves “not for its logical meaning but
for its combination of enos and auto”. The natural
way in which common phrases acquire imagi-
nary implications points to the cubist technique
of juxtaposing pieces of different perspectives
with a density which demands the reader/view-
er’s alertness. And Valaoritis continues: “The
entire 19th century can be traced in the choice
of themes and episodes in Megas Anatolikos,
from Flaubert, Zola, Maupassant, Huysmans
to the Russians Tolstoy and Dostoyevsky. This
love-boat, just like the love-castles in medieval
fiction, features every encyclopaedically possible
sexual relationship”¢. Enchantment thus lies in
the less obvious things, i.e. in the ability (and
the feverish generosity implicit in this ability)
for the Greek to function as if it had never lost
its old internationalism.

In the embittered man’s yard'’

It is sickness that saves us'™®

Perhaps the one oeuvre which best reflects en-
chantment as a condition if not a life attitude is
that of Nikos Gatsos. The strange, fragmentary
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Amorgos and the much-sung Athanasia (Immor-
tality) (“You are as hard as the fist of death/but
there came times when people believed deeply
in you./All generations claim you as their own/
beauty that no one has won”) are indicative of a
unique blend of demotic song and its haunted
ballads with the surrealist idiom.

The shame, the dignity, the pace, the vig-
our, the profundity and the non-institutional
freedom of this poetry finds its soul mate in
zeibekiko, a ‘closed;, ecstatic, hieratic dance of
trial and self-knowledge; a dance with its roots
in ancient Thrace, introduced in Asia Minor by
the indomitable Zeibeki and brought back with
the Destruction of 1922%.

Yannis Tsarouchis studies the music and the
motions (rise and fall, twirls), the Greek bodies
and the elegant costumes of the dance and their
religious roots in the Orphic worship and the
fire-walking ritual of Anastenaria. He paints
from memory and imagination (and dances) his
emblematic zeibeikiko to mock the pomposity
of the Greek pseudo-aristocracy, but mostly as
a true bourgeois’ tribute to a rhythm which is
“a fire that devours the clothes”, a calculated,
risky hovering between reason and absurdity
(“equal weapons against death”), a decision to
toil and an act of enchantment: “I love both
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[Maria] Callas and Sotiria Bellou. And I don’t
feel torn. Let those who are scandalised by this
to make an effort to find out what’s happening
to me; I myself have toiled to find some order
and a sense of balance”? Tsarouchis explains,
of course, that zeibekiko is—not accidentally—a
theme and a method of concentration for work-
ing out the great enigma of painterly space:
the relation between figure and background.
“Nature is metaphysical. The sun and the moon
shed the same light,” he answers when asked
about the white hues of the bodies in zeibekika,
and insists on the notion of necessity, of the
non-superfluous which is the essence behind
this age-old dance and its music. The figures,
“always bare even when they are clothed”, in
the words of Embiricos, emerge on imaginary
beaches in his large, dramatic compositions,
and his drawings are studies carried out with a
yearning for freedom; the freedom to heed “the
many disparate oracles heard by the soul” and
captivate them into a shape.

Performance - conviction

Alain Badiou claims that “Paul himself teaches
us that it is not the signs of power that count,
nor exemplary lives, but what a conviction is

capable of, here, now, and forever?'”

PS. In the complex, multidisciplinary in-
stallation-performance of PeePee, the Callas’
Dance me to the End acts like a refrain and a
piece of sorcery, like the switch in Brion Gysin’s
Dream Machine, allowing a flirtation with the
unattainable. ¢

! It is interesting to note that Ananke (Necessity), who shared
the throne of Saturn and stood above everything in ancient
Greece, was not personified but represented through the use
of the impersonal verb Dei and a powerful net with bonds.
According to Parmenides, being itself is trapped by those
bonds. Then Sagene could be the dazzling appearance of
Ananke, a possibility evident in this archive of references.

2 VVV was the title of a magazine published by the European
surrealists in New York from 1942 to 1944. Headed by David
Hare together with Breton, Duchamp and Ernst, it numbered
among its associates Cesaire, Lamantia, Matta, Tanguy,
Levi-Strauss, et al. Calas worked for it initially but saw it as
a provocative luxury at a time when European intellectu-
als faced persecution, and questioned Breton’s intention of
bringing together radical artists. Indeed, in the text “The New
Prometheus” he published in the View magazine (no. 2, Oct.

1942), Calas claimed that the concept of Greece was identical
to that of the spirit of revolution. Calas was involved in the
design, the content and the publication of many avant-garde
art magazines in Europe and the USA.

* Odysseas Elytis, foreword to O8d¢ Nix#jta Pévov, Ikaros,
1977,p.7

*idem, p. 8

* In Foyers d’incendie, published in 1938 in Paris (by Denoel)
along with the first writings of Calas in the Minotaure
and immediately acclaimed as one of the most important
approaches to Surrealism, Calas attempts to compose a mani-
festo about art and life, inspired by the emblematic image of
the Parthenon loaded with amunition by the Turks during the
Ottoman occupation: “Art is passionate, it is made of love and
hate, of pleasure, of pain, its surprises are shattering, its com-
edy frenetic, its tragedy cruel, blood flows on stage, we live in
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an atmosphere of crime, everywhere we go we are persecuted,

as Kafka saw it in The Trial or Chirico in Hebdomeros. Art

frightens, stirs up envy, excites sexuality, makes our limbs
tremble, troubles the eye, maddens the hysteric and offers

up the insane as example. Art is never sentimental, never

moral, it is against established order, against the dominant

class, against all conformism, against masters of all kinds and
provenances. The Parthenon proves it: Art is an arsenal!”

“The New Prometheus,” View (no. 2, Oct. 1942): “Nobody

knows where the future battles of Marathon will be fought

for the Persians are now everywhere and what we mean by

Greece - the animus without which no further progress can

be accomplished - is momentarily confined to very small

groups; but they, too, are to be found everywhere. [...] Poets
are not seized by vertigo, they must be inspired by Aeschylus,

Prometheus is revealed by him — Aeschylus the poet warrior

is Promethean’”. Valaoritis describes Calas, the intellectual

from a post-colonial country, as an exiled Byzantine scholar
with an “anxiety of anticipation”, bound by the mixed recep-
tion of fascination, curiosity and suspicion with which his
kind is still received.

7 Confound the Wise, New York, Arrow edit. 1942, p. 7-8

8 Magic Icons’ (1947), Transfigurations: Art Critical Essays on
the Modern Period (Ann Arbor: UMI Research Press, 1985).

° On the concept of the three-faced trinity in Calas, see also
Vassiliki Kolocotroni, Minotaur in Manhattan: Nicolas Calas
and the fortunes of Surrealism.

1 Pastds, is the original veil, which covered the central devo-
tional object of the cult of Hera, the bed, thus defining the
thalamos. From ancient times to Byzantium, contemporary
folk marriages and up to the Callas stage (where the Calla-
settes wear a pierced, faux handmade, customized veil), pastds
participates in the workings of Sagene.

! For the story of this lecture and its publication, see Y. Yiatro-
manolakis (ed & intro), ITepi Zovppeadiopot. H didAeéy Tov

EN

1935 tov Avdpéw Eumeipikov, Agra, 2009

12 The manuscript of this lecture was found by Leonidas Em-
biricos together with the draft of a letter to Breton in which
Embiricos expresses his views about the 3rd International
and the need to preserve the freedom of Surrealism and the
Revolution.

3 Apovp-Apotp oto Ipantd 1 mpoowmikt] pvbodoyia, 1936-1946,
Tov AvSpéa Eumeipikov, Agra, 5th repr., 3rd ed., 2004, p. 27

" To Oéapa Tov Mmoyiatiov wg Kivoduevov Tomiov, Agra, 2009

' Gilles Deleuze & Felix Guattari, discuss in Anti-Oedi-
pus (Minneapolis: University of Minnesota Press, 1983,
P-292,293), Charles Fourier’s (1772-1837) conviction that
libidinal energy floods the entire social field. According to
Fourier, who invented the science of Passional Attraction
(and to whom both Embiricos and Calas refered) “we always
make love with worlds”

' Nanos Valaoritis, Avépéag Eumeipixog, Ypsilon, 1989

17 Nikos Gatsos, Apopyd, first ed. 1943, in 308 copies by Aetos
Editions.

'8 Dionyssis Savvopoulos, To Maxpt Zeipmékixo yix Tov Nixo.
Ipappévo yia Tov Nixo Koept(H; this zeibekiko song contains
some of the most powerful verses of Savvopoulos and images
of cinematic or theatrical tension; it is a long poetic narrative
which blends in uniquely with the bouzouki of Thanassis
Polykandriotis.

' To many the word comes from Zeus and Bacchus, combining
the conservatism of Zeus with the revolution of Dionysus.
According to the erudite and enthusiast in this area Thanos
Veloudios, the word Zeibekos comes from Zeus and the
Byzantine word Bekos or Vekkos (of Phrygian origin) =
bread, bite, obley.

 Yannis Tsarouchis, Avdueon oe Avators] kar Avon. IIévte
Keipeva. Agra, 2000, p. 13

?! Alain Badiou, Saint Paul, The Foundation of Universalism (Cul-
tural Memory in the Present), Stanford University Press, 2003
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Adkne & Apng Iwvég / The Callas
Lakis & Aris Ionas / The Callas

11 Zemtepfpiov - 30 OktwpPpiov 2011
September 11th — October 30th, 2011

ATOPOS Contemporary Visual Culture
Sakapivog 72, ABnva / 72 Salaminos str., Athens, Greece

PERFORMANCE
The Callas

Atopic Bodies [NINE]: The Dancendettes
Soppetéxovv: Mapia Nikolovéa, Ayvr ITamadén
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Participating: Maria Nikoloulea, Agni Papadeli Rossetou,
Marilena Petridou, Annita Polichroni

Stairway to Hell

Yvppetéxovv / Participating:

Ocodwpa Mahapov / Theodora Malamou
Moapyapita AeAnyiévvn / Margarita Deligianni

AIOPTANQIH / ORGANISERS
ATOPOS Contemporary Visual Culture

EMIMEAEIA-KAAAITEXNIKH AIEYOYNIH /
CURATOR-ARTISTIC DIRECTOR

Baoiing Zndwavdxng / Vassilis Zidianakis
Bon0dg: Ayyehog Toovpamag

Assistant: Angelos Tsourapas

APXITEKTONIKOX IXEAIATMOX EKOEIHI /
EXHIBITION DESIGN
Zrdpog Pagadiog / Stamos Fafalios

AIEYOYNIH MAPATQrHI / COORDINATION OF
PRODUCTION
Apiotovla Kappa / Aristoula Karra

EMEZEPTAZXIA BINTEO & HAEKTPONIKOY
YAIKOY / VIDEO EDITING & DIGITAL MEDIA
Aewvidag ITovhdmovhog / Leonidas Poulopoulos

KATAZIKEYEX / CONSTRUCTIONS

CF Company

Ztéhog Kovtoikog, Ntopig Totykpry, Xpriotog Zageipng
Stelios Coutsikos, Doris Tsigri, Christos Zafiris

EZONAIZIMOX BINTEOMPOBOAQN /
VIDEO PROJECTORS
SPEG, Audio Solutions Group

HXHTIKH ETKATAITAIH / SOUND ENGINEER
Fab Liquid Studio

HAEKTPOAOTIOL / ELECTRICIAN
Xpnotog HamaPraconovAog / Christos Papaviasopoulos

YNEYOYNH ENIKOINQNIAL /
PRESS-COMMUNICATION
Anuntpa KoAepov / Dimitra Kollerou

OMAAA YNOZXTHPIZHX PEEPEE /
PEEPEE SUPPORT TEAM

Ivan Bazhenov, XA6n ITapé- Avactactadov
Ivan Bazhenov, Chloe Pare-Anastasiadou
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Contemporary Visual Culture

The Callas and participated in ReMap 3, international platform for contemporary art.
www.atopos.gr // www.thecallas.com // www.remapkm.org

): Ao tov Kdag otovg Callas (kat Tig Callasettes)”
O katéhoyog avtdg Tumwbnke oe 500 avtituma pe TNV gvKoupia TG €O
1 omoia Sopyavabnke and tnv ATOPOS Contemporary Visual Cultur
Arrexvav Apn kaw Adkn Iwvd / The Callas kat ovppeteixe o
This catalogue was printed as a limited edition of 500 copies for the Peep
organised by ATOPOS Contemporary Visual Culture, curated by Vassili

a chambermaid’s eyes”
Nadja Argyropoulou, “In lieu of text, an (oblique) road-like

archive: From Kalas to The Callas (and the Callasettes)”

s Zidianakis, “Peepee”
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