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Mpo6Aoyog 1l

To deUTEPO GUAANOYIKG PEPOG Tou BIBAIOU €xel apiEpwBEi OE TTEPIOPITUEVES OE
ékTaon, dIaTUTTWOEIG Adyou (Keipeva, ax€dIa, EIKOVEG, OXOAIA, KATAXWPNOEIG)
aTré €IKOCTIKOUG Kal BewpnTIKOUG, TTOU £X0UV TTOIKIAN OpaaTNPIOTNTA KOl
TIPOKTIKI) O€ ETTIKAAUTITOUEVA YVWATIKG TTEdia TTEIBAPYIWY, DIEPEUVIWIVTAG VEOUG
TPOTTOUG Kal ueBddoug AvTAnong Kal XprRong TnNg yvwaong.

O1 dIaTUTTWOEIG EVOG BewpPnTIKOU AOYOU Kal 0 CUVOUAGUOG TOU PE EUTTEIPIKES
TTPAKTIKEG TTOU EQAPUOLOVTAl O KAOANITEXVIKA TTPOYPANHOTA, APOPOUV CUYXPOVEG
TTPOCEYYIOEIG OTA OPIA TWV KUPIAPXWV PIAOCOQPIKWV CUOTNHATWY OKEWNG TTOU
AvVaoKATITOVTaI GAPEPa aTn oUyXpovn Bewpia, OTIG OpIaKES EKONAWOEIG, va
""gipaoTe 0 eYKEQAANOG pag T, 1 va 'eipaoTe N cwpatwdng TTapoucia yag”.
E@boov diatnpolue Pia EUUEDN ETTAPR UE TOV EEWTEPIKO KOGHO, JE avagIoTTIoTa
gTolxgia TTou oTéAvovTal aTrd Ta AlIoONTAPIA TTPOG TOV EYKEPAAO, N TTPOCGRACTH pag
atrd Kavahia HETABOOoNG YiVETAI PHE EUPECO TPOTTO, KAI YIA TO JOVO TTOU UTTOPOUNE
va €igaoTe Oiyoupol €ival N TTPOCWTTIKA, UTTOKEIPEVIKN EPTIEIPIA HOG.

To ocwpa, armrd TNV GAAN TTAEUPd, pag QEPVEI AUECA O€ ETTOQPN PE TRV AVTIANTITA
TTPAYUATIKOTNTA. H cwpatiki pag akapiaia pactnpidTnTa oTnv eKTEAEON
KATT010G Opdong ouvOEETAl EVTEAWG UE TIG TPEXOUCEG EUUETARANTEG ATTAITATEIG
KGBe 101aiTEPNG KATACTAONG, TIPAYUA TTOU JAG ETTITPETTEI VO UTTOPOULE va
AUQIBAAAOUE yIa OTTOIABNTIOTE AVTIANTITIKA YOG EUTTEIPIAL.

O unxavioPo6g TOU CWHATOG, EVOWHATWUEVOG aTO TTEPIBAAAOV TOU, EKTTAIOEUETAI
KoBnuePIVA va PTTOpEi va KAvEl Xprion Tou eEOTTAICHOU, TWV QVTIKEIMEVWYV KAl TWV
OUOKEUWV.

Me Tig dpdoeig pag eravarrpoadiopifoupe Ta Opia HETAEU TOU QUAIKOU KAl TOU
TEXVNTOU, TWV TTPAYHOTIKWY AVTIKEINEVWYV KAl TWV TTPOCOHOIWUEVWV
QAVTIKEIMEVWYV, TWV TIPAYHUATIKWY OVTOTATWY KOI TWV TTAACOUATIKWY OVTOTHATWY, TWV
TTPAYUATIKWY KOOUWY KOl TWV TTAAOUATIKWY | AVTACTIKWY KOOUWYV, TV
TIPAYHOTIKWY CUYKIVAOEWY KOl TWV TTPOCTIOINTWY ] OXEOOV CUYKIVACEWV.

Ta TTapadeiypara Twv EIKACTIKWY EYKATAOTACEWY TTOU QIAOEEVOUVTal GTO
OeUTEPO PEPOG, WG EPAPUOTHEVES EPEUVEG, DIEPEUVOUV IBIOTUTTEG OO0 Kal
“TTapageveg”” TPAKTIKEG. EvowpaTwvouv dIaQopeTIKES TTEIBapyies Kal
EUTTEIPOTEXVIKEG OOKIUEG MIOG OUYXPOVNG TTEIPAMATIKAG TEXVNG TTOU OKOAOUBET
EYKOTOAEIUPEVA Kal aoUP@OPa TTPOTUTTA O€ OXEON WE TIG KABIEPWUEVEG
EPEUVNTIKEG TTPOTEPAIOTNTEG.
ApPKETA aTTO QUTA, €ival EVOEIKTIKA VOGS ATTOTEAEOUATOG, TTOU EUPAVICETAI APKETA
EVTUTTWOIOKO Kal EAKUCTIKO AdYw TwV TEXVOAOYIKWY ouvapBpwaewy, aAAd oTo
TIPOKTIKO ETTITTEDO ATTOOEIKVUOVTAI ATEAECPOPA, GOKOTTA KAl AVEU ouaiag (wg
€pya TéXVNG).
>e oxéan Ye €va €idog TTPWTO-KUBEPVNTIKAG TEXVNG, TTOU BaacifeTal oTnv apbpwon
TWV apXai¢OVTWY, TWV CUYXPOVWY KOl TWV UTTEPHOVTEPVWY, - CUCTNHATWY
ATTEIKOVIONG, ~-OUTKEUWY, -0pYAvWY, -OXediwy, Eu@avigeTal n TeTroibnan Twg yia
TTAPEKKAIVOUCO KAl OTTOBIOPYAVWTIKY I0TOPIa TNG TEXVOAOYIAG UTTOPET va
atroTeAEDEI JIa EVAANOKTIKI) Q@ETNPIA YIO TN QpavTadia Kal TNV TTapaywyn véag
yvwong.
H emidpaon piag amodiopyavwTikig SOURG TNG 1I0ToPIag TNG TEXvoAoyiag, Ba
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pTTopoUCE va dla@avei OTIG PAVTACTIKEG ETTEKTACEIG TWV UBPISIKWY TEXVOAOYIKWV
XEIPOTTOINTWY PETO-AVTIKEIMEVWYV TTOU TTPOKUTITOUV UE atropuBpioelg oxediwy,
Bdoel Yiog aTTOCTIACUATIKAG ETTIPPONG TTANPOPOPIWY GTTO AVATIOPACTATIKOUG KOl
ETTIOTNUOAOYIKOUG XWPOUG TTOU OUVOEOVTAI E TOUG TPOTTOUG €KBEDNG KAl
apxeloétnong otn PvAun.

Ta €épya autd uhotroioUvTal aTrd TN GUCEUEN TNG EQEUPETIKAG UE TNV KAAAITEXVIKI
dpaoTNPIOTNTA, TTOU Eival aTTaAAayuEVeES aTTd Tn ¢NTNON TNG ETTIONUNG
TTOMITIOTIKAG ayOPdg KAl TNV KOIVWVIKOTTOINGN TNG TEXVOAOYIOG, ETTEKTEIVOVTAG TIG
AI0BNTIKEG KAl TIG TEXVOAOYIKEG APXEG ME ATTPORAETITOUG TPOTTOUG.

O1 gUvTOUEG Kal GUETES KATAXWPNOEIG AaUBAvouv uTTOWn Toug OAEG AUTEG TIG
OuVvBnKeS Kal avatrTiogovTal yUpw atré TIG BeuaTikéG (TUYXPOVEG KPITIKEG,
OIKTUWUEVEG eKTEAETEIG OPATEWY, UBPIBIKEG EYKATAOTATEIG, TTAGVA DIGAOYIKWV
mePIBaAAOVTWY), BiyovTag Kaipia, aUyxpova {NTAUATA aVaPOPIKA HE TO XWPO, TO
£pyo TEXVNG KAl TO avOPWTTIVO GWHA.

Ta TTePIEXOUEVA AUTWV TWV EVOTATWV Eival:

__OUYXPOVEG KPITIKEG: ETTIOKOTTATEIG KAl ATTOAOYIOUOI yUpw aTTd vEéa PEaa.

_SIKTUWNEVEG eKTEAETEIG BPATEWYV: EKPPATTIKEG TTPOCEYYIOEIG KOI TIPAKTIKEG TTOU
EVOWMATWVOUV VEa 1) /Kal TTaAaIdTEPA €A, O€ CUVOUACUO HE TNV TTApOUTia Tou
owpaTog (SikTua UTTOAOYIOTWY, TO dIAdIKTUO, TO PAdIOPWVO, TO TNAEPWVO, TO
TNAETUTTO, TNV TNAEdPAON K.a.). EpgavifovTal Tautdxpova TTOANATTAGCIEG BETEIG
OUMMETEXOVTWY PECW MIAG XPOVIKA Kal TOTTIKA SIKTUWMEVNG OAANAETTIOpaonG.

_UBPIBIKEG EYKATAOTAOEIG: TTEPIOXEG TNG TEXVNG (MOUTIKK), B£aTPO, XOPOG,
QAPXITEKTOVIKI], KIVNUOATOYPAPOG, EIKATTIKA) TTOU ETTIKOIVWVOUV PETALU TOUG Kal
ouvdudadovTal PE TNV TTOPOUTia PIag dIAXUTNG TEXVOAOYIAG TTPOKAAWVTOG VEOUG
UBpPISIKOUG XWPOUG.

_TTEPIYPAPES S1aAOYIKWV TTEPIBAAAOVTWY & UBPISIKWYV EYKATAOTACEWV:
"aoUVTOKTEG '/ TIPOXEIPEG ONUEIWTEIG, TTPOCXEDIA I} AVETTEEEPYAOTEG TIPOTACEIG
€pywv TToU Bpiokovtal oTn diadikagia auvTagng 1 TTPOCANWNGS TOUG.

EUXAPIOTW BEPUA
OAoUG eKeivoug TToU
Jou emmipUAagav
Xapd pe T
OUPBOAN TOug



1. ZUYXPOVEG KPITIKEG
contemporary reviews






Apxaioloyia eddpoug-aépog

MNavayiwTng ToupviKIWTNG

H apyxaiohoyia Tou SIKTUWREVOU TOTTOU £XEI AVATPETTTIKI OUVANN AKOPA KAl 0TV
o yePA& BEPENIWPEVN APXITEKTOVIKN, AQOU TO TTETAYHA TWV IOEWV Kal TWV
HMOop@WV TTAVwW aTTé Ta KUPATa Kal atrd Ta Bouvd uropoloe va GuvOEel OAWY Twv

€I0WV TIG OTTOOTACEIG XWPIG TN JECOAARNON TOU €IKOVOTTOINKEVOU AGYOU.

Nouiopara, ayyeia, vaoi, B€oi, Je KIOVOKpava Kal GETWHATA, JE A XWPIG TNV
ABNnv4, dev yvwpioav paypous e6aQoug, Kal ATav yia Tavrta, améd TavTa,
e€AKTIVWPEVA OTO ATTOAUTO €UPOG TNG TTAQVNTIKNG YEWYPAPiag, TTou opidel n
OWMATIKA KAl N OIKOVOMIKA £€0uTia avBpwTTwv.

H yewypagia gival n xaptoypdenon evog SIKTUOU HECWV ETTIKOIVWVIAG Kal dev
Bpioketal TTdvw oTn yn aAAd TTAvw oTo TPATTEC!, OTRV AKPN Twv OAKTUAWY, OTNV
OTITIKA ETMKPATEIO EKEIVOU TTOU BAETTEI 60 A dev BAETTOUV Ta PATIAL.

Aev TTpokaAei KTTANEN, AOITTOV, N SIOKTIVIOPEVN ETTIKOIVWYIa, N atrolAoTToinon, n

€IKOVIKA ouvUTTOPEN, N BEAUATIKA EUTTOPEUNATOTTOINGN TOU KEVOU.
H povadikn performance 1rou £xel vonua Bpiokeral TTEpa attd TNV UPBEAEIA TOU

paTiou. To TEAOG TwV TTpayHATWY €ival n yévn apxr Tou yvwpifoupe oTnv IoTopia

TOU KOOWOU, KAl N B€an TNG €ival ATTOKAEIGTIKA PAVTACTIKH.

seskokokosk



"Evag 6pop@og VEog KOO HOG'

KwvoTavrivog INpiag

H diadpaoTikdTnTa £€eAigoeTal e olyxpovn emdnuia.

OAa emiBdAerar va gival diadpacTikd. Ooa dev gival, KATATAGOOVTAI QUTOPATWG
aTnv katnyopia Twv “TaAiwy’’, “BapeTwv’’, TTpayUATWY KAl KATadIKAZovTal o€
adiagopia. MTropei n diatrioTwan auTr va kpivetal UTTEPBOAIKH, EVTOUTOIG T €O
MadikAg evnUEPWAONG KAl N TTAYKOGUIA OIKOVOWia TTPORAAOUV HIa EIKOVA TOU
KOOUOU pag 61Tou N d1adpaaTiKOTNTA -aAAIWG ~“eEutrvada ™ - atroTeAei TNV
utrépTaTn agia: £éva opop@o GAIT¢av eEakoAouBei va Bewpeital wpaio, aAAG éva
0108paaTIKO GAITCAVI €ival o €mBUUNTO atrd £va «atrAdy wpaio AITAVI.

Apaye gigaoTe avTipéTwTrol Ye Eva didnuua; Mpétrel ota aAnBeia va emAEGoupE
avaueoa o€ éva d1adpacTIKO KOOUO YEUATO ‘€EUTTVEG KAl ‘CLVTAVES' PNXAVES TTOU
pog ouvdEouv pe TTOANATTAOUG TOTTOUG Kal TIPOOWTTA TOUTOXPOVA, Kal O€ £vav
BapeTd KOOPO O6TTOU AVBPWTTOI KAl GVTIKEINEVA EivVal TTEPIOPICUEVA GTN GIWTINAN
TTPAYUATIKOTNTA KAl TIG “"XOPEG™ TOU «EDW KAl TWPAY;

Agv vopidw 611 To diAnua gival UTTAPKTO.

KaTt apyryv, oUTe n eugopia Tou opduatog Tng diaXuTng TEXVOAOYiag Kal Tng
01adpacTIKOTNTAG, OUTE N MIZEPIA PE TNV OTTOIO TTEPIYPAPOUUE TOV UTTAPYXOVTA
KTTAPWYNMEVO» KOOUO PAG €ival EINKPIVEIG, TO idIO Kal o1 avTiBETEG ATTOYEIG.

H mraykéopia oulntnon yupw atro TIG VEEG TEXVOAOYIEG, TIG UTTOOXECEIG TTOU
YEVOUV Kal TIG ATTEINEG TOUG, JOG TTAPEXEI £’ ITOU IGXUPA ETTIXEIPAMUATA KAl OTTO TIG
OUo Aeupég. ETal, gival avonTo va uioBeTAoEl KATToI0G KaBapr| B€on uTrép 1| KaTtd
TIG S10OPACTIKOTNTAG KOl TWV VEWV TEXVOAOYIWV.

Katd deltepov, To peydAo Brpa tng avBpwtrdTnTag TTPOG TNV KATAGKEUN TTANPWS
O100paCTIKWV TTEPIBAAGVTWYV gival €€’ iITOU AVATTOQPEUKTO PE TNV KATAOKEUN
TPpwTOYoVWY AiBivwy epyaiegiwv, TNV avamTugn Tng YAwooag Kai Tng
TUTTOYPOA®Iag, TN dnuIoupyia Kal EEATTAWGN TTPONYUEVWY TEXVOAOYIWV
€TMIKOIVWVIaG. Ta véa S1adpaaTIKA Kal EEOTTAIOUEVA PE DIGTTAPTN TEXVOAOYia
EPIBAAAOVTA €ival oualaoTIKE povo éva BAua oTnv eCeAIKTIKA diadikaaia Pe TNV
OTT0ia 01 AVBPWTTOI KATOKTOUV Ta £PYOAEIQ KOl TOV KOGUO TTOU TOUG TTEPIBAAAEI Kal
TTPOCBETOUV TTOAUTTAOKOTNTA OTNV avTiAnWnN Kal oTn XPron Toug.

To diAnuua UTTéP 1 KaTd TNG TTPOGSOU ECUTTNPETEI KATTOIO OUCIACTIKO OKOTTO;

TéAog, To WeUTIKO diAnuua utrép A evavTiov TNG dIadpACTIKOTNTAG, KAl N

! ““Evag éuopeoc véog kéouog  Mapaepaan Tou TitAou Tou BIBAiou “"A Brave New World™”
(Evag yevvaiog véog k6ap0og) Tou auyypagéa Aldus Huxley, 1932.
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UI08£TNON TTOAEUIKWYV BETEwy, gival £vag EUKOAOG TPOTTOG VA OTTOPUYEI KAVEIG TNV
0UOI0aaTIKA KOl dUOKOAN ouZATnon Tou TI BEAOUUE Kal €XEl vONUA VO KAVOUUE UE
TIG VEEG TEXVOAOYieg. Kal oTn ougATNON auTr UTTApXEl £vag XPHOIPOG -av Kal
APKETA AdPIOTOG- 0dNYSG: N opopeia *(2). TpIv BIGCTIKG ATTOPPIYPOUE TO KPITAPIO
TNG OPOPPIAG WG UTTEPPIaAD, NOOVIOTIKO, JOVOTTAEUPO, aKOUa avhBIKO, ) OTI
GAAo, ag avaAoyiagToupe T BNl va BupdTal kai va dIapUAGaoEl 0 TTONITIONOG JaG
atrd TIG TTANOTEPEG YEVIEG.

Agv gival 6Aa Ta Spop@a TTPAyuaTa TTou €TMBOUUOUHE VO KPOTOUUE OTIG TTOAEIG, TO
Mouaoeia kai Ta oTTiTia pag; Aev gival aAnBeia 0TI UTTapxEl KATI g€ OAa Ta Suoppa
TPAYUATA -OTTO TA TATTEIVOTEPO KABNUEPIVA QVTIKEINEVO GTA ONUAVTIKOTEPQ £pya
TEXVNG- TTOU TO KAVEI TOOO ETTIBUUNTA, AQVEKTIMNTA KAl ONUAVTIKE € TIPOCWTTIKO A
ouAAoyIko emTiTredo; Kai 1T, dev gival aAnBeia oTi TTavta Ba BuuduaoTe Je

euxapioTnon OAEG TIG OLOPPES OTIYUEG KAl EPTTEIPIEG TNG (WG MOG;

Ta d1adpacTikG TTEPIBAAAOVTA €ival aKOUA OE APKETA EPBPUAKN HOPQH Kal
ONUEPQ ETTAPIETAI OE€ PWTIGPEVOUG KAl TIPWTOTTOPOUS AvBPWTTOUG (KAANITEXVEG,
QPXITEKTOVEG, OXEDIAOTEG, PINOGOPOUG KAl CUYYPAPEIG) va aTTOKAAUWOUV TNV
opop@Id& TTou evéxouv. H eEATTAWON TNG OUOPPIAG OTO VEO TEXVOAOYIKO-YN®IAKO
KOoHO Ba xpelaoTei kaipd Kai TTpooTrddeia. Avap@iBoAa, n avriAnyn Yag yia 10 Ti
gival 6uop@o Kai T 61 Ba PETARBAAAETAI TUVEXWG KABWG OVOKAAUTITOUNE
KaIvOUPYIEG EUKQIPIES YIO TNV EUXAPIOTNON TOU TIVEUUATOG, Kal KaBwg Ba wholue
TIG OTOUIKEG KAl GUAAOYIKEG BuvaTOTNTEG EKPPAONG O VEQ OpIa.

OuUTe n KOTAIYIOTIKA TAXUTNTA TNG TEXVOAOYIKAG TTIPOOO0U, TTOU a@rvel EAAXIOTO
XPOVO yia TTEPICUAAOYR Kal WPIPATNTA, OUTE N ONPEPIVI] GTACN QUTWY TTOU
avaTTTUoOOoUV KAl TTAPEXOUV TIG VEEG TEXVOAOYIEG £XOuv TTANPN €AEyXO TTAVW TNG.
ATtropacifovTtag T XpeIagOPaoTe, JTTOPOUV €V TEAEI VO EUTTOBIOOUV TNV avAyKn
TWV avepWTTWYV va dnuioupyouv Kal va {ouv avapeaa o€ OJopPa TTPAYUOTA —
01adpACTIKA 1) OXI.

O «vEog KOOUOGY» PTTOPEI va TTPORAAAETAl WG O «BIOdPACTIKOG KOTHOG» AAAG
€vToUTOIG QUTO TTOU €ival TTPAYUATIKA OUVAPTTAOTIKO G€ auTdv Kal agidel va
Wagoupe gival o1 VEEG UNIKEG KOl QUAEG HETOUCIWOEIG TG OLOPQPIAS TTOU O VEOG
KOOMOG UTTOOXETAl. AG APAOOUNE TA XEPIA PAG VA TIG DIANOPPWOOUNE OTTWG HOG
ap€oel Kal TO TIVEUPA PAG va TIG ATTOAQUOEl OTAV TTOPOUCIACTOUV.

sskokokosk

2 “Opop@Ia”” / “'Oop@o”: dEV XpNOIKOTTOIOUVTaI £DW YIA VA TTEPIYPAYWOUV POVO TNV EUXEPICTN
€CWTEPIKN €IKOVA H HOPPT), AAAG TTIO YEVIKA TNV TIVEUUATIKA AVUWWTIKN EUTTEIPia Biwang
TPAYMATWY i KATOOTACEWV e§ITIG TNG TEAEIOTNTAG TNG KATACKEUNG TOUG, i TNG KABapdTNTAG KAl
dUvapng NG GUAANYAG Toug, ) e€aitiag Tou cuvaigBnPATIKOU aVTIKTUTTOU TOUG.
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Zkéyelg yia Tn okéwn  2000/2007
MavBog Zavropivaiog

XPONOX

To 1€Aog TnG xIAIETIaG pag Bpiokel og éva kaBapd peTapaTikd atddio, 6TTou 6Aa
ptTaivouv o€ ap@ioBATnan. Map” 6Aa autd KATToIol EvaywVviwg Waxvouv Ta
onpeia Tou Ba oTNPIXBEI N 0IKOBOKNGON TOU VEOU TTOU OAOI TTEPIEVOUV.

H Téxvn oav kaBpépTng avtavakAd akpIBwg auTr TNV XAOTIK KaTdoTaon.
‘Eva peydAo pépog Twv KAANITEXVWV "avatrapioTouv" Ta OTOIXEIa TNG
AUQIORATNONG, EIPWVEUOVTAI KAl XAEUAZOUV TO GAUEPA PE Hia EUTEAR TEXVN OTTWG
EUTEAAG €ival Kal n €TTOXI MOG.

Oa éAeya OTI aviAKw aTOUG GAAOUG, a€ auToug dnAadn TTou Wayvouv auTd Ta
MIKPG onueia Tou véou 0To XA0G.(To "vEO" OTTWG TO EVVOW XOPAKTNEIZEl pia vEa
dopn kai 61 yia TTpwToTuTia ) €va life style).

XQPOXx

Agv xpeiafovTal TTOAG onpeia yia va opioouv 1o VEo, "Tpia onueia xapakTtnpifouv
éva emmiTred0" - BuPAual akopa Ta Adyla Tou JaBnuaTikou aTo oXoAEio.

Autd Ta Tpia onpeia e evdiapépouv. Ta dUo Bewpw OTI gival dedopéva.

To TpWwTO €ival n TeXVoAoyia, o vEog "wn@Iakdg" TPOTToG Tou "aképTecBal” Kal Tou
"TTpdaTeIv”, n véa AoyIKr) Tou "TTovTiKIoU" oav oxXedIaoTIKO epyaleiou, n TEXvNTH
HVAMN.

To deUTePO gival n véa Hop@r] ETTIKOIVWVIAg Adyw Tng TEXVOAOYIKAG EENIENG, N
Aoyikr Tou dIkTUOU, TO web, n eTTIKoIVwvia avepwTTou unxavig, N aueidpoun
ETTIKOIVWVIA.

Agitrel TO TPITO OoNnueio. Agv uTTopw va TTw OTI To €Xw Bpel, 0UTE gipal aiyoupog OTl
Ba 1o katopBwow. To Yévo Tou EEpw gival 6T Ba pou dpeae va 1o Bpw, Kal 6Tl
Exw TTOAU TrepIépyela va Pabw TTwg Ba ival.

Ta dUo onpeia TTou AdN UTTAPYOUV XapakTnpifouv pia eubeia. £ auTth Tnv eubeia
6ol ma Tartdve, Bewpeital dedouévo, oe TEToIo BaBud TTou dev EEXWPICEIG TTOIOI
KOAAITEXVEG DOUAEUOUV yia TO HEAAOV Kal TTOI0I GUVTNPOUV TO TTAPEABOV.

ERROR 1
O1 Tapat@vw okEWEIG yivovTal pe Baon TNV €UkAcideIo yewueTpia. MTTopei pe
QUTAV VO TTEPIYPAYOUE TNV ETTOXA HOG ?

ERROR 2

To AGBog TTou KAVOUE EUEIG Ol BUTIKOI €ival OTI TIIOTEUOUE OTI EINOCTE GTO
KEVTPO TOU XPOVOU, OUWG N YPAUUN TOUu XpOvou gival eubeia kal 6y KUKAOG, Kal
MOVO 0 KUKAOG £XEI KEVTPO.

MEPIBAAAON - WINDOWS ?
Oewpw €€ ioou onuavTiko To "TTePIBAANOV" hE TO "€pyo™ TOU KOAAITEXVN.
H Téxvn eival évag {wvTtavog opyaviouog TTou TTEPIKAEiEl TTOANG eTTi pépoug
aTOIXEIQ, TNV TEXVIKA, TNV AlGONTIKA, TO JAPKETIVYK, TNV TTOAITIKA, TNV OIKovouia,
TN @IANOCOYIA...
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Ortav n Téxvn egehicocTal Oev anuaivel 6T eEgAicoovTal OAA Ta GUCTATIKA TNG
I00d0vapa. Tnv TeEAeuTaia OEKAETIO TO CUOTATIKO TTOU £€ENiCOETAI PE TN
MeyaAUTePN TOXUTNTA €ival TO "TTEPIBAAAOV".

To kovTIvo TTEPIBAAAOV TOU KOAAITEXVN, TO EPYACTHPIO TOU, AAAGCEL: TO
TTapadooIakd EpYAcTAPIO PE TA UAIKA, TIG UPEG, TIG HUPWOIEG Kal TNV AvAYKN yIa
Muikr) 00vaun kai emdegidTNTA Sivel TN BE0N TOU O€ évav UTTOAOYIOTH PE BIAPopa
interface ka1 Tpoypduuata. To "yOpw" mepIBaAlov pag arAdler: Or €IKOVEG TwV
€1doewv TNG TNAEGPAONG Eival N TTPAYUATIKOTNTA PAG.

To epIBGAAOV TTOU yivovTal 01 avTaAAQYEG ATTOWEWY, N ETTEEEPYOTIa TWV
TTANPOPOPIWY , N opyavwaon oxediwv alAadel, OAa yivovtal yéoa oTto diKTUO.
A@iEpwoa apKkeTd XPOVO yia Tn JEAETN Kal UAOTTOINON TOU OUYXPOVOU
TEPIBAAAOVTOG TOU KAANITEXVN HE KEVTPIKO Afova To "epyaoTripio™ Tou.

Ta mpwTta xpdvia udAioTa, YETA TNV ETTIOTPOPR Pou aTTd Tn MFaAAia (1982)
Bewpoloa auTég TIG BPACTNEIOTNTEG aav KAANITEXVIKO Pou épyo. H 18éa ATav
OXETIKG oTTAA: To oUyXpovo epyacTAPIO TOU KAANITEXVN OTNPICETAI O€ Yia KEVTPIKA
Movada €TIKOIVWVIOG TAgIVOUNONG Kal ETTEEEPYATiag TNG TTANpoopiag.

Agev a@opd pia ouykekpigévn TEXVN AAAG TO GUVOAO TNG KOANITEXVIKNG EKPpaong
a@oU o1 TTANPOPOPIES, EITE TTPOKEITAI YIO EIKOVEG, NXOUG N Keipeva, emetepyddovTal
ME TOV iD10 TPpOTT0. O KAAAITEXVNG WTTOPET va gival pia SIETIOTNUOVIKA opdda
dlaokopTTiopévn o€ diagopa pépn TNG yng TTou douAelouv GAol éva Koivd oxEDIO.
To 10XUPOTEPO XAPAKTNPIOTIKO TOU £pyaaTnpiou gival n duvatdtnTa va
EMKOIVWVEI. To epyaaTriplo auTo TTévw oTo SIKTUO ATTOKTA PEYAAN duvaun cav
"TEPUATIKG" HEYAAWV XWPWV ETTECEPYATiag TNG TTANPOPOPIaG, OTTWG
TTAVETTIOTAMIA, EPEUVNTIKA KEVTPA A BIBAIOBAKEG, Kal atrd TNV AAAN pEPIE, N
avamTugn TTOAAWYV TETOIWV £pYaaTNPiwV dnuioupyei éva TTaykOauio SiKTuo
TTONTIOPOU IKaVO yIa 6oBapEg "TTOMITIOTIKEG TTapePBAoEIS”, yia popen
avTioToong.

XPONOZX NANQ XTO XPONO

Mou ¢nrteital éva keipevo yia €va BiBAio. ETAEyw TO TTapaTTavw, €XEl YPAPTEN TO
2000. ZAuepa (Exouv TTEPATEl 7 XPOVIA OTTO TOTE), META OTTO TNV TTEPITTETEIN EVOG
OI00KTOPIKOU, TIOTEUW OTI £€XW BPEel TOUAAXIGTOV TOV TPOTTO yIa va Bpw TO TPITO
oneio TTou A€iTTel, Kal €TTioONG, OTI TTOPW VA XPNOIYOTIOINCW TOUAAXIOTOV OOV
TTapAdelyUa TNV €UKAEIGEIa yewPETPIO a@oU acxoAoUual Ye BEuarta TTou agopolv
MIO KOIVWVIQ TTOU QUTH TN YEWMETPIO £XEI OOV PETPO.

O dpdu0g yIa TO TPITO oNuEio €ival 0 TUVBUAOUOG TNG TEXVOAOYIAG PE TN
@IAocoia, KaTI KABAAOU TIPWTOTUTIO, ATTAG EEXATNEVO KATIOU Wéoa oTov 18°
aiwva. Auté Ba uTTopoUCE vVa EPUNVEUTET IE YO EUPATN OTO KEIPEVO avTi TNG
€IKOVOG KOl GTOV OUVOUAOUO avAPETa OTO KEIJEVO TTOU KaTaAafaivel n unxavr
(TrpoypaupaTIoNdG) Kail T ypa®n Tou KataAafaivel o AvBpwTrog. ( KATI apyidel
va @aivetal ato www.w3.0rg/2001/sw/)

‘lowg €101 va pnv Tapdyovtal HOVO EQAPUOYEG TTOU SIEUKOAUVOUV Tr OUVEXEIQ
€VOG TTONITIOUOU TTOU TTOPOKUAZE, AAAG va dnpioupynBoulv o1 véEg OUVBRKEG TToU

Ba KaAAiEpyrioouUV TO TPITO anuEio, f} TOUAAXIGTOV Ba To TTEPIYpAYOouUV.
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ATreipa HECA XWPIG «TEAOGY»: Blevépyela Kal SBuoHop@ia

ApioToTéAng AnunTpakoTTOoUuAog

lowg epeig yTrouxTACAUE TNV 0PBOKAVOVIKA BIATAEN, TTWPWBONKAUE.

Ki 6pwg, o mpwTtog AvBpwTrog, £puaio TG pUOnG, o d-uecog avepwtrog, AoV
EVIWOE EKOTATIKA TTEPAPAVOG OTAV TIFPE TO TUXAIO AYKWVAPI KOl TO £KAVE
TTaPAAANAETTITTEDO, PE TA XEPIA TOU KOI OTOIXEIWON HEDCQ.

To «TTAaTWVIKO» OTEPED BIEPePE aTTd OTIOATTOTE YUPW TOU, PE BUVATOTNTEG KAl
AoyIKRA TToU TO «puUOIKO» Oe dIEBeTE. 'HTav yévvnud TOU KOl TOU XPNOiUEUE.

‘Hrav Aipavi ék@paong, TTpokAnon diagopoTroinong atmod To ANoPPo.

MAéov eipaoTe Aouopuévol atrd TEXVOAOYIKA PETQ, I0XUPOTATOUG TTOUCOUAEG
HOP@O-YEVEONG Kal TTAPA-UOpPwong. EkpépovTtag Tnv avia pag,
evBouaiagopaoTe YOVO PE TO PN-KAVOVIKO A TO aVTI-KAVOVIKO.

To kavovikd wg Twpa TauTICOTaV e TO avBPWTTOYEVEG, TO TEXVNTO.
AvTIOTPEQPOVTOG OUCIACTIKA TNV TTopEia, oTa TpIodIdoTaTa AoyIopIKd oxedlaouou
EeKIVA Kaveig Pe Eva «EIKOVIKO» KUBO, TTpwToyeV Jovada, Kal Tov TTapaAAdoel,
TOV OAAOIWVEL, TOV ATTOBNKEUEL, TOV TaXUOPOUET OTTOUDATIOTE.

H popen aAAdlel, TapalddooeTal, eEAyETal, HETAPEPETAI, TEAIKG TO HOPQWHA
TTAPAYETAI «AXEIPOTTOINTA» ATTO NAEKTPOVIKOUG TOPVOUG, WEKAOTEG KAl KOPTEG.
Kail iowg auTh €ival n Mo dokoTrn Kal a-TEAAG atmoTUTTwon WUXIKNAG OCUPPIKvwong
Kal atroouvToviagpoUu. Kai akpIBwg éxel atrwAeoBei 0 0eBaCUOG GTO «KOUTI», apoU
vopifoupe TTwg gival TTavTou, Bewpeital autovénTo. Eival d0okoAo ZATnua o
TTPOCOIOPITHOG CWOTWY ATTAWY avaAoyiwy, gival aTToudaio To KUBOEISEG,
ouuBoAo utrépPRaong TNG «AogOTNTAGY TNG GUONG, ETTITEUYHA TNG APXITEKTOVIKAG
Xidaipag Tou euBuTeVOUG, Tou avBpwTTo-OnuioUpynTou. Kai akdun SUCKOASTEPN N
avayvwpIian ToOU HOPQIKA TTEPITTOU KAl TOU aTTEPITTOU, N TIBAoEUan Tou GAUAPOU
Kl TOU ATOTTOU.

MA€ov 0 KUKAOG TNG vonTIKNAG £EENIENG KAgivel pe TTAR PN TTaAivdpdunon:
duoavaAoya TTOAUTTAOKEG TEXVOAOYIEG ATTEIKOVIOEWV EVAYWVIWG TTAPAYEI HOPPEG
BotoaAogIdwyv, POUCKEG Kal JTTOUPUTTOUANBPEG, TNV KAAUTEPN TTEPITITWON,
YOUVEG, TPIXWHATA KAl ETTIOEPUIOEG AANEG POPEG.

Miow atd Tnv TPOKANCON TNG TTPAYMATWONG TTEPITTAOKWY OXNUATWY EKSNAWVETAI
n €mOBupia eTavepelpeong TG eUONG.

MpwTepYATEG TNG TTPOWBNANG TNG «vEAG HOPPOAOYiIagcy JIAOUV yia TIG
TTAEIOTOKEVIKEG KAl TIG I0UPACIEG QVAPOPES TNG TUYXPOVNG HOPPOTTAACTIKNG.

MNa éva véo TTPWTOYOVIOUO, £va TEXVNTO CWTIOWO, yia TNV TTPOBOAN TNG TTpo-
avBpwITivng eUOoNG Twv BakTnPISiwy Kal TwV PIKPORIwV.

‘ETO1 yapTUPEITAl N QUTATTATN KAl TO EQIAATIKG Opapa TTapePPBOAAG 1 avaTpoTTAg
NG QUOIKAG €EENIENG, TNG METAAAAENG KOl aAAOiwONG A HETATTAOCNG TWV QUCIKWY
YVWPEIOUATWY TIPIV auTd TTayiwBoUly.

Mépa atrd 11 duvVaTOTNTEG TWV NECWV PETPA N TTPOOTITIKA KAl N UTTOOXED TOU
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TéNOUG, TOU oTdYOoU. H, akdun Kal av To Opaua amoucidlel cuveldnoiakd,
uTToBAaATTETAI KOl UTTOBAGAAETAI OTTS Ta idIa Ta PéTa.

Miow atd Tnv atmagiwon Tou avBpwITOKEVTPIKOU BPIiCKETAI N ETTIBUMIA YIO TO ATT-
AvBpwTTO, VI TO TEPATOUPYNMATIKO WG EAKUCTIKI KATAOTOON.

O1 a@npnuéveg POPMES, WG TTPWIUN EKOOXA OTTOOTPOPAG TTPOG TO
avBpWITOUOPPO KaI WG TTPOTTAYAVIA TTOU XAAAPWVEI TOUG DEGHOUG LE TO
avOPWTTOKEVTPIKG, AVTIKABIOTWVTAI ATTO TTAACUATIKEG HOPPEG TTOU TTAEOV
OuvBETOUV TO OTTAVOPWTTO, OXI WG EKPPATN ATTOPPIYNG, AAAG WG ETTIAOYN.
AvTigTolXa SIaPOPPWVETAI N EIKOVOYPAPia Twv media, atrd Ta alotnTIKWG
O100TpERAWPEVA CWHATA KAl TIPOCWTTA TwV dNPOGIWV TTPOCWTTWY WG Td
YEVETIKA aAAoIwpéva pooxXeUPOTa ) TTPOIOVTA KAAAIEPYEIAG, TIG EIKOVEG
TTAQOUATIKWV (WIKWV €100V TTEIPAUATIKAG YEVETIKAG TTAPEUPBOAAG KAl TOUG
peTaAAaypévoug uTTEPBUVANOUG Kal aBAvVATOUG APWES TAIVIWY, KOMIK KAl
NAEKTPOVIKWYV TTAIXVIOIWV.

Av TEAIKA 0 AvBpWTTOG «EETTEPATE» TN GUAN YIA VO ONUIOUPYATE! KATI UTTOBETIKG
AVWTEPO KaI NTTIOTEPO TTPOG AUTAV, TO OTTOIO, APHVOVTAG TOV AVIKAVOTTOINTO Kal
KEVO, odnyei w¢ TTpo@avi ETTIAOYI OTNV TTEPAITEPW OTTOOTPOPHA TG PUOEWG KOl
TNV €MavePeUPETn TNG BAoel TEXVOAOYIKOU TTAPOEUTHOU, TTOPANOPPWTIKAG
EKUETANAEUONG YVWPIOUATWY KAl QUOIKWYV XAPAKTNPIOTIKWY, XPNOIUOTTOIWVTAG
TAvToTE TO AVvBPWTTOYEVEG TTEPIBAAAOV WG TO UTTOOUVEIdNTA EvePYO TTEDIO
ouveIdnalakng ahAoiwong, TOTE BILWVOUNE TNV TPAYIKA UTTOVOUEUOT TNG
avBpWITIVNG UTTAPEEWG aTTO TNV I0XUPOTEPN KAl UYPNASTEPN £KPPACT) TNG, TNV
QAPXITEKTOVIKA, KAl TO OTOXO I TNV OUTOTTIO QUTAG, TOV TTPOCBIOPICHO EVOG
1davikoU TrepIBaAAovVTOG avBpwTivng d1afiwong, Tou Xauévou TTapadeIoou.
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AT1T6 TNV TUPAOTNTA OTNV 6pacn Kal TTAAI TTiOw, LIkpo OXOAI0 yia TV I0TopIa TWV
EIKOOTIKWY TEXVWV POKPIA aTTd TNV 6paon Oavaong MoutootTouAog

«Mia eiIkbva Tou KOOUOU...O€ onUaivVEl amapaitnTa pia EIKOVa Tou OgiXVEl TOV KOOUO aAAd évav
KOauo o oroio¢ ouAAauBaverail kai yiverar avriAntrrog oav eikova...H ikova rou kéouou dev
aAAGlel amrd pia TPWIUnN PYECAIWVIKA O€ pia ovrépva aAAd udAAov 1o yeyovog 0TI 0 KOOUOS
yiveral eIKOva ev yével gival autd TToU xapakKTnpilel oTnv ouadia Tn JOVTEPVA ETTOXN» M.Heidegger3

Metda TNV atouiki BouPa atn Xipoaiua, n UAN diaAUeTal o€ cwaTiola.

AuT6 (o€ cuuBoAIKO eTTiTTEdO) TTEPVAEI OTNV EIKACTIK dladikaaia.

'H&n o vwpig pwg o Man Ray ewTtoypagilel Tn okovn TTavw a1mo 170 ~"MeydAo
lFuaAi”” Tou Marcel Duchamp. O Laszlo Moholy-Nagy mioTeter 611 To yéAAov Tng
pwToypa@iknig diadikaoiag gival oTnv KaTeUBuvon TNG aTToUAOTTOINONG KAl TOU
EemepdopaTog Tou avBpwTrivou patiol. Kataokeuddel pwroypduuara Xwpig tn
O1apECOAABNON TNG PWTOYPAPIKAG UNXAVAG, HEAETAEI TA QAIVOUEVA TTOU EXOUV
oxéon PE T0 QWG (NAEKTPOUAYVNTIKEG DOV OEIG, NAEKTPIKEG EKKEVWIOEIG) A TTOU
gival adpata dia yupvou o@BaAuou (akTiveg X) kai oupTtrepIAapBavel ato BiAio
TOU QWTOYPaPIEG KEPAUVWIV?. ATTS Kel Kal TTEPA avapiBUNTEG eival ol TTEpINYAOEIG
TWV VEWV TEXVOAOYIKWYV PHECWV (YUpw aTTO TNV €IKOvVa) o€ TTedia mépa atmo Tn
AgiToupyia TG 6paong. MNoio PTTopEi va gival To JEAAOV TwV OTTTIKWV TEXVWV;

O Bill Viola dAAwve katroTe: «Mia véa GUAANYN TTAvw oTnv avBpwTTivn AsiIToupyia
TNG 6pacng TTPETTEN va BaaifeTal GTOV TPOTTO PE TOV OTTOI0 Ta BEAPIVIA KAl Ol
@AAaIveG «BAETTOUV» €va QVTIKEIUEVO OTOV EYKEPAAD TOUG, XPNOIUOTTOIWVTOG HIa
avTavakAQGn TOU fXOU TTOU BEV OKOUV». 2TO JETAYEVEDTEPO €pyo Tou [ do not
know what it is | am like, o Viola cupttUKvwaoe TN por Tou XpOvou péaa ammo Tn
AgIToupyia TNG «6pacnG», aTTd TOUG APXAioUG XPOVOUG PEXPI TIG MEPEG POG, EVW,
TTapdAAnAa, TTepvouoe HECa aTTd TOGO OIAPOPETIKA UETAEU TOUG PATIO OGO auTd
TWV TTOUNIWV, TWV WapIWV, TWV EVTOUWY, TNG QWTOYPAPIKNG UNXAVAG, EVOG
TOUPIOTA, EVOG XOPEUTH) O€ KATAOTAON €KOTAONG.

Y70 TéAOG dyyIEe Tov BaBPG avTiAnwng Twv SEAPIVIOV Kal TwV QaAaIVGIV.”

AuTO TTOU YiveTal ypriyopa ca@ég pEoa atré pia BIACTIKA TTEPIAYNON TG I0TOPIAG
TWV EIKACTIKWY TEXVWV PETA TO ‘60 gival OTI oTTaviwg £XOuv va KAVOUV JE TNV
€IkOva A, akOUN TTEPIOCOOTEPO, PE TN AEITOUpPYia TNG 6PACNG.

AvougiBoAa TTpETTEl VV apyioOUNE va TTPOETOINALONACTE YIa TNV ETTOUEVN QAon
TNG 10TOPIAG TNG TEXVNG.

H 1€xvn, T0 BAETTOUPE, e€atmAwveTal TTavTou, ypdgel o Jean Baudrillard.

To idIo ka1 0 AOyog TTepi TEXVNG, ME HEYOAUTEPN PAAIOTA TOXUTNTA.

H 1é€xvn Opwg £xel e€apavioTei: £xel EapavioTei oTNV IBIOTTVEUMATIKOTNTA TG, £XEI
€6aQaAVIOTEl WG TTEPITTETEIN, WG dUVAUN TTOU TTAPAYEI QUTATTATN, WG IKAVOTATA
€€dpvnong Tou TTPAyNATIKOU KAl avTITTOpABeong OTo TTPAYUATIKO pIag GAANG
OKNVNAG, OTTOU Ta TTIPAYUATA UTTOKOUOUV O’ £vav aQvWTEPO Kavova TraiXvidiol, Jiag
uTTEPRATIKAG PIyoupag OTTOU Ta OVTA KAT' €IKOVA TWV YPAPMWY KAl TwWV
XPWHATWY 0’ évav TTivaka (wypa@IKAg, HTTopouv va Xavouv To vonud Toug, va
Eetrepvoulv Tov iBI0 OKOTTO TOUG Kal, M€ YIa OPUA OayrRvng, va OuvavTIoUVTal PE
TNV 1I8AVIKI) HOP®PN TOUG, £0TW KI AV AUTA ONMAIVEl TNV KOTAOTPOPH TOUG.

® Martin Heidegger, «The Age of the World Picture», The Question Concerning Technology and
Other Essays, New York, London: Garland, 1977, 0.130.
“ BA. Laszlo Moholy-Nagy, Painting Photography Film, MIT Press, 1969.
® Toshiharu Ito, «The Future Form of Visual Art», Art & Technology, emy. J. Pijnappel, Art &
Design Profile No 39, 1994, 0.67-69.
® Jean Baudrillard, H Alapaveia Tou Kakou: dokiuio mdvw oTa akpaia gaivoueva, utep. Z.
>apikag, EEavtag, 1996, 0.22.
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To épyo Kai o TapaAATITNG
Mdxng ®dapog

21NV TTEPITITWOT OPKETWY TTOAUPEDIKWY EQAPPOYWV OTNV TEXVN, KOI KUPIWG TWV
CD Rom, o TapaAnTITNG-XxpAoTng aTravia, Je Tn Bonbeia evioAwy, TTou
TTEPIEXOVTAI HEOD OE AUTEG TIG EQOPUOYEG, UTTOPEI TTPAYUATIKA va SOUNOEl
epyaAeia A va emegepyaoTei TIG TTANPOPOPIES TTOU TOU divovTal.

MNoTi TpAyuaTi, o€ Ia EQapUoyr, N €vvoia Twv EPYOAEiwy, N évvolia NG
mAOAyNaong, f n évvoia Tou surfing oTo internet, TiBevral TapdAAnAa kai o€
avTITapdBean PE TO QUOIKO KOGHO, TN HopoTToinon, Tnv TaxutnTa, Tnv Kivnon,
10 TOEid!I.

Opwg autd Tou ouvABwg PTTopei va Kavel, gival, va ThonynBei, va diaBdael, kai
va avaoxXnNUoTiael TO KPUPPEVO vonua TG akoAoubiag kail TG SIaTrAOKAG Twv
TTANPOPOPIWY OTO HUAAS TOU, Kal va £Eac@aAioel £va KEIYEVIKO aTTOBeua.

To mpoBAnua gival Twg ouvABwG TIBETAI TO EPWTNHA, AV UTTAPXEI EAEUBEPIa
TPOcRaaNg, Kal Oxl av 0 TTAPAAATITNG — XPOTNG MTTOPEi VO TTPOCAPUOCEl OTA
METPO TOU TIG POUTIVEG TOU €pYOU, AV UTTOPEI VO avaTPEWE! PIa RdN
TTPORAETTOHEVN (TTOAAEG POPEG TTPORAEWIUN) akoAouBia.

MapdAha autd 600 dopIKdE TTaPaPEVOUV Ta EPYa TEXVNG, ME TN ONPEIOAOYIKN
€vvola, «KEIPEVA — avoIxXTay», To TTPOBANUA auTé aTtravia TiBeTal yiaTi TO €pyo
ouveyicel kal OAOKANPWVEL, TNV TTapadooiokr, dIPopoUpevn, ~"avoixTr”” o€
EPMUNVEUTIKEG TTPOOEYYIOEIG AsITOUpYia TOU.

Opwg Téoa atd auTd Ta €pya €ival «avOIXTA KEIJEVAy;

Oiinstallations, Ta interactive cuoTtrjpaTta kai yevikd Ta TToAupéoa, aav
A€ITOUPYiEG Kal ovo, TTPOUTTOBETOUV TOV TTAPOAATITN.

>¢ Troio BaBuod dpwg auTto eival aAndeiq;

Me Tnv évvola OTI, € TTOI0 TTOCOOTO YIVETAI QUTOG OUV-ONUIOUPYOG TOU £PYOU;
AuTé cival éva Baoiké epwTnua Kal TauTdxpova éva aitnua Trou diatrepva Ao Tov
€IKOOTO alwva (atd Tn AoyoTtexvia, Tn CwypaPIKA, WG TOV KIVNHATOYPA@O Kail TN
Bivteo T€XVN) KaI TTOU OTN OgKaETia Tou ‘B0 €yive £vag atTd Toug KUPIOUG GEOVEG
KPITIKAG YIa Tov KivnpaToypdgo, Ta M.M.E, Tn youaikn, Ta €IKAOTIKY, K.O .
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KriovTag TIG EIKOVIKEG KOIVOTNTEG TNG ETTOMEVNG YEVIAG

AnunTpng Koung

O k60P0G TNG TEXVOAOYIag TTPO0dEVEl e pUBOUG TTEPa ATt KABE QavTaaia.

O1 véeg avakaAUWEIG Kal T TEXVOAOYIKA TITEUYUATA ATTOTEAOUV IO KOBNUEPIVA
«pouTiva» yia GAOUG TOUG TOMEIG TWV TEXVIKWYV ETTIOTNMWY. H eTTidpaon autwv
TwV £EEAIEEWV OTO KOIVWVIKO yiyveaBal yivetal ammdé 6Aoug eUKOAQ opaTh Kal gival
ApKeETA €vTovn.

H «Biopnyavikj ETravaotaon» tov 180 aiwva, HETAANAEE pEoa O€ JEPIKEG
OEKAETIEG TIG KOIVWVIKEG BopEG. H XpovikA Trepiodog TTou folpe, 6Tav afiohoyndei
atré 10 HEAAOVTIKO IGTOPIKO, gival aiyoupo OTI Ba €XEI WG KUPIO XAPAKTNPIOTIKO
YVWpIopd TG, TNV acTpariaia diadoon T MAnpogopiag kai Tng Mviong ’ ot
TTAYKOOMIO TTITTESO, AAAG KaI TN METABOAR TWV KOIVWVIKWY JOPWYV PéTa O€
d1doTNUA PNVWYV, NUEPWYV, ICWG KAl WPWV.

Ta péAn Tou «véou Maykdapiou Eikovikod XwpioU» gival 6Aol 6g01 £xouv
mwpooBacn oTo AladikTuo (ag KPATAGOUUE AUTH TNV TTAPATAPNON YIa TOV
€mmiAoyo). To NAekTPOVIKO Taxudpoeio, n TTepIRynon oTo d1adikTuo Kal Ta
ouyypova TToAupeoiké epyaAgia TnAedIdokeywng (multimedia messaging
applications) Teivouv va avTIKATAOTAOOUV TO TNAEQWVO, TN JOVOKATEUBUVTIK
TNAEOPAON KAl TNV EQNUEPIDQ.

Mia €peuva Tou SIQSS (Stanford Institute for the Quantitative Study of Society)
£0e1Ee 0TI 0 y€oog Apepikavog Eodelel kKaTd p€oo 6po, 3 WPEG aTO BIABIKTUO Kal
yUpw oI 1,7 WPEG TTapakoAouBwvTag TnAedpaon.

H avaykn Tou TToAiTn ammd Tn uia yia Tpécacn otnv MNMAnpogopia, kai atré v
GAAN n gukaipia TTou Tou diveTal va eviaxOei aTig «véou TUTTOU» Elkovikég Opdadeg
KOIVWVIKOTTOINONG TOU TTAYKOOUIOU XwpIoU, £dwaav PHeyaAn wbnan atnv
avamTugn pia ogipdg ammd TEXVOAOYIES KAl UTTNPETIEG, BUVATEG VA IKAVOTTOINOOUY
TIG ATTAITAOEIG TOU.

O mopadociakdg pOAOG ToU TTABNTIKOU XPrOTN-0EKTN AVTIKATAOTABNKE aTrd TO
POAO TOU XProTn PE Eviova OToIXEIa BIadPaaTIKATNTAG O€ OAX Ta ETTITTEDA KAl
TTPOG OAEG TIG KaTeuBUvoelg. Qg PéAog TNG EikovikAg KoivdtnTag atmd atmAdg
KATAVOAWTAG TTEPIEXOPEVOU YIVETAI O D10 TTAPAYWYOGS, dIANOPPWTAG AAAG Kal
KPITAG TNG TTANpo@opiag agou ptropei va éxel TTpdofaacn, va dnuoaoielel, va
TPOTTOTTOIEI KAl VO OXOMIAZEl WN@PIOKO TTPOCWTTIKO UAIKO 1] GAAWY pEAWV.

MNa mapddeypa, utnpeaieg 6TTwG 10 youtube.com (Avauetédwaoe Tov Eauté oou!
— Broadcast Yourself), kai To myspace.com (Maykéopia Koivétnta Xpnotwv),
ATTOTEAOUV XAPAKTNPIOTIKA TTAPASEIYUATA EIKOVIKWYV KOIVOTHTWV TEAEUTAIAG
YEVIAG.

H €€€AIEN dpwG O OTOUOTA EKEI.

0 JIaXWPICHOG aUTOG YivETal OKOTTINA, EPOCOV AUTEG 01 BUO €vvoleg BeV TauTiCovTal TTAVTOTE
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O dikTuako6G TéTTOG secondlife.com cou TTPOGEEPEI TNV BUVATOTNTA VA YiVEIG
KATOIKOG MIaG BUVNTIKNG KOIVOTATAG PE TTAVW atTd 4,5 eKATOPPUPIA KOTOIKOUG UE
XOPOKTNPIOTIKG OTTWG N duvaTtdTNTA TTEPINYNONG OE AUTA HECW TPIOBIGOTATWY
mePIBaAAGVTWY (3-D worlds), SikaiwpaTta I8I0KTNCIag, GUVAAAQYEG UE TNV XPHAON
€IKOVIKOU VOUIOPATOG KTA.. @a UTTOpOoUCaUE VO OUVEXICOUNE avagEépovTag pid
HOKPOOKEAN AioTa Kal GAAWYV TETOIWV TTAPABEIYUATWV.

Qo1600 PeyaAlTepn onuacia £xel icwg N avadeign TNG aITiag Kal Twv
ETMTITWOEWV TOU QAIVOUEVOU.

O 1exvoAoyIKa TTpoNyUEVOG TTOANITNG £XEI TN duVATATNTA Va gival GUVOEDEUEVOG
(on-line) ouvexwg aTo AIadiKTUO, NECW TNG TIPOCWTTIKAG TOU CUCKEUNAG, €iTE AT
aTaBepd onpeio €ite ev Kivhoel (Uéow Twv AcUpuaTwy Eupulwvikwv AIKTOWV Kal
NG 10éag Tou ABC-Always Best Connected).

H TTpoowTTIKA TOU CUOKEUN £XEI T duvaTOTNTA va avaTrapioTd tnv MNAnpogopia
(Axog, €IK6va, Keigevo) aAAG Kal va TNV Yyn@IoTrolgl, OTTOTE 0 XPAOTNG ETTIBUNET va
TNV METAOWOEI.

To emdpevo Brpa gival n guykpdTNON TNG EIKOVIKAG KoIveTNTag. AUTo €ival To
Onueio aiXung, To KAEIBI yIa Tn dNUIOUPYIa TWV EIKOVIKWY KOIVOTATWV.

AvBpwTrol atrd KABE YeEWYPaPIKO, OIKOVOUIKO, TTONITIGHIKO KOl BpNOKEUTIKO PUAKOG
Ba “1ocommedwoouv’’ TIG DIAPOPES TOUG Kal Ba OXNUATIOOUV HIa EIKOVIKA KOIVOTNTA
ME €VTOVOUG OUVEKTIKOUG apuouUG.

H mroAupop@ia Kai n TroIKIAia Twv Opddwv, Twv BEPATWV Kal TOU TTEPIEXOUEVOU
TWV EIKOVIKWVY KOIVOTATWY aTTOTEAOUV TOV KUPIO TTOAO €AENG LOATE va €ITENBEI KOl
Va EVOWMATWOEI KATTOI0G O€ YIA EIKOVIKHA KOIVOTNTA.

AuTA n evépyela dev aTTOTEAET QUYR aTTO TNV TTPAYUATIKOTNTA GAAG TTPOGOAKN
akéua piag didotaong otov AdN TToAudidoTaTto kbopo pog. Miag didoTaong Opwg
TToU augdvel TIg duvaTtdTNTEG Jag aAAd Kal TOUG KIVOUVOUG JE EKBETIKO TPATTO,
OTTWG aKPIBWG £XEI CUUPE he KABE ~“peyaGAn” avBpwTivn avakGAuyn.

O1 €IKOVIKEG KOIVOTNTEG, OTIG HOPPEG TTOU £XOUV ONMEPT (ETTOPEVNG YEVIAG), OE
BpiokovTal oTo TEAIKO TOUG OTABIO Kai dev €Xouv avaAdBel TTARPwWG To POAO TOug
oTn SIaPOPPWON TNG VEAG KOIVWVIKAG TTPOYUATIKOTNTAG.

‘Eva épwg gival oiyoupo.

O1 véeg HOPPEG KOIVWVIKAG TTEPIBWPIOTTOINGNG KAl ATTOKAEIOUOU Ba €x0ouv WG
KUPIO XAPAKTNPIOTIKO TOUG TNV adUVaMia CUPMPETOXNG KAl EVEPYOTTOINONG TWV
ardpwv oTIG HEANOVTIKEG ElkovikEG KolvdTnTeg Tou AladIKTUOU.
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WYnoeiakd Mouocia: XpnoTikéTnta Kai Ikavotroinon tTwv Emokemtwy

AnunRtpiog Boyiatgng

Ta TeAeuTaia xpdvia, dIAQopol KAGDOI TNG ETTIOTAUNG TWV UTTOAOYIOTWY, OTTWG TA
pagikad, Ta Yreppéoa kal n ANMNnAeTidpaon AvBpwTrou - YTToAoyioTr Bpickouv
€QAPUOYEG OTA Pouaeia kal oTig aiBouoeg TEXvNG. O1 BIKTUAKOI TOTTOI HOUCEIWV
Kal aiBoucwv TEXVNG DIABETOUV EKTETAUEVEG TUAAOYEG WN@IAKOU UAIKOU,
oupTtrepIAauBavopévwy TTaAaiwy BIBAIwY, XapTWY, TIIVAKWY, QuTOYPAPIWY,
YAUTITWV, QvaTTaOpaoTACEWY APXAIOAOYIKWY TOTTWV KTA.

YTapyxouv oa@n TTAEOVEKTHATA aTTd TN XPAON TOU TTayKOOHIou IGToU yia Tn
01ddo0n TNG TTOMITIOTIKAG KANPOVOMIAG. Ta dIadIKTUOKA JOUCEIa TTPOT@EPOUV
OTOUG ETTIOKETITEG TOUG TNV EUKAIPIA TNG ETTAPNAG YE EKBEPATA TEXVNG, OTA OTTOIA
d¢ev Ba pytropolaav va £Xouv dIaQOPETIKA TTPOTRach, Adyw TwV OIKOVOUIKWV
TWV YEWYPAPIKWVY TTEPIOPICUWY. Ta diadikTuakd pouaoeia eEuttnpeTouv
€VAAAOKTIKOUG OKOTTOUG, HETAEU TWV OTTOIWV gival, va TTApaaxouV TTITTA(OV
TTANPOPOPIES yIa Ta TTAPASOCIAKA JOUCEIQ, 1] VO TTPOTPETTOUV TOUG ETTIOKETTTEG
va mMOoKePOOUV TO TTaPadOCIaKS Jouaeio, HEow Hiag BETIKAG EUTTEIPIAG TTOU
TTpoKaAciTal atrd Tnv aAAnAeTTidpacn Pe To YN@IaKko.

ATTé Tn dnuioupyia KIGAAG TWV TTPWTWY YNPIAKWY Jouaeiwv €xouv TeBei KaTToIa
Booika epwTAuaTa, 6TTwG: o€ TToI0 Babud Ta Yneiokd pouaeia TTapEXOUV UIa
EUTTEIPIA OUYKPIOIKN PE AUTH TWV TTAPAdOCIOKWY HouoEiwv; MNGco IKavoTTolouV
TA YNQIOKAE JOUCEia TOUG ETTIOKETTTEG TOUG KOl TTWG OXETICOVTAI QUTOI PE TA
XOPOKTNPIOTIKA TOU WN@PIAaKoU YOUCEiou;

To gpeuvnTIKS TTESIO TNG XPNOTIKOTNTAG TWV DIKTUAKWY TOTTWV KAAEITAI VO
ATTaVTACEl OTA TTAPATTAVW EPWTHMATA, £XEI OE TIG PICEG TOU OTN YVWOIOKA
ETMOTAUN, OTNV WYUXOAoyia Kal 0TNV ETTICTANN TWV UTTOAOYIOTWV.

Mapadooiakd, OTIG YVWOIAKEG ETTIOTAUES TO EVOIAPEPOV ETTIKEVTPWVOTAY TN
vénaon Kal oTn AoYIKA: Ta ouvaloBruaTa, N YuxoAoyIkr KaTaoTaon KTA.
BewpolvTav wg «B0pUBOG» KAl KATA CUVETTEIQ ETTPETTE VA ATTOovVWwOOoUV aTTd TIg
MENETEG.

EvrouToig, Tnv TeAeuTaia SeKAETIO N YVWOIAKK ETTICTAPN KAl O VEUPO-ETTIOTAUEG
onueiwoav eviuTTwolakr TTPOodo Kal KaTEdeiEav 0TI n vénaon &€ YTTopEi va
SlaxwploTel ammd Ta cuvalioBiuaTa, Kai 6T Kai Ta 800 autd cupBalouv oTnv
avTiAnyn, oTn cupTrepIPopd Kai atn dpdan. MNa TTapddelyua £xel deixOei OTI Ta
BeTikG ouvaioBruaTa dieupUvouv Tn diadikagia TG vonang KabIoTWVTAG TOUG
avOPWITOUG AVEKTIKOTEPOUG OE MIKPA TTPORANAMATA KAl TTEPICOOTEPO IKAVOUG OTNV
eeupeon Auoewv.

AvTtiBeTa, Ta apvnTIKE cuvalioBruara aTIAdouv oTn oKEWn, TTPAYHA TTOU
OUVETTAYETAI KOAUTEPN OUYKEVTPWATN OAAG PIKPOTEPN OPWG EUeAIEia oTnV
egelpean AUoewv.

Ta cuvaioBripata aifouv évav auéavopevo poAo oTn oxediaon Kai Tn
XPNOTIKOTNTA TWV SIKTUOKWY TOTTWY, OTTWG JE TTapOUoIo TPOTTO KAVEI N aloOnTIKA.
Madi pe Tn xpnoTIKOTNTA TTaifouv KaBopIoTIKO pOAO GTNV TTpowlnaon atd Koivou
€VOG TTPOIGVTOG.

‘ET01, évag KONOOXEDIAOUEVOG, AEITOUPYIKOG Kal «EAKUCTIKOG» SIKTUAKOG TOTTOG
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emmnpeddel TNV aiobnon eutmoToolvng, ao@AAEIng, XPNOTIKOTNTAG KAl AgIOTTIOTIAG.
JUVETTWG To guvaioBnua ival dppnKTa CUVOESEPUEVO UE TA KivNTPO KaI TIG
TTPOOBOKIEG TOU KABE XprRoTn, O10TI KaBWG e€epeuvd Kaveig Eva dladIkTuakd TOTTO,
TPoCoTIabEl va €mmITUXEl KATTOIO YVWOIAKO KAl oUvaIoBnUaTIKO OTOXO.

Ta ouvaioBnpaTta eveg atépou KaTd BAan gival n armoriunon Twv yeyovoTwy, Twv
QVTIKEIMEVWYV Kal Twv avBpwTttwy. Ta cuvaioBriuaTta rapéxouv evoeigelg yia auTd
TTOU PTTOPEl VO Bewpei KATTo10G WG agieg. MNa TTapadelypa, av KATTOI0G £XEI EVOXEG
o6t1av dev TTANPWOEl TOUG POPOUG TTOU TOU avaAoyouv, auTo OXETICETAI UE TIG
apx£ég Tou, dnNAadA OTI ETMOUUET va TTANPWOEL.

ZUVETTWG €va OUYKEKPIPEVO auvaioBnua (TT.X. To ayxog, n auyxuon, f n xapd...)
MTTOPET va epunveUBEi wg €EAG:

£av €va atopo avriAauBdverar yia KATAOTOON PE EVO CUYKEKPIUEVO TPOTTO, TOTE
pTTOPEl Va TTPOKANBEi éva ouykekpiuévo ouvaioBnua (Xwpig va atTokAgieTal To
avTioTPOPO, T1.X. N CUVAIGONUATIKA TOU KATAOTAON VA ETTNPEACEl TNV AvTIAnWN
€VOG YEYOVOTOG).

Eival Aoirév onuavTiké va douue Twg n oxediaon SIKTUOKWY TOTTWY PTTOPET va
w@eAnBei atmd TIg TTapaTTdvw 1I0€€6. 181aiTepa TTPETTEI va HEAETNBOUV Ol
TTAPAYOVTEG TTOU PTTOPOUV VA TTPOKOAEGOUV CUVAICHNUATA KAl 0T OUVEXEID VA
ouaxeTiIoBoUV e TN oCuVaITONUOTIKA KATAGTACT TTOU TTPOKOAEITAI KATE TNV
TEPIYNON O€ €va OIKTUOKO TOTTO.

Av evowpatwBouv ol TTapatrdvw okEWEIG aTn diadikagia TG oxediaong
OIKTUOKWYV TOTTWV, TOTE PTTOPEI va TTPOKANBEI pia BETIKA ouvalioOnuaTikn
avTidpaaon Kal OTn CUVEXEIA AUENPEVN ATTOTEAETUATIKOTATA VIO TOV ETTIOKETTTH.
ISiaiTepa ival onuavTiKA N HEAETN TNG ouvaIoONUATIKAS aTTOKPIONS TOU XProTn -
KUPiWG atro TTAEUPAS IKaVOoTToiNoNG 1| OUOAPECKEIAS — TTOU TTPOKUTITEI ATTO TN
oxediaon evog SIKTUAKOU TOTTOU.

H ikavorroinon ava@épeTtal oTn ouvaiodnuarikn armoKpPIon YA Jia GUYKEKPIUEVN
oxediaon evog SIKTUOKOU TOTTOU Kal €ival PIa ouvapTnon TNG oxX€0NG HETAEU
€KEIVOU TTOU OVAUEVETAI KOI EKEIVOU TTOU TEAIKA YiveTal avTIANTITO atrd TO XPnoTh.
Me aAAa Adyia, agopd oTnv TTPGoAnwn ammo To XProTn - T.X. 0Tn dIAvVONTIKI TOU
TPOoCTTdbeIa, aTo Babud 0Tiaong TNG TTPOCOXNAG TOU, KAI OTN CUVAICONUATIKNA
Tou aTTOKPIoN (TT.X. ME IKAVOTTOINON I JE DUCAPETKEIN) WG ATTOPPOIA TWV
TTapaTTavw KaTd TNV aAANAeTTi®pact Tou pe Tov SIKTUOKS auTo TOTTO.

TéTol0U TUTTOU CUVAICONUATIKEG ATTOKPICEIG avAyovTal TTPOG HIa aTTOTINNGN TNG
€AKUOTIKOTNTAG UE OTIYUIIEG TTETTOIBNOEIG OPETKEIAG | DUOAPETKEING.

ZUVETTWG, N IKavoTToinan, €ite N ducapéokeia, TTNyalouv atod Tov TPOTTO TTOU O
XPNOTNG avTIAaUBAVETAl TO XOPOKTNPICTIKG OTOIXEIQ TOU SIKTUAKOU TOTTOU, 0G0
€TTiONG KAl a1rd TN ouvaloOnuaTIKr) aTTOKPIoT TOU o€ 60a ToU dnuioupyouvTal.
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NegeAokokkuyia*

Nikog NMaroaBog

Ymrodudpevol Tov (apxaio) ‘EAANva TTpo@ATn, ag KOITAEOUPE Ta onuadia TTou
KOUBOAG GTO TTAQVNTIKO APXITEKTOVIKO OTEPEWMA N veE@eAO-TTOINTIKA TwV Diller &
Scofidio.

H «BoAA TTapaywyn Tou TiTToTa», OTTwG oI idI01 aTTOKAAOUV TNV £QRAEPN
B108paaTIKr eykaTdoTact Toug atnv eABeTik EXPO’02, utropei va 19wBei wg pia
Kivnon ouveidntd atrooTTaoPaTIKR, OXEOOV NTTOTTABAG, WG UIA XEIPOVouia TTOU
OV OUPTTANPWVEI TO VONUa €vOG UTTOTIBEUEVOU EKBEUATOG OAAG TO avadEIKVUEI
WG onueEIWTIKA diadikagia kaBioTwvTag (NuNdIdgavn Tnv idia Tn uéBodo
TTApoUCiagng Tou. Agv UTTApXEl GAAWOTE KAV QVATTAPIOTWHEVO £KOECIOKO
avTikeigevo. AUt TTOU O EMIOKETTTNG KAAEITaI va Biwaoel gival N idia n katdoTaon
TOU €KBETEIV.

H xeipovopia wg avTIAOYOKEVTPIKK], AVTIKAVOVIOTIKI] TTPOKTIKF £XEI OPIOTEI a1Td TNV
Kristeva wg gxéyyuo avtiotaong atov KaBeoTwTIKO AdYO, TTONITIKO Kal
KaAAITEXVIKO. Eival Ta pn-utrokeiyeva 011wg o Mallarme kai o Artaud 110U
MTTOPOUV, OTEKOHEVOI KAl XEIPOVOUWVTAG £Ew atrd Ta 6pIa TNG idIag TNG YAWooag,
VQ UTTOVOPEUOOUV TOV Kavova.

O1 AuepIKaVOi PN-apXITEKTOVEG GUCTNUATIKA £X0UV KATAOKEUAOEI T BN TOUG, TO
OIKO TOUG TTPOVOMIOKO ONMEIO EKTOC, KIVOUUEVOI OUVEXWG OTA OPIA TNG
APXITEKTOVIKAG YAWOOOG, a1Td TO PN aQvattopIoTWHPEVO OTNV Apvnon TnG
UAIKOTNTOG.

daiveTal TTWG N TTOPATTAVW ETTITEAESTIKA» aAvTiIAnwn yia Tov TpOTTo dpAaang £Ti
TWV APXITEKTOVIKWYV TTPpayudTwy ammoAaupdvel 1d1aitepng d1IAdoong OTIG HEPES
pag, o€ Babud Tmou Tapaddfwg avaipei TNV 61Tola SUVAUIKA HIaG TETOIOG
OTPOATNYIKAG.

Avri emAdyou, ag TTapagpdooupe Tn Népa AvayvwaoTdakn B£TovTag éva
EPWTNUATIKO 0TO TEAOG TNG KATAYATIKNG SIKAG TNG TTpdTacng: Na 6ooug
XEIPOVOUOUV TTOAU TTOINTIKGA BpioKeTal TTAVTA KATTOI0G Va Toug déael Ta xépia; 'H
AAwWG, YETA aTTO TTIO ONUEIO TO ETTAVACTATIKO YiveETal KAVOVOG Kal TEAIKA TTEPVA
ATTAPATAPNTO OTTOTE O iBI0G O KAVOVAG YIiVETAI AVATPOTTA;
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2. AIKTUWNEVEG EKTEAEDEIG BPpAOEWY
networked performances






Aladiktuakn EykardoTtaon otnv pwTn Tou otéAou KuBepvovauapxida
«O TEAEYTAIOZ ENOIKOZ THZ ZKIAZ»

Nik6Aaog Adokapng

(-..) EAGYI0TO Un XapPaKTNPIOTIKO Ociya amrd Tnv moAuayarrnuévn arr’ 10 Koivo
OTTWS arroKAAUTTITETaI QTT’ TIS TTPOCQATES UETPAOEIC TG AGB gAAovTIKN Lou
Aiktuakn EAAnvo-Toupkiknp TnAsoammouvomrepa « T¢autmrar{ndes oro Aiyaio»:
N. Adokapng, 23-12-2006

To peoaio wAdvo avoiyel pe @eivriv: O npwikdg UTapxog MAwTdpyng MiAtwy,
Aouopévog oTo QWG Tou AIKTUoU, ouvdloAéyeTal BAOCUPAG WE TNV AVTAVAKAACH
ToU: - Ki av éeuebBuow ue 10 mpoypauua «uroédg oTo méro» Ba 'xei kava vonua
autd; ‘Etreran §apviko Bialo katakopu@o TpdBeAIv: ZiwtnAn kdBodog
agavoép, kardywugn oTto BaBpo Twv okiwy, BUBIcua cav ag BedpaTo BNAACTIKG
pe adeiaopéva spleendvtepa, To @wg aduvarTilel EVEPYOTTOILVTOG UE
QAVTIQWTOKUTTAPA TO AVOIYMA TNG OPUKTHG auAaiag atmd ¢odpa UTTOGAYUATOG
1IEpAG ayeAadag. FpARyopo KAOZAt oTnv e1mévouon BapuTiKoU doxEiou OKIWY,
OTTOU KEITETAI KEVOG TTATOG PE TO KATTAKI TOU VO KPEUPETAI.

E3w pe apkeTh aywvia KAEiVeEl TO YEVIKO TTAAVO TTOPOUCIAJOVTAG TOV
M(AwTtapxn) M(iATwva) diardlovta oxadiakd Tov atmrokpaTikotroinuévo N(adTn)
A(aBiBacTtn) I’ M(op@upio) T(pauAd) oTo MAOTAPIO TOU TEPACTIOU UTTOAOYIOTH)
«MMOYAHZ-T'IOK», va puBuicel To atéxaoTpo TTupnvikoU BARuaTog kEBAap
TTPOG adpaTo onuEio Tou oupavou: ApapaTtikd, Bpaxva: NnAir Naorn! Na
KaBpe@TioTei 01O OXEOIQ0UO N TTEPIOPICUEVN YEWUETPIO TNS avBpwiTivig Umapéng
Kai unv kamvideig paAdaka pmpoord arov MITOYAH. Tov meipddel, o16’xw éavarrei.
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Ta oxédia Tng sarcha yia 10 Gueco YéAAov?

H sarcha 6a cuvepyaoTei pe dtopa Kal BeapoUs yia TV opyavwan GEPIVapiwy,
BIOAEEEWV Kal epyaaTnpiwy pe BEpa Tn diepelivnon TNG oXEoNG TNG APXITEKTOVIKAG UE
10 MOAITIKO.

To TTPOTTOPACKEUACTIKO GTASIO TTEPIAaUBAvEl dnNUOcIa avTaAayh améwewyv 60wV
OUMMETEXOUV OTN sarcha pe Tn dnuoaoioTroinon oTo blog TG epwWTACEWY Kal OXOAiWV.

‘Ogol gvdiapépovTal TTopoUV va £TTIKOIVWVAOOUV padi pag: info@sarcha.gr
| va ateilouv oxoAia aTo

www.sarcha-architecture.blogspot.com
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Sawr (‘J’LO(/ Scroor oF O CJ’L{TECTuRE 4
AL

Mapia Oeodwpou:
Mn TTAnpwuévn Kataxwpenon

Aotk Mn kepdookorrikh Etaipgia
http://sarcha-architecture.blogspot.com

H SARCHA (School of ARCHitecture 4 All) / APXITEKTONIKOI ArQrol siva pia
QaOTIKA PN KEPOOOKOTTIKN €TaIpEia TToU 18pUBNKe Tov ATrpidio Tou 2006. XT16X0G
TNG, N EKTTAIdEUCN KAl N €VEPYOTTOiNON TOU KOIVOU WG TIPOG TO POANo Tng
APXITEKTOVIKAG OTNV TTapaywyr Tou ouvexwg MeTaBaAldpevou TrepIBGAAOVTOG
TTou dlapop@wvel/veTal ammd Tnv kabnuepivr) diaBiwon. MpowBolvtal €peuva,
OpAoEIG Kal TTPOYPAUUOTA TToU €EETACOUV TN OXECN TNG OPXITEKTOVIKAG ME TIG
TTOIKIAEG EKQAVOEIG Kal TNV TTOAITIKI 8IA0TOON TWV OTOMIKWY KOl CUAAOYIKWV
opacTtnpioTATwy. H SARCHA avattiooel T oxX€on TNG OPXITEKTOVIKAG HUE TOV
akTIBIOPG, dNAAdA e TNV €MOUNIa yia aAAayr TTOU UAOTTOIEITAI XPNOIJOTTOIWVTOG
KGBe duvaTtd péao: Algpeuvd TIG UTTAPYXOUTEG BECUIKEG DOPEG AN KAl GUUUETEXEI
otnv avraAAayr amoyewv Kal opydvwaon Spdoewv TToU avTIETWTTICOUV KPITIKA
TOV TPOTTO TTOU TTAPAYETAl N APXITEKTOVIKA. Z€ aAuTd TO TTAQioIO, €ival amd Tov
OxTwRpio Tou 2006 péAog TnNG O1EBvOUG évwong yia Tnv UTTOOTAPIEN TOU
eupwtraikod DOpoupn  TTONITIKWV  yId TNV OPXITEKTOVIKI] €VW  TOUTOXPOVA

ouppeTéxel ato camp for oppositional architecture (2006 Utrecht).
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sarcha: the school of architecture for all
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exhausted hy massive weh-storage mechanisms?
exhausted by so_cial bookmarking sites?
! suffer from recording syndrome?

Delete your histories! Our system is the only one to
ensure complete erasure. We use city streets and
2 collective exchange of signs to make you forget.
2 A contemporary Ars Oblivionis for you, the artist,
the businesswoman, the student.
MNEMOTECHNIC STREET WORKS [MSW]

AS YOU WALK - AS YOU FLY - AS YOU DRIVE -
AS YOU “SURF”

e as you “surf”, collect and use BLOCKED
GITY-STREETS - by police cars, garhage
collection vans or household moving
vans [we provide the technology for
you to use all hlocked streets of
your or any city, at any momentl
e in your everyday route to work,
use A SPECIFIC STREET again and
again, i.e.: 3 Septemher Street.

e as you drive, use OBSOLETE-BECOMING ROADS, i.e. Rio-Bralos National Rd.

e as you fly, during airplane landing or taking-off, use the city’s EMPTY RIVER-BEDS.

WE PROVIDE ALL NECESSARY INSTRUCTIONS & TECHNOLOGY

Leave the rest to us: WASHING-UP YOUR HISTORY GUARANTEED.
Our secret is simple - “activation of streets as mental collective space” - “collective
decay”: we turn a private mnemotechnic function to a collective one * “sign confusion”:
We get rid of your history, not hy deleting, but hy excessive multiplication of its signs.

FOR THE ARTIST AND THE BUSINESSMAN OF TODAY
FREE.Enroll today: WWW.DELETE-YOUR-HISTORY.COM

THE MNEMEDEN SCHOOL OF MEMORY
THE SECRET OF NON-CERTAINTY IN RECOLLECTION
23 Wenham House, Bloomsbury Street, London, W.C.

SOUTH AFRICA : AUSTRALIA : UNITED STATES : -

Lynn Buildings, . Box 402, G.P.O. 1 Whitehall Building
“Do’-bxn, Natal.g Mglboume. ,’ 2 New York. g

GERMANY. FRANCE. INDIA.
oY

NECROCEINE ™R
Y cstams GreycHaLr s.nysha.de desir:'clA goes ’ e . ® PURE HEAT

not- stain ‘the Skin. - Applied in a_few
minutes. Is Harmless, Washable, Last- WITHOUT SMOKE or SMELL. ‘

ing, and Restores the Colour to the Roots, )
CLARK’S Patent HYGIENIC @

making detection impossible, and is un-

doubtedly the Cleanest and Best Hair

St.amer in the World. No. 1, Light Brown ;
The heat generated by the *Syphon””
Stove is Absolutely Pure. No Fumes or e

2,'Golden ; No.3, Dark Brown No. 4.
Black Sent secreth packed by past for
and 10/=.
Smell can pass into the apartment,
products of combustion are rendered .

1/3, 2/3, 3/3, 5/= an
Leigh & Crawford (Dept.57)

i _innocuous by automatic action within the
Stove. Pure heated air only emitted.

82 & 33 Brooke St., Holborn, London, E.C.
Supplied to H.M. The King.

Of all Tronmongers, Stores, Gas Co.’s, or of [}

.m putfering from Vancocele and its consequent
= ~:>eed:1y relieved and cured -by-the most
S. CLARK & CO., Makers, Compton Works,
Canonbury Rowd Hmhbury, London. N. Y

-0 st omal method of treatment yet introduced.
se, znmgfullpartuularsandtestlmomals

.-xy:‘ D N( .‘}1’{5’{} 2 sse‘a.lﬁe: eé‘;iifé’f;f osIfAf;e;e’ ) Send post-card G}ﬁor Ili)escriphve Booklet
LLoNDON, \ (6% ’
gwes 30 years. Consultation Free, HeE o EHemlme Ho



3. YBPIBIKEG EYKOATAOTACEIG
hybrid installations






Cod.Act
André Décosterd
Michel Décosterd

EKTENETEIG NXNTIKWYV TTOPOOTACEWY
Siliknost ,Siliknost2, Hotschkuss

(1) Cod.Act onpaivel épeuva, TIEIPAPATIONOS KAl EKPPACN, KOl GNUaivel ETTioNng pia dIapkn
MEBODO epyaaiag. O NAEKTPOTEXVIKOG XOG KOl Of OTITIKEG NXAVESG SNUIOUPYOUVTal YIa
eomaopéveg Trapepfaoelg. Or Cod.Act aTTooKOTIOUV va KAVOUV KPITIKEG CUVEICQOPEG OTNV
TIONITIKA, TIG ETIOTAPES 1 TIG TEXVES. M KABE TTapépBaacn ol unxavég Trpooapuoloval
oUP@WVA PE KPITHPIA ETTAPKEIAG Kal TN SEKTIKOTNTA TNG CUVEICPOPAS aTTO AANEG TTEPIOXEG KAl
TIG diepyacieg Toug. O1 TTapaoTdaElg TTou TTpayuaToTroloUvTal atré Toug André Décosterd kai
Michel Décosterd eivar n BepeAiwon ot pida g pebddou Twv Cod.Act.

Siliknost

AUo epydTeg e @TUApPIO YEPICOUV TEGOEPIG KOURBAdEG DIATPNTOUG.

AuToi o1 KouBadeg eival EPOG PIaG PNXAVIKAG aAuaidag: cup@wva Pe TV alénaon

f TN peiwaon a1é 10 BAPOG TNG AUUOU, TTPOKAAEITAI N Kivnon TEGOAPWY, O€

ICOPPOTTIO, KOVTAPIWY, T oTroia he éva oloTnua peTafifaong amd kaAwdia Kal

TPOXOAIEG evepYOTTOIOUV TEOTEPIG YKIAOTIVEG TTOU BIOAICOaiVOUV, TOTTOBETNUEVEG N

Mia &iTTAa aTnVv GAAN PTTPooTd aTT6 éva TTpoBoAéa. AuTEG evepyouv PE Tov idIo
-35-



TPOTTO, OTTWG €va PWTOYPAPIKS dlIAppayua.

To Qwg, cUPPWVA PE TIG KIVHOEIG TWV YKIAOTIVWY, CUVOEETAI PE EIKOCITECOEPIG
PWTOEUAIoBNTOUG AIoONTAPEG TTOU DIATAGOOVTAI O€ TEOTEPIG OTAAEG.
Z0p@wva pe Tov TPOTTo TToU AapBAvouv TO Gwg auToi ol aIgBNTAPES, KABWG
avadlaTdooeTal ATTO £va JETOOXNMATIOTH, EKTTEUTTOUV OIVIGAQ o€ €va
OelypaToAATITN. OI AXOI TTOU AVTIOTOIXOUV OTIG £VOEIEEIG, O OTTOIEG £XOUV
avaTtrTuxBei oTo GTOUVTIO, EVEPYOTTOIOUVTAI KOl QVATTOPAYOVTAl, TAUTOXPOVA HE
TNV Kivnon Twv KouBAadwv Kal KATE GUVETTEIR TWV EPYATWV.

MpaypaToTtroigital éva TTOAUPWVIKO YEYOVOG.

Siliknost 2

To Siliknost 2 dnuioupynbnke wg eréktaon Tou Siliknost kai ival eTTiong
EKTEAEON NXNTIKNAG TTAPACTACNG.

ZuvioTaral oTn PJETAKivNOn KE QUOCIKO TPOTTO VOGS Bpdxou TETpakoaiwv (400)
KIAWV XPNOIKOTTOIVTAG OXOIVIA Kal TPOXAAIEG.

EéomrAi{ouaare ue aiobntnpiakoUs Karaypageic mou UETPOUV uia OElpd arrd Ti¢
puaioloyikés pag dpdacis. Or Aol Kal 01 JIKPO-XO0I TTOU YevviouvTal arro TNV
mpooTrdBeia uag ouAauBdavovrai, evioxuovrai, Kai ETAVEKTTEUTTOVTAI OTO
(Aeiroupyiko) xwpo. H ekTéAeon autng NS KOTTIAOTIKAS LUIKAS Epyaciag
dnuioupyei uia nxnen agenynaon, n ormoia eéeAicosral amé Toug XEIPICUOUS LUAG.
Mia akpiBig nxo-ypagia piag QUOIKAS TTPOCTTABEIAS.

Cod.Act Kal NXNTIKEG TTAPAOTACEIG

Autég o1 600 dnuioupyicg givar TTapadelyuatikéS Tou OIKOU pag TpOTToU EpUnVeEiag
NG TéXVNS TNS TTapdoracong (performance). 2Toug Cod.Act aviAhoaue v Eumveuan
HaS arro TiS EMOTHUES KAl TNV TEXVoAoYia. H Epeuva LUag, KUPIWS ETTIKEVTOPWUEVI OTOV r1XO,
avarrtuooETal OTO EPYAOTHPIO YUPW ATTO TTAPATNPOEIS PUOIKWY, UNXAVIKWY KOl KATTOIEG
POpES Bioxnuikwv gavouévwy. MNpoorrabolue va aviiAnpBoUue T Asiroupyia Toug Kair va
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£EQyoupe arTé aurd uia aouviBIoTn ATToyn, TToU UETAPPAOUUE Kai aTTodIO0ULE LUE TNV
avBpwmvn kKAjuaka. Mg autdv 10 OKOTTO, KATQOKEUAJOULE UNXAVIKES 1) NAEKTOOTEXVIKES
UNXQVEG, TTOU &iTe XEpICoVTal aTTO TO KOIVO OTNV TTERITITWON TWV EYKATAOTACEWY, EITE
XElpiCovTal aTTé EUAS OTNV TTEPITITWOT TWV TTAPACTACEWV.

SUVETTWG N TIPOOEYYION Lag aTnv performance €xel KUpiwg éva LnxavioTiko
XapakTipa, KaBwe or unxaveés uag ivar 1o KEvipo g 6pdang Kai
QVTITTPOOWTTEUOUV TO BATIKS Oxnua yia TNV 10€a, Kal ETTITTAEOV BI0TI 0 POAOS Uag
WS EKTEAEOTEC TTAPACTATEWY TTEPIOPIETal TTGVTOTE O€ uIa BAoiKA aToaToAn, auTh
TOU XEIPIOUOU TNG UnNXavng, oUU@wva LE TNV ETAPKEIA TOU XEIPIOTH] THS 1) TOU
Epyarn mou tnv Kareubuvel. Ta va evioxUoouE TNV avtiBeon 1tng TEXVOAOYIKAS
OUVOETOTNTAS TWV CUCKEUWYV LAS KAl TOU AQAIPETIKOU Kal CUVOETIKOU XapaKTHO
TOU UAIKOU TTOU TTapdyouV, QITOOKOTTOULE O€ BATIKES PUOIKES XEIPOVOLIES, TUXVA
emavaiauBavoueveg.

AUTO UTTOPEI va LIETAPPATTEl WS CUVEXWS auéavOUEV TUTTOAQTPIKA @Uon TNS
XEIPOVAKTIKAG Epyaaiag, wg OUVETTEIa TNS auéavOuEVNS QUTOUATOTTOINUEVNS
gpyaaiag, n evaAAakTika, amAd aviiTpoowITEUOVTAS TO XEIPIOTH, WS éva €i60S
BioAoyikoU aAyopiBuou.

TEXVIKEG TTpOdIaYPaAPES

ATrapaitTnTa TEXVIKA OTOIXEIO Kl aTTAITOUEVA (TTOU TTapEXOoVTal aTTd TO dIoPYavVWTH):
1 evepyd subwoofer (Heyd@wvo yia NXOKUPATa XaunArng auxvotnTag) eAdxioto 300W pe
KOAWDIO.

3 poRoAcig (1000-2000 W) yia va @uTiCouV TOUG EKTEAECTEG.

2 nAekTpikoi peupaToAnTTeg 230 V 16A.

MewpeTpia emBUPNTOU XWpPOoU

Xwpig uttepuywévn aknvr (6pOio Kovo)

Mepioxn dpaong: eAdyioTo 5,00 X 15,00 p.

duon Tou datrédou: eTTITTESO Kal JAANOV OPAAS. MApKE, ASIOOPEVO, AKATEPYOOTO TOIUEVTO,
KEPAWIKA, AEIOOPEVN AOPAATOG (...)

EykardoTtaon

Xpdvog eykatdaoTaong: 6 WPeg

Xpdvog atroouvappoAdynong: 1wpa kai 30 AeTrtd

*'u,"'y‘ l /i
" [iEE

Hotschkuss



EKTEAEDT NXNTIKAG TTAPAoTOONS
L 4
- > .‘ i ‘.
BIAPKEIa 25 AeTTTd = P A

Hotschkuss €ivai pia pnxavn rou SiaBpwvel Tov fXO.

O pnxaviopdg Triow arTd Tn uNxavr) gival avaAoyog Je Toug aAyopiBuoug Tou UTToAoyIoTr
TTOU GUUTTIECOUV TOV X0 UE UTTOEAEEIG CUXVOTITWV, TTOPOUOIES WE £va €iG0G apiBuNTIKWY
€KOOPWV.

To Hotschkuss givai pia pnxavikr) ekdoxr) evog aAyopiBuou cupTrieong, GTTou 0 apyog
PUBUGG TTPoGdOU NG diadikaciag kKaBIoTa duvaTd va akoAoUBr|ooulE Ta BriuoTa TToU
TrepIAaUBAvovTal TNV aTTooUVBEDT) TOU X0U.

Eptrveuopévn atmo 1o XapakTnpIoTIKO TNG ATTOTEAECUATIKOTNTAG Twv Bapiliv
SiadIKaoiwy TNG Blounxaviag, N Pnxavr) diaBpwvel Tov AXo Ye TV TPIRA.

Téooepa peyapwva £EQKOVTICOVTAI OTO XWPO PJEOW ITXUPWV EAATNPIWTWV EAIKWV.

Kd&Be peyapuvo gépel aioBnTrpeg TTou IaBPWVoUV G€ TIPAYHATIKO XPOVO TOV X0 TToU
peTadidouv, cUPPWVA PE TIG TPAXUTNTEG Tou daTTEdOU, OTTWG diaBalovTal aTTd TOUg
aioBnTPEG.

KaBwg n diadikacia Trpoxwpdel oI AXO! YivovTal OAO Kal TTEPIOCOOTEPO KOKKWOEIG.
KataAorra rixwv cuvaBpoifovTal e OAa Ta €idn Twv atTpOBAETTTWY PUBUIKWY
SI0TAEWV Kal ETTEITa OTadIaKA £€00BevICouv, YEXPI TNV TTARPN EEAQAVIOT) TOUG.

NXNTiK TapapépPwon

Me 10 Hotschkuss o1 Cod.Act epguvolv évvoleg OTTWG, N TTPOKANGN ®B0PAS e TPIRA
Kal N TTapaPop@wWaon Twv AXWV.

YTmrépyxouv TTOAUAPIBUES EQAPUOYES AUTOU TOU QAIVOUEVOU, GAAG AOPAAWG O TTIO
ouviRdng gival o aAyopIBPOG TTou XPNOIUOTTOIEITAI YIO T CUMTTIEST) TOU AXOU, TO
TraciyvwoTo MP3.

H dpdon Tou gival karaoTpo@ikoU XopakTrpa, Oedopévou 0TI TTPoopIgeTal va
ATTOAEIPEI QUETAKANTA £va HEPOG TNG TTANPOYOPIAG.

Aurtoi ol TUTTo1 aAYyoPIBUWV avaTTTUCCOVTAl VIO VA AEITOUPYOUV O€ EEQIPETIKA UWNAEG
TaXUTNTEG, aTTodidovTag (UE TO PevTApIoNa) TN diadIkacia TNG KOTACTPOPNG TToU Eival
QaveTTAiobnTn yia TO AvOPWTTIVO AUTi.

To evdiagpépov Twv Cod.Act emTikevipwvetal o auTr TN dladikaaia: Mwg
avaTTUooETal N NXNTIK EVTUTTWON OTav N TaxUTnTa NG SIadIKaoiag JEVETAI EvTova
kai n diadikaagia ekTeiveTal uEXPI TNV TTARPN dIGBpwan Tou rfxou;

H pnxavry Hotschkuss TrepihauBdvel dUo uépn:

-To ouotnua kabodriynong ouvioTatal Oe TECOEPIG EAATNPIWTOUG ENIKEG, TTOU
ekTogeUoUV BoAideg aTo ddTTedO Kai TIG TPABOUV TTPOG TA TTOW OTNV APXIKA TOUG
Béon.

-To ouotnua e 1PIBNS cuvioTtaral oe TE0oEPIG BoAIdeG TTou oAiIoBaivouv oTo BATTEDO,
ME METOKIVAOEIG TTPOG TA THOW KAl TTPOG TA EUTTPOG.

Ta peydewva TTpocapTwvTal o€ KABe pia BoAida. Kabe peydpwvo @épel Eva
ECONAEKTPIKO OUOTNUA TTOU PETPA TO BaBuo TPIRNG TNG BOAIBAG OTIG TPAXUTNTEG TOU
datédou. Ta oruara atmd TIG METPHOEIG TwV TPAXUTHTWV gival uTrelBuva yia Tnv
TTPAYHATIKOU XPOVOU TTAPAUOPPWAOT) TWV NXWVY TTOU TTAPAYOVTAI.



n ekTéAeon

Mia pouaoikr} @pdon YeTadideTal eTTavaAapBavOpEVa 0TO SWHATIO ATTO PEYAPUVA TTOU
TIPOCOPTWVTAI O€ EKTOEEUOUEVEG BOAIDEG. AUO dTONA, TO OTTOIO KATEUBUVOUYV £va
OUVOAO HOoXAWY, WBOUV auTég TIG BOAIDES.

dBAavovTag o1 BoAIdEG OTO ATTOKOPUPWHA TNG BIadIKATiag, ETTavagépovTal GTnv
apXIKA TOUG BEaN ATTO TN UNXAVH) KOl ETTAV-EKTIVACTOVTAI AUECO.

O1 TpIBéG, o1 oTT0iEG YivovTal QvTIANTITEG OTTO TOUG QVIXVEUTEG, EXOUV ETTITITWOEIG OTIG
MOUCIKEG PPATEIG, GRAVOVTAG apya TIG {UIVEG TUXVOTATWY Toug. Acdopévou Tl KaBe
BoAida evepyei o€ pia dIAPOPETIKA {WVn OUXVOTNTAG, N XPOI& TOU EKTTEUTTOUEVOU
fxou egeAigoeTal ouvexwg. Mapadeiyparog xapiv, eav n BoAida rou Tng opidovTal
UWNAEG ouxvoTNTEG €ival TTOAU evepyn, TOTE N XPOIA TNG MOUTIKAG @pdaong Ba yivel
AUEOWG OKOTEIVOTEPN.

KaBwg n diadikaaia rpoxwpd, n TP Ba dnuioupyAcel £vav augavopevo apiBud
atrd “TPUTTEG”” i} OIWTTEG OTIG DIOPOPETIKEG CUIVEG CUXVOTNTAG.

Aedopévou 6TI To TTooooTd dIARBPWONG yia KABe wvn ival SIAQPOPETIKO, N
opadoTroinar] Toug Ba TTapdayel OAa Ta €idn Twv ATTPOTOOKNTWY PUBUIKWY
arroteAeopdTwy. KardAonmma Twv AXwv cuvabpoifovTal og OAa Ta €idn Twv
ATTPOBAETITWV PUBUIKWY BIOTAEEWV Kal ETTEITA OTASIOKG £00BEVOUV PEXPI TNV TTANPN
€€a@Avior Toug.

n Siadikaoia TTapapuoPPWONG TOU XOU

H pouoikA ¢pdaon atroTeAEiTal ATTO PIa TTOIKIAIG CUXVOTHTWY fXou, upnAou péXpl
XapnAou Tovou, SoPwWVTAG AUTO TTOU ATTOKOAEITAI AT TOU.

To gdaopa Tou rfixou, TTou PETadIdETal KATA TN JIAPKEIQ TNG EKTEAEONG, XWPICETAI OE
TE0OEPIG QWVES aTTO QIATPa UYWNAOU BaBuoU IKaveTNTAG CUVTOVIOHOU CUXVOTHTWY -
ETTIAEKTIKOTNTOG. AIOPOPETIKA HEYAPWVA EKTTEUTTOUV KABE pia aTTd TIG TIPOKUTITOUTEG
Cwveg. Kar' auto Tov TpATTO, £va peydewvo Ba peTadwaoel XoUg Jovo Xaunhou
Tévou. To akpoatrpio Ba akouael Tn ouvduacuévn eVIUTIWON AUTWY TwV
OUXVOTATWYV, Ol OTTOIEG BIAUOPPWVOUV GTO EEKiVNUA TNV APXIKF MOUCIKA @pdor.
MpocapTnuéveg KATW aTTd KABE peydewvo, TTECONAEKTPIKES BeAGVES, dlaBAgouv TIG
TPoXUTNTEG TOU BATTEDOU Kal TIG HETAOXNMATICOUV OTA NAEKTPIKA OAUOTA.

Mévo afuata upnAdTepa aTré Eva OedoPEVO KOTWTATO 6pIo diaTnpouvTal Kal Ba
XpnoiygoTroinBouv yia va PEIooUV TO EUPOG TNG {WvnNg GUXVOTNTAG TTOU OPIgETal.
Aedopévou 6T n Bopd gival apeTAKANTN, KABE véa avayvwon Ba TTpocBéael Tn dIKN
TNG ETTIOPACN O€ EKEIVN TTOU TTAPAYETAI ATTO TIG TIPONYOUMEVEG TTAPEAEUTEIG TNG
BoAidag TTavw oTo dATTEDO.

Katd cuvéteia, Ta didgopa CUCTATIKA TNG YOUCIKAG PPAcng eEagaviovTal Pe éva
TUXaio TPOTTO, KABWG N eKTEAEDN £EENICTETAN KAl O APIBPOG TWV TTAPEAEUCEWY TWV
BoAidwv TTavw oTIg TPaXUTNTEG TOU BaTTEOOU AUEAVETAL.

To akpoaTrpIo akouel Evav “~"'opaipikG™” X0, TOU OTToioU N TPaxUTNTA, 0 OYKOG KAl
aKOMN Kai 0 pubueég, TToikiNMouv atrd Tn dladikaaia BoPAg pExPI TRV TTARPN £EGAeIWN
TOU.
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aAvaTTapPAoTAOT TNG NXNTIKAG @Bopdg

Erosion sonara

Propulssurs

Ceroukmat dela patomarce

ampiude & son




Hotschkusscanon
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Hotschkuss Loudspeaker

Crochat pour rassort
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Optical Encodeur



PYn@I1oko TpiocdIdoTaTo HOovTéAO Yannis _Melanitis
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€IKOVa BePPIKAG KAPEPAG

"o KAtrog™" performance
| KWBIKOTTOINTEIG KAl HETOAOXNMATICHOI

Mavvng MeAavitng

>21nv ekTéAeon Tng dpdong O KHIMOZ, ol diadpdoeig eyypdgovTal o€ £vav KUKAO
OlapéTpou 8 uétpwyv. Ekei eyypageTal emiong éva Tpiywvo, OTIG KOPUPES TOU
OTTOiOU GNMEIVOVTAI KAl avTIoToIXiCovTal Ta Tpia aAXnUIOTIKG cUuBoAa:
Bopeia-Be1ag1, NoTtio-AuTikd dAag, NoTio-AvatoAikd udpdpyupog.

Anpioupyeital €va nxnTiké Tedio atmd Tn BEPUIKN avixveuon Tou XWPOou.

O avopag performer UeTakivei T Bepuikn KaUepa (101K aTnV Karaypagn
O1a¢popdg BsplOKPATIWV) TTPOC TO YUVAIKEIO Owa: o OIaPopES autés Ba
00nyn6Bouv orov utroAoyiaTn OtTou, e 1N BonBeia 16IKoU AOYICUIKOU UETATPETTE
IS aAAQYEC O€ NXNTIKES OXETEIS, UECW WIAS OEIPAS YEVVNTPIWY CUXVOTATWV.

[H yeveTikr) akoAouBia evog yovidiou XpnoIUOTIOIEITal Yia TNV TTapaywyn
NXNTIKWV KUpatwy. Kabe Baan DNA odnyei TIG TTapapETPOUG TWV YEVVNTPIWY
FM1 ka1 FM2.]

EAeUBepec okéwelg yia Tn oxéon BloAoyikoU KwOIKA - TEXVNC
(o€ Kkeipevo UTTO dlapdpYwan)

H ammokpuTtiToypdgenaon Tou BioAoyikoU KWOIKA KATAdEIKVUEI OTI TO WA EXEI
KEIUEVOTTOINOEI.

H Cwn gival éva Keiyevo UTTO JETAPPATTIKI OUVAUIKN.

KdaBe keipevo ptropei va Eavadiatuttwei, va eTTaveyypa@ei Kal va Katavonoei pe
VEOUG TPOTTOUG" £TC1 TO BETOUNE O€ Pia S1adIKaoia ETAPOPWV. (...)

Me 1pdéTTO AvaAoyo p auTtdy OTTou pia eAaXIoTn doun TTANPOPOpPIag KwAIKOTTOIE
évav opyaviopo oTn euon | otnv TexvnTA BloAoyia, YTTopoUuE va JIARCOUE YIa
OUCOWUOTWOEIG TTANPOPOpPIag TTou odnyouv o€ eupUlTeEPA XWPIKA N
APXITEKTOVIKA avatTuyparta. (...)
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"Jarred-In"

Philip Ross

H 18éa TOU QUTOU YAGOTPAG aTTOTEAET £va apKETE UTTOBNAWTIKO TTOPTPETO TNG
avBpwITIivng GuUVOnKnG.

AUTO TO OIKEIO TEXVNUA OTTEIKOVIZEl TNV €TTIBUNIA YIa ATTOBIopYAVWGN Kal
auTovoyia, evw Tnv idla wpa gival aTToKAAUTITIKO TNG EUBpaUOTNG
aAANAegapTNONG avaueoa 0ToUG avBPWTTOUG KAl Ta GUTA.

Z1nv udpoTrovia To GUTO avaTTTUCOETAI PE TIG PiCeg TOU BUBICEVEG O€
EUTTOTIOPEVO VEPO PE BPETTTIKEG OUTIEG, QVTi YIa XWHA.

>& auTé Tov KNTTO, f1BeAa va alwpouvral Ta QuTa ammé wnAd evrég auro-
udarooTteywyv mePIBarAovTikwy BUAGKwY.

H oAokAnpwpévn @uaioloyia Tou @uTOU YivETal OPATH O€ AUTO TOV KNTTO, KABWG
Kal OAEG 01 GUVIOTWOEG TNG CWTIKAG UTTOOTAPIENG (UdPavVTAIQ, avepIoTAPAG, GUWTA,
K.Q.), TTOU KpaTouVv Ta QUTA CwvTava.

‘HbeAa auroi o diagaveic mAaoTikoi OUAakes va Buuifouv OTTTIKG TOUGS ITTTAUEVOUS
diokoug 1 Toug eEwynNIVOUS ETTIOKETTTES TTOU TTAPAKOAOUBOULIE OTIC TAIVIES.

To "Jarred-In", (ekTéBnke 10 2002 aT0 Pouaoeio Exploratorium Tou Zav
dpavtioko), éxel 16 TOdia Uwog kal 12 Todia TTAGTOG.

21OV KNTTO, Celyn QuUTWV QIAogevouvTal o€ AoBolg TTou uttooTnpPifouv Tn CWTIKA
A€ITOUPYiO TWV QUTWYV, avAPTNHEVOI aTTO éva TTOAUQWTO (OTTWG O OTTAICHAG).

Ol pifeg TWV QUTWV KOAUNTIOUV 0€ QWTAYWYNUEVA KOUTIA" YEUATA e VEPO.

To vepd avTtAeital atmd deapevég plexiglas, Trou edpdlovTal aTo dATedO Kal gival
WnA£EG. O1 degapeveG auTéG CUVDEOVTAI PE EVa KEVTPIKO «UNTPIKO» AOPBS

* Ta autévopa auTd avaTITUGOONEVA BOXEIO £X0UV KOTOOKEUAOTEI OTA TTPOTUTTA TWV TEXVIKWV
Kal Twv aigdnTikwv Twv “~"Wardian Cases’’(1ig omroieg ouvéAaBe o Dr. Nathaniel Bagshaw Ward
K&1Tou 010 1829 ). XpnoiyoTroiénkav yia Tn JETAPOPE JWVTAVWY GUTWV aTrd Tn pia ATTEIPO
oTnv GAAn, oTn didpkeia Tou 18% kar 19% alva.



ave@odiacpou, TTou BpiokeTal €Tiong oT1o SATTEDO.

Eival emapkwg atmopovwuéva atré 1o epiBdAAov Tou Exploratorium, ammaimwvrag
MIa TEPAOTIO TTAPOXT) NAEKTPIKNG EVEPYEIAG KAI UAIKWV VIO VA TTOPOUEIVOUV UYI.
Emionc nBeAa va poialouv ue 10 ouAvog Twv eEwyNIvwy IaaTnUOTTAOIWY TTOU
gugavidovrai oo TEAOS TNG TaIVIAg EMIOTNIIOVIKAS QavTaoiag «2TeveS ETTapég
Tpitou Tarroux (1977).

To peyaAUTepo PEPOG Tou PETAAAIKOU e€oTTAIGOU Tou "Jarred-In" aiwpeital.

O aiwpolpevog diokog TrepIAauBavel GAoUG Toug PUBUIOTIKOUG UNXAVIGHOUG Kal
OTAVETAI HE XPOVODIAKOTITEG, XPOVOUETPA, PUBUIOTEG, NAEKTPIKA PEAE, ouoTAPATA
avatpo@oddTNaonG Kail éva pubuiaTh TG POAG TOU aépa.

H apxikn 16€a ATav va dnuioupyndei pia didtagn mou Ba gixe OAo Tov
ATTAITOUPEVO £EO0TTAICHO UTTOOTAPIENG TNG WG YIA TNV QVATITUEN VOGS GUTOU,
KOTOOKEUAOUEVOU aTTeuBEiag éaa oTo OOXEIO TTOU TO TTEPIEXEL.

Hb6eAa va uAorroijow 6Aa aurd pe tnv udpoToVIK TéEXVN (avamTriooovTag 10
QUTO UE TIS PIfeS TOU UETa € vePO TTAOUTIO O€ BPETTTIKES OUTIES), £TGI LWOTE TO
@UTO va uTTopEi va yiverai opardé arov Bearry ato aUvoAo Tou. Madi ue tnv 16éa n¢
dlapaveiag nBeAa va amrokaAUyww 6An Tnv 1exvVoAoyia mou armaireitar yia tnv
avamruén Twv QUTWY KATw atro TETOIEC aKpIBEic auvOnKes pubuioswy.

Orav éekivnoa va meipauarifouai e tnv avamruén QuUTWV e auto Tov TPOTTO,
Bswpnoa amapaitnTo va 1a mPooTaTéWw amo TouS avBpwIToOUS Kai TIS EYXWPIES
QUTIKEC appwaTIeS Tou pouaegiou Exploratorium. EykiBwriouéva o€ éva
TEXVOAOYIKO KOUKOUAI, QuTa T QUTA UOU EPEPvav aTo vou évav TUTTo
dlaortnuotAoiou, mou TaéIdEUE! ETIQUAKTIKG Kai L€ UEYAAN TTpooTadia Uéoa o€
éva ynivo k6auo. Kabwg OIKEIOTTOIOUUOUY auTh TNV 106 TwV ~“SIaCTNUIKWY
QUTWYV, ouveidnTorroinaa o1 autd Ba ETTPETTE va aiwpouvral.

‘H6eAa va urmodnAwow Ot éva @utd mou O¢ (eI TTia OTo XWHUa Kabioraral o€
gwynivo €idog.

skskokokosk



Ta okapipAuATa atroTEAOUV PEPOG TNG dIadIKATIiag axedIOTUOU TTOU XPNCIKOTIOIW YId
VA KOTOOKEUAOW TOUG ECWKAEIGTOUG USPOTTOVIKOUG KNTTOUG. AUTA Ta OX£DIA ATAV
XPAOIMA yIa TO OXEQIAOHUO TTPWTOTUTIWY TNG KATAOKEURG O€ OXEON WE TIG SIAPOPES
UTTOOONEG TOU €pYOu.



Autd Ta ox€dia TTou eTre€epyadovTal Toug TEAIKOUG TUTTOUG AOBWV yIa TOV KATTO,
O¢eixvouv TTwg n @Bopifovteg BoABoi Ba xpnaipgotroinBouv wg dIaKoouUNTIKA OToIXEIO
TTAPEXOVTAG TTAPAAANAQ TO ATTAPAITNTO YWG OTA QUTA.



micro cosmos Polona Tratnik



micro cosmos
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Histoplasma capsulatum Epidermophyton floccosum Chlamydoconidia

IXVNAATION TWV ATTOTUTTWHATWY TNG S1a8paoTIKOTNTAG

Polona Tratnik

Oa PYTTopoUCapE va ETTIPEIVOUUE OTI UTTAPXEI O OIKEIOG XWPOG TOU UTTOKEINEVOU
OPKETA ATTOPOVWHEVOG OTTO TOV KOIVO XWPIKO 10TO, AV BEWProoUpE TNV
avBpwTTIvn UTTaPEN OXI1 WG eKEivn TTOU £EETACEI TOV KOGUO OTTO aTTdOTACH ] ATT
€€w, aAAG WG pIa ouadia n oTroia uBuBieTal aTOV KOGHO, OTTWG VIO TTAPAdEIYUA
mioTeue o Maurice Merleau-Ponty ;

loxupioTnke 0TI Ta TTPAYUATA AVAKOUV auoifaia To éva aTo AAAO Kal €101
dlapopPwvouv Tnv idla odpKa, n oTroia gival n odpka Tou KOO UOoU.

2710 PIKPOBIOAOYIKOG ETTITTEDO OI PIKPOOPYAVIGUOI, OTTWG T BAKTAPIA KAl Ol
MUKNTEG, OXI HOVO €I0AYOVTal GTOV avBPWITIVO 0pyaviouo, aAAd €TTiong TTepvolv
Kal £§w atré auTtdv, aTo TTEPIBAAAOV.

‘Evag TETOI0G PMIKPOKOOUOG €ival €vag IBIAITEPOG EOWTEPIKOG KOOUOG TOU
avBpwITIivou cwpatog. Ox1 pévo etreldn YePIKA €idn (ouv TTpayuaTIKE HE0Q GTOV
avBpwTTIvVO opyaviouo, aAAd TTpo TTavTwy, £TTEIdA OAa auTd Ta €idn TTou
OUMBILVOUV UE TO WA BpiokovTal Aueca eTTAvw f Péoa g€ auTo, KATI TTOU
anuaivel 61 gival TTpayuaTika £va gEPog atrd auTd Kal To BonBoulv £TTiong va
d1aTNPNOEI YIa UyIr) ICOPPOTTIC TOU OPYAVIOUOU WG GUVOAO.

Ortav petakivolvTal a1rd To WA TTPOog To TEPIBAAAoY, A atTd To TTEPIBAAAOV
TTPOG 1] ETTAVW OTO CWHA, TO GWHA TTPAYUATIKA dlaxEeTal oTo TTEPIBAAAOV OTTWG
Kail 1o TTePIBGAAOV OTO CWA.

Mou Bpioketal TOTE N dIOXWPIOTIKA YPAUUI TOU CWHATOG; ~-UTTAPXEl TIPAYUOTIKA
é€vag Aoi16g Tou opyaviopou Pag;

‘Evag @Aoi6G Ba oApaIve éva eEWTEPIKO, VEKPO OTPWHA TAPKAG.

AAMAG n gdpKa Pag, PE TO KEPATIVO GTPWHA TOU I0TOU ToU dEPUATOG, KABE GAAO
TTapd gival VEKPN, - QUTO TO OTPWHA gival YENATO CwH TTOU AVAKEI O€ YOG Kal
OuyxpPOVWG TrpaypatoTrolei pia ~“avraAAayr”” pe 1o TePIBAAAOV.

Eival pia emkpdreia Tapoxns Kal Aqpng, JETagu evog OWHPATOG KAl EVOG
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mePIBAANOVTOG Péoa oTO oTToio £UPBUBiCeTal.
Eival pia emmKPATEIR, OTTOU CUVTEAEITAI YIA ETTEKTAOT EVOG ECWTEPIKOU OTO
€CWTEPIKO, KABWG Kal PIa €i0000G £VOG EEWTEPIKOU GTO ETWTEPIKO.

Me Tnv eykaBidpuon 19aviKwyv ocuvenkwy yia Tn diafiwan PIKPOOPYAVIGUWY TTOU
TTPOEPYOVTAI OTTO TO AVOPWITIVO OWUA, AUTOI, KABWG YETAPEPOVTAl O€ AUTO TO
TEXVNTO TTEPIBAAAOV, TTOAATTAQGIAZOVTAI O€ TETOIEG TTOOOTNTEG TTOU YivOVTal
OXEDOOV 0PATOi PE YUUVO PATI, WG ATTOIKIESG EIBWV OAWV TWV XPWHATWY KAl TWV
KUKAOTEPWYV BOPWV.

Me autd ToV TPOTTO, TO £URIO OTOIXEIO TTOU ATAV PEPOG TOU AVBPWITTIVOU GWHATOG
yiveTal autdvouo, To “"éTEPO” UE TO OTTOIO EPXOPAOTE OE ETTAQN.

MoAU TTepIO0OTEPO EEKIVA VO PaG ATTEIAEI.

Katd ouvérreia pia tétola dpdaon, Oxi Vo OTITIKOTTOIEI AUTO TTOU KavOoVIKa gival
a6paTo yia To avepwTTIivo PaTl, aAAd e1Tiong dIECAYEl LI TTAATOPUA YIO
TEPAITEPW AVEEAPTNTN Blafiwon eKeivng TNG CWAG TTOU TTPOAABE aTTO €UAG.

Mag emiTpéTrel va épBoupe o€ eTTaPr PE To Cwvtavd €TeEpo”” Tou €auToU Pag.

"H pe dAAa Adyia, o BeaTAg TauTOXPOVA YiveTal TO BEapa, e TNV ~a@R”” Tou
va ayyidel To 31K6 TOU I0TO, TTOU gival N KOIVI) CAPKA TOU KOOMUOU.
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road show Spiros Papadopoulos



“"Road Show™”

Indpos Nanabénounos

H 16€a pras e@riuepns LETakIVOUUEVNS KATAOKEUNS O axiya kunivopou ano
MPOKATAOKEVATUEVA TELAXIA 1TOU LIELAPEPOVIAI O KAPOTOoa LEYGOU OXLaros, Kai
evkorla ouvriBéueva OnpIoupyoldv T0 OKEMELO TNS KATAOKEULS.

(1 npépa tonoBétnon - 2 npépes Aeitoupyia - 1 npépa aneykatdotaon - tagidr otnv
endpevn noénn)

TEXVIKN neplypagi

To otoixeio Nou opyavavel To yeyovos tns Nepinynaons kail tns Kivnons ato
€0wtepIk6 Tou kuAivépou eivar pia petannikn ogaipa.

Auth npoypappatizetal va petakiveital ndvw o€ avaptnpévo anéd tnv opoen, odnyé
nou kateuBlvel Tov eniokéntn otnv nopeia tou katd phkos tou kuiivopou, evd
TAUTOXPOVa PETAPEPEI OTO ECWTEPIKG TNS, TOV ONTIKOAKOUOTIKG e§onniopd.

To 10topiké tagidl Eekiva otav o eniokéntns eioépxetal oto todven, akonoubei
auBdppnta kar afiaocta tnv nopeia tns opaipas kar napakoiouBei éva
ontKoakouotikd dpdpevo pe napdiinies npoPfonés Bivieo ota 6o nAaiva

ToIX@pata tou kuiivépou.
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4. Nepiypa@ég SI0AOYIKWYV EYKATAOTACEWV
descriptions of interactive installations






ox£010 eykardoTacns “be gentle”

AnunTtpng A1odTTng

To £pyo diampaypareveral T O1Gdpacn We To TTEPIBAAAOV PagG, QUATIKO A

KOIVWVIKO.

AtroTeAgital a1réd 4 006veg TToU deixvouv KAadIG SEVOPWY OTA OTToIa EpYOVTal KOl
kdBovTal gTToupyiTia.
Ortav d¢v gival kaveig KOVTA Tou, Ta TTOUAIG OTTOYEIWVOVTAI aTTo Tn Jia 086vn Kal

TTPOCYEIWVOVTAl 0€ KATTOI AAAN (€ival GuyxpovIouEva).

> KGBe 0B6vn uttdpxel aloONTAPOG Kivnong kai 6tav TTAnoidoel o Beatng o€
améoTtaon 1 y (gival n euaicBnaoia Tou ailcBNTPa), 60a OTTOUPYITIA UTTAPYOUV
aTnv 086vn atropaKkpUVOVTal KOl TIETAVE OTIG AAAEG 0BOVEG.

Av 6pwg o Beatng peivel akivnTog yia 20 SeUTEPOAETTTA, TOTE TA TTOUAGKIA
EMOTPEPOUV Kal TTApapEVOUV OO0 Ol KIVIOEIG ToU gival apyEg (yiaTi o aioBnTripag

gival Kavoviopévog va avTidpd o€ PJEYAAEG KAl QTTOTOPEG KIVAOEIG).
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swarm micro-architectures Dimitris Papalexopoulos



AOHNA — MIKPOAPXITEKTONIKEZ ZMHNOYZ ZTO «YMOAOIMNO» THXZ MOAHZ
Athens -Swarm Micro-Architectures in the Rest of the City

AnunATpng NatraAe§éToulog

MeTagU TOU 1I0TOPIKOU KEVTPOU, TTOU JIOPKWG SIGUOPPUIVETAI OTTO TNV agvan
avadATnon TNG PIag Kal JovadIKrg TauTOTNTAG TOU, KOl TNG TTEPIPEPEINAG, OTTOU
KAOE KTMPIO €ival UTTOXPEWMEVO va TTPORAAEI TNV DIAQPOPETIKOTNTA TOU OTTO TA
OImTAavd Tou, BPIoKETAI TO «UTTOAOITTO» TNG TTOANG:

ZuvnBwg avarrapioTatal wg duop®n pada, karaAappBavel 1o 80% Tng MEAVEING
NG TTOANG, TTPOCPEPEI JIa TTOAUETTITTESN TTOAUTTAOKOTNTA TTOU OI OTPATNYIKOI
oxedlaopoi TTpooTTaboulv yataia va BaAhouv o€ TaEn.

ATTOBEXOMEVOI AUTH TN XOOTIKF) ACAQEIa, TNV ETTEVOUOUUE HE PIKPOAPXITEKTOVIKEG,

TTOU ETTIKOIVWVOUV PETAEU TOUG PE AOYIKEG GUAVOUG.

Mpokerral yia KataAUTeG GUANOYIKOTNTAG, HOVADEG — «TTEPITTOU AVTIKEIYEVAY,
peTaBaAAOuEVNG TAUTOTNTAG, TTOU BEV APVOUVTaAI TNV KTTUKVOTNTA», GAAG TNV
avaAauBdvouv SivovTdg Tng VEO TTEPIEXOUEVO.

Evrdooovtal atnv TOAn, akpIfwg 0TTwG N TTEPIPPEOUTA UTTOAOYIOTIKA 100G
(ambient computing) evidoceTal oTa AON UTTAPXOVTA QVTIKEIPEVA, -Ta idIa
ecommhiopéva ue Aml (Ambient Intelligence) Tou yeQupwvouv TO QUAGIKO PE TO
WneIako dnuioupywvtag éva d1adpaaoTiké TTEPIBAAOV, opIfOuevo Yéoa ammod

TTapapeTpIka epyalcia oxedlaouou.

TotroBeToUvTal HETAEU TWV TTOAUKATOIKIWY Kal aAAGCouv pop@r|, avaAoya Pe Tn

O1a6£a1un B€on aykUpwaong oTa UTTAPXOVTa KTrpIaA.

skskoskokosk
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brail neon Andreas Sitorengo






“code”



oxédlo TrapdaTaons kKwdikag”

AvTtpéag ZiITOpEYKO

H exté\eon Tng Spdong TTPAYMATOTTIOIEITAI O€ Eva XWPO PE ETIOATTESIO
QAVOKAQOTIKA EMQAVEID (KABPETTTN).

O ekTEAEOTAG TNG TTOPACTAONG TTaipVeEl Auylouévn aTAoT, v BpiokeTal
TEPITUNIYUEVOG aTTO AGUTTEG VEOV KaI HOXEP. Z€ JIa TTPAEN 1EPAG TEAEONG, HIa
Ka@e-pAvTnG TTPOCPEPE! £va eUPEYEDEG QAITCAVI KOPE.

21N ouvéxela, 1o idlo @AITCavI avaTTodoyupileTal WOTE VO TTPOKUWEI O TUXAIOG
KWAIKAG Tou HEANOVTOG.

Mia pikpo-kauepa, n otroia ToTroBeTeiITal GTO QAITAVI, JETAPEPEI TOV KWOIKA TOU
MEAAOVTOG € pIa TTPOBOAN TTOU OKOTTEUEI TTPOG TNV OPO@H|, AVATTAPAYOVTAG UE
apyn TTEPICTPOYPIKN Kivnon Tnv eikéva Tou eAIT¢aviou.

Tnv idla wpa, aTnv 086vN £vOG UTTOAOYIOTH, EPUNVEUETAI N KWOIKOTTOINUEVN
€IKOVA ATTO TNV KAPE-PAVTN, O€ TTIPAYHATIKO XPOVO, KAl KWOIKOTTOIEITAI O€
KEIMEVIKN) yPaA®R TTOU KaTayxwpeiTal Kal TTPOBAAAETaI ETTIONG GTNV 0PO®N.

O ekTeAEOTAG TNG dpdong diatnpei EUPETn OTITIKA €TTa®n Ye Tn diadikagia Tng
gpuNveiag, HEow TNG avakAAOTIKAG EMOATTEDIAG ETTIPAVEING TOU KABPETTTN.
>10X0G TOU gival n TTPOCBACN OTO ATTOKWAIKOTTOINUEVO HEAAOV TTOU TOU
QTTOKOAUTITETAI, O00 EKEIVOG TTEPINEVEI HE aywvia va eTIRERaIwBEI.
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ox£dia eykataotaong "ZOETROPE™, "MY BRAIN™
KwvoTavrivog TnAlyadng

“"ZwoTtpomio”’

«KI 6pwg Kiveitar», avagwvoloav aTig apxES Tou 19% alwva ol Beatég Tou
C{woTpoTTiou KAl TV GAAWY TTPWTOYOVWY UNXAVWV TTPOBOANG KIVOUPEVWY
EIKOVWV. APKETOI EQEUPETEG EQPTIAXVAV OUOKEUEG TTOU ETTAIpVAV ECWTIKA ovouaTa
OTTWG, BAUPATOOKOATTIO, TTPAEIVOOKOATTIO K.4&. TTPOCTTABWVTAG VA EKPETAAAEUTOUV
TO YeTa@ioBbnua TNG 6pacng.

H eAAnviKA ovopacia ZwoTtpoTrio (Zoetrope) 866nke atrd Tov Pierre Desvignes,
Kal €ival Pia TTPOYOVIKA GUOKEUR TNG KIVIATOYPAPIKAG HNXAVAG TTPOBOAAG, TNG
TNAe6paong kal KGBe AAANG CUOKEUAG TTOU PETODIOEI KIVOUUEVEG EIKOVEG.

H ouokeun autr epeupébnke atréd Tov William George Horner o 1834.

Meragépovrag 10 aToix€io TNS KivNoNg TwV EIKOVWY UEOoA aTTo TIS UNXAVES OTOV
KOO0 TNS TPAyUaTIKOTATAS TTOU OnUIoUpYW, TTapoudialw uia mpofoAn NS
ouveidbnong Uou wg Téxvaoua.

O Jean Baudrillard dev €ivar ekeivog mou utroatnpilel 611 {oUue «o€ uia
TTPAYUATIKOTNTA TTOU THV EXOUV YEWVNOEI KWOIKES KAl HOVTEAQ, KI €TO1 XAVOUUE TNV
aioBbnan Tou mPayuaTIKoU»,

TEXVIKA XOPOKTNPICTIKA
H eIkaoTIKr d1adpaCTIK) EYKOTAOTACN €ival ATTOTEAEOUA TNG OUVEPYATIOG:
€VOG (1) pouTTOT (TO OTTOIO ETTITPETTEI TNV Kivnon o€ dUo Tpoxoug),
aiodnTAPWYV (yia TNV avTiAnyn Twv aTTOCTACEWY Kal TWV EUTTOdIWV)
MIag (1) aoUpPaTNG EVOWHATWHEVNG MIKPO-KANEPAG,
Kal evog (1) H/Y-PII yia Tov TTpoypappaTionso Twy aiobnTApwy Kal TNG IKOVAG
TTOU avVaTTOPAYETAl JEOW VOGS WN@IakoU TTPoRoAEa Kal VoG PoOVITOp TTOU
BpiokovTal o€ KAEIOTO KUKAWQ.
poutrdT (R)
NAEKTPOVIKOG uttoAoyioThg PllI
povITop
WNQIaKOG TTPOoBOoALag
acUppatn pikpokauepa (C)
MIKPOYAUTITIKH eyKaTdoTaan.
EVEPYOG XWPOG EYKATAOTAONG 4X4 TETPAYWVIKA PETPA.
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MY BRAIN™

Mpoékerrar yia éva ¢pyo Tmou aAAnAemdpd pe 1o BeaTr). 'Evag KIvoUuEvog
EYKEQPAAOG —ovAda POUTTOT peTaTpéTTeTal o€ BAon dedouévwy, O6TToU
amobnkevovTal Ta GUPROAA PIAG TIPOCWTTIKAG JVAMNG.

O Beatng -x€IpIOTAS EXEI TN OUVATOTNTA VA ETTIKOIVWVTE! [UE TOV TTPOCWITIKO [IOU

EYKEPAAO-POUTTOT Kal UEOW auToU va OIEIo0UCEl OTA TTPOOWITIKG ou dedouéva.
H avarmrapaywyn roug uAomolgitai amré éva mpooAéa.

TeXVIKA XOPAKTNPIOTIKA
Robot basic stamp. (R)
HAekTpOVIKOG uTToAOYIOTHG PIV
(1) Moévitop
(1) TpoPoAéag dedopévwy (Data projector)

(1) pikpokduepa acUpuaTn

MikpoyAuTITIKr) eykaTdoTaon. (B)
XWwpog eykatdoTaong 4X4 TETPAYWVIKA YETPA.

sfeskeoskeoskosk
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TTPOCOHOIWaN TNG EYKATACTAONG
WYnNQ@IoKOS TPIOBIACTATO MOVTEAO POMTTOT

OUOKEUN POUTTOT



Bioypagikég TTAnpogopieg

o Ap. AnupAtpiog Boyiardng civar emokETng Kabnyntig oto Apepikavikd KoAAéyio
EAAGSag. ETriong £xel epyaoTei kal wg emMOokETTNG AékTopag aTo TuAua MNMANPopopIKAg Tou
MavemoTtApiou Kotrpou. ‘Exel TiTuxio TANpo@opikAg amd 1o Tunua MANpo@opIikng Tou
KatrodioTtpiakou [MavemoTtnuiou, Mdaotep amd 10 TpApa Texvnmg Nonupoouvng Tou
MavemoTnuiou Tou EdIuBolpyou kol AiBokTopiké atmmd To TuApa HAekTpoAdywv
Mnxavikwv kai Mnxavikwv H/Y tou EBvikou Metooiou MoAuTexveiou. Ta epeuvnTikd TOU
evolo@épovTa gival atnv Trepioxn TnG YTroAoyioTikAg Nonuooulvng Kal Twv EQApPOYWY TG
oTnv YTroAoyioTIKr BioAoyia.

KwvoTtavrivog TIpiBag Aéktopag emi  oupPdoel, ZxoAl Apxitektovwy  TMaTpag.
Apxitéktovag E.M.T1., MA Architecture Royal College of Art, PhD candidate, Interaction
Design, Royal College of Art, London.

o Nikog AaokaAoBavdong €ival £TTiKOUpog KaBnynTAG IOTOPIAg TNG HOVTEPVAG Kal
ouyxpovng TéxvNg oTnv AvwTtatn ZXoAl KaAwv Texvwv.

André Décosterd (1967) Mouoikdg, ouvBETng, €IKaoTIKOG, HEAOG Twv Cod.Act
KataoKeuaoTrg MOUCIKWY opydvwy, apyotepa otroudace kai didafe oto "Lausanne Jazz
School" (Ejma). Zmmoudddel cuoThpaTa oUVOEDNG TTOU €IBIKEUOVTAl OTn aUYyXPOVN UOUTIKH,
€PEUVA Kal TTEIpapaTiCeTal ye {nTApaTa Tou fxou. (e-mail: cod.act@lycos.com)

Michel Décosterd (1969) ApxiTékTovag, €IKAoTIKOG, uéEAog Twv Cod.Act
AOCKEiI ApPXITEKTOVIKN KOl pwToypaia. Epeuvd, KaTaoKEUAdEl, KOl TTEIPAUATICETAI E CUOTHUOTO
yia TNV TTPOROAN TOU QWTIGHOU KOl EIKOVWV.

ApioToTéAng Anuntpokémoulog (ABrva,1974) Apxitéktwv Mnxavikég, EMIM (1998).
Master of Architecture (eidikeuon Architectural Design), Yale University, wg umoTpogog
(Yale Scholarships) (1998-99,1999-00). BonB6¢ didaokaAiag (Teaching Fellow, 1999).
MaBnuata oknvoypagiag kai Set Design, Yale School of Drama (1999-2000). EkTrovei
di1dakTopikfy O1aTpIBr) oTo E.M.M. 'Exel 0i1dagel wg evietaApévog Aéktopag oto TuRua
Apxitektévwy MavemaoTnuiou Matpwyv [2003-04] kai  wg KaBnyntAg ApXITEKTOVIKNAG TNV
ApXITEKTOVIKI] ZXOA Tou ApepikavikoU [MavemoTtnuiou Savannah College of Art and
Design [2004-6]. aris@aristotheke.com, www.aristotheke.org.

Ap. Mapia Oeodwpou, Ph.D (AA) DiplArch GradDipRes, umotpogog Fulbright otnv
QAPXITEKTOVIK OXOAr| Tou TravemoTtnuiou Princeton (2005). £mg dpacTtnpidTNTEG TNG
mepidapBavovtar: EmuéAeia €kBeong, Athenscape, RIBA, Aovdivo (2003), dicuBuvTtpia
81eBvoUg apxiTekTovikoU diaywviouol E@nuepes Karaokeuég atnv 16An ng Abrvag (2002-
2003), ouvtovioTtpia AIKTUOU ApPXITEKTOVIKAG, GUVEPYATNG YTToupyoU TTOAITiIopoU (1996-
2004), eptreipoyvwpovag 2upBoudiou NG Eupwtng (2003). ZAuepa dieuBlvel TN un
kepdookoTrik) SARCHA (School of ARCHitecture for All) / ApxiTekTovikoi Aywyoi.

(e-mail: maria.theodorou@hotmail.com)

o AnunRTpng Koung cival Mnxavikdg HAekTpovikwy YTToAoyioTwv Kal MANpo@opIkAG Kal
AiddkTopag Tou EBvikou MetodBiou MoAutexveiou. ‘Exel epyaotei oav epeuvntig Kai
dlaxelpIoTAG o€ TTOAAG EupwTtraikd kai EAAnvikd trpoypdupata (FP5, FP6, E-Content, E-
Content Plus kTA.). AT 10 2004 €ival 0 TEXVIKOG OUVTOVIOTAG Yia T Onuioupyia Tou
EAANvVIkoU ZuAAoyikoU KataAdyou Twv Akadnuaikwy BiBAioBnkwy Tng EAAGSOG.

Mavog Koupog, EikaoTikdg, OewpnTikOG TEXVNG, ETT. Kabnyntig, Epyactrpio EikaoTiKwyv
Texvwv, TuRua Apxitektévwy, MavemaTrpio MNaTpwv.

Téxvn TOU OUCYETIOPEVOU TTEDIOU, OIAdIKTUAKEG TTPOKTIKEG, QOTIKEG TTOPEPPRAOCEIG,
OUANOYIKEG OPAOEIG, PVNUOTEXVIKEG Tou Xwpou. Epya avamTiooovtal o€ OIAQOPETIKEG
TIEPIOXEG TTOU OUGCYETICOUV KPITIKEG TTPAKTIKEG TEXVNG ME TNV OAPXITEKTOVIKA, TNV AOCTIKNA
KOUATOUpPQ Kal TTONITIKEG TNG PVAKNG. Www.mnemeden.org.
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o Nik6Aaog EA. Adokapng civar KabnyntAg Tng MAAOTIKAG 0T ZXOAR OpXITEKTOVWV
EMI, apxitéktovag, apiotouxog O10akTwp Tou E.M.IM., TTOAE0dONOG, KOIVWVIOAOYOG,
YAUTITNG, ouyypa@éag Kal oknvoBETNG. ‘Exel rpayparotroinael TToOAATTAG Kal TTpwTOTUTTO
MEAETNUEVO KOl KOTAOKEUOOHEVO €PYO, OPXITEKTOVIKO KAl OUVOETO KOANITEXVIKO, TTOU €XEI
BpaBeuBbei oe diebveig Kal TTAVEAANVIOUG OPXITEKTOVIKOUG dlaywviopoUug Kal dlakpiBei o€
Oiebveig ekBéoelg, pouoeia Kal @QeOTIBAA  Kivnuatoypdgou. Research Fellow oTo
Texvoloyiké IvoTitouto TnG Maoayouoétng (Kévipo MpowBnuévwy OTTIKWY MEeAETWV
C.AV.S.-M.LT.)

o AnpATpng AloUTrng yevvnonke 1o 1957 kai givar AvammAnpwtrg Kabnyntig ato Tuniua
Mnxavikwv HAekTpovikwv YTroAoyioTwy Kai MAnpo@opikig, Tou MavemaTtnuiou Matpwv
ammé 1o 1991. Amogoitnoe pe B.Sc. amd 1o MNavemoTtAuiou Tou Newcastle upon Tyne 10
1981, améktnoe 10 M.Sc. 10 1983 amd 10 MavemaoTApio Tng Kahipdpviag ato Berkeley, kai
10 Ph.D. amé 1o Imperial College Tou Aovdivou. H douA&id Tou éxel dnuoaieuTei oe diebvn)
TTEPIOBIKA KAl OUVEDPIA. Ta EPEUVNTIKA TOU EVOIAPEPOVTA ETTIKEVTPWVOVTAI OTO OXEDIATUO
H/Y kal cuoTNUATWY AQUTOPATIOPOU EVOWHATWHEVWY oUoKeUWY. ATrd To 2001 81040KElI OTO
M. M. Z. 1ng A.Z.K.T 1ng ABrivag, 61rou diatmpaypareleTal Tn dnuioupyia d1adpaACTIKWY
€IKOOTIKWY épywv. Exel dnuioupynoel autoduvapua diadpacTiKG €IKAOTIKA €pya OTTd TO
2001 €wg oAuepa.

o MNavvng MeAavitng diepeuvad TIG AAANAETIOPACEIG TOU TWHATOG PE TO TTEPIBAAAOV péoa
ammd  BIOAOYIKEG TTAPAUETPOUG  (KWOIKOTTOINON, METOOXNMATIOUOI €V XPOVW  KATT.).
Xpnoipotroiei Tov 6po “Bio-performance”, yia Tov KaBopioud £vog OWHATOG €UTTAACTOU
TIOU OUYKPOTEi €vav ‘peucTd XWpPo' HECO OTO XWPO, -OpOG TTOU TTPOTEIVETAI WG HIA
ETTAVEPQAVION TNG CWHATIKOTATAG. O1 o TTPOCPATEG CUPHETOXEG TOU TTEPIAABAvOuUV:
A4, Codra (©gooalovikn), 2Tov Ko tou EmkoUpou/ Ta oToixeia wS LETAPOPES, ATOUIKN
¢kBeon oto HUG (Ceveun), Generative Arts (MiIAGvo), oknvik@ Kal KooToUpia yia Tnv
TapaoTacn To dyyiyua rou Aia o€ youoikn |. Zevakn (ABAva).

0 Oavdaong Moutootroulog £xel emipeAnBei ekdooelg Kal ekBEéoelg. Mo TTpéo@aTeg ol
Ouoiérnra lMepitrou a1o véo Mouoeio Mtrevakn (Aekéuppiog 2004), Opduara oto Bulavtive
ka1 XpioTiaviké Mouoegio (OktwRpiog 2006), MeydAn Avarapaxn: Névre Ourorieg péoa oTo
70, Aiyo mrpiv Aiyo uerd ota TrAaioia Tng diopydvwaong MNatpa, MoAmaTikA MpwTelouoa Tng
Eupwting (Amrpihiog 2006), AoTikd Totéu Kai [ives TeAETES: emTTG KaAAiTéxves aTo MeTpo
XaAavopiou (OktwPpiog 2006). Metagy Twv BiBAiwv TOU éxel ypdwel eival Ta
AvBpwrrouoppiouds, Aeaipean kai 2xnuarorroinon orn Madik) kouAtoupa (Futura), Ta
YBpidia tn¢ MNaykoouiommoinong: MoAn kar Malikii KouAroupa ortnv [lepipépeia (Futura),
Ouoiétnra [lepirou (Martdkng) kai Opduara: n 1éxvn ws OiaueooAdBnon (MAEBpov-
ETTIMEAEIQ).

Kwotag NtdgAog, apxitéktovag (E.M.M), yAOTITING (A.Z.K.T). Metamtuyiakd (A.Z.K.T. pe
guvepyalopevo 1o TufRua Mnyavikwv H/Y & MAnpogopikAg Mav. Matpwv). YmowAeiog
OI0GKTOPAG OTNV APXITEKTOVIKA ZXOA Tou E.M.IM. AT 10 2003 €xel didagel ato TuAua
APXITEKTOVWY  UNXavikwv Tou [Mavemotiuiou lMatpwyv Ta paABAUOTA:  APXITEKTOVIKEG
QTTEIKOVIOEIG, EIKAOTIKEG TEXVEG KOl WnIoKEG avarrapaoTaoelg. kdaflos@hotmail.com,
kdaflos@central.ntua.gr http://kdaflos.blogspot.com , http://users.ntua.gr/kdaflos

0 Zmipog Matradomoulog cival apxitéktovag (EMIM, 1991), S1I0GKTWP TOU TTOAUTEXVEIOU
™G Madpitng (E.T.S.A.M. 1997) ka1 emikoupog KaBnyntAg oTo TUAPA APXITEKTOVWY TOU
MavemoTnuiou ©ecoaliag. ‘Exel aoxoAnbei evepyd Pe T OTITIKOOKOUOTIKA WECO KAl TIG
VEEG TEXVOAOYIEG OTA TTEDIO TWV EIKACTIKWY TEXVWV KAl TNG GPXITEKTOVIKAG. ATTO 10 1999
empeAeitar kar €kdidel otn Madpitn 10 O1EBVEG TTEPIOBIKO TEXVNG KOI QPXITEKTOVIKAG
"METALOCUS"".



Anpntpng NamaAe§émoulog, apxiTéktwy. evvrBnke otnv ABriva 1o 1953.

H d016aokaAia Tou oto TuAua ApxITekTovwy Tou EBvikol MetadBiou MoAuTtexveiou agopd
N OXx€0N OPXITEKTOVIKAG Kal TexvoAoyiwv TnG MANpo@opiag Kal €PEUVEG OXETIKEG HE TN
dlayeipion TNG yvwWaong OTOV ApPXITEKTOVIKO OXEDIOTHO.

O1 ouppeToxéG TOU O€ eKBETEIG Kal ouvEDpIa €xouv BEua TIG HETABOAEG TNG APXITEKTOVIKAG
Bewpiag Kal TNG TIPAKTIKAG OTNV Kolvwvia Tng TAnpogopiag. H emayyeApaTik Tou
OpaoTtnpidétnTa &ekiva 1o 1980. Ta mpdo@ara €£pya TOU avagépovtal oTnv £viagn
TEXVOAOYIWV TNG TTANPOQOPIaG Kal TOU XWPEOU, Of XWPOUG TnAe-ouvepyacoiog / TnAe-
epyaoiag, og €éEutva kTrpia. Koppor diadiktuou: www.archsign.gr, www.ntua.gr/archtech

o Nikog MarocaBog (ABrAva, 1977) oTroudace apXITEKTOVIKA oTn Ocgoalovikn, To MNapioi
Kal T0 Aovdivo. H €peuvd Tou ETTIKEVIPWVETOI OTIG GUVONKEG avaAduoNng TNG HOVTEPVAG
QAPXITEKTOVIKAG Kal Tn duvatotnTa yia pia SIETOTNUOVIKY Bewpnon Toug. To PEAETNTIKO
ypageio TToU €xel ouykpoTtroel pe Toug Georg Rafailidis ka1 Stephanie Davidson (£5pa
ABRva-BepoAivo) eoTmidler otn oxéon dnuOCIou-IBIWTIKOU XWPOU OTn aUyxpovn €AANVIKN
punTpoToAn. O Nikog Oi1ddokel  10TOpia-Oewpia  TNG  OPXITEKTOVIKAG OTa  Xavid.
< nhpatsavos@aaschool.ac.uk >

n dpactnpidtnta Tou Philip Ross Bpioketal atn diatopn TNG AAiKAG TéXVNG, TNG BIOAOYIKAG
EMOTAMPNG, KAl TNG TEXVOAOYIKAG KPITIKAG. Ta YAUTITIKG TEXVAUATA TOu €ival TautOxpova
UWNAAG TEXVIKAG KOI QUOIKG HOPQPOTTOINUEVA, ETTIOEEIO UETAXEIPIOPEVA KOl a@POVTIOTA
opyavikd. O Ph. Ross Cel oto Zav ®pavicioko, OTTou eival TTIOKETTTNG KaBnyntAg oTo
Mavemotuio Stanford kai oto MavemoTtiuio Tng Kahipdpviag Berkeley. O Philip eivai
““artist in residence’” oto pouaeio Exploratorium, SymbioticA, ato Headlands KévTpo yia
TIG TEXVEG, Kai gival uTtdTpoog aTto MacDowell Colony. MepiocodTEPES TTANPOPOPIES VIO TO
¢pyo Tou Philip Ross, 6a Bpeite oTov T6TTO: www.philross.org

o Maveog Zavropivaiog gival emikoupog kabnyntAg atnv AvwTtatn ZxoAl KaAwv Texvwv
Kol KOAAITEXVIKOG B1EuBuvTrG Tou DeoTIBAA TEXVNG Kal TEXVOAoyiag Medi@terra.

o Avrpéag ZiTopéyko yevvnOnke otnv Ziéva Tng Itahiag To 1972. Zmmoudace {wypagikn,
XOPaKTIKA, Kal YAUTITIKR otnv A.Z.K.T ota epyaotripia Twv A. Mutapd, T. MNMaTtpaokidn kai
. Admmma  avrioToixa. ATTECTIA0E TNV UTTOTPO®IA  KIVAUATOYPOAPIKWY OCTTOUdWY TOU
10pUpaTog A. Boudoupn TrapakoAouBwvTag aTo pyaaTrpio Tou A. K6dapn otnv akadnuia
KOAWV TEXVWV oTo MTépykapo Tng ITaAiag. ZTToudace OTO WETATITUXIOKO OIETEG
mpoypauua NG A.Z.K.T. “"ynelokég pop@ég Téxvng . 'Exel oupuetdoyel o€ 35 opadikég
ekBéaeig Téxvng aotnv EAAGSa kal oTo €EwTepikd. AT To 2003 diddokel otov Topéa
YPAPIKWY TEXVWV TNG ZXOANG YPAPIKWY TEXVWV KOl KAOANITEXVIKWY oTToudwy Tou T.E.I.
ABnvwv.

levvnuév(-og) otnv ABriva T10 1967, 0 KwvoTtavrivog TnAiyadng oTmoudooe
TTPOYPAUMATIONO UTTOAOYIOTWY, QwToypagia, oknvoypagia kali {wypo@ikr. To 2003
OANOKANPWOE PETATITUXIOKEG OTTOUBEG OTO TUAPA "WNPIAKWY POPQWY TEXVNG" OTN ZXOAN
KOAWV TEXVWV TNG ABrivag. AIBAoKe! ekel, OTO TTPOTITUXIOKG TURAMA, KAl CUVEPYACETAl YE TO
idpupa Euyevidou atn dnuioupyia TpIGSIAOTATWY YPAPIKWY APXAIOAOYIKWY XWPwV K.d. Ol
KOANITEXVIKEG BPAOTNPIOTNTEG TOU TrEpIAapBAvouy ekBEaelg aTnv EAAGSa Kail To eEWTEPIKO.
ApkeTd £pya Tou aviikouv o€ ouAAoyég. gustily@asfa.gr

o Navayiwtng ToupvikKiwTng OJIdA0KEl Bewpia TNG APXITEKTOVIKAG OTN  XXOAN
Apxitektovwy Tou EBvikoU MetadBiou MoAuTtexveiou

n Polona Tratnik (1976, >Aofevia) civar BonBdg oTig TTOATIONIKEG OTTOUdEG oTO FHS,
Koper kai oAokAnpwvel 1o dIBOKTOPIKG TNG OTn @IAOCOPia Kal Tn Bewpia Tou OTITIKOU
moAImopou. Qg KaAAITéxvng epyadetal OTOo  TEdI0O  TNG  PBIOTEXVOAOYIKAG  TEXVNG
EVOWMATWVOVTOG OTIG OUVOETEG €yKATAOTAOEIS TG {wvTavd oToIxEia (OTTwg KUTTapa
avOpwWITIVOU BEPHATOG, MIKPOOPYAVITHOUG, TPIXEG K.A. TTAPOMOIa) TTOU a@opoUlV KUPIwg TO
avOpwITivo owpa. www.ars-tratnik.si



Madkng ®dpog, Multimedia artist, oknvoB£Tng, ki cuvBETNG oUyxpovng POUCIKAG. Exel
onuioupynoel épya Bivreo, Eykartaotdoeig, épya oTto Oi1adikTuo. Eival €§wTEPIKOG
ouvepyaTng kKal oUPPBOUAOG  OTITIKOOKOUOTIKWY  gykataotdoewv Tou E.M.Z.T. 'Exel
OUVEPYOOTEI JE TIG OPABEG TUYXPOVOU XOpoU “XopeuTéG” Kal “opdda ouyxpovou Xopou Tng
Mépoag ZtapatomouAou”. ‘Exel kdvel youoikn yia Video, cuyxpovo xopd, Béarpo, CD, LP.
‘Exel  mAoUCI0  OIGOKTIKO €pyO0 O€ TIPOTITUXIOKO KAl WETATITUXIOKO  eTTiTTEdO.
Email:makisf_land@yahoo.co.uk

EE T

KwoTa,

ZUuvnRBwg, N JaAAov, TToTE, Oev KaTaypd@w TIG OKEWEIG HOU TTAPA JOVO WG
oKapipAuaTa utroBonenTikG e oxéon PE KATI TTou dN eTegepyddopal
ouoTnuaTikd. Me autr) Tnv £vvoia To JOvo TTou UTTAPYEl KATTOU
KATAYPOUUEVO gival 0 aplBudg aoc@aAicTIKOU unTpwou Tou IKA tTou
XPNOIPOTToI0U0a TTAAQIOTEPQ, TTPIV ACPAAIOTW OTO AnNPOCIo, KATTOIx
TNAéQwva o€ évav akaTdoTaTo MIKPO TNAEQWVIKO KATAAOYO, TTAVTOTE
EAITIWG GUUTTANPWHEVO (Y1 AUTO XAVWw TTOAAOUG apIBPOUG TNAEPUWVWY)
Kal GAAa TéTola TTPAYUATA.

Agv gipyal oiyoupog dv auTh n oTACN TTPOEPXETAIl OTTO HIa GIAOGOQIKH
duaTiaTia TTPog TN ypa®n, TTou Ba ékave é§aAAo Tov Derrida aAAd Ba
xapoTtroloUoe Tov XwKPATn (o Derrida dev pvnuovelel otn pauuaroAoyia
TOV ZWKPATN WG «aUTOV TTOU OV YPAPEIY;).

lowg 6N auTd va yivovTal aTré £va €id0G VOPKIOTITHOU TOV OTTOIO ETTITEIVEI
TO AiTNUO ooU va Ypayw KATI.

>aBparo 30 ZemrrepPpiou 2006, Nikog AaokaAoBavdong
20:48-20:56 (xTutrdw apyd oTOV UTTOAOYIOTH)

skoskoskokok
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Handbook
Plans (diaries, sketches & notebooks) for interactive installations

Editorship in English, Helen Daflou



1. Contemporary reviews

Air-land archeology Panayotis Tournikiotis

The archaeology of the networked place has a subversive effect on material
architecture, even on the strongly based foundation, since the hovering of ideas
and forms above the waves and the mountains were definitely able to link all
types of distances without the mediation of illustrated discourse.

Coins, vessels, temples, gods, with capitals and pediments, with or without
Athena, were never introduced to land barriers, and they were always and for all
dispersed with an absolute breadth across the geographical plane, which is
defined by the bodily and economic power of mankind.

Geography is the mapping of a network of communication media and it is not
found grounded on the earth but on the tables, at ends of fingertips, in the visual
range of those that see what the eyes don'’t see.

It is not surprising, therefore, the dispersed communication, the
dematerialization, the virtual coexistence, and the spectacular commercialization
of the void.

The only performance that has any meaning resides beyond the glaze of the eye.
The end of things is the only beginning that is recognized throughout world

history and its place is absolutely fictional.
skskoskoskosk

Nefelokokkygia* Nikolas Patsavos

Acting like a Greek prophet, let us try to interpret the signs carried by Diller &
Scofidio’s cloud-poetics in the clear blue sky of global architecture. In “Blur, the
making of nothing” documenting their Swiss EXPO’02 ephemeral interactive
pavilion, they describe what could be seen as a consciously partial and
fragmentary move, a gesture not adding sense to a supposed artifact on display.
On the contrary, their pavilion displays the very same semiotic process producing
objects’ meaning. Actually, there is no object being displayed. What is at stake is
the very same act of displaying.

The gesture as an antilogocentric, anticanonical act has been defined by Kristeva
as a proof of resisting the political as well as artistic state of things. It's non-
subjects like Mallarme and Artaud which have been celebrated as those able to
subvert the rule through their standing out of the fence of society and gesturing
provocatively if not incomprehensibly at it. The American non-architects Diller &
Scofidio have been systematically constructing their own standing point out of the
architectural language moving from non-mimesis to the negation of materiality.

It seems that performative ways of acting upon things architectural have been
since the 1970s enjoying a gradually widening publicity and acceptance. This is
in itself paradoxical and may lead to the eventual loss of such a strategy’s
dynamics. Paraphrasing poet's Nora Anagnostaki statement by adding a
question mark at its end: For those gesturing too poetically will there always be
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someone to cut their hands off? Or, otherwise, after what point does the
revolutionary become the norm while then the norm may turn into the potent
revolution?

* Aristophanes’ City of Birds in the Clouds.
sfeskeskokosk

A Beautiful New World (1) Konstantinos Grivas

Interactivity becomes a contemporary plague.

Everything has to be interactive. Those which are not, immediately fall into the
category of “old-fashioned, boring stuff’, condemned to indifference and neglect.
We may find this position extravagant, yet the media and the world market create
a projection of our world where interactivity or “smartness” stands above all as
the ultimate quality: a beautiful cup is beautiful, no doubt, yet an interactive cup is
more desirable than a “simply” beautiful cup.

Is there a dilemma we are facing? Do we, really, have to choose between an
interactive world of ‘live’ and intelligent devices that connect us to a multitude of
other places and fellow-humans, and a boring one where people and things are
confined to silence and the pleasures of “here and now”? To my view, such a
dilemma does not exist.

Firstly, neither the euphoric vision of ubiquitous interactivity, nor the grim image
of an inert and obsolete world, is honest; the opposites too.

The ongoing global discussion about new technologies that are re-shaping our
environment, their promises and their threats, provides equally strong arguments
from both sides. Hence, it is senseless to adopt a clear position for or against
interactivity.

Secondly, the “big step” of humanity towards interactive man-made environments
is as inevitable as the construction of primitive tools, the development of
language and print, the creation and growth of sophisticated telecommunications.
New interactive and ubiquitous environments are only but a step in the
evolutionary process of humans to master their tools and environments and add
up complexity to their perception and use of them. Does the dilemma between
embracing progress and going against it serve any meaningful purpose?

Last, but not least, to pose a false dilemma for, or against interactivity, and
adopting polemic attitudes, is an easy way to escape the difficult discussion of
what we should do of the new technologies. And to this discussion there is one
very useful -yet quite defiant of precise definition- guide: beauty (2). Before
hastily rejecting and attacking the criterion of beauty as superficial, hedonistic,
discriminating, unethical, or else, we should contemplate of what our civilization
likes to remember from older generations. Isn't it all the beautiful things that we
like to keep in our cities, museums and homes? Isn’t there something that makes
all beautiful things —from the humblest everyday objects to the greatest
masterpieces of art- so desirable, priceless, invaluable, personally or socially
significant? And isn’t it true that we will always savour all the beautiful moments
and experiences we had the chance to live in our lives? Interactive environments
are new and today it is mostly in the hands of visionary people (artists, architects,
designers, philosophers and writers) to reveal beauty within them. The
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dissemination of beauty in the new techno-digital world will take time and effort.
Undoubtedly, our perception of what is beautiful and what is not will be constantly
challenged as we discover new mind-pleasing opportunities, and as we push our
power of individual or collective expression to new limits. Neither the speediness
of technological innovation, that allows little time for reflection and maturity, nor
the current attitude of technology providers to have absolute control over it,
deciding for us what we need, can eventually obstruct the human desire to create
and live among beautiful things -interactive or not. The “new world” may be
marketed as the “interactive world” but still what is really fascinating about it and
worth pursuing are the material and immaterial manifestations of beauty it offers.
It is in our hands to craft it as we please, and it is in our intellects to appreciate it
when it comes.

(1) Paraphrases of the title of Aldus Huxley's book ‘A Brave New World’, 1932
(2) ‘Beauty’ / ‘beautiful’ is not used here with to convey the property of externally pleasing
images or forms only, but more generally the quality of intellectually and spiritually uplifting
experiences when encountering objects or events, either because of the finesse of their
craftsmanship, or the clarity and rigor of their concept, or their emotional impact on us.

EEEE T

Thoughts about the thought 2000/2007 Manthos Santorinaios

TIME

The end of the millennium finds us in a clearly transitional stage where
everything is in question. In spite of that, some are looking in anguish the points
where the construction of the new that everybody expects will be based.

Art, like a mirror accurately reflects this chaotic situation. A great part of the
artists “represent” the points of doubt, be ironic and laugh at today with a cheap
art as cheap as is the age we live in. | would say that | belong to the others, that
is, those who are looking for these small signs of the new in the chaos. (“new” as
| mean it, characterizes a new structure and not something novel or a life style).
SPACE

There is no need for many points to define new, "’3 points define a plane™, -l still
remember the words of the math teacher in school. These three points interest
me. Two of those | consider as a fact. The first is technology, the new “digital”
way of thinking and doing, the new logic of the “mouse” as a drawing tool, the
artificial memory. The second is the new way of communication because of the
technological evolution, the logic of the network, the web, the human-machine
communication, the two-ways communication. The third point is missing. | can’t
say that I've found it nor | am sure that | will be able to. The only thing | know is
that | would like to find it and that | am very curious to find out how it will be.

The two points that already exist define a straight line. Everybody is stepping in
this line, it is considered as a fact, in such degree that you can no longer tell
which artists work for the future and which maintain the past.

ERROR 1

The above thoughts are made, based on the Euclidean geometry. Can we
describe our age with that?

ERROR 2



The mistake we make, us from the west world, is that we believe we are at the
center of time, but time line is a straight line and not a circle and only the circle
has a center.

ENVIRONMENT - WINDOWS?

| consider the “environment” as equally significant as the “project” of an artist.
Art is a living organism that contains many different elements, technique,
aesthetics, marketing, politics, economy, philosophy.....

When art evolves, that does not mean that all the elements equally evolve.

The element that evolves with the greater speed in the last decade is
“environment”. The nearby environment of an artist, his studio, changes: the
traditional studio with the materials, the textures, the smells, and the need for
muscular strength and skill, gives its place to a PC with different interfaces and
programs. The environment “around” us changes. The images of the news
broadcast on TV are our reality.

The environment where the ideas are exchanged, information are processed,
plans are organized, changes, everything takes place in the network.

| dedicated plenty of time for the study and realization of the contemporary
environment of the artist with central axis the "studio”. The first years after my
return from France (1982) | considered as my art work those activities.

The idea was relatively simple: The contemporary art studio is based on a central
unit of communication, ranking and processing information. It does not have to
do with a specific art but with the whole of art expression since information either
images, sounds or text is processed in the same way. An artist can be an
interdisciplinary team scattered in different places on earth working on a common
plan/project.

The most powerful characteristic of the studio is the potentiality to communicate.
And that on the network gains great strength as a “terminal” of large spaces of
processing information as are universities, research centers or libraries and from
the other side the development of many such studios creates a universal cultural
network capable of serious “cultural interventions”, a form of resistance.

TIME ON TIME

I’'m being asked for an article for a book. | choose the above, it is written in 2000.
Today (7 years from then), after the adventure of a PhD, | believe that | have
found at least the way to find the third point missing and that | can use at least
Euclidean geometry as an example since | am involved in matters that concern a
community which has this geometry as the measure.

The way to the third point is a combination of technology with philosophy,
something not at all original, but simply forgotten somewhere in the 18" century.
This can be interpreted with an emphasis on the text instead of the image and in
the combination between the text that the machine understands (programming)
and the writing that the human understands. (Something tends to happen at
www.w3.0rg/2001/sw/).

Maybe like that, there will not only be produced applications that make easier the
continuity of a civilization be on the decline, but new circumstances can be
created which will cultivate the third point or at least they will describe it.
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The medium of no end:
dismorphic inter-acts Aristotelis Dimitrakopoulos

Perhaps we are overexposed to orthogonality, becoming indifferent to it. Still, the
first man exposed to the natural elements, the man of no media, probably felt
ecstatically proud when he first sculpted a random rock into a parallelepiped with
bare hands and simple tools. The "platonic" solid differed from anything around,
showed possibilities and a logic that the "natural" could not offer. It was his
creation and was also useful. It was a new field of expression, opportunity to
differentiate from the shapeless. Currently we are overwhelmed with
technological means, powerful formulas of morphogenesis and paramorphosis,
distortion. Exposing our apathy, only the irregular or the non-canonical excite us.
Until recently, the canonical was synonymous to the anthropomorphic, the man-
made.

Reversing substantially these realities, contemporary digital modelling techniques
generally start with a basic cube, the so-called primitive, that gets altered,
distorted, versioned, stored, emailed, exported, uploaded. Finally the formation is
fabricated with craft-less processes, by digital tools, cnc’s, sprayers and laser-
cutters. And perhaps this is the most devoid and blunt manifestation of mental
shrinkage and intellectual disdain. And precisely the respect to the "box" has
vanished, as cuboids are everywhere, considered obvious. The definition of
simple proportions is not easy. The significance of the box is incredible; reversal
of the amorphousness seen in pure nature; realisation of the architectural
chimera; linearity. Even more difficult is the recognition of the superfluous and
the delineation of the restrained, the subtle, the taming of the “voluble” and the
identification of the erroneous.

Currently the circle of intellectual evolution is marked with a status of full
regression:  disproportionately complicated representation technologies
stressfully produce forms that resemble pebbles and bubbles at their best, furs,
skins and cuticles in other cases. Behind the quest for the fabrication of complex
forms hides the wish to reinvent nature. The advocates of "blob morphology"
emphasize the Jurassic and Triassic references of modern morphogenesis,
urging for a new primitivism, for artificial exoticism, for the projection of a pre-
human nature ruled by bacteria and microbes. Thus we testify the delusion and
the terrifying vision of interjecting into biological evolution or even inverting its
course; an architectural version of physical metaplasis and genetic mutation.

Beyond the pure potential of an isolated medium, counts the prospect and the
promise of its end, its objective. Even if the presence of a greater vision appears
absent or obscure, it is indirectly insinuated by the medium. The contempt of the
anthropocentric conceals the desire for the inhuman, for the monstrous as an
attractive condition. Abstract forms, as premature attempts towards the rejection
of the anthropomorphous and as propaganda loosening the bonds with the
anthropocentric, are slowly substituted by fictitious “morphs” that progressively
compose and establish the un-human. The iconography of contemporary media
is shaped similarly: aesthetically altered bodies and twisted figures of public
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personas; genetically altered agricultural produce; images of fictitious animal
species, of experimental genetic cloning; the mutant and immortal superheroes in
comics, action films and gaming.

If finally man "exceeded" nature to create a supposedly superior and milder -
convenient - reality, which, leaving him unsatisfied and devoid, leads to the next
obvious choice, the further rejection of nature and its re-conception on the basis
of technological paroxysm, using always the man-made environment as the
subconscious field of mental transmutation, then we experience the tragic
undermining of human existence from its most powerful expression, architecture,
and its utopian objective, the determination of the ideal environment for human
existence, a paradise lost.

sfeskeoskeoskosk

From Blindness to Vision and Backwards
a short comment for the history of visual arts beyond vision

Thanasis Moutsopoulos

«A world picture ....does not necessarily mean a picture that shows the world but a
world that is conceived and captured as a picture...The picture of the world does not
change from an early medieval to a contemporary but rather the fact that the world
turns into a picture in general is what characterizes in essence the modern
era».Martin Heidegger8

After the Hiroshima atomic bomb, the matter disperses to particles. That (at a
symbolic level) passes to the visual procedure. But sooner than that Man Ray
photographs the dust over the “"Large Glass™~ of Marcel Duchamp. Laszlo
Moholy-Nagy believes that the future of the photographic procedure is in the
direction of the de-materialization and the overcoming of the human eye. He
makes up photograms without the intermediation of a camera, he studies the
phenomena that are related to the light (electromagnetic vibrations, electrical
discharges) or those that are invisible to the naked eye (X-rays) and includes in
his book lightning pictures.? From there on the tours on fields beyond the function
of vision from new technological media (about picture) are countless.

What can be the future of visual arts? Bill Viola stated once: “A new conception
over the human function of vision should be based on the way that the dolphins
and the whales “"see’” an object in their brain, using a reflection of the sound that
they do not hear.” In his later work | do not know what it is | am like, Viola
compressed the time flow through the function of “vision”, from the ancient times
till nowadays, while and parallel to, he was passing through different eyes such
as those of birds, fishes, insects, a camera, a tourist, a dancer in a state of
ecstasy. In the end, he approached the degree of perception of dolphins and
whales.™

® Martin Heidegger, «The Age of the World Picture», The Question Concerning Technology and
Other Essays, New York, London: Garland, 1977, p.130.

® see, Laszlo Moholy-Nagy, Painting Photography Film, MIT Press, 1969.

"% Toshiharu lto, «The Future Form of Visual Arty, Art & Technology, J. Pijnappel, Art & Design
Profile No 39, 1994, p. 67-9.
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What becomes clear fast, during a quick tour of the history of visual arts after the
60’s, is that they rarely deal with the picture, or yet, with the function of vision.
Undoubtedly we have to start preparing for the next phase of the history of art...
Art, we can see it, it spreads everywhere, Jean Baudrillard writes. The same with
the discourse about art and in fact at a greater speed. But art has disappeared, it
has disappeared in its self-spirituality, it has disappeared as an adventure, as a
force that produces illusion, as an ability to deny the real and a confrontation to
the real of another scene, where things obey to a superior rule of game, a
transcendental figure where the beings alike the lines and colors in a painting,
can loose their meaning, they can overcome their self purpose and, with an
impulse of enchantment, they can meet with their ideal form, even if that means
their disaster."
sfeskeskokosk

The Art work and the Receiver Makis Faros

In the case of many multi media applications in art and mostly that of CD Rom,
rarely the receiver-user with the use of orders, that they are contained into these
applications, it can really structure tools or process the information he is getting.
Because in fact, in an application, the concept of tools, the concept of navigation,
or the concept of surfing into internet, are set in parallel and in argument with the
natural world, the formation, the speed, the movement, the travel.
But what he usually can do is to navigate, to read, and to reform the hidden
meaning of the coherence and the complexity of the information in his mind,
and to ensure a recoverable text. The problem is, that usually a question is set,
if there is freedom of access and not if the receiver-user can adjust in his own
way the routines of the art work, or if he can overset an already expected (in
many cases predictable) coherence. Although as structured are remain the
works of art, with the typological meaning, “text-open”, the problem is rarely set
because the art work continues and completes, its traditional, ambiguous,
“open” to interpretative approaches function. But how many of these art works
are “open text’? The installations, the interactive systems and in general the
multi media, only as functions, presume the receiver. In what degree this is true
though? Meaning that, in what rate he becomes co-creator of the art work? This
is a basic question and at the same time a request that breaks through the
whole 20" century ( from literature, to painting up to the movies and video art)
and where in the 60’s became one of the main axis of criticism for the movies,
the mass media, the music, the arts, etc.

sfeskeskokosk

Building Next Generation Virtual Communities Dimitris Kouis

Technology progresses at rates beyond all expectations. New discoveries and
achievements have become daily routine for each one of the technological
sciences. The impact of this phenomenon to the social status is intense and
evident to all.

" Jean Baudrillard, La Transparence du Mal, 1990
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The Industrial Revolution, which started at first in Great Britain during the 18"
century and spread to other countries, altered dramatically the social structure in
a few decades. Whatever the name that will be given to our era by future
historians, two main identifying aspects are certain: the lightning speed at which
Information and Knowledge * become available to everyone and the diminution
of the time needed for social changes to take place.

The members of the so-called “'New Global Virtual Village™~ are those who
possess the capability of access to the Internet (note this comment for the
conclusion of this article). E-mail, web surfing and modern multimedia messaging
applications tend to substitute traditional communication means, such as land
phone, broadcast television and news papers.

Research studies performed by the Stanford Institute for the Quantitative Study
of Society showed that US citizens spend 3 hours using the Internet and 1,7
hours watching TV. Modern people’s need for direct access to Information and
desire to become members of Virtual Communities have made technology to
invent a new series of services, in order to satisfy their requirements.

The traditional passive user, who only receives information, has been
transformed to an energetic user that interacts with his/her environment in all
levels and directions. The member of the Virtual Community has evolved from a
content consumer to a content creator as a result of his/her ability to access,
modify and comment his/her own or other member’s digital material.

Examples of the Next Generation Virtual Communities are youtube.com
(Broadcast Yourselfl) and myspace.com. But technological progress goes one
step further. The internet web site secondlife.com offers the chance to its 4,5
million citizens to navigate through 3-D virtual environments, to own “'virtual™
space as property, to perform economic transaction with “virtual” currency etc.
The list of existing Virtual Communities can go on for hours. It is more important
to focus on the causes and impact of this phenomenon though.

The citizen with advanced technology skills is always connected to the Internet
through his/her personal device, either from a fixed spot or on the move through
wireless networks, according to the Always Best Connect concept. His/her
personal device is equipped with proper modules for both Information
representation and capture allowing the user to receive and transmit his/her
material.

The next step is the formation of a Virtual Community. People from different
geographical areas with diverse financial, cultural and religious characteristics
are unified inside the Virtual Community, by a series of intense and strong bonds.
The polymorphism and the multiplicity of the groups and the topics that they
create is the main reason for someone to enter and become member of these
communities. This behavior cannot be characterized as an attempt to escape
reality but as an attempt to add another extra dimension to it. This new
dimension of reality dramatically boosts opportunities and dangers, as every
major human discovery has done.

Virtual Communities in their present forms haven’t reached their final state yet.
They also haven't taken over their full role in the creation of a new social reality.

* these two concepts were intentionally introduced separately because they don't
always coincide
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But only one thing is certain. The new forms of social marginalization are going to
have as main characteristic the absence of a person’s ability to actively
participate in these emerging Virtual Communities.

sfeskeskokosk

Usability and User
Satisfaction in Web museums Dimitrios Vogiatzis

In recent years, Art Galleries and Museums have been targeted as application
areas by several Computer Science disciplines, namely Computer Graphics,
Hypermedia and Human Computer Interaction. Web Museums and Art Galleries
have collections of digital resources containing artistic and cultural images such
as, digital reproduction of paintings, ancient books and maps, frescoes,
photographs, sculptures, archeological sites, architectural designs and so on.
One can easily identify the benefits from using the World Wide Web for cultural
heritage communication.

Web museums can provide visitors with a unique means of accessing exhibits
otherwise beyond their financial means or geographic boundaries. Web
museums have a number of goals that they have to meet, some of which include:
to supply physical museums with extra educational and informative instruments
and thus complement them, and to offer such a powerful experience that more
visitors are attracted to the physical museum.

Since the emergence of Web museums, basic questions that have been raised
are: to what degree do “Web museums” offer a comparable experience to that of
“physical museums”? What is the effectiveness of Web museums in terms of
evoking user satisfaction and what does this have to do with the Web museum’s
characteristics?

It is the field of usability which tries to answer the above questions, and it has its
roots in a combination of cognitive sciences—psychology, computer science, and
engineering. Traditionally, in the cognitive sciences, the focus and value were
almost exclusively placed on cognition and reason; affect, emotion, feelings and
the like were deemed as “distracters” and therefore clear thinking required that
emotions be eliminated. As a result, many cognitive theories established a clear
dichotomy between cognition and emotion. However, the cognitive sciences and
neurosciences have made groundbreaking advances in the past decade and
have demonstrated that emotion and cognition cannot be separated but they
conjointly contribute to perception, behaviour and action.

For example, it has been found that positive emotion broadens the thought
processes, making people more tolerant to minor difficulties and more flexible in
finding solutions; on the contrary, negative emotions focus the mind, leading to
better concentration but less flexibility in finding solutions.

Emotion is nowadays considered to play a critical role in design and usability, as
aesthetic and other affective aspects of design and usability become major
competitive factors in the market economy. Not surprisingly, then, emotion is
recognized as one of the strongest factors in user's experience of the web,
because of its influence on one’s perception and navigation of websites.

For example, a well-organized, functional and “appealing” website influences
one’s feeling of trust, perception of security and usability, and sense of credibility.
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Thus, emotion is inextricable to a user's motivations and expectations, because
as one explores a web site he tries to achieve a desired cognitive and emotional
outcome. Emotions are essentially an individual’s evaluations of events, objects
and people. Emotions provide evidence for what one values: for example, one’s
guilt at not paying his taxes provides evidence for what this individuals values
are, that is, it shows that he thinks he ought to pay them.

Thus the structure of particular emotions (e.g. anxiety, frustration, enjoyment
etc.) is that if an individual perceives a situation in a certain way, then the
potential for a particular emotion arises (without assuming that the opposite does
not happen, i.e. it is also true that an emotional response colours one’s
perceptions of an event). It becomes then necessary to explore how the field of
web design can take advantage of such ideas in order to promote positive
affective and increased self-efficacy to the user.

Thus, there is a clear need for studies that (a) identify the usability factors that
are used to elicit emotions and (b) explore the relations between the usability
factors and the emotional dimensions of navigating web pages. In particular, it is
important to examine a user’s emotional responses—focused on the levels of
satisfaction or dissatisfaction—associated with web design.

Satisfaction refers to a user’'s emotional response to a particular web design and
is a function of the perceived relationship between what one wants from a web
site and what one perceives it is offering to a user. In other words, it involves a
user's perceptions of a website—e.g. his mental effort, attention distribution,
cognitive overload—and a user’s emotional responses, as a result of these
perceptions—e.g. his positive or negative experience (i.e. satisfaction or
dissatisfaction) from interacting with a website; to what extent the user feels able
to influence the interaction experience (feeling of control); and, who is perceived
to be at blame for positive/negative experiences from interacting with the web
site. Such emotional responses are primarily rooted in evaluations of appealing
ness -momentary reactions of liking or disliking Satisfaction or dissatisfaction
thus derives from how a user perceives the characteristics of a website as well
as what emotional reactions these characteristics create to the user.
(see :) Picard, R. (1997). Affective computing. Cambridge, MA: MIT Press.

Brinck, T., Gergle, D. & Wood, S. D. (2002). Usability for the Web. San Francisco: Morgan
Kaufmann Publishers. Dillon, A., (2003). Beyond usability: Process, outcome and affect in

human computer interactions. Canadian Journal of Information Science, 26 (4), 57-69.
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2. Networked performances

Internet Installation at the first Cyberflagship of the fleet
“"THE LAST TENANT OF THE SHADOW"’ Nicolaos Laskaris

(...) a small non-representative sample of my future Net Greek-Turkish Soap-
Opera “Losers in the Aegean”, a show adored by audiences according to recent
polls by AGB.



Middle frame opens with a fade-in: The heroic Commander of the Fleet Milton,
immersed in the light of the Net, is engaged in a conversation with his own
reflection in a somber mood: Even if | become sober with the program «bundle
on the lapel», does it matter at all? A sudden violent vertical travelling
follows: silent descent of elevator, freezing at the bottom of the shadows, dive
as if in huge mammal with empty spleen-guts, the light dims thus activating with
anti-lightsensors the opening of the pitted curtain made of fabric of the saddle
undercover of a sacred cow. Fast close-up on the cover of a gravitational vessel
of shadows, in which lies an empty bottom with its cover hanging.

At this point with great suspense ends the general frame with the
Commander of the Fleet M(ilton) angrily ordering the privatized $S(ailor)
T(ransmitter) C’P(orphyrios) T(raulos) to come to the commanding seat of the
enormous computer “BOULIS NO MORE”, and set the target of the nuclear
missile Kevlar towards an invisible point in the sky. Dramatically, in low pitch:
Sailor delete! the arrangement should reflect the limited geometry of human
existence; and, asshole, don’t smoke in front of BOULIS. It hurts him; I've told

you this before.
seskskeoskeok

Sarcha SCHOOL OF aowrchITECTURE 4 al L

Not-for-profit
NON-PAID ADD MARIA THEODOROU

S oha/ not-for- profit was founded in April 2006.

It aims to educate and activate the public regarding architecture’s impact on the
formation of the ever-changing, life-shaping environment. It promotes research,
actions and projects that examine architecture’s relation and connection with the
diverse and political aspects of individual and collective activities. Sarcha delves
into and develops the link between architecture and activism, where activism is
related to the desire and demand for change and seizes every opportunity
available to achieve its aim. Thus, sarcha explores and exploits the existing
institutional structures while participating in discussions, exchange and activities
that critically confront the way architecture is produced. In that sense, since
October 2006 sarcha is a member of the International Association for the support
of the Forum for Architectural Policies while participating to the Camp for

Oppositional Architecture (2006 Utrecht).
be an
associate of
sarcha: the school of architecture for all
send comments/ statements
http://sarcha-architecture.blogspot.com

Sarcha’s plans for the immediate future?

Sarcha will work with individuals and institutions to organise seminars, lectures and
workshops that explore the relation between ‘Architecture and the Political.” The
preliminary planning stage includes sarcha’s associates’ public exchange which
includes questions and statements to be published at sarcha’s blog. Everyone
interested should contact us: info@sarcha.gr or send comments at www.sarcha-
architecture.blogspot.com

sfeskeskeokosk
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3. Hybrid installations

Sound performance Hotschkuss Cod.Act André Décosterd - Michel Décosterd
Duration 25 min

Hotschkuss is a machine that erodes sound.

The mechanism behind the machine is analogous to computer algorithms that compress
sound by frequential subs tractions, similar to a kind of numerical abrasion. Hotschkuss is
a mechanical version of a compression algorithm, where the slow pace of the process
makes it possible to follow the steps involved in the disintegration of the sound.

Inspired by the efficacy characteristic of heavy industry processes, the machine erodes
sound by friction. Four loudspeakers are shot through space by powerful spring
propellers. Each loudspeaker carries sensors that erode in real time the sound they
broadcast, according to the asperities of the ground as read by the sensors.

As the process progresses, sounds become increasingly granular. Residual sounds
congregate in all sorts of unforeseen rhythmical arrangements and then progressively
fade out until their complete disappearance.

Sound alteration

With Hotschkuss, Cod.Act explores concepts such as the attrition and alteration of
sounds. There are numerous applications of this phenomenon, but certainly the most
common is the algorithm used for sound compression, the well-known MP3. lts
action is of the destructive type since it consists in irreversibly eliminating a fraction of
the information. These types of algorithms are developed to work at extremely high
speeds, which renders the destruction process indiscernible to the human ear.
Cod.Act's interest concentrates on this process: How does the sound effect evolve
when the speed of the process is strongly reduced and the process extended until
complete erosion of the sound?

Hotschkuss

The machine comprises two parts: The driving system, consisting of four spring
propellers that expel projectiles on the floor and that pull them back to their initial
position. The abrasion system consisting of four projectiles sliding on the floor in a
backwards and forwards movement. Loudspeakers are attached to each projectile.
Each loudspeaker carries a piezoelectric system that measures the degree of friction
of the projectile on the asperities of the floor. The measurements signals of these
asperities are responsible for the real time alteration of the sound.

The performance

A musical phrase is repeatedly broadcasted in the room by loudspeakers attached to
the projectiles. Two individuals operating a set of levers propel the projectiles. Having
reached the apex of their course, the projectiles are brought back to their initial
position by the machine and are immediately re-ejected.

The friction perceived by the detectors affects the musical phrase by slowly erasing
its frequency bands. Since each projectile acts on a different frequency band, the
timbre of the broadcasted sound evolves continuously. For example, if the projectile
assigned to high frequencies is very active, the timbre of the musical phrase will
immediately become darker. As the process progresses, the abrasion will create an
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increasing number of holes or silences in the different frequency bands. As the rate
of erosion for each band is different, their grouping will produce all sorts of unexpected
rhythmical effects. Residual sounds congregate in all sorts of unforeseen rhythmical
arrangements and then progressively fade out until their complete disappearance.
The sound alteration process

The musical phrase is made up of a variety of frequencies, from high- to low-pitched,
building what is called its spectrum. The spectrum of the sound broadcasted during
the performance is split into four bands by high selectivity filter. A different
loudspeaker broadcasts each of the resulting bands.

In this way, one loudspeaker will only broadcast low-pitched sounds. The audience
will hear the combined effect of these frequencies, which at the beginning form the
initial musical phrase.

Attached under each loudspeaker, piezoelectric needles read the asperities of the
floor and transform them into electric signals. Only signals higher than a given
threshold are kept and will be used to decrease the amplitude of the frequency band
which it is assigned (see figure). Since erosion is irreversible, each new reading will
add its effect to the one generated by the previous passages of the projectile over the
floor. As a consequence, the various components of the musical phrase disappear in
a random fashion as the performance progresses and the number of passages of the
projectiles over the asperities of the floor increase. The audience hears a global
sound, whose timber, volume and even rhythm vary with the eroding process until its
complete extinction.

Technical specification

Required technical items and supplies (provided by the organizer):

(1) active subwoofer min. 300W with cabling.

(3) projectors (1000-2000 W) to lighten the performers. (2) electric plugs 230 V 16A
Space geometry: No elevated stage (standing public)

Action area: min. 5.0 X 15.0 m / Nature of the floor: flat and rather smooth. Parquet,
smoothed raw cement, tiles, smoothed asphalt (...)

Set up : Time of set up: 6 h, Time of dismantling: 1.5 h

eskokokosk

Sound performance Siliknost Cod.Act André Décosterd - Michel Décosterd

Two workers with shovels are filling four buckets full of holes. These buckets are
part of a mechanical chain: according to the increase or decrease in the weight of
the sand they cause the movement of four balancing poles which, by a relay
system of cables and pulleys, activate 4 sliding guillotines, placed side by side in
front of a light projector. These act in the same way as a photographic
diaphragm. The light, freed or obdurate according to the movements of the
guillotines, connects with twenty four photo-sensitive sensors arranged on four
columns.

According to how they receive the light, these sensors, relayed by a converter,
transmit signals to a sampler. The sounds corresponding to notes, developed in
the studio, are then activated and reproduced simultaneously with the movement
of the buckets, and thus of the workers. A polyphonic event.

siliknost2

siliknost2 was created as an extension of siliknost. siliknost2 is also a sound
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performance. It consists in physically moving a rock of 400 kg using ropes and
pulleys. We are kitted out with sensory captors that measure a number of our
physiological activities. Sounds and micro-sounds generated by our effort are
captured, amplified and re-transmitted in the premises. The execution of this
labour of strength creates a sonorous narrative that evolves with our
manipulations. A precise sonography of a physical effort.

Cod.Act and sound performances These two creations are good illustrations of
our way of interpreting the art of performance. Within Cod.Act, we draw our
inspiration from sciences and technology. Our research, mostly centered on
sound, develops in the workshop around observations of physical, mechanical
and sometimes biochemical occurrences. We try to grasp their functioning and
extract from them an unusual aspect that we translate and render on a human
scale. In order to do that, we build mechanical or electro-technical machines that
are either operated by the public in the case of installations, or are operated by
us in the case of performances.

Hence, our approach to performance is mostly of a mechanistic kind, since our
machines are at the centre of the action and represent the main vehicle for the
idea, and further because our role as performers is always limited to a basic task,
that of operating the machine according to the efficiency of its operator or the
worker who drives it. To enhance the contrast with the technological complexity
of our devices and the abstract and synthetic character of the material they
produce, we aim for basic gestures physical and often repetitive. This can be
interpreted as the increasingly ritualised nature of manual work as a
consequence of rising labour automation or alternatively, simply representing the

operator as a sort of biological algorithm.
skskokokosk

The Garden / Codifications and transformations Yiannis Melanitis

During the ‘The Garden’ performance, all interactions occur in a circle of 8
meters diameter. In addition, a triangle is inscribed within it, the angles of which
are marked with and correspond to the three alchemic symbols: North- sulphur,
Southwest- salt, Southeastern- mercury. A sound field is produced through the
thermal detection of space. The male performer operates the thermal camera
(designed to record temperature differentiations) capturing the female body;
these data will be transferred to the computer, where via specialised software
all temperature values will be transformed to sound sequences through a series
of frequency generators. [The genetic sequence of a gene is used for the
production of sound waves. Each DNA base drives the parameters of FM1 and
FM2 generators].

Contemplations on the relationship between the biological code and art in
a text under configuration.

The decipherment of the biological code indicates that the body has been
textualised. Life is a text under translational dynamics. Each text can be re-
verbalised, re-scribed and conceived in new modes® thus subjected to a
process of metaphors...
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In analogy to the codification of an organism in nature or artificial biology by a
minimal structure of information, we may consider informational incorporations

resulting in broader territorial or architectural unfoldings.
skeskokokosk

"Jarred-In" Philip Ross

The idea of the potted plant is a very suggestive portrait of the human condition.
This common artifact portrays a desire for dislocation and autonomy while at the
same time revealing a fragile interdependence between humans and plants.
These images are part of the design process | use to build my enclosed
hydroponic gardens. In hydroponics one grows a plant with it roots submerged in
nutrient infused water instead of soil. For this garden | wanted to suspend the
plants in the sky within self contained environmental pods. The entire physiology
of the plant is made visible in this garden, as are all of the life support
components (water pump, fan, lights, etc) to keep the plants alive.

| wanted these transparent plastic pods to be visually reminiscent of the flying
saucers or alien visitors one sees in the movies.

In this garden pairs of plants are housed in life support pods suspended from a
chandelier like armature. The roots of the plants swim in illuminated, water filled
boxes. Water is pumped up from tall Plexiglas reservoirs resting on the ground.
The reservoirs are attached to a central pod on the ground, referred to by the
folks at The Exploratorium as “the mother ship”.

These autonomous growing containers are modeled on the techniques and
aesthetics of the Wardian Cases that were used to transport living plants from
one continent to another during the 18th and 19th centuries.

They are effectively isolated from the environment of The Exploratorium,
requiring a great dedication of electricity and materials to remain healthy. | also
wanted them to look like the swarm of alien ships that appear at the end of Close
Encounters of The Third Kind.

Most of Jarred-In's steel armature was suspended in the air. The suspended disk
contains all of the regulating mechanisms and is mounted with timers, controllers,
electrical relays, feed back systems, and an air regulator.

The original idea was to make a device that had all of the life support equipment
for growing a plant built directly into the container that held it. | wanted to do this
hydroponicly (growing the plant with its roots in nutrient rich water) so that the
whole plant could be made visible to a viewer. Along with this notion of
transparency | wanted to reveal all of the technology required for growing plants
under such strict control. As | started to experiment with growing plants in this
way | found it necessary to protect them from the people and indigenous plant
diseases at The Exploratorium. Encased within a technologized cocoon, these
plants suggested to me a type of space ship, travelling cautiously and with great
protection through a human world. As | became more comfortable with this idea
of space plants | realized that they should be suspended in the air. | wanted to
suggest that a plant no longer living in the soil becomes an alien in relation to the
earth.

seskokokosk
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Tracking the track of the interactiveness Polona Tratnik

Could we insist that there exist individual’s intimate space, quite isolated from the
common space-tissue if we consider human being not as the one, which looks at
the world from afar or from the outside, but as a substance, which is immersed
into the world as for instance Maurice Merleau-Ponty believed?
He claimed things reciprocally belong to each other and thus form the same
flesh, which is the flesh of the world.
At microbiological level micro organisms as bacteria and fungi not only enter the
human organism, but also get out of it into the environment. Such a micro world
is a peculiar inner world of a human body. Not only because some species
actually live inside the human organism, but above all because all these species
that live with the body, are found directly on, or in it, which means they are
actually a part of it and also help it maintain a healthy balance of the organism as
a whole. When they traverse from the body into the surroundings or from the
surroundings into or onto the body, the body truly traverses into surroundings as
well as the surroundings into the body. Where is then the dividing line of the body
and does a cortex of our organism really exist?
A cortex would mean an external, dead layer of flesh. But our flesh with a horny
layer of skin tissue is far from being dead — this layer is full of life that belongs to
us and is at the same time carrying out an exchange with the surroundings.
This is a realm of giving and taking between a body and an environment into
which it is immersed. It is a realm where an expansion of the interior into the
exterior occurs as well as an entrance of an outside into an inside.
With establishing ideal conditions for living of micro organisms originating from
the human body, they, transferred into this “artificial” environment, multiply in
such quantities that they become fairly seen with naked eyes as colonies of
species of all colours and circular structures. In such a manner the living, which
used to be a part of a human body, becomes autonomous, the other, with which
we are now coming in contact. It even starts endangering us. Thus such act not
only visualizes what is normally invisible to human eyes, but also performs a
platform for independent further living of that life, which originates from us. It
enables us to come in contact with the living other of ourselves. Or, in other
words, the seer simultaneously becomes the seen, the “toucher” touches his own
tissue, which is the common flesh of the world.

skeskeoskeoskosk

""Road Show™” Spiros Papadopoulos

(1 day placement - 2 days operation - 1 day dismantling - travel to the next city)
The idea of an ephemeral moving structure, in the form of a tube, made of
prefabricated parts that can be transported in a truck, and easily composed create the
Skeleton of the structure.

Technical description / The element that organizes the event, the guided tour
and movement in the interior of the tube, is a metal sphere. It is programmed and
moved on a driver suspended from the roof, which directs the visitor in his course
along the tube and simultaneously carries in its interior the audiovisual
equipment. The historical trip begins when the visitor enters the tunnel, following
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spontaneously and easily the direction of the sphere and watching an audiovisual
happening with parallel video projections on both side walls of the tube.
sfeskeskokosk

4. Descriptions of interactive installations

Plan for an installation titled “"be gentle™ Dimitris Lioupis

The project negotiates the interaction with our environment, natural or social.

It comprises from 4 screens which display tree branches on which sparrows

come and sit. When there is no one around it, the birds depart from one screen

landing to another (they are synchronized).

In every screen there is a movement sensor and when the spectator approaches

in 1m distance (this is the sensitivity of the sensor) as many sparrows as are in

the screen move off and fly to the other screens. But if the spectator stays still for

20 seconds, then the birds return and remain as long as his/her movements are

slow (because the sensor is adjusted to react in big and abrupt movements).
skskoskoskosk

SWARM MICRO-ARCHITECTURES
IN THE REST OF THE CITY Dimitris Papalexopoulos

Among the historical center that is continuously formed by the perpetual pursuit
of its one and only identity and the district where every building is obliged to put
out its dissimilarity from the adjacent, is found the “rest” of the city. It is usually
represented as an amorphous mass, it occupies the 80% of the city surface,
offers a multilayered complexity that strategic planning attempt to no avail to put
in order. Accepting this chaotic vagueness, we invest it with micro-architectures
that intercommunicate in swarm logic. It is about catalysts of collectivity, units-
“‘quasi objects”, of continuously changing identity, not denying “density” but
engaging and giving it a new content. They are placed in the city just like ambient
computing is placed on the already existing objects, which are equipped with Aml
(Ambient Intelligence) bridging the natural with the digital, creating an interactive
environment, determined with parametric drawing tools. They are placed among
the apartment buildings and change shape according to the available anchoring
space at the existent buildings.

In collaboration with Athena Stavridou, Angela Kouveli and Dimitri Papadopoulo
skeskeoskeoskosk

Plan for a performance titled “"code™ Andreas Sitorego

The performance action takes place in a space with an on-floor reflection surface
(mirror).The performer takes a bend position while wrapped with neon bulbs and
mohair. In a ritual act the coffe-teller offers a sizeable cup of coffee. Then the
same cup is turned over so that the fortuitous code of future will arise.

A micro-camera which is placed inside the cup, transfers the code of future in a
projection to the ceiling, reproducing with a slow revolving motion the image from
the cup. At the same time through a computer screen, the code image is
interpreted from the coffe-teller in real time and coded in text that is recorded and
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also projected at the ceiling. The performer keeps an indirect visual contact with
the procedure of interpretation, through the on-floor reflection surface. His aim is
the access to the decoded (interpreted) future revealed to him while he is in
anguish to confirm it.

seskskeoskeok

Plans for the installations Konstantinos Tiligadis

"Zoetrope”” / “But it moves”, cried out in the beginning of the 19" century the
spectators of Zoetrope and of other primitive machines projecting moving
images. Many inventors were making devices with exotic names like
wonderscope, etc. trying to take advantage of the after feeling of vision. The
Greek name Zootropio (Zoetrope) is given from Pierre Desvignes, it is an
ancestral device of the film projector, the television and every other device
transmitting moving images. The device was invented by William George Horner
in 1834. Transferring the element of image motion from the machines to the
reality world that | create; | present a projection of my conscience as a ploy. Jean
Baudrillard claims that we live in a “reality” bore by codes and models, and thus
we loose the sense of the real.

Technical description: The art interactive installation is a result of co operation

of:

A robot (that allows movement in two wheels), sensors (for the perception of

distances and obstacles), a wireless incorporated micro-camera, and a PC-PIII

for the programming of the sensors and the image that is reproduced from a

digital projector and a monitor that exist in a closed circuit.

Robot (R), PC (Plll), Monitor, Digital projector, Wireless micro-camera (C)

Micro-sculpture installation (B), Active installation space 4x4 m?.

"My Brain”’/ It is about a project that interacts with the viewer. A moving brain -
robot unit converts to data base where the symbols of a personal memory are
stored. The viewer-operator has the possibility to communicate with my personal
brain-robot and through this to penetrate my personal data. Their reproduction is
utilized by a projector.
Technical description: Robot basic stamp. (R), Personal computer PIV, (1)
Monitor, (1) Data projector, (1) Wireless micro-camera, Micro-sculpture
installation (B) Installation space 4x4 m?.
skeskoskokosk

Kosta,
Usually, or rather, never, | write down my thoughts but only as support rough
drawings in relation with something that | work out methodically at that time. In that
manner, the only thing that exists somewhere written is the social security number
that | used in the past and not any more since now | am insured in the public sector,
some phone numbers written in a messy small telephone catalogue, always
insufficiently completed (that is why | can’t find many phone numbers) and several
other things like that. | am not sure if this attitude comes from a philosophical
mistrust towards writing that would make Derrida frantic but Socrates happy (isn’t
Derrida commemorating Socrates in his “Grammatology” as “the one who does not
write”?) Perhaps all that comes from a type of narcissism which is intensified by
your demand to write something.

Saturday September 30" 2006 Nikos Daskalothanasis

20:48-20:56 (clacking slowly at the computer)
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