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Ewsaymyn

H evtatikonoinon tov pvlpov {ong aAld Kot n 100 y®YN TOV VE®V TEXVOAOYLOV £XOVV
avapeifola EXNPEACEL TO TPOTO LLE TOV OTOI0 Ol KOWVWOVIKEG OYEGELS EYYPAPOVTAL GTO
actikd tomio. H évvola g «mepmynongy ohdd Kot tng «avalftnong» Héso GTo
nepPdArov TG TOANG yivetal 6A0 Kot o GOVOETN TOGO PE OPOLG OPYITEKTOVIKNG Kol
GYEOIGHOV OGO KOt PE OPOVLG EVIATIKOTOINGNG NG MANpoeopiag. ¢ cvvéneln TV
OAAOYDV OVTMOV, TO KOWVOVIKO dp®V DTOKEILEVO avalnTd €K VEOU TOV TPOGOIOPIGHO TOV
ce oyéon He TOV 0OTIKO y®po. H mOAN oto maykoopiomompévo mepiBdilov
LETALOPPDVETOL KO LETOALAGCETOL GUVEXMG. Ot aAAayég avTEG OeV avapépovtal HOVO
610 TOAE0dOUIKO yopaktipa. Ot aAlayég cvvtelobvtol 6to EMTEPIKO KEAVQOG TNG
TOMC, OALL GUVIGTOVUV KOl OOMIKES OVOKOTATAEES 0TO £6MTEPIKO TNG. O dvBpwmog
amotelel 10 emikevpo aAld Kot To {oTikd KOTTapo ™G TOANG. H Agttovpywdtnta g
tedevTaiog, Pe OPOVS evdaroviog GOUP®VO LE TNV OPIOTOTEAMKY| £vvola, opileTol amd
™ oY€om ToL OTOHOL HE TOV OaoTIKO Yopo. H wOAN amotehel oapywd «Oopukn
Aettovpyiay, €va OAov, OTtm¢ mopovotaletor ota [lolitike (1252b 27-1253a 39), adlld
KoL [0l LOPQY] KOWMVIKNG GLVALVEGNC, EVTOG TNG 0moiag 0 dvBpwmog dpa Kot Agttovpyel
oe oyéon pe to mepPdAlovio ydpo Kot Tovg dAlovg avBpomovs. Kotd cuvénela, o
TPOTOG e TOV 0moio 0 1010¢ 0 AvOpOTOg, MG OV OAAN KOl G TOAITNG, YIVETAL KOWV®OVOG
Kol Tomofeteiton vIOg aVTHG AvVTIKOTOTTPILEL AUESH TN GYECT TOV UE TNV TOAN.

H moAn otig pépeg pog €xet €va akpoievn kot Toavutdypova cvvleto yopaktipa. H
téyvn oamd v GAAN  omokTtd T Jlevpuuévr vmdotaon 0G0 Kot €vvola,
anehevBepdvovtdg v «ovcion ™G and Tovg ekfeciaKoDg YMPOLS HOVGEI®V Kol
yrkadepl aALd Kol amd To AVTAPESKE KOAMTEXVIKO GTOVVTIO, Kol ELPAVILOUEVT] OE Eval
eupOTEPO TESIO MG «YDPOSH» AAAL Kot ®¢ 01ddpacT, cvppetoywodmra. H évvola g
TEYVNG EMioNG AvaTPOPOJOTEITOL A TN 1510l QLT GLUUETOYIKOTNTO KOt S1AdpaoT|, OAAL
KOl 0tO TNV OTOTUTTOOT] TNG PLOUATIKNG EUTEPLNG TOL YOPOL HEGO GE QVTY).

Kédto amd ovtd 1o @m¢ mpokOHTTOUV O1dpopa EPMTHUNTA TOL OPOPOVV TNV
emovoTonofEéTnon g évvolag g TE(VNG 6€ oxéomn Le T dpdor TG 610 dNUOCIO Kot
TOV 0oTIKO YOPo &v Yével. O pOAOG TNG CLUUETOXIKOTNTOG KOl TNG dtadpaocng ivar

TPAOTAPYIKOS oTNV 101 TN SadIKAGIN TNG TEYVNG KAT® 0mtd avTES TIS cLVONKeS. Xvvtedet



eniong ot dnuovpyia piog dppnktng ox€ong avapeso 6To £pyo, TOV KOAATEXVN Kot
TOV KOWO. Xg HOopeES TéEXVNG Tov Tepropilovtor povo oe ekBEpATO Kol KOAAMTEXVIKN
onuovpyia oe KAEWTO ekBeclokd ydPo, 1 oxEoN TOL OMpoVPYEiTAL AVANESH GTO
exTIféPEVO aVTIKEILEVO 1] TO TPOIOV TNG KAAMTEYXVIKNG dtadtKaciog Kot Tov Ogatr| elvan
CLYKEKPLUEVN KOl KATOlEG (QOPES TEPLOPICUEVT, Ywplg impromptu mapepPoréc. Eyet
EVOLLPEPOV VO EEETAGOVUE OV €POCOV Ol VEEC HOPPEG EKOPOONG KOl TEXVIG TOV
avadvovtol GVUBdALoVY € £va TEPIGGOTEPO OvOP®TOKEVTPIKO HovTéALo. TéNog, a&ilel
VO OlEPEVVIICOVLE L€ TOW0 TPOTMO TO TEPEXOUEVO TNG TE(VNG OLVOLETOL LUE
EKKOGKEVUEVES TPOKTIKEG 7OV  avaKIVOOV TOV OldAoyo Yo BEpoto  moMTIKA,
Kowovikd, mepiParloviikd. H téyvm oe ovt) 1 Olevpupévn popen Asrtovpyet
VIEPPATIKA ®G TPOG TNV AVTAPECKELN TNG AVTIKEWEVIOTIKNG oGO TIKNG TNC.

H néAn and v dAin ahialetr Oxt povo ®¢ «Tomio» Kot 6ToV oYedUGHO TG, OAAL
Kal, KOT@ CLVETELWD, Ot duddpacT mov cuvteleitol evidg avtng. H texyvoroyia, péoa
and po TAnBopa eEediEemv, Exel emeépel aAlayEg 6e OAOVG TOVG KOVOVIKOVS TOUELS.
Tinota dev umopel mAéov va ekAnedel avtdvopa. Elval yeyovog 6tL 6moto emitevypa i
EMVONOT| TPOLYLOTOTOLEITOL GUVOEETAL APPNKTA LLE LIt GEPE aALUYEG GE BALOVG TOLELS.
Me tov 010 tpoémo, M TEYVOAOYiM EXEL EMEEPEL GAAUYEG OTNV EMKOWV®VIO, OTNV
£€KQpaot Ko 6tov ToMTIGHO. Ot VEEG TEXVOAOYIEG £XOVV EMEKTEIVEL TIC dSVVATOTNTESG OTN
petapopd kol 01d0oom Wemv kot TAnpoeodpnone. Ev téhel, £xovv cvuPdirel dpactikd
GTOV ENAVATPOCOLOPICUO TWV EVVOIDV «EKPPOOT KOl KETIKOIVOVIO.

To aotikd tomio oAAdler pe paydaiovg pvOHOLS. LIV EVIATIKOTOINGCT OLTY|
GUUPBAAAOVY 1) VOLOOIKT] KOLATOOPA OAAG Kol ) KOLATOVpO TG KivnTikdtnTag (mobility
culture). Mg tov 1610 tpéTO 0AAGLEL Kot O TPOTOG oL Pudvovpe tnv idwa T mOAN. H
KOAMTEYVIKT dpaoTnplOTNTa amd TV GAAN 0ev €Yl OC LOVOOIKO OVTIKEIUEVO TNV
EKQPOOT] TOV AVNGLYIOV TOV KOAMTEYVT), dAAL Kol TNV vatcOntomoinon tov Kotvov cg
Oépato  Kowwvikd, moMTkd, owovopkd. H kollteyvikny Spoaoctmpiotmro  eivor
OTOTEAECHO UIOG KOWVOVIKNG TPOYHOTIKOTNTAG £VTOG TNG OMOI0G EVIAGGETAL KOl TNG
YPOVIKNG GLYKVPiag 6TV omoia mapdyetat. Avt akpiPdg TV TpoyratikoOTnTa BEAEL VO
EKQPACEL KOl VO, EMKOIVOVNGEL, AmOPAETOVTOS TOVTOYpOVa 6TV gvausOntomoinon Tov
KOO0 OmEVOVTL OTIG GUVTEAOVUEVEG aALYEG Kot Ta PAEYoVTa Bpata. Ao v GAAY,
HEC® NG TEYVNG OlveTOl 1 €uKALPiO TG GLVOLNAAAYNG, TNG OVTOAAAYNG CKEYEMV Kol

embupdv 1000 6€ ATOUIKO OGO Kol GVAAOYIKO EMIMEDO, LUE AMOTEAECLA TI) CLYKPOTNON

pog dtpepoBc oyECC.



H epyacia avt aviilapupdvetror v KoAMTEXVIKY] OpACT ®G TOMTICTIKO TPOiOV OGO
Ko, Kupimg, ™G TPOTO O160paoNG OVALESOH GTOVG KOAAMTEYVEC 1 KOl OVAUECSO GE
KOAMTEYVIKEG OLAOES TTOV AEITOLPYOVV GLAAOYWKE. H duddpaom amoterel kataAlvtikd
ototyelo, KabBmdg dnuovpyel kot dlevpivel ohoéva éva Tedio SYUEPOVG EKOPAOTG KoL

avtoAlayng andyemv kot 1emv (Habermas).

H épevva amoteheitan and dvo pépn, éva Bepntikd Kot Evo EUTEIPIKO.

210 TPAOTO WEPOG, TO KEPAAOLO OV OVOPEPOVTOL GTNV TEYVI KOl TNV TEXVOAOYin
amoTEAOVV TOVG OV0 TLAMVEG GTOVG 0TOioVG epeldeTal BemPNTIKA TO TOHVNUA 0VTO. O
TPENEL VO, OLEVKPIVIGOVE OTL, Y10 TIG AVAYKEG TOL TOVIOTOS QLTOV, LOG EVOLOPEPEL M
TEYVN OO TN GTLYUN OV, GTNV 16TOPIKOTNTA TNG, AMOKTA OPAKTPO KOWVAOVIKO, Pyaivel
and 1o mePPaAov TV alfovcdv Kol TOV HOLGEI®V Kol OpOacTNPlOTOolEiTal GTOV
ONUOGLO YDPO CLVOEOUEV] OO KOl TEPIGGOTEPO UE TIG TMOMTICUIKES OAAAYEG TTOL
cuvtelobvTol 6to TEPPEALOV TNG TOANG Kot amevBHIVOVTOS KOWVMVIKG KOl TOMTIGTIKE
EPOTNUATO HE AUECO M €UpPESO TPOTO. Opolme, Hog EVOLOQEPEL 1 TE(VOAOYIOL GTOV
Babuod mov amd Tig eEEMEEIS TG dMovpyovVTOL VEOL VPPLOKOT YDPOL, EVTATIKOTTOLEITAL
t0 aoTkO tomio. H teyvoloyio efetdleton €0 ™G o€ OY€om HE TIC EMKOIVOVIOKEG
Aertovpyieg ™G Kot TPOGOHIdETOL 6€ VTNV KOUPIKOS pOA0G, kKaBMS Ba LG amacyoAncet
wwitepa 1 té€yvn mov mpaypotomoleiton pe to véa péca (new media) Kot wo
ouykekplpéva 1 T€xvn otov onpodcto yopo (locative media). H teyvoroyia, extdg amd
O1adpaon Kol TOV TPOTO OVTOAAQYNG TANPOPOPLOV TOV GLYKPOTEL UECH Ao TIG
eEeMEeIC Kot TIG EQAPLOYEC TNG, £XEL avoiEel Eva vEO KepdAato Yyl T T€yvN (LEGA amd
TIG AELTOVPYIEG TOV KIVITOV TNAEQPOVOV, TOV LVTOAOYIGTAOV, TOV VE®V AOYIGUK®OV).
[Mopdtt 0 YopakTipag TG EKEPUoNS 0V AALALEL EVTEADGC, TO VEX AVTAE HLEGO OVOKIVOUV
Oénota  «Kowvdy, «OMUOCI HE OVOVEOUEVY HaTwd. €miong, oT10 KABEGTAS 1TNg
ynewKkoTTaG, 1M €vvolo. TOL YOPOL OlEVPVUVETOL KOl ONUIOVPYEL VEOLG OPOVG
GUUUETOYIKOTNTOG KOOMG Kot Eva VEO Tomio aAANAOGOpOCTG.

H pelétm ovty €yer ™ popon owodopnpatog mov ytiletonw pe Pdon 10
Bewpntikod ¢ vroPabpo. OAlot o1 TapdeETPOL TG EPEVVAG CKOTLO KOTATAGGOVIOL GE
plo evotnra, mov amoterel ) Paon tg. [ldveo otovg mpoavapepBivieg mulmdveg TG

gpyociog ytiCovtar ta vmoélowma Ke@AAaio, ota omoio dfvovtal ot EMUEPOVS



TANpoeopieg Tov otkodoppnatdc pog. H Bewpnrtikny Pdon koivmter and v GAAn v
€VVOL0A0YN O KOl TOV TPOTO LE TOV OO0 YPTGLUOTOLOVVTAL GTN GUYKEKPLUEVT £pEvVal
o1 Opot (6mtmwg media art, public art, locative media) aArd Ko 1 Bewpio ToOL aYopd TNV
yoyoyemypapio kot ot Bempieg Tov Kowvov/tng mpodcAnyrg (audience theories). Xt
Bewpla avt epeidetor n e£EMEN TG €pguvag OAAL Kol TO EPMOTNLO TOV APOPH GTHV
AVTOTOKPIGT TOV KOO GE GUVEPYUTIKEG LOPPES TEYVNG. ATO TN Hd, 1| YLYOYE®YPOPia
¢ BewpnTikd poviédo €xel peydAn onuaocio, kabmg vwo to mwpicua g deEdyetan N
LEAETN TOL OOTIKOV TOTIOL OAAG Kol 1 Olepedvnom tov péca omd TV TEYVN Kot TO
derive. X1t mepintwon twv mpoTleKT e VEES TEYVOAOYIES, EXEL EVOLOQEPOV 1| EPAPLLOYT
™G Bemplog TG POPUNONG OE O «VEX KOTAGTACT» OTOV 1| TPAYUATIOTIKY] O146TOGN
™m¢ teYvoloyiag PpiokeTon oe cuyKepaoud pe po Bewpio oy omoia 1 evopunon/to
avBopunto amoterel PacKO YOPAKTNPIGTIKO: O CLYKEPACUOS ovTOG pmopel va 10mBel
LETAPOPIKE GOV 1oL YNUIKT EVOOT] TOL GOVPEAAGUOD e TOV PEOMGHO. ATO TNV GAAN,
o1l Bewpieg TOVE KOOV KOl GUUUETOYIKOTNTOC, TOV YPNOLUOTOI0VVTOL ETIAEKTIKA €00
HETA amd evoeLeyn €pevval, givor To epyaieio pe To omoio Ba e&etaotel TO EpOTNUG HOG

070 0€VTEPO PEPOC: TAG TO KOO AVTATOKPIVETAL GE AVTEG TIC OPACELS.

Metd 1o wopPuwd mpodTo Tpio KedAowo (TEXVN, TEXVOAOYiOL KOU TOPAUETPOL TNG
€PYNGI0G), GTO TETAPTO KEPAAOLO O MO EPYETAL VO ATOAVTIGEL GTOV OVIGUO TNG TOANG.
H moAn ovvtiBeton péoa omd Cevyn avibBéoemv, péca omd tov OLIGHO Tov
AVTITPOCHOTEVEL O TOMTIGUOC, VAKOC Kot vAog. Av Ba €mpeme 0 LAKOG Kot GVAOG
TOMTIGHOG G OAoV va avamapactadel og eninedo TOMTIOTIKO, 0 OTTIKOG TOMTIGUOG,
palt pe 0,tt ovvemdyetotl, Oa BpiokdTay 6TOVG OVTITOdES TOV MYNTIKOV/OKOLGTIKOD
TOMTIGUOV, GLUTANPGOVOVTAG €VVOTKA To oynuo. H mpwtokabedpia tov omtikod
TOMTIGHOV amoTteAel yeyovog, amodeifipo otoryeio, péow g YmapENg aAAd Kot g
TPAYUOTIOTIKNG TOV S1AoTOoNG 6TOV dVTIKO ToAttiopd. ' avtd tov Adyo aplepmdveTal
€vo. KEQPAANLO GTOV MYO KOl TI TPOKTIKEG TOV, LE OKOMO 1 €VOTNTA OVTH Vo
AELTOVPYNOEL GUUTANPOUATIKA GTO «HLAO» KOl TO «O0OPUTO» TNG TOANG. £TO KEPAAOLO
avtd, e€etdleTOl 0 YOG KOl 1] OKOVOTIKY G TOLOTNTO KO TOPAUETPOS, OTWS EMIONG Ko
N Bewpla g TEPUTOTNTIKNG HESH OO TOV NXO0, TOL PPICKETOL GE GUVAPTNON UE TN
yuyoyewypoeio. Idwaitepa dpmg mapovoidlovior kamolo mpOTiekT VEOV TEXVOAOYIDV
oL €0T1dlovv otov NYo. 'Exetl evdiopépov wg otoryeio yia v eEEMEN TG €pevuvag TO

TAOC 0 MYOC, HE TNV GLAN O14CTOCT, TOV, OMOTEAEL TO OVTIIKEIUEVO TPOCOYNG



pecomompévov tpodtiekt (new media project) e poKO Y®po. Eyel eniong evolapépov
va egetactel mmg ryvnAateiton Kol KOTOypAPETOL O YOG GE PUGIKO YDPO HECOH Ao TO
YNOLKA LEGAL.

Eivat yeyovog 61t o ToMTIoHIKO Kol Kovmvikd TeptBdAlov yivetor OAo Kot o
oLVOETO, KOl O1 VEEC TEXVOAOYIEG Kat 1 YyNOakOTNTO Sodpapatilouy TOAD CNUOVTIKO
poLo og awtég T upmoelc. Ta endueva Vo keediaia Palovy 6TO0 UIKPOSKOTIO TNV
TOM ®C OpPYOVIGUO €VTOG TOVL ONOIOV TPOYUOTMOVOVTOL KOl TPOYLOTOTOLOVVTOL
TOMTIGTIKEG OPACELS KOl GLVTEAOVVTOL TOMTIGIIKES aAlayés. H moAn aviyetonileton
Oyt uoévo g €va ocdpa, «OAovy» Kot TAAIG10, dAAL KVpimg ®¢ Evag YOPOg GTOV 0Toio
arevBovovior epotipata. Epotmuota mov péca omd T yneukodTtnTo UIopovy va
avadrTLT®OOVV Kol va TPocdopicovy 1o VEO Yiyveshal oto omoio Aettovpyel Kot dpa 0
ToAlTNC-Opwv vrokeipevo. H apnynon pe 6povg yneolokdmrag onacyorel To Ke@AAoo
HE EKTETOUEVEG OVOPOPEG € TPOTLEKT TOV EMTPEMOVY VO KATOAAPOVLUE TAOG M
YNEKOTNTO Kol 01 VEEG TEYVOLOYIEG €lvan VEOL TAPAYOVTES GTNV OAANAGOPOCT OALA
KOl TOG €TNPEALOVY TO KTOTLO GUUUETOYIKOTNTOC) LE OPOLG KOVO KOl GUUUETEXOVT®V.
Alwote, ta mpdtlekt avtd petatomilovv v €vvola Tov Kool omd T TopaTHpnon
oTNV 0AANAOdPaCT, OTNV EUTAOKY KOl otV dueon cvppetoyn. Evolapépov éxetl emiong
VO GTPEYOVLE TN TPOGOYT OGS OTO TG OALALEL 1| EKQPOCT) OTIG LEPES LG HEGO OO TIC
TEXVOAOYIKES €EEMEEIC, OAAG KOl TTOG aLTO UTOPeEl Vo GLVEICEEPEL GE Evay YOVILO
OlGA0Y0 KOl Vo OMUIOVPYNOEL OODAOVS EMKOWMOVIOG OVAUESOH GTO KPATOS Kol TOV
TOALTY], CLVOEOVTOS TO GUAAOYIKO LE TO OTOUIKO ONUIOVPYDOVTOS VEOLS TPOTOVG VOUNG
mg efovoiog omd T Pdon  (yopokmnploTiKd €0d elvar mpdtlekt T Omoin
TPOLYLLOTOTOLOVVTOL OTO TNV TOTIKY 0VTOO10TKN o™ e 6KOTO va. avTAnBovv mAnpopopieg
OYETIKA pe TO TS O BV o1 KATOUKOL TNV TOAN TOVS) KO KOT' ETMEKTOCT U0 VEQ

Bepnon g Bayévelog.

210 0e0TEPO WEPOG, Yivetor avagopd ota TPOTLEKT VEMV TEXVOAOYIDV TOL £YOLV
EMAEYEL APYIKA, EVD KATAYPAPOVTOL ETIONG TPOTLEKT TOL £XOVV TTPAYLOTOTOMOEL GTOV
ONUOGI0 YDPO, gite [e VEES TEXVOAOYIEG 1) ATAMG GTOV ONUOGLO YDPO, TNV TEPiodo 2010-
2013. Edo a&iler va onuelwbei n Bewpntiky] cOVOESN e TO AVTIGTOLXO KEPAAULO OOV
e€etaleton M mOAN ™G AOMvag Kol 1 oxéon G HE KOAMTEYVIKEG KOl GLALOYIKEG
OpACELS GTOV ONUOCIO YMDPO, LE GKOTO VO SIEVKPIVIGTEL TAOC TO KOWVO OVTOTOKPIVETOL GE

avTég TIG dpdoels. Xto BempnTikd péPog, yivetar avaeopd ce TPOTLEKT TOL E£YOLV



Tpaypotonombel otov aoTIKO YMPO HE VEEG TEYVOAOYIEG KOl OmOCKOTOVGO OTN)
ouadpacn. Ot dpAGEIS QVTEG EVIACGOVTOL GE £VOL TAYKOCUIOTOMUEVO KOAMTEYVIKO Kol
EMOTNUOVIKO TOTO 7OL €LVOEL Tn OCLVEPYLL TEYVNG, EMOTNUNG KOU TEYVOAOYIOG,
ONUOVPYDOVTOG VEQ TOMTIGLUKE TPOTOVTOL.

‘Etol, BAémovpe emlekTiKd Kot Kdmola TpOTlekT Tov dnpovpynnkay pe véeg
TEXVOAOYiES, OTMG oTo mapddetypa tov Urban Digital Narratives (epyoostiplo amd véa
péoa mov dopyavooo mn Wdw to 2011), eved yiveton emiong pol Katoypagn Kot
apyelofétmon (ot e£aviAnTiky) TV OpAcCE®Y OV Tpaypatorombnkay oty AOMva og
pa emoyn (2010-15) émov m v Ko 1 d1ddpaon amoktd e€Eyovta poro, Kupimg Ay
TOV  1W0O0UTEPOV  KOWVMVIKO-OIKOVOUK®OV GLVONK®OV 0AAL Kol TOV OAAOY®V  TOL
GLVTEAOVVTOL GE EMMEDO AOTIKO, KOWVMOVIKO, OIKOVOLUKO KOl TOAMTIGLUKO.

H mopampnon koat n ebvoypapikn pébodoc oamotedovv tor pebBodoroyukd
gpyoireion ¢ avaivong. Emiong mopatiBetor éva mopdptnuo pe cuvevienEels, o) Ue
KOAMTEYVES KoL OMAOES, Kot ) LE CLUUETEXOVTIEG OE GLYKEKPIUEVO TPOTLEKT TTOL
Elapav ydpa oty ABnva. To t€tapto Kol TEAELTOL0 HEPOG TAPOVGLALEL TO GUUTEPACLLOL

g epyaciog.

H ovykekpyiévn epyacio dtamvéeTonr amd TN OEMGTNUOVIKOTNTA TOV OLEVPVLVOUEVOD
gpeuvnTkd medio. H «popeoroyion g 1d10g ¢ epyaciag cuvictotor o€ €va YEVIKO
TAOUGI0 IOV OQOPE TIC EVVOLEG TEXVNG, TEXVOAOYIOG, KOl TPOYMPA OTUOOKA OTNV
avdivon empépovg gpotnudtov. Ta epotiuato avtd £6Tdlovy 6T0 TMOG TO KOWO
OVTOTOKPIVETOL GE VEES HOPPES TEYVNG Kot EKQPOoNG (oTOV dNUOGLO YMPO Kol UE TN
Bonbelo vémv teEXVOAOYIDV) KOl HE TOWO TPOTO 1M TEXVN OMOKTO YOPOKTIPO 7O
KOWV®VIKO Kol GUEGO.

H mpocoyn pog otpépetal e avtd 10 TOVNUO GTNV OTOKPVTTOYPAPNOT VEDV
TOMTICUIKOV TPOKTIKOV. ZTOYX0G eivor vo e€etdoovpe pe moto tpdmo o dvOpwmog
tomofeteital 010 AoTIKO TEPPAALOV Kol PE OO TPOTO 1 TEXVN UTOPEL VO ATOTEAEGEL
&va, OYMUa Yoo TV EKQPOICT GUYXPOVMV KOWVOVIK®V TPORANUATICUOV TTov Ttnyalovv
amo TV Kowoviky Bacn. Emmiéov, &xet evoapépov 1 LOpmon kot ovToAlayr) onTik®V
1660 amd TOVG KAAMTEYVES KoL TIG KOAMTEYVIKEG OHAOEG OGO Kot 0md TO Koo, Kabdg ot
HOPOEG TEYVNS OV dte&hyovTal 6Tov INUOcLo Ydpo 1/Kot pe T fondeta tng Te)voroyiog

dlakpivovtor Yoo TNV OpEGOHTNTA TOVG. ATAITOUV  QULOIKN TAPOLGIK YL Vo



Tpaypotmbody, Kol o€ TOAAEG TEPMTOGELS OOUOVVIOL OO &va oYNuo Opdons-

avTiOpOoNG.

O1 épevveg TV avOpOTIGTIKOV Kol TOV KOWOVIKOV ETICTNUAOV OEV OMOCKOTOVV GE
pHovoABég ko povodidotateg amavinoels. Alpmtilovv pésa amd 10 TPicUd Tovg Kot
TNV OTTIKY TOLG TNV Topeia TG Epevvag cuuPdilovtas oe avtn. To idto cvpPaivel kot
pe ovtn Vv epyoacia, m omoia @AodoEel va avadeier plon axodpo mwTUYn EVOg

moAvTAgLpOV BEpaTog.

Ba Mfela va guYOPICTICH TPOTICTMOS TOV aeipvnoto kabnynt euoroyo AAEEaVOpPO
Appévn yo Tig 010pOMOELS Kol TV EMPUELELRL TOL 6TO BEPNTIKO UEPOC TNG epyaciog:
tov ¢ido [dpyo Kapdumera yio ) Porfetd tov ko 11 mpotdoels Tov e onueia Tov
KEWWEVOL TTOV LE TPOPANUATIOAV: TIV OIKOYEVELYL LLOV KOl TOLG PIAOVG LLOV IOV TTCTEY AV
o€ PEVOL KOl TV TOAVETN AVT TPOoTABELd LoV KuPImS, TEAOC, TOVG KaONYNTES LoV Kot
emPAémovieg oe avt) TV gpyacio. Tovg evyaplot®d TPoooMKE Tov Kabéva Kol TOvg

EVYVOUOVO Yo T fondeta kot TG GLUPOVAES TOVS GE OAO VT TO SVGKOAO TaEiOL.

Tnv gpyocio auty ™V aQEPOVEO GTOV TTATEPA LOL KOL TN UNTEPA LOV, YL OAn TN

oTNPEN TOL LoV TPOGEPEPAY UEGA GTOL XPOVLA, LE TOV VAV 1 TOV AALOV TPOTO.



Kepdiaro 1

H e&édién e téyvne tov 21° arcdvo
Ko

N GOVOECH THS UE TOV ONUOCLO YDPO

1.1. O petafoilopevog poiog T0v KOAMTEYVH Kol i) GOUUETOYIKOTHTO. OTIC TEYVES

Y10 xepdlowo oavtd, OBa eetactovv Tl €0 TEYVNG MOV TAPOLSLALOVTOL EKTOG
eKOECIOKOV KOl HOVGEKAOV YOPWV OALL KOl TO TPOTO. €101 TEYVNG 0E INUOCIO YDPO
(events, fluxus) kot GAAeg, un ovapevopeves popeés téxvne. Emiong, to kepdioio
AVOPEPETOL GTOV UETAPAALOUEVO POAO TOV KOAMTEYVI] KOl OTO MG 1 CAANYY OLTY
avaBewpel v 10100 TV oTopiat TG TEYVNG Kot 0AAGLEL TOVG GTOYXOLG Tov BETOVV 1
TEYVN KOl Ol EKQPPOCTES TNG.

AvoQopikd pe To KpLTipla Tov AapPavovpe véyn Yo TV EXAVATPOGOOPIGUO

™G €VVOLaG TNG TEXVNG, LTOPOVLE VO OTOPIOUTCOVLE T TOPUKATM:

1. O yopog evidg Tov omoiov ektedeital, extifeTon | TapAyETOL TEXVN.

2. To mhaicio evtdg tov omoiov mpaypatomoteitan kaOe Epyo, o) aTopko 1 B) opadiko,
Kot 01 TPoVTOBECELG TOL BETEL OVTO: 1) CLUUETOYIKOTNTO Kot B) d1ddpaoT).

3. o) Av 0 YopaKTAPOS TOL £pYOV TEYVNG/TPOTLEKT elvar oTrypaiog Kot epruepog (Ommg
ovpPaivel ota events 1 happenings) kot ) av devpovel v évvoln TG ONUOGCLOG
ocoaipag (Habermas) evBappivovtag tov didhoyo 1660 o€ opldvtio 660 kat o€ kaBeTO
eminedo.

4. TéAOG, TO0 HECO TO OO0 YPNOCLUOTOIEITOL Y10, TNV TPAYLUATOTOINGT TOV £PYOV TEXVIG

(Véa HETO, EMKOVOVIOKEG TEYVOAOYIEC).

Aoppovopévov vIoyn TOV ToPaTave KPItnpiov, OA®v 1 Opopévev omd ovtd, n
évvola ™G t€xvng aALAlel Kuplog pHésa amd TN SPOPETIKY GYECT TOV ONUIOVPYEL pe

tov Beat. O Beamg apyiler va amoktd onuoivovio Kot GUUUETOYKO poro. Emiong



Bpioketan og d1adpacm He TOV YOPO, OTMG TOALEG POPES KO e TO 1010 TO €PY0: TOAAL
OMOOIKA  €pydt  OOLTOVV TN  GCULUUPETOYN] TOL KOWOL (MOTE VO UTOPECEL VO
mpaypatorombet €€ apyng to 1010 to €pyo.

Me v mapodo TOov Y¥pOVOL Ol VEEG TEYVOAOYIEG Kol Ol TEXVOAOYiEG TNG
EMKOWVOVING eW0KOTEPO EMAVATOTOOETOOV TN TEYVN O GYECT LE TNV KIVNTIKOTNTO Kot
TN VOLOOIKOTNTO, £XOVTOG T1 CLUUETOYIKOTNTO KOl TN 0140p0oT| O KOO TOPOVOUAGTY.

['a Tovg oKomovE VTG TNG EPYACIaG, LOG EVOLAPEPEL OYL 1| TEXVT EV YEVEL OAANL
ocvykekpipéva 6co otoyyeio kot e€elMEelg oy otopio g téxvng cuvéPaiav 6To va
ouvoebel M TéYVN pe TN ovppetoykdtTTe, He To Kowd. Emiong, pog evolapépet m
oVVdEDT TG TEYVNG He BEpata enikalpov Kovmvikoy TpoPfAnpoticpod kot OEpata mov

aPOPOVY TOV OCTIKO YMDPO TIG TEAEVTOLES OEKNETIES.

1.2 Xovroun 1otopixn ovadpoun otic aoVvONKeS omo TS OmoIES ava.dDONKAY VEES LOPPES

VEOTEPNS TEYVNG

Tov tehevtaio aidva, vMpEe £va vEO PEOILOL CUUUETOYIKOTNTOG OTIC TéEYXVES. Me auTov
TOV TPOTO, 0 POAOC TOL KOAMTEYVN YIVETOL TO TPOCITOS KO EKKOCUIKEVUEVOS, EVOD
TOPEAANAL OVOGLVTACCETOL WG TPOG TV gveMEia Tov.. Evavoua tov aAlaydv avtdv
OTOTEAECAY Ol (POVTOVPIOTEG KOl Ol VIOVTOIOTEG, KOl £MELTO. Ol KOTOOTAUCIOKOL Kot Ot
Fluxus, mov og 6Aa toug Ta épya ¢ performance art,' conceptual art,” land art’ ko
oAb Tpdogato g relational art' dovAeyav oe o Kown KoTELOVVON pE GKOTO VOl
EVEPYOTOMGOVY TO KOO KO VO TO KOTAGTNGOVV TEPIGGOTEPO GLUUETOYIKO, Vo BEcovv
TN OOVAELA TOVG MG EUMEPIa, Ol OC AVTIKEINEVO. AALA TAOC akpIPOS GLVERN aVTO Ko

Tola €lval 1 16TOPIKT S1O0YN OTN LETAPLOUNXOVIKT ETOYN;

Olec o1 Bewpnoelc mepl TOMTICUIKNG OpoaoTnpoTToS avipetonilooy v
aAnienidpaon o¢ Poacikd kot avamdonacto otoyeio (Schechner 2003 8-19). O
TOMTIoHOG  epmopevpatorombnke (Mc Grait, 1990: 73-74) ot petofropnyoviky
EMOYN, KL £TGL 1] «OVLGTOGCT] TOV KOWOO» avaTpopodoteital. Me tov epyoprd Tov £1KOGTOD
advVa, 0 POAOG TOL KOAMTEXVN GPYIOE VO GLUVOEETOL GuecH pe TNV VmOpPEN NG

KOWOTNTOG, KOl 0 KOAMTEXYNG YivETal O TPOGRAGILOG KOl TPOGITAS, OVOTTUGGOVTOS
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Nt
Ewoéva 1: Marchel
Duchamp, Fountain [1917]
oxéon He TO KOwO. AmO ™V GAAN, Ol KOAMTEYVEC APYIOOV VO GUUUETEYOLV LE
SlPOPOVG TPOTOVG GE HOPPEG EKPPUONS, Olevpvivovtag He avtd Tov TpOmo TNV
KOW®VIKT KOl TOALTIKY] TOVG VTOGTOON.

Otav Eéomaoce o Ilpotog Tlaykoouog IIoAepog, o @OVLTOLPIGUOS KoL ©
VIOVTAIOUOG MG KIVALOTO £0M0CAY OmAvINGN HE TO TEPLEYOUEVO TOVG 6TO Pilono KAipo
™me emoyns. Ot koAMtéyveg éywvav O GQUECOL KOl TPOGLTOl, YPNCUYLOTOincaV
KaOnpepvé LAMKG ¢ GUVTEAEGTEG TNG ONUIOLPYING, CAAL KoL T GUUUETOYT TOL KOOV,
YL VO YEQUPMGCOLV TO YACHO TOV €ixe dNuovpyndel avApeso GTOVG £0LTOVE TOVG KOt
T0 KO0wo. Embupovcav vo eTKOVOVAGOUV LE TO KOWO, KOl HE OWTOV TO TPOTO Vo
KEAVOUV TNV KOAMTEYVIKN OpacTnptOTNTa Vo Yivel TeplocdTEPO Evavoa Gu{TNoNG Kot
dAdyov, Oyt o Evag avtdpeckog povoroyos. To 1917, o Marcel Duchamp vréfale
éva ready-made avtikeipevo pe v emovopio Fountain o pa £k0gon mov dev dgydTay
™ Aoyokpioia, g New York’s Society of Independent Artists. To ékBepo ameikovile
éva ovpntpro. To amotérecpa Mrav vo amoppipbel and v Emirponr. Qotdco, 1
dnpoctdtTtTa Tov £AaPE TO GLYKEKPEVO £pYo GAAG Kol 1] GLINTNON TOL ETAKOAOVONGE
T0 £QEPE OTO MPOCKNVIO 0G0 Alya €pya oto mopeAbov. Arydtepo yvwotd sivor to
yveyovdg 6tt o Duchamp elye onmpiovpynoer to mpdto audible ready-made pe mv
emwvopion 4 bruit secret («Me kpoed BopuPor). To £pyo avTd omotelovVTay amd 300
urpovt{va mdta mov dNUovPYoLV €val auviypotikd Nyo. ‘Htav éva €idog téxvng oyt
GUUUETOYIKO, OAAL €VVOLOAOYIKO, TO OTMOI0 OVLGLUCTIKA AELTOLPYOVsE MG £PY0 HOVO
péoa amd TV mopovcio Ko TNV evepyod cvppetoyr tov kowov (Hulten 1993). 'Etot
evromiletol M AppnKIN OYECM UE TNV OMOi0. GLVOEETAL TO €£PYO WE TO KOWO Kol Ol
AULPIOPOES SVVATOTNTES KEVEPYOTOINGNG TOV £PYOLY.

Me 10 mépacpa tov ¥pOvov, M OVAYKN VA GLUUTEPIAAUPAVETOL TO KOWO GE
O1apopec Opacelg Kot Epya €yve Mo £viovn kot eKONA®ONKe 1010itepa o€ SLAPOPES
vtavtaiotikég performances (Bretton 2003) mwov Adupavoy ydpo 6 ovoIKToNG YHOPOVG
Kot OpOUOVS OAAG KOl GE GLUAAOYIKEG COPIETIKEG TOPACTACELS Omd TG apyés tov 1920
(von Geldern 1993). Ioyvpd Odetypoto TG VEOG EMTOYNG YOO GUUUETOYIKOTNTO

anotédecay apketd épyo tov John Cage, Guy Debord kol T®V KOTOGTOGLOK®V
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eupiTEPQ, OTMG KOl TNG WT®VIKNG opddag Gutai, To omoio vINPEAY TO TPMOTO EPYAL LE
TO. TOPOTAVEO YOPOKTINPIOTIKA 0TS KOTAYPAPOVIOL GTNV 10TOPio. NG TEYVNG OTOV
VOTEPO OLTIKO TOMTIGUO.

To 1952, o Guy Debord, mov e&iye pvoer ™ mopQvikn opdda TV
KOTOOTOGIOK®OV 0O TO, ATOLEVAPLL TOV VIOVTE KOl TOV GOVPENAGLOV, dNUovPYNCE TO
molvovi{ntuévo Hurlements en faveur de Sade (Ovplioytd yia yopn tov Zavt). To @A,
wwitepa PLoGTOGTIKO YloL TNV €TOYN TOV, OEV NTOV TP o TpofoAn padpov TNV
006vn cuvodevdpevn and tov Nxo Tov mpotléktopa. Katd dwwotuota, Aevkd edTo
TapeUPaAlovToy Kot akovyodTay TaPIAANAL £vOG SLIIAOYOS, EVG EMEITO OAN «ETEPTOV»
670 oKOTAdL TG 006vNG. Onwg ot Aevkoi mivakeg Tov Rauschenberg kot ot GlOTES TOV
Cage, n tawvia Tov Debord evBdppuve 10 Koo vo eumlokel mo evepyd oe o Oyt
TPOPAVY EPUNVELN TOV £pYOV, TOV BactlOTaV GTN LN avaUEVOUEVT poT| Kat eoTiale otV
avTidPAoT| TOV KOO MG GTOYO.

Evo o Cage kot GAA01 KOAMTEYVES TPOGKAAOVGOV TO KOO VO GUUUETAGYEL 1} VOL
épBel og eman pe TO £pY0 e TOV €va 1] TOV AALO TPOTO, Ol KATOGTAGLOKOT AELITOVPYOVV
®¢ avTiAoyog, dlvovtag o mo elebBepn popen ot téxvn, N onoio amaAhdcceTon amd
tov kabaylacpd tov ewdriov. «H mo emnelyovca ékppacn tng eievbepiocy, Eleyav,
«Elval M KataoTpoen TOV €0MA®V, KUpimg OToV TEIVOLV VO AVTITPOCOTEVOVY TNV
elevbepion. O KOTAGTOGLOKOL, LE TOV OPO «YLYOYEWYPAPIO» KOl TPOKTIKEG, OGS TO
dérive, epoprovcav 6TV TOAN e HOVOSIKO TOVS YVAOUOVO TO EVOTIKTO Kot TNV emtfupia
va tepmynBodv ympic cvykekpévo mAdvo péca otnv moAn. Ot 1610t anéppuntav 610
HOVIQESTO TOVLG TN OLUpETOYN] TOL (HaliKoy) KOOV, KATL TOL TPOUKTIKA (AVNKE
adVVATOV 6TO LEAAOV O TNV 1Ot TV €QPapLOYN TOV BE®PL®dY TOLG.

To 1957 m Lettriste Internationale (Aetpiotikny Awebvng) evobnke pe tov
Yoyoyeoypapud XOvdoeopo Aovdivov (London Psychogeographical Association),
onuovpyovtog v Kataotacwokny Awebvr (Situationniste Internationale) (Debord
2006). H oupddo mpowBovoe v 10éa 0Tt 0 kaBévag pmopel va givor kKaAMtéyvng,
®OTOCO Yoo TNV 1010 TV ouddo M 10€a avT NTaV ACOUEOPN, OTMG CVILPOTIKA
SKNPLGGAV KOl GTO HOVIQESTO TOVG TO 1963: «H 1éyvn yuoo tnv téyvn €yl TeEleldoEL:
elvatl dpa vo GLVEIONTOTOGOVE TNV appionun ddotacr e T€xvno», M: «n téxvn Oa
UTOPOVGE VO OMOTEAECEL  KOAMTEYVIKY  wevdaicOnon 1n/kot avapvnon - pog
wpovmapyovsag mpoypatikotntac, H téyvn umopel va yivel katavont) peéca amnd

katanieon oy (Vartin k. &. 1964).
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Ev 1o peta&d, oty GAAn mievpd tov mhavntn, oynuatiCetot to 1954 o opdda
pe to ovopa Gutai. Ta péAn g eumvevotnkav amd toug Loypdeovg e Néag Yopkng,
kol kupimg tov Jackson Pollock. H 10éa ftav va dobei éppaocn oe dca copforilel n
TéYVN Kot ot dpdiom YOpw amd avtd: 1 € VN KoAovvtay va, YiveL To avOpOmOKEVTPIKT
Kot vo, ouvoebel pe v kowovia. Gutai 6To LOTOVIKA ONUOIVEL «CLUYKEKPILEVOY, KOl
avtd aKPP®OG NTaV TO EVOLNPEPOV TG ORAdAC: Vo vOlapepBODV Yoo TNV TPAYLATIKT
Con, vo amo@lhyovV TNV OVOTOPAGTOCT, YPNOULOTOOVING VAKG ©¢ TETOw, YOptV
AVTAOV, KOl OTOCYOADVTOS TPOUYUOTIKE GOUATO GE TPOLYLUATIKO XDPO.

‘Htav évtovn oty atpudceopa o toryviodng didbeon kot aicOnomn. Amnd 10
1957 éwg to 1979, o Cage 61dae éva cepuvapio pe titho «Experimental Composition»
oto New School for Social Research ot Néa Yopkn. Xt duwackoario tov, £dwve
LEYOADTEPN EUPACT] GTN SIUPKELNL KOl GTO OPMUEVO APl GTO HECO (OTI GLYKEKPIUEVT
nepintmon, Tov Ny0). Avdpecso otovg padntég tov Nrav ot George Brecht, Al Hansen,
Dig Higgins kot Allan Kaprow, ovopota 15104tepol STUOVTIKG OTN GUUUETOYIKY] TEXVN TN
dekaetio Tov 1960. O Brecht, Hansen kou Higgins &iyav xaBopiotiky cvoppoAin oto
kivnuo tov Fluxus, evd o Allan Kaprow mpwrtootdtnce ce events, ta Agydueva
happenings, katd ™ didpkela TV oepvapiov Tov New School.

O Kaprow emnpedotnke and 10 PpAio tov John Dewey H téyvn w¢ eumepia
(Art as Experience, 1934). 1o BiAio avtd, mov apyikd ftov 1 Katoypaen (o cepd
daéEemv oto XapPapvt, o Dewey vmoompilel 6T1 1 aioOnTiKy dev pmopel va yivet
avtinm Eexoprotd and v avBponivn eunepio. O GOYYPOVOG TOMTIGHOG Ogv £xEl
EVOOUATMGEL TNV a1oONTIKY ekTipmon oty kabnuepwn {on, Tpdyro ®cTtdco avoykaio
mpokelévoy va eykabwpvbel o oyxéon avapeoco ot ooOnTikég eumelpieg ™G
KaBnuepvotTog Ko 0,11 PpiokeTon 010 povoeio wg téyxvn. H avaykn tov Dewey va
TAVTPEYEL TV TEXVT UE TV eumelpia, 1 evepyntikn B€on tov Pollock yia ™ {oypaekn
kot M éueaocn tov Cage otn Odpkewn OAAG Kol TO TLVYXOHO GULVIEAEGOV GTO Vo
eumvevoovy tov Kaprow, o omoiog v télel mepiéypaye Tov €00TO TOL MG «un-artisty»
(Kaprow 1971). O Kaprow 1oyvpictnke Ot Ta events mov dpyloe Katd Tn SdpKelo g
14Eng tov Cage v dvoiEn tov idtov £Tovg, e T0 TEPOS TG OacKAALNG, NTaV «proto-
happenings».” To épyo tov His Eighteen Happenings In Six Parts é\aPe ydpo ot
ykoiepi Reu g Néag Yopkng. To dpapevo avtd amoteovviay omd o Gelpd GAA®V
pikpmv events, kot o Beatg kohovviav va mepuriavnOel otnv yKaAept pe okomd va

Yivel HApTLPOG HUKPADV EVEPYEIDV-TEPPOPLOVS OTOV Lo YUVOiKa GTOPEL TOPTOKAALAL,
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eEVD o€ évav dALo yopo KaAMTEyveg (oypapilovv katl o€ £vo Tpito dMUATIO pict OpLAda
avafet omipta, evd 6T0 TELOG pa opdda Tapdyet xovs amd modkd wotyviow. To 1961,
n dovAied tov Kaprow pe titho Yard, moryvidong oAAd Kot a@npnuévi) ToVTOYPOVa,
véuoe tov xopo g ykaiepi g Martha Jackson pe Adotiyo avtokwvntov. Ot
emokénteg iyav mpookAnbel yio va ayyifovv ta aviikeipeva, va épBovv oe emaen Le
GAAOVG KOl €V TEAEL VO ODGOLV ADGELS Y10 TO TAOS LWITOPOVV Vo, ¥pNSLLomoinfodv avtd ta
avtikeipeva kolvtepa. Me v 10éa evog mepiPdArlovtog mov eumvéel péco amd To
oLy viol, EVTPOGAPUOGTOL Kol Oyt cuUPaTikoy, purnKoy Bepédia Yo To oy vidl L mo
EKAETTLOUEVOVG OPOVG, MG «EYYPAIOTO Ty Vidow, OTwg To opilel o Huizinga.

MoOntéc g 1aéng tov Cage oynudrticov o opddo yvoor) ¢ Fluxus. H
opdoa avtf elye Tovg 1d10VG oTOYOVS pe T happenings, vo kotappiyel Oniadn To
oteyovl PETOED TPAYUATIKOTNTOG Kot TE(VNG. H 01Kn TOuG TOKTIKY emKeVIpOVOTAY
TNV 0PYAVOCT IKP®V events Tov kabEva TOVG amoTeEAOVCE Lo KAAAMTEYVIKT EUTELPiaL.
Ta events avTd AMOGKOTOVGA TEPIGGOTEPO VO, ETKEVIPDOGOLY TNV TPOGOYT TOV KOOV
oe koOnuepwva Béuata. To épyo tov Georg Brecht Drip Music eival éva €pyo to omoio
Baciletor otov Mxo mov mpokael N pHeTapopd vepoL avdpesa ce dvo doyeia. To Kowvd
TapokoAovBovce 6Tov Babrd mov PUTOPOLGE VA OVTEEEL TOV EMOVOAOUPBOVOLEVO NYO.
"Etot Kot TéAL 1] GUMMETOYN TOV Kowov Tftav eppéons amapaitn. Ta Fluxkits® frov
eniong uépoc tov kwnuotog Fluxus. Ta kovtid ovtd cvumepilapufovav Sidpopa
OVTIKEIHEVO, OV TOPOTPLVOV TOVG GUUUETEYOVTEC VO TO. YPNOLUOTO|COVV GOV
mayviow. ‘Etol n éyvn Eepedyet and ta Opa g BedpNoNG TS MG OVTIKELLEVOL Kot
yiveton aviiinm) meplocdtepo o¢ epmelpio. Mwvipahopods,’ conceptual art, land art,
performance art, sound art,® interactive art xat relational art, 6Aa Eexivijoav amd v
avaykn va, omaAdayet 1 T€(VN oo ToV aveSApPTNTO AVIIKEUEVIKO TNG YOPAKTIPO KoL Vo,
coumepthdfel to kKowod. To ampdfrento mov mephapuPavel 1 GLUUETOYX TOVL KOOV,
OT®G KoL 1 YPNON TOV ONUOCIOV YDOPOV, dIVOLV VEEG OLUGTACELS GTNV TEXVN, 1| OOl
petafdAietor avdroya oe kdbe event péoa omd T SAOPACT LE TO KOO KOl TOV YDPO
GTOV 07010 TPOYLLATOTTOLEITOL.

EE opiopov, n ovppetoxikn téyxvn mpobmobétel ) mapovsios aAAG Kot TNV
EUTAOKT] TOL KOWVOV. XTO GUYKEKPIUEVO TANIGL0, O KOAMTEXVNG OEV OMOTEAEL TOV
puOo TpokabopiGUEVOV POA®V, GYEGEMV, EVOC «GEVOPIOVY, OALAL ival O KOTOADTNG
Yo poe vEo, KaTaoTtaon kol VEES 10€eG. T elvol OU®MG GUUUETOYIKO GE HOPPES TEYVNG,

omwg M public art; Kémolog 6o pmopodvoe vo mer 611 n public art dve pnopetl moapd va
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elval GUUUETOYIKN KOl VO OOUOPPOVETOL HECH OO TNV OAANAOdpacT KOwoD Kot
KOAAMTEYVY, APOV OVOPEPETAL GE EVVOLEC GLAAOYIKES TTOV OLPOPOVV GTO KOO Kot {ntodv

) opdon kot avtidopacn tov (Kaprow 1966: 196).

1.3. KovAtotpa, molitioudg, t€yvy vmo 1o mpiouo e eCEMCHS Kou THS KPITIKNG

O Nikog Agpepting, oto apBpo tov «Kovitovpa kot Newtepikotnton (1988), avapépet
0Tt M AéEN KoLATOVUpO OmOSIdETAL OTNV EAMVIKY] ®G Toudeio. Xvyvh O0€ KOl G
TOMTICUOG, €VA Ogv Aglmovv kol GAAES HETAQPACEIS TOL OPOL, OTMOS TOPAEOOCT),
KaAAEpyela. A&iler ed® va avaeepbel kaveilg omn Bempio g Lalikng KOLATOVPOS TOL
epupaviomke tov 190 aidva kol avortoydnke 1010iTEPO TOV E1KOCTO audva, KOOMOG 1
e€EMEN NG TEYVNG Kot TO «lvorypd» tng Oyt HOvo oto €upy KOowd péco amd 1T
GUUUETOYIKOTNTO OAAG Kol pe TN paydoio e£EMEN ™G Tevoroyiog TIG TEAELTOIEG
dekaetieg elye emimtwon ot OAUOPPMOT TOV YDOPOL TNG KOLATOVPOS OAAG KO TNG
TOMTICUIKYG Oswploc. Oa  oavapepdd eVOEIKTIKG GE OMNUOVIIKOVG Kot Paoikovg
EKTTPOCMOTOVS TNG TOMTICHIKNG Oempiog kot tng Kprtikng Oesmpiog oviictoyo wg
ToapdYovg TOL KPTikov Bewpntikov mhaiciov péca oto omoio Bo avamtuéwm To
EMYEIPNUA OV Y1OL TNV TEXV UE VEEC TEXVOAOYIEG KOl TNV TEYVN GTO ONUOGLO YDPO,
aAAG KO Y100 TNV EMLOPACT] TOLG GTN CVYYPOVI TOMTIGLUKT Bewpia.

O Norbert Elias, oto £épyo tov H eCéAiln tov molitiouod (ehh. £kd. 1997), e€etalet
™V avBpOTOTNTA OMOTIKE, He KPITNPLo TG EEMEMOTNTAG TNG TN YVAOOT. X€ VT TNV
anoPreyn avroamokpiverat o mepipnuog tporoyog tov 1968 oto Piiio, Exel exBétet 1o
Be@PNTIKO EPUNVEVTIKO TOV GYNMO, TO OTTO10 EPEIOETOL GTO KOWMVIKO YiyvesOat Ko Tnv
Kowvovikn oxéon. H kpitikr| tov otov Talcott Parsons avadeikviel toco v 1d€oAoyio
OV LTOKIVEITOL OO €Va OTATIKO GUGTNIO OGO KOl TO YVOGIOAOYIKA TPOBANLOTO TOV
npokvmtovy. O Elias dtatvundvel v vmodeon g @OVTAGIOKNG YVMOONG GTNV €V YEVEL
avamTuén Tov amofEpaTOg YVOGEMY OGTE Vo amodeiel 0Tt 1 aAnbela elval TowtdOoUN
™ mpaypotikdémrag. H vmokeevikdOmta ¢ avOpodmivng TpoOcANYNG Yo
TpaypotikdtTa. Kabopilelt v aAnfelo 1 T0 KOWOVIKO vONUo TOV TpaypdTov (tnv
KOGUHOEWKOVO TOvG). To (MU NG KOWMOVIOYEVECNG TMOV KPUTIKOV  IKOVOTHTOV
anacyoince tov Elias oto doxipo Ilepi ypovoov (eMh. £€xd. 2004). H emiyeipnpatoroyio

0V €0 otnpileror otn B€on OTL 0 YPOHVOG KAl O YDPOS Eivar TPOIOV oG HOKPAG
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1OTOPIKNG Sodkaciag 1 GVYYPOVY] OLOUOPPM®GCT TOVG TPOVTODETEL TV ATOKOT TOV
YD omd ToV £E® KOGLO, TOV E1VaL [0 EUTEPI0 GUYKEKPIUEVOV KOVOVIDV.

H xpitikn Oeswpio ™ Zyoc ™ Ppaykeovptne acyoldnke pe t polikn
KOVATOVPO, TNV EMPOAN TG eONTKNG TG Kot TV E0pAavion g cOYXpovNng TEXVIG.
Agdopévou 0t ) e€eMEWOTNTA TNG TEXVNG £XEL TEPAGEL O dLAPOpPa GTAdLN, Kot TOGO 1
TEYVN OTOV ONUOCI0 YOPO OGO Kot 1 TEXVN MG amd TS VEEG TEXVOAOYieg &ivan
GUVOESEUEVEG LLE TNV 1GTOPIKN aVTH EEMEN, e TN KPLTIKN OAAG KOl [E TNV TOAMTICTIKN
Bounyavia, ovaeépopat ot poliky] KovAtovpa vrnd To mpiopa TG ZYOANG NG
Dpaykeovptne, e€etdlovtag kaTd TOCO Ol VEEG TEXVOAOYIEG KOl 1 TEYXVN OYUEPO
akoAovBovv Tov opopo g «palikotnracy. ['a Tig avéykeg avtod Tov TOVIOTOG, Elval
ONUOVTIK M avaeopd ot ZyoAn g Ppaykeovptng, ™ omoiag ot Oepehmtég
acyoMOnKav pe TG €VVOLEG TNG KOVATOVUPOS KOl TOV TOMTIGHOD GE TPOTYOVLEVES
OEKOETIEC OOKAOVTOG TOLG Opueion KPTky. XTOY0g pov eivor vo deiw mdoo
amopoIkomoOnNKe GTNV TPAYUOTIKOTNTO 1) KOLATOVPO GTa. XpOVie TOV aKoAovOnGav,
EMTLYYAVOVTOG VO TPOCEYYIOEL TO KOO KOl OVOTPOPOOOTOVTAG TNV KOVATOVPH Kol TOV
moMTIopHO pe véo mepiexopevo (PA. Kepdhowo 5 ko 6, kabdg ko Zoumépacpa). ‘Eyet
eMiong evolaPEPOV vo d0VUE GE OVTO TO MAOIGLO pe mold kPP Evvola M T€xvn
Bpioketon oe e€dptnon pe ™ Hollkn KOLATOVPO KOU VO KOTOYPOWOLUE Tr OUVINTIKN
KPITIKT] KOl TV OVO Tov pmopel va dwtvmmbel vwd to Tpicpa TG XY0ANG NG
Dpayk@oHPTNC.

H ZyoAn g @paykeoOptng aoyoAndnke pe to Tt givor 1 téxvn Kot 1 KOLATOOpa
Kot oG xpnoyoromdnkay oty kowovia. TTuprivag e kpitikng SHAEKTIKNG givat 1
OYEON  TEYVNG-TOMTIKNG, TOL OvAyeETal GTO TPOPANUO. TG ohvoeoNng TEXVNG Kot
mpaypatikdtTag. O 6pog «moMTIoTKn Propmyovion epgovileTor yio TpdT) Qopd oTo
kelpeva tov Bewpntikdv g ZyoAng g @paykeovptng (Hartley 2005: 10). Baocw)
évvola NG kPTG Bempiog Tovg, n omola elxe G GTOXO TNV AVAALGN TG KATAGTOONG
TOV OVOPOTOL MG FPDOVTOG-KOIVOVIKOD VTOKEUEVOD GTO TAOUGIO TNG KOMITOMOTIKNG
owovopiag. Ta dropo elval  HOPOGUEVO  OVAUECO OTNV  «OAAOTPIOTIKY KOt
aALOTPLOUEVT €pyacion TOVG» Kol TN «AATpeion» Kol KOTOVAAWMOTN «IEPITTOV Kol
EPNUEP®V TPOTOVTOV» KOTA TOV «EAEVBEPO YPOVO» TOVG, ONMMC eMPAAAETOL OO TNV
kaBeotnivia tdén tpaypdatev (Horkheimer & Adorno 1947: 10). e avtd 10 mpiopa, n
peEAETN ™G HalKNG KOVATOUPOG Kol TV TPOT®V TOPOY®YNG Kol AETOLPYioG NG

oLVOEETAL OE0AOYIKE e TNV «WWTIKN ceaipa g vmopéng tove» (Horkheimer &
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Adorno 1947: 11), eved diénet ko yopaktnpilel opoimg OAES TIC TTLYES TG AVOPOTIVNG
vrapéng (Horkheimer & Adorno 1947: 69).

H poalikn kovAtovpa emvonOnke yw vo yepioel tov eievbepo ypdvo Tov
avOpdTov, TOV ¥POVO TOL TOL QAPNVEL 1 GOKNGCN UG OpBOLOYUKOTOINUEVIC Kot
UNYOVOTTONIEVIC €PYACIOG KOl 1 GUUUETOYN GE Ho ovovsLo SovOpdTTIv GuvaALay™
Kol emon (Zapikoag 1984). O Marcuse mpoomabel vo amoca@nvicel vvoloAoykd Kot
ONUOGIOAOYIKE TNV €vvola TG KOVATOVUpaG. Atakpivel TNV KOovATOOpa amd TOV LAIKO
TOMTIGHO KOl OVOOEIKVVEL KOTNYOPIES LLE TO, TOLOTIKA YOPOKTNPIOTIKE TOVg (Zapikag
1984).

O Marcuse GUYKEKPIUEVO TPAYUATEVETAL TNV £VVOlD TNG KOLATOVUPOS G
YEVIKOTEPNC amd TV €vvola NG T€YVNS. Avayvopilel oty KovAtovpa 1 dvvotdtnTo
TPAYUATOONG UG GUUPIM®OONG LE TNV KOW®MVIKY TPOYUOTIKOTNTA, OAAL Kol TNV
avtovopio ™¢ agov vrepPfaivel Ta Oplo TG KOWMVING, EVPICKOUEV GTN COAIPA TOL
vrepPaticod. H «oaAnBeio» avtg g vrépPaong evromileton otnv 10€a ™G VmapEng
avotépov ayabov amd Tto VAKE, ta omoia Ppiokovtal kot mapovcsidlovior otV
KOVATOUPO, GUVIGTOVTAG TOV «KoTopotikd yopoktipo» g (Horkheimer & Adorno
1947: 69).

Ov Horkheimer kot Adorno toviovv 6tt ot poaliky] KovAtovpa 1 «a&ion, og
KPITNPLO0 TOV TOATIGTIKOV TPOIOVIMV, GUVOEETAL LE TO YPNUATIKO TOVS OVAAOYO KOt
uoévo, yopic ovtd vo aviioTolyel oTIC «mpaypoatikés allegy, Omwg to vomua, yo
napdderypa (Horkheimer & Adorno 1947: 73). Q¢ ocvvénewa, 1 éugaon divetal ot
TPOOTOAOYIGUEVT] AETTOUEPELD EVAVTL TNG OVGIOG, 1) OO0 EMAVEPYETAL JLOPKADS, KATH
Baon amapdAraktn, pe TV Hopen avotnpd tpokabopiouévov «tinwv» (Horkheimer &
Adorno 1947: 69) H aotkn aioOntiky] Oewpia Kotadnyel wotdco oty oaicOntikn
avtovopia tov épyov. O Marcuse Bewpei 0Tt 1| AvOTEPT KOLATOVPO GLYYWVEVETAL [LE TN
paduen kKo yivetor pépog tg. H Propunyoavikn kowvovia Kot 1 EUTOPELIOTOTONGT TOL
TOMTIGHOD UEIDVEL TOV EAEVOEPO YPOHVO, PAIVOLEVO OTTOAVTMG EMIKOPO KOl OTIG UEPES
LOG, OTO TTOYKOGUOTOMUEVO TEPIPAALOY, omd TNV Amoyn TOCO TNG VOLOOIKOTNTAG OGO
Kol TG KWNTIKOTNTOG TNG KOLATOLPOG Tov emiaAlel ypnyopeg emhoyég (Marcuse
1964).

H xprtikr| avdivon g cvyypoving Propunyovikng Kovmviag amortel véeg noké,
TOMTIKEG Ko ooOnTikég Katnyopiec. O andvOp®TOC YOpaKTPOS QLTS TG KOWMOVIOG

QOVEPDOVETAL GTO OTL «TOPAYEL Kol EKOETEL AGUEVOS E 0L OTOTVIKTIKY apBovia amd
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gumopevpata, eved otepel ta Odpatd e and avaykeg (otwkée» (Adorno 1951). H
ocuveNg mPOodoc ™G POUNYOVIKNG KOWVOVIOG HEWMVEL TOV Y®po erevbepiag Ttov
avOpomov, OAAG Kol KOTOOTEAAEL TNV avAyKn TOoL Yoo TV Vmapén &vog TETO0VL
nepifdilovioc. H emotqun xot 1 texvoAoyio umopodv vo  cupPfdiovv oty
anelevfépwon povo av avacvotafodv oe pia véa arcBavtikotnta. H véa vt exdoyn
Ba oTOYEVEL GTN KOWVEOVIKTY 0vad1apOp®AGT|, GTO VAl YIVEL KOVMVIKY|] TOPOYOYIKT) SOUVOUN.
To evdropépov pe T t€xvn eivor 0Tt Exet o agia Ekepaong TG ETOYNS TGS, AAAL
pe évav Tpomo pmopel va yivel Tavta ovTiAnNmT| og KAt mov £xel GLAANPOEL £KTOG TOL
xpOVoL GTOV oot TapdyOnke. YApyel TAVIO KATL TOV HETATPEMEL TN TEXVN OE L
dwypovikn aAndeta, 0nmg woyvpiletor o Lyotard. Zuyypodvmg, | téyvn sivor pio oYeTIKd
povtépva atia. [oti Opwg copPaivovy avtd ta eyyeipruata v téiel; Kat, oto miaicto
Mg vemtepkdTag, ol Ppioketar, av Ppicketal, 1 dPOPOTOINCT OVAUESH GTOV
TEYVOLOYIKO TEIPOUATIGUO KOl TO EPOTHLOTA TOV TiBeVTOoL 0md TN TEYVN;
Ymv —wiaitepa ploomacTikn yo TV enoyn— €kBeon mov dopyavobnke to
1985 oto Kévipo Pompidou oto Ilapict amd tovg Lyotard ot Chaput té6nke 10
gpomua av to quia otoyeio (Les Immateriaux) pmopovv va oArdEovv ™ oyéom
avapeco 6Tov VAKO Kot Tov un VAKO koopo. To epotnua avtd €xel 1ebel amd
TaPBEOOcT| TNG VEMTEPIKOTNTOS, KOT' €EOYNV OTOV KOPTEGSLOVO AOYO, MG €ENG: «TMG
umopel KAmolog vo petatponel og Kupiapyo g evong;». O Lyotard amavtd cg avtd to
onueio 0t  eEeMEuomnta ¢ Propnyavikng kowowviog (handling matter) oe xowvovia
g mAnpoopiag Ba elye moAd peydAn emidpaorm oto avBpomvo mvevua. Topa, ot
TEYVOLOYIES, KOl KUPIMG Ol TNAEMIKOIVOVIES KOl Ol EMGTAUES TNG TANPOPOPIKNG, LE TO
vo. amofnKeLOVY, Vo KOTAX®POVV KOl VO AmODAMKOTOl00V GTotyeld Kot TANPOQOopies
amoTeEAOVV £vo 6ToLyEl0 KABOPIGTIKO Y10, TN GYECT AVAUESH OTO OVOPOTIVO KOl TO DAIKO
otolyeio. Ot véeg texvoroyiec vanpEav 1 apetnpia Yo T eraocopio Tov Immatériaux,
TO KEVTIPIKO HoVTELD Kol To Pactkég kaAMTeyvikd péca g €kBeong. O mlovpaliopdg
TOV HEGOV OALA KOl O TPOTOG LE TOV OTO10 eKTEOMKOV ETETPEYAY dNUOVPYNGOV VOl
ouvBeto amotélecpa yuoo tovg emokénteg. Ov Lyotard wor Chaput petétpeyav v
EIKOVO TOV PEAALOVTOG GE [0l TPOLYLOTIKOTNTO OTOV eMoKENTES Bl €lyay T duvatdTNTaL
va pi&ovv o patid og 6ca Ba EfAemav kKamowa ypdvia apyotepa. Ot Lyotard ko Chaput
ypNoonoinsay avtn tn npatn £kbeon g ocvvOeTo PEGO Yo vo. EvacONTOTOGOVV
TOVG EMIOKEMTEG OTOL OMOTEAEGLOTO TMOV VEOV TEYVOAOYLUDV OTNV KOWMOVIN Kol OTO

drTopo g OVTOTNTEG.
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Avapépel o Lyotard: «H mpoomdBetd pog £yKeitor 6To vo EToVITpOsIOpIGOVLLE
L. CEPA EVVOIDV Kol TPOYUATOV Kol Vo O0VUE TNV TPOPANUATIKY] TOVLS 0o
PILOCOPIKT OKOTMLd, 6€ éva TAaic1o pe Baomn 1o avBpdmivo €idoc. Ot véeg TeXVOLOYIKES
epapuroyés 6co eivar evolopépovoeg etvor kot mpoPAnuatikés, otov Pabud mov
TPOooTafovV va ETAVaTPOsdlopicovy T Béon tov avBpdTov 68 oYEoN e TO KOGLO, TOV
{010 TOV €0VTO TOL KOl TOVG TAPOAOOGLAKOVS TOL GTOYOVG, TIG IKAVOTNTES TOL KOl EV TEAEL

v 1010 TV TawtdTTA Tov) (Blisténe 1985).

1.4. H avOpwmoloyikn mpoaéyyion e téxvns kai ) ovufoin s otny molitiouixy Oewpio

O Jean Baudrillard, 6yt o¢ 1otopikdg téxvng aArd Kotabétoviog v ovOpOToLoyIKY|
OTLTIKY] KOl TNV EMLGTNOVIKT] TOV HOTIH, EKOVE LEPIKES EVOLOPEPOVCES TOPATNPNGELS Y10l
Vv €EEMEN TG TEYVNG, apYNS YEVOUEVNG amtd To épyo Tov Duchamp: «OAn 1 kowvotomio
TOV KOCUOL TEPVO HEG OTNV a1oONTIK Kol, avTioTpOP®SG, OAn 1 oucOntikn yiveton
KOWOTOTN: T0. 0VO TEdin, TNG KOWOTOMIOG KOl TNG OeONTIKNG, WETAALAGGOVTOL, LE
QOTELECLA 1] LCONTIKN HE TNV TOPAOOGLOKT] CNUOGI0 VO OTAVEL TPAYLOTIKA GTO TEAOG
mo». Kov ovveyiler, ot ovvévievén pe titho «H téyvn petald ovtomiog wot
wpoPreyncy (Baudrillard, 1996): «['o péva, to yeyovog 6Tt OAo¢ 0 KOGHOG YiveTal £val
a1oONTIKO OVTIKEILEVO ONUOTOO0TEL KOTE KATO0V TPOTO TO TEAOG TNG TEXVNG KOl TNG
a1sONTIKNGY. ¥t ouvvévievén «Apyilovtog amd tov Andy Warhol» (1990), o
Baudrillard vroompilet 6t1 T0 épyo Tov S1donov ApeptkavoD dev eivat TOGO €va £pyo
TEXVNG 0G0 £va «avOp®OTOAOYIKO GUUPAVY, Eva QOIVOLEVO TNG EVPVTEPNG TOMTIGHUKNC,
Kol Ol TNG oTeEVOTEPNG EKOOTIKNG TéENG. H unyavy Warhol 1conédmoe ta ancOntikd
nOn, dwivovtog «to vrmokeipevo g TEYVNG, Tov KoAMtéyvny. O Baudrillard
vrootpilel g 6tav o Warhol éptiace tig 32 Kovaépfes Lovmog Kaurel métvuye v
«avBevtikn mpooopoimony, kabmg to gumdpevpo-oNueio Kabayldomnke EKOGTIKA,
OaAAG Kot PE EPOVIKO TPOTO TOVTOYPOVA. Me avtd Tov TpdMOo, EVOVTIOONKE «avbevTikd
oV évvota tng avbeviikdtocy. Otav dpme votepa amd 600 dekaetieg EavapTage TIc
Kovaépfeg, amAdg avamopyoye «To QAVIaGHo TG Tpocopoinoney. O dg ekaoTIKOG
KaOoylaGHOC TOL EUTOPEVUATOC, VOTEPO OO TOGO KEPOT, EMOWE (QLOIKA Vo givat

EPOVIKOC.
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Ewodva 2: Andy Warhol, 32 Kovaépfes Zovmag Kaumel
(1962)

INUEPA, OTNV KEWKOVIKTY TPOYHOTIKOTNTO, TO OVTIKEILEVO «EYOLV KATOTIEL TOV

KaOpEetn Tovey. ZTOadlakd Eyovv odnynoet oe ovtd mov o Baudrillard ovoudlet
COAOKANPOTIKN oucOntikomoinon tov koécpovy. H téyvn PBpioketon mAéov mavtov, yU
avTd dVoKOAELOAGTE VO TV eviomicovpe. Omwe to BTl YAapupd, kot pall emmdvva:
«H téyvm dev mebaivel, emeldn oev vapyet ma €xvn. [lebaivel, enedn eivar veepPoiikd
oAy, Ed® mapepPaivel kon n évvola g «dapavelocy: otav oOla kabictavior opatd,
1N 0pacn YAVEL TTLo, TO VONULA TNC.

>t0 «H téyvn... obyypovn Tov gavtov ™e» (2005), o Baudrillard Bewpel 611 1
ovyypovn Té€YVN gival N amoBéwon g oTyung o€ €vay KOGUO OV EMITOYVVEL YOPIG
Opovg Kol Opto. Ze o pdorn cvvoyilel OAN TV amopia, TNV aunyavio, £0¢ Kot TV
amooTPOPY] TOL VidOel évag Beotng TOV EKACTIKGOV, OTav PAETEL GMOPUEVES
gykatootdoels pe érolna avtikeipeva, kobog kot Pivieo pe avowovounteg (ko
OVEIKOVIKEG, UETE amd TOon emavainym) ewoves: «H téyvn katodnyel ot pn-ékbeon
un-épymv oe pun-ykaiepi — n omofEwon g TEXVNG ©¢ UN-GLUPAVTOS. AVTIGTPOP®S, O
KOTOVOAW®TNG KIVEITOL LESOL TNG Y10 VO TEGTAPEL T UN-0TTOANVCT] TOL OO TO EPYOL».

Oco yuo v mpotomopia, «dev Asttovpyel mia, 0pod T0 cVoTNA Elvot TAVTH dVO
EMOVOOTACEL Umpootd omd eude» (o 6ha ta mpomyodueva moapabépata, PA.
Baudrillard 2005). AAwote, évag omd Tovg Pacikodc oTOXOLS TG TPMOTOTOPING
enetedyOn: n v eoéPare ot (on, aALd oe T€To10 PBabrd doTe N TEYVN ®G S1oKPITO
avtikeipevo eapaviomke. H mpwotonopia, amd 10 pévog g evavtia oty (aoTiKn,
Kuplwg) €YV, 00N YNoE £netta amd pepikéc dekaeTieg oty 1oonédwon. H cuyydvevon
™G HE TNV KOWOTOMN TPAYUATIKOTNTO AMOTEAEL TNV €lp®VEia TNG 10106 TG TEYVNG TTOVL,
eKTOG amd To va givol KaBpEPTIGHO TG EMOYNG, OmOKTA vomua otav vrepPaivel v
teAeVTOAOL.

Me a&oveg ta dokipa «IIpog to onuelo eEapdviong g té€(vne» (1994),
«AoOnTikn yevdaicOnon kot dpon g yevdaicOnone» (1995) kot «H cvvepocio g
éxvno» (2005), o Baudrillard avélvoe v katdotaom g 01eBvodg EIKACTIKNG GKNVIG

tov 20 odva. Edd kar Myeg Sekaetieg, 1 kaoTIKh TéRVN, 1Bi0C 1 EVVOLOAOYIKT,
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Bpioketar ot10 emikevipo TOL evolapépovtog. Ta dedopéva ®oTOc0 EXovv aALAEEL
payodaio T0c0 pe Opovg auctnTikng kot errocopiog 6co kot pebodoroyka. Ilpoxvmret
TO epOTNUA: 7ol €lval 1 B€omn ¢ o€ oyéon pe 0,TL amoKaAovUE «TEYvN» Pdoel mo

TAPOSOCIUKOV OGONTIKOV KpLTnpimv;

1.5. Avaxepoloiwon

To mpoPinua g obOyypovng téxvns, toyvpiletor o Baudrillard, dev elvar otevd
KOAMTEYVIKO, 0ALL gvpOTEPA OVOPOTOAOYIKO. ME 0VTOVG TOVG VEOLS OPOVG OLVOADOVLE
TO KOAMTEYVIKO £PY0 GE OTOLOONTOTE LOPPY| TOV — EIKAGTIKO/MYNTIKO 1/K0l GLALOYIKO
project. project mov mpaypaTonolEiTol 6TOV dNUOGLO YDPO pe TN popen happenings,
events, performance 1 pe dAL0 TPOTO, £YOVTAG MG OTOXO VO EUTAEEEL TO KOWVO Kol VoL
anevBovel epoTiHaTo pe OpoLE TOMTICHIKNG Oeswpiog Kol ETKOIVOVIOAOYIOG
TEPLOGOTEPO AT’ 0,TL PE Opovg oTopiog téxvns. Kot avtd yati av apyikd n t€xvn ntav
O «ATOKAEIGTIKN (LOVGEWOKN, EKOEGIOKT), OTIC LEPES OGS 1) TEXVT EYEL TN duvaTdTNTO
va Pyaiver amd Tig aifovoeg, va yivetor OMUOCLO, GUUETOYIKN KOl VO OVOiyEL TOV
O1aA0Yo Yo «kowvay Bépata kKo avnovyies. H epunveia g t€xvng He Toug avoetnpovg
KOl AKOUTTOVG OPOVS OGS TOPASOCIUKNG 10TOPiag TG TEXVNG Olvel ) B€om g oe
TOALOIAOTOTN OMTIKY] OOV TOGO 1 KOWMVIOAOYIKT] 0G0 KOl 1) 0vOP®TOAOYIKN HOTLA
GLUUETEYOVY pall e TNV TOMTIKY| Kol EMKOWV®VIOKT Bempiot 6T GLVOLAUOPP®CT Lo
véag ToMTIGHIKNG Bewpiag. AVTO omoTeAel Amd PHOVO TOVL KOUTN GTNV IGTOPIKOTNTO TNG
TEYVNG, TOL OYL HOVO omtnyel TNV Moy TG OAAL GUVOLLHOPPAOVEL £va VEO YiyvecoHat
GUUUETOYIKOTNTOG.

Mepwcég  @opég, PéPata, M OTOTEAECUOTIKOTNTO  OVTOL  TOL  TUTOV
GUUUETOYIKOTNTOG OlaKLPevETAL, Kol £0® OKPIPDOG STLTMVETAL KOl TO OKO HOG
epomua. H téyvn amotelel amd pdévn ™me tov kabpéetn yio pio emoyn péoco omd v
omoio avtAovvTol oToryeion 0AAG Kot amevfuvovToL EPOTALOTO. XTI LETOVEDTEPIKOTNTA,
N ovton Yy ™ YOPIKOTNTA, TOV dNUOGLO YDPO OAAL Kol TN CLVEPYLNL TOV VEOV
HEG®V Kot TG TeYVOLOYiag otV ékppacn mailovv kabopiotikd poro. H teyvoroyia kot
Ol EMIKOWVOVIOKEG EQAPUOYEG TNG €0GOV TOAAEG OLVATOTNTEG OTNV  OVIOAAXYN
TANPOPOPLOV Kol 6T dNovpyio SIKTH®V, EMNPEAlOVTOC CNUOVTIKE TO KOWVMOVIKO Kot

moMToTkd tomio. IIpocdofnke emiong pi emmAéov O1dotacn oTn TELVN KOl TNV
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EKQPOoT HECH OO T1 GUVOPOUT TOV VEMV TEYVOLOYIDV. XTO KEPAANLO TOL AKOAOVOET,
Ba 60000V oToKEia Yo TN TEYVOLOYI, E01KA Yo TV EEMEILOTNTA TOV EPUPULOYDV TOV
aQOPOVV TOV YMPO, KAOMG 6 MOAAE KOAMTEXVIKA project ypnoloTolovVTol TETOLEG

EQOPLOYES Y10 TN OlEPEHVION TG 10106 TNG £VVOLOG TOV YDPOVL.

22



2NUELDTELS

1 To &idog TéYvNG OTOV N COUATIKOTNTO KOl O i010G 0 KOUAATEYVNG ATOTEAODV TO KOPLO HEGO
£KQPACTG KOl TPAYLOTOTOINONG 0T KoAAteyviky dwadikocio. H mepeoppave €xet tig pileg g
GTOV (OVTOVPICUO KOl TOV VTAVTAIGHO OAAG TTPE SOGTAGELS PALVOUEVOD TNG deKaeTieg Tov 1960
kot Tov 1970, ko pmopel va dmBel kot ¢ Tuqua ¢ evvoloroyikng téxvne. 'Eva mpdpfinua mov
OTOoYOANGE TOVG KAAATEYVES TNG TEPPOPUAVS, 1010UTEPO TNG TTPDTNG QACTG, TIG dekaeTieg 1960-
1970, Mtov 0O €QNUEPOG YOPOKTNPAG TOV WEGOL. AmO TNV opy ®GTOCO YWOTAV
KOToypa@n)/PvTEOCKOTNON KOl LOYVNTOPMVNOT, OVAAOYe UE TN OpdoT, WE TN ¥PNomn NS
QOTOYpOaPiag, Tov AN Kot Tov PBivieo. Olec ol dpacelg mpaypatomolovviay e dNUdGLo ydpo,
NTAV AVOLYTEG GTO KOO, KOl YOPIG AVTITIHO.

2 Evvolohoyikn t€yv). AVTOC 0 OpOG PN OLLOTOLEiTaL amd TO TEAOG TNG dekaeTiog Tov 1960 yia va
TEPLPPAYEL TNV KATNYOPIO TNG TEXVNG TOV OEV OGYOAEITUL TAEOV [LE TO OVTIKEILEVO MG GUUPOTIKY
pope téxvng. Ot evvoloAoyikol KOAMTEXVES OEV ONUIOVPYOVV Evav TIvaka 1 v YALTTTO Kot
EMEITO ETAVOTPOSOUPLOLOVV TIG 10£EG TOVG GTNV LILAPYOVGA LOPPT|. AVTIOETMG, CKEPTOVTOAL TEPOAV
TOV 0plOV TOV TOPAdOCIOK®OY HécwV Kot emetepydlovial Tnv 10€o o€ OmOw LAKAE Kot OTol
popen Oempodv  katdAAndn, Oivoviog EUQAcN TEPLOGOTEPO OTNV 100 TOPE OTO HECO
TPOYLLOTOTTOIN oM.

3 Téyvn tov tomiov: N KOAATEYVIKN Kol EIKACTIKY TapEUPacn oTo Tomio Kot otn von. Xe épya
UeYOANG KAILAKOG, PTCILOTOLOVVTOL KOO KOl EKOKAPELG KOl GAL POV LOTO, 0VATACT|G TOV
YDPOV.

4 Yyeotaxn t€xvr. O Bourriaud (2009: 113) v 6pioe ©G «EVO GOVOAO KOAATEYVIKOV TPOKTIKOV
ov AopPavovy ®¢ BempPNTIKO KOl TPOKTIKO OMUEID OvAPOPAG TO GUVOAO TGV OvVOPOTIVOV
OYEGEMV KO TO KOWVMVIKO TOVG TAIG10, 0VTi TOV 151MTIKOD KOl ATOUIKODY.

5 Oeutpikég KOAMTEYVIKEG OPACELS TOV TPOYUOTOTOLOUVTOL KVUPImG 68 Ydpovg TéxvNG. [ToArEC
QOPES, OVTEG Ol OPACELS TAAIGLDVOLY KATOL0 KOAATEYVIKY] EYKATACTOGT OV ¥PNGLLOTOLEL 1)),
QOGC, TPOPOAT EIKOVOV KoL GUULETOYT TOL KOWOU.

6 M ogipd amd odnyieg yio pio kaAMteyvikn dpdomn (event), TUTOUEVES GE IKPES KAPTEG KO
OLYKEVTP®UEVEG o€ €va, KouTi pall e avtikeipeva mov Ba ypnoipevay Kotd to event. Epmvevotig
Kol OMovpyodc Toug NTov o Maciunas, glyov 0& OKOTO v, TOPAGYOLV Lo GTNVI] KOl TPOGLTY|
BiBAobnkn povtépvag performance art (Kellein & Hendricks 1995).

7 X YEVIKEG YPOLLES, LE TOV OPO KUIVILOMGLOC) EVVOOVLE TNV GLOTNPN amovcio kdbe mepttTod
ctoyeiov oe €vo yopo, &va €PYo TEXVNG, £vo LOLOKO KOpdTL, po towvie, £T6L MOOTE Vo
EMKEVIPOVOLAOGTE GTNV 0VGIA TOV TPAEemv, TEPA amd KAOE EVIVTMGLUGUO.

8 Téyvn mov ypnolomolel Tov Nyo Kot oG PEGO Kot ¢ avtikeipevo. Ot pileg g ypovoroyoldvTat

23



oTIS epevpéaelc Tov povtovploth Luigi Russolo, o omoiog peta&d 1913 kot 1930 Eptiate punyaveg
OV avaToPNYayoy NYovs. Me v ymoetaxn teyvoroyia, n sound art &yel avamtvyBel, apov TALov
01 KOAALTEYVEG UTTOPOVV VO, SNULOVPYNCOVY OTTIKESG EIKOVEG MG OMOTEAEGLOL S1AOPUGTC YOV 1/KaiL

Vo TOPAODGOVV TOV EAEYYO TOV EPYOL UECH UIKPOPDVAOV 1) S10pOpmV a1cONTpOV.
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Kepdioo 2

H ovyypovn teyvoloyio wg epyaleio tng téxvig

H teyvoroyia dev amotelel avBpdmivn epedpeon, aild
HEGO EMAVOATPOCIIOPIGUOD TOV AVOPDOT®V.

Marshall McLuhan

To kepdAiaio avtd o e&etdoel v te)voAoyio kot Tig eEeAilelg TG oe oxéon pe tov
EMOVOTPOGOIOPIGHUO TOV KOIVOVIK®V KO TOMTICTIKMOV CYECEDV KOl TV EVIOTIKOTOINGN
™G mAnpogopiag. Ot e€elilelg g TEXVOAOYIOG £XOVLV SLOUOPPDOGEL VEOLG OPOVG
EMKOWVOVING, EKQPAONG KOl OVTOALOYNG WOEDV KOl TANPOPOPLOVY. Avtd €xel emidpaon
KOl GTOV YMPO TNG TEYVNG, O OMOI0g £XEL EVOMUATMGEL TOAAES OMO TIC KOVOTOLES
EQUPUOYEG TV VEOV TEYVOLOYIDV L€ GKOTO TNV €VPEID. GLUUETOYIKOTNTA, GAAL KOl TN
dtavoun g mAnpoeopiag pe dueco tpomo. Téog, N avdmtuén Twv VE®V TEXVOAOYIDV,
KOl TO0 GUYKEKPIUEVO OAEG Ol EQOPUOYEG TOL EMTPEMOVY TNV OVATTVEN 1TNG
KIVNTIKOTNTOG Kol TNG VOUOOIKOTNTOG O £va KOOEOTMG TOYKOGUOTOINoNG 1TNg
owovopiag 060 Kot d1eBvomoinong TV TOMTICTIKOV KOl TOMTICUIKAOV TPAKTIKOV,
&xovv ewoaydyel £va véo tpomo (NG mOv KATd GULVERELN £XEL OEIGOVCEL HECH TV
EPOPUOYDV TNG OTOV YOPO NG Hecomompévns téyxvng (media art) Kot tov pEcmv

emkowvmviag 01’ evtomicpov (locative media).

2.1. Kivyuikotyra, vewtepikotyTo,

Muw peydAn mpOKANoTM TG TEYVOAOYIOG OTIC HEPEG HOG €lval M KVNTIKOTNTO ®G
epapuoyn (software) otig teyvoroyieg g emkowvmvioc. H avantuén tov Aoyiopkdv
AVTAOV £XEL ONUIOVPYNGEL MG OMOTEAEGLO OLAPOPES VEOL TOTOV TOMTIGUIKES TPOUKTIKES.
H xovntwomto kot 0 aoUPUOTOS YOPAKTAPOS TNG TEYVOAOYIOG TOV TN GLVOOEVLEL

EMOVOIATPOLYLOTEVOVTOL TO EPATNLLO TOV PPIOKOUACTE GTOV YOPO AL KOl GTOV ¥POVO
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(avopopikd pe OAAOYEC TOL GLVTEAOVVTIOL GTO HEAAOV G OXEON WE O TOYLOUEVT
HOPPY] TOV YOPOL KOl TV dpdcewv evtog avtov). Daiveton emiong vo cuvocovtar pe
OV 1810 TOV YOUPAKTAPA TNC KIVIoNG Kat ToV achppatov texvoloytdv.! H adkayh kat 1
petafoin amotelohv 10 Pactkd YopakTnPoTkd TG teXvoroyiag og kivnon. H avdykn
VO OVOKOADWEL KOVEIG, VO TEPTYPAVYEL, VO KOTOVONGEL Kol Vo KPIveL TNV emidpaoT g
KN TIKOTNTAG oTNV KoOnuepvotnta omotelel €va Kivntpo YU’ auth TV €pevva, oALA
KOl [0 PpOPUN Yol T GVVOEST TNG TEYVOAOYIOG LE TNV EMGTIIUT KOL TNV TEXVT.

Ot Elliot ko Urry avagépovv oto Biiio tovg Mobile Lives 611 «n ghevbepio g
Kivnong amotedei v 1deoloyia Kot Tavtdypova Ty ovtomio Tov 217 awdvay. 'Onwg
otevkpwvilovy, M KIVNTIKOTNTO TOPEXEL TNV OPNYNOT, CLYKPOTAOVTAG TN OYECT TV
HOPPAOV «O€ KIvom» Kol KAVOVTAS TNV £Va «OIKTLO ETKOVOVIOK®OV, NAEKTPOVIKOV KOl
Kivntov cvotnudtovy. H guedvion pog kivnmg koveviog avadlapopavel To Tomio,
TIG KON UEPIVEG dpaoTNPlOTNTEG OALA KOl TIG OYEoELg e Tov evpvtepo kocpo (Elliot &
Urry 2010). Onwc meprypaest ko o Castells (2004), «to ocopo kot to pookd pog
emekTeivovTal Kol Olevplivoviol o€ OIKTLO JLIOPOCTC TOV  KIVIITOTOLOUVIOL OTtd
EMKOWMVIOKEG TEYVOAOYIEQ). ZTO GLUTEPACUA TOV dKoL g Piiiov, 1 Baym (2010)
ava@épeTol og OGovg Bopovvtar axkdpo T pn VIapEn SSIKTOOV KOl KIVNTOV
TNAEQPOVOL KOl UTOPOVV Vo KataAdpfovv 10 mmdg M €6PoAn Tovg €ivor cav va
epeavioTNKe amd 10 movhevd oV KOvOVIKY Hog (N KoL Vo ETIKPATNCE PE KATO0V
tpomo ot {on pog kaBoAka. Kdamowor BéPara mpocapuolovion otig véeg teXVoAoYieg,
dALot givorl eTKPITIKOL, VO KATO101 0PVOVVTOL VO EVOOUOTOCOVY TIG TPUKTIKES QVTES.
AMBewo, mowa eivor M Swdwaocio poviepvomoinong, Mnmwg m amomoinom TV
TPOKTIKOV OVTAOV YEVVA TOVTOYPOVO KOL TO EPATNLLO OTOTOINONG TS LOVIEPVOTOINONG
yvevikdtepa; O Pasolini €0ece Mon amd 10 1963 10 gpdOTNUA TL KAVEL TOV AVOpwTO
povtépvo (Léger,2013). Zmmv ynowkn «katdotoon, ovadvetor to  OEpa g
avOpOTOKEVTPIKOTNTOG GE [0 VEQ TPOOTTIKT: TL ONUAIVEL TO avOPOTIVO GTOLXELD Kot
TOG eUmAEKETAL 0 €va TEYVOKpPOTOUUEVO TEPIPAALoV; To epdtnua T givor akpiPdg
«avBpaomvoy dev Ba emAvbel puoikd oe avth TV gpyacio. Qotdc0, Hog eival YvmoTd
0Tt To. Opla TG avOpPAOTIVNIG QUONG OEYOVTIOL TPOKANGELS OMO TS TEXVOAOYIKES
epapproyég mov o dvBpomoc kotéomoe dvvatéc. Edm Ba efetactel povo to mdg ot
(QLGIKOL YDPOL OTAEKOVTOL L€ TOLG YNPLUKOVG. XTIC HEPES HAG, TO KvNTO THAEQ®VO
UTOPEL VO GUUTVKVAGEL AEITOVPYIEG EVOG «OTABEPOV» VITOAOYIOTN, £XOVTOC WGTOGO OLO

T0 OLVOUIKO Yot dpacTNPOTNTES cvvdedepéveg pe v Kobnuepwomtd pog (Fling
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2009). Xpnowomolovpe Kivntd tThAEP®VO TOAD EKTETAUEVO, YLOL VO, GLYYPOVICOVUE
olqpopeg dpactnprores. Tavtdypova OU®S, TPOKELTOL Y10, VO AVTIKEILEVO TTOVL EXEL
GUUTVKVOGEL YOP® TOL TNV oicOnon Tov TOAMTIGHOD OAAG Kol TNG TALTOTNTOS OTIC
pépeg pag (Ling 2008).

Ot véeg emKovmVIOKEG TEYVOAOYIES ovamTUYXONKOY e TETOWOV TPOTO MGTE VO
evieivouv T kowvavikég oxéoels. Tavtdypova, To Kowvwvikd mapayopevo potifo g
kvnTkomntag (Sorensen 2001) ovpPadifer pe T1g OVOSVOUEVES  ETIKOIVOVIOKEG
teyvoloyleg kol ta oviiotoyo cvotiuote. H emwkowvovia, ot mAnpoopieg kot m
KIVNTIKOTNTO UTOPOVV VoL OlEPELVNBOVV MG KOWVMVIKT EMLTAYY] TOV 0pilel TV Kovavia
pe 6povg mAnpoeoplakovs. Idwaitepa ta Tpdseata ypovia, N avaykn tpdcfacns otnv
EMKOIVOVIO KO TIG VANPEGIEC TANPOPOPLDY, OTOVONTOTE KOl OTOLOONTOTE GTIYUN, EXEL
KataoTel GOENG, KOU M YNOoKkn Kvnt) tiepovia €xet AaPet peydin amodoyn kot
éktaon, €yovtag yivel amoltwg avaykaic. To Kivntd TMAEPOVO OVOTTUGGOVTOL KO
aAArdlovv avdroya pe v avimtuén mov opiler to Awadiktvo. Ot epapuoyég mov
OVOTTTUGOOVTOL £YOVV TPOCOPTNGEL VEEC dLVATOTNTES OTO GLUPATIKOV TOHTOL KvNTd
TAEPWVA, TO OTTola, MG «EELTVOY KIVNTO TAEOV, UTOPOVV Vo TapEYOVV dLVOTOTNTES
ocv{itnong, TANPoPopiag, TPOGUVATOAGHOD, TOTOBETNONG GTOV XMPo, EMIPAeyYNS Kol

yoyaywyiog.

2.2. A7o Vv yn@eioaxoTtnTo, 0THY KIVHTIKOTHTO

Ao ™V GAAN, 6w moAD gboToya mapatipnoe o Lev Manovich (2002), evéd to 1990
Ntav 1N dekaetioo oL avaPePOTaY otV Ynerakodtnta, to 2000 emoTpéPel Kot TAAL GTOV
evowd yopo. To 2005, o McCullough mopatmpovce o0tL to yneuokd odiktva dev
Swywpilovtar mAéov amd Vv apyltektoviky. H mAnpogopikn €xel cuvoebel pe v
KOWOVIKN Kol TEPPOALOVTIKY] oLVOETOTNTA GTO LIAPYOV PLOIKO TepPairov. H
TOPOTHPNOY TOL divel EUEOoN OTN HETAUOPP®GOT TOV aoTikoV Tomiov. Ot Toielg dmov
KOTOWOVE, 0ALG Kot Ot dpOpotl péca amd Tovg omoiovg 1§ eEgpevvoile, Ppiokovtal 6
ouveyn Odpacn e TANPOPOpPieg TOL eUmAOVTICOVY TNV EUTEPi LOG GTNV TOAN.

O Paowkdg 1oyvpiopds 0Tt ot actikoi ydpot vpidomolovvtol (de Souza e Silva
2006) ocvvoéetor pe 1o yeyovog Otl, OTmG 1o €xel datvndoel o Castells (2007), ot

KWNTEG TEXVOAOYIEG OVOSIOLOPPAOVOVY TO VO TOL XDPOL, KAOMG 0md 0TOVONTOTE Kl
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oV TO LTOKEIPEVO/ 0 Op®V/ 0 GUUUETEY®V EMAEEEL VO ETIKOVOVIOEL | VO EKQPACTEL
(avaAOY®G TNV TEPITTOON) KOl VO EUTANKEL GE 10 ETIKOIVOVIOKT GYECT, WTopEl Aueca
VO TTPOYLOTOTOGEL TOV GKOTO TOv. AKOAOLOMOVTOC 0VTOVE TOLG GYVPICHOVS, &ival
EVOLIPEPOV VO TOPAKOAOVONGEL KavelG DG TO Kvntd TAEPOVO KaOIGTA Kavr TN
d1adpaon He 1o d1adikTLo EVTOg TG avBpmdmvng dpactnprotrag. O xpovog Kat 0 YOPOg
amoTeEAOVV T0 KaBoPloTIKO TAAIGI0 YU OVTEC TIG dpACTNPLOTNTES, TOL OlEEdyovVTOL GE
TPAyHaTIKO YpoOvo Kol elvar oe ovvdeon pe tov TOmo defaywyng tovs. Emiong
emPefardvouv oV 1oYVPIOUO OTL KOKOUO KOU GE L0 ETOYN TOL 1 AmOGTOOT) £)EL
appioviel og mapdyovtag, M tomobecio dev Exel mAweL va Toilel ONUOVTIKO POAO»
(McCullough 2005). To pépog sivor dwitepa onuovtikd otoryeio, kabdg dnAmvel pio
TPOCMOTIKN 6VVOESN U ToV Y®po (BA. Evotnta 6.6.3. Koivwvikog xwpog). Kot ta 600, o
YOPOG KOL 1) GLVOESN TOL HE QVTOV, &ivol Kol KOWOVIKG OAAG KOl TPOCOTIKY
kataokevacpuéva. To pépog dnAdvel pio TPocomK) €£APTNON OTNV AVTIANYM NG
évvoldc tov ¢ tétowng. [V awtd, 6mwg toviet o McCullough, eivar avaykaio va
100O0VV GE O10POPETIKO TAAICIO KO LE OLOPOPETIKT) TPOOTTIKN.

O Ito (Ito . &. 2005), eEetdlovtag mavm amd pio dexaetio Tpv TV €1GPOAN TOL
Kivntob tAepadvov (keitai), dwomictwoe OTL 0ev EMPOKEITO Yol IO OQNPNUEVN
epapuoyn erevbepiog, aAAd oo g oOlevEn TEXVOAOYIOG KOl KOWMVIOAOYIKOV
eEeMéewv. Eivor dedopévo o011 M ypnon TV KNTOV TNAEQPOVOV Kol GAA®V
TNAEQOVIKOV LECOV dNUIOVPYEL VEQ Opla Y10l TOV PUOTKO KOl YNeLokd Ydpo. AVTd mov
dweopornotel v kivnon amd v KwnTkoétTo. givor to yeyovdg OtL M kivnon
EMOVOOLOTPOYUATEDETOL TN OLAOPOCT, ONUIOVPYDVTIONG 7O PEVCTEG Kol EVEAIKTEG
GUVOECELS, TOV €IVl YVOOTEG O OIKTLO. XTO O1KO PG EPELVNTIKO TANIG10, O1 OAAOYEG
™G teyvoroyiog e€etdlovian e oKomd Vo, O0VUE TG Ol EMIKOVOVIOKES eEEAEEIS KOt OL
TEYVOLOYIKES EQUPLOYEG OVOBEMPOVY EVVOLEG TTOV ALPOPOVV KO TNV EMKOWVOVIOL LE TN
oT1eVOTEPN £VVOL0, OALG KOL AVAOOLOVV TN GUYYPOVT] TOAMTIGUIKY] Oempia.

Ewwn pveio 0&iler iomg otig véeg location-based teyvoloyieg (Quercia k. 4.
2010, GSM Association, Shu x. &. 2008). Ot «teyvoroyieg pe Paon v tomobecion
glvol (o Katnyopio TPOYPOUUAT®OV Kol YNOKOV LTNPEGLOV TOL YPTGLULOTOLOVV
otolyelo oyeTKd pe TN ye@Ypagiky 0fom kot TNV dpa. Aldpopeg vanpecieg
TANPOPOPIKNG, ONMOC 1 KOW®MVIKY] OIKTUMGCT, YPNOLOTOOVV CNUEPN OVTEC TIG
teyvoroyieg. Paydaio adénon e xpnong toug oe epapuroyEs Exel TpokAndel amd v

evpeia ypron tov smartphones, tov «E&umvavy Kivntdv mieemvov. Ot teyvoloyieg
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AVTEG £YOVV AOUTOV TNV IKAVOTNTO VO LETOAALGGOVVY TN GYECT] OVALESH GTOV YDPO LE
TN QULGIKT TOV £VVOld TPOTAGGOVTOAG TV TANPOPOPLOKT £VVOL0 TOV YDPOL, KAOMG HEca
and TG véeg TeYVOLOYieC dlvetol TPOsPacIHOTNTA GE TAOVGCLN, TANPOPOPNON Yo TOV
neplPdAlovia Ydpo, evad emiong av&dvovtal ol SVVATOTNTES TOV «LTAPKTOD YPOVOLN,
Aappévovy otiypoio xdpo Koté ToV 0Toio Ol avamapacTAGES AALL KOl Ol AVTIOPACELS
evtog avtov (Hirkin 2003). Onwg ¢@aivetal, 0 0n®OTEPOC OKOMOC TV OCVLPUOTMV
EMKOVOVIOK®OV TEYVOAOYIDV €ivar o1 AvOp®TOL Vo UTOPOvV VO EMKOWVOVOLV LE
OmolOVONTOTE Kot va €yovv TpOSPacn OTG TANPOEOPiES Omd OMOVONTOTE Kot
OTOONTOTE OTIYUN.. Me avtd tov tpdmo, M 1d1a 1 emKovmvia avopopeavetol. H
OldIKaGion ovadOUNoNG TS EMIKOWVOVING €lval TOVTOYPOVN HE TNV EIGOY®YY TNG
acLPUOTNG TEYVOLOYiaG otV Kabnuepvn pog (on Kot pe Tig duvatdtntes eEEMENC TG
(Sorensen 2001). Znpavtikd Bépato amotelodV TO TAOG 01 KIVNTES EMKOVAOVIEG OALG Kot
1 GLVETOYOUEVT] EMKOIVAOVIOKY] KIVNTIKOTNTO AVOTTOGGOVTOL KOl AELTOVPYOLV, KOl TMDG
emiong emnpealovv tovg petéyovieg oty emwkowvavia. IlapdAinia, to TPOCSOTIKA
EMKOIVOVIOK( GLUGTAUATO KOt 1] ¥PNON TOVG, OT®G AT OAPOpEOVETUL, AAALLOVY TOV
TPOTO e TOV 0Toi0 Ot AvOpmMol avalnTohv Kol ¥PNGUYLOTOLOVV TIG TANPOPOPies, KaBmG
Kol TovV TPOmO pe Tov omoio Pidvovv tov ydpo. H mpoPfAnuatiky g Kwmtig
EMKOWVOVIOG amd TN o Kot NG EMKOWVOVIOKNG KWWNTIKOTNTOG Oomd TNV GAAN
cuvvpaivovtal, kabmg Ppiokovior oe dppnktn oyéon petad tovg. H  xvnm
emovovia opilel (o GUYKEKPIUEVT] ETKOIVOVIOKT OOUT TOV OTAVIATOL GE OLAUPOPES
dpdoelg o1 omoleg emrelodvian péca amd TG epapuoyés e H 01ddpaon aiidlet,
€Yovtog T petakivion og Pacikd g xopoKTPIoTIKO.

H paydaio e£EMEN ™ acOpuaTng TEXVOLOYING VINPEE ONUAVTIKY GTN VEQ ETOYN
g teyxvoroyiog, H TepkevAan (2005) avagéper 0Tt Yoo T paydaio Ekpnén tov véwmv
HEGOV EMKOWVAOVIOG OTL «KATEYOVYV CNUAVTIKO UEPOG GTNV AVUIOUNOT| TG YE®YPOPIOg
mg Kowwviag, péoa omd TNV avadvuon VEOV KOWOVIKOV Oopddwv Kot emiong
enavanpoodopilovy v avlpamivn dtupecorldfnon péca amd TV avadduUNon Tng
oyéong pe tov mePIPAALovIa ymPo Kot xpovoy. Ot VEEG TEXVOAOYIEG EXOVV KOTAGTNGOEL
duvat TALOV TNV KWNTIKOTNTO TOV WEDV GE VO TOYKOCUIOMOMUEVO TEPPEALOV.
Katd ovvémela, n dvvatdomto g Ekepacng pEoa omd TG VEEC TEYVOAOYieS &xet
TPOKVYEL MG OTOTOKO UIOG GEWPAS IGTOPIKMY, TOATIKMVY, OIKOVOUIK®OV KOl TOYKOGUIWV
alhaydv Kon eEgiEemv. 'Eva onuavtikd ototyeio oty e£EMEN avt) amoteAel to tomio

g mMOANG, T0 omoio emTpémel T cVVOTAPEN CAAL Kot avTOAAXY] SlpOpOV 10DV Kot
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TANPOPOPLOV £VTHS TOV SIKTHOL TOL OO AVTOVG KO OVTEC TOV KivovvTon péca tov. O
OMUOGLOG Y®DPOG Exel dtevpuvlhel, kabBdG N acvppaTn TEYVOAOYiR, 0G0 Kot To TPOTLEKT
¢ public art, Yévwnoav motkileg véeg duvaTOTNTEG HEGO OO TOV YNELOKO YOPUKTHPO
OV TPOCEOMOAY OTO KAAMTEXVIKA Opdpeva. Avapgiofrimmra, n €pevvi oG ovTh
Aappdaverl yopo péca 6to TAaic1o piag EKpuOUNg TEXVOAOYIKNG EEEMENG Kt TAVTOYpOVa
EVTOC OGS GEPAGC KOWMVIKOV OALAYOV GE UKPOEMITESO KOl HOKPOETIMEDO OGS TIG

omoieg 0gv Ba OvoOTOV 1M SVVATOTNTA TNG AVATTLENG TETOL®Y TPOTLEKT.

2.3. Ao toVv vfpLOIKO YWPO GTOV YWDPO THG TOANG

Opwmg pe mowov tpodmo o VPPKE actikd meptPdirovia mpoékvyav pali pe ta diktva
avOpOTIVNG dAdPAcNS, KOl TL KIVITOTOINGE TNV 01st000EN pPNTOPIKn YOP® amd OLTd;
‘Evog peydrog apBuoc amd mpdtlekt meEPAPATIOTNKOV HE TOV GUOYETIGUO TNG
TANPOPOPING, LE TIG EPAPLOYEG AVIYVELOTG GTOV YDPO KoL UE TIC VEEC TEYVOAOYIES TV
pécov emkovaviog ot evromiopot (PA. Evomzta 3.7 oto endpevo keparaio).
Mnopovpe €6 vo UvnUovelGoLHE yopoakInplotikd v texvoroyio GPS. To
[Mayxoéopo Zvomua OeoiBeciog elvarl Eva mayKOGHo cvoTna eviomicpol Béong, to
omoto Paciletor oe éva mAEypa €ikoot te6oapwv dopvedpwv G I'Mg, oTovg omoiovg
VILAPYOLV E10IKEG GLOKEVEG, Ol Aeyduevol «oékteg GPS». Ot dékteg avtol mapéyovv
axpiPeic TAnpoopieg yuo ) B€om evog onueiov, 10 VYOUETPO TOL, TNV TOYVLTNTO KoL
v katebBovon g kivnong tov. Emiong, oe ocvvdvacud pe €dwd AOyIoUIKO
YOPTOYPAPNONG, UTOPOLV VO OMEIKOVICOLV YpaPlkd TIC TAnpogopieg avtés. H
TEXYVOAOYIOL LTI, YPNOCLUOTOIOVUEVT] YLl KOAMTEYVIKOVS KOl EPEVLVNTIKOVS GKOTOVG
(onuewwtéov OTL YPNOLOTOMONKE OPYKE YO YEOTOMTIKODG KOl OGTPATIOTIKOVS
OKOTOVG), YEVVNGOE TOALN KOAMTEXVIKG Kol EPELVNTIKG TPOTLEKT TOV TPodONGAV Kol
a&lomoinoayv Tig VEEC SLVATOTNTEG TNG TEXVOAOYING LE VEO KOVOTOUO TEPLEYOUEVO. AV
Kol to TPOTLEKT aVTA TpaypatoromOnkay €0 Kot Kamola ypovia, omd to 2003
cvotnpatoromdnkoy Kot KatnyoploromOnkayv g locative media. H emyeipnuotoroyio
YOopw omd to péoa S gvtomiopoy doundnke mave oe O,TL TpoéPfreye o Manovich
(2006): o mpoomdBeln EMAVAKTNONG TOL EUVGIKOV YOPOL YKL TN JTPOCMOTIKN

EMKOVOVIN Kol O1ddpaoT).
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H De Souza e Silva (2006) ftav n Tp®dTn €pELVHTPLN TOL TOVIGE TN CNUAGIO TNG
O1A0PpaoNG TOV EMKOWMOVIOKAOV CUOTNUATOV HECH TOV OTOIMV KOGUOL LETAVAGTEDOVV
amd 10 SLdIKTVLO GE SLAPOPOLS AGTIKOVS Y®Povs. Meta&y 2006 kan 2008, otdy0g TV
locative media ftav va €6TIAGOVV TNV TPOGOYT LOG GTOVS KOWMVIKE, TOATIGUIKE Kot
VTOKEWEVIKA KOTAGKEVAGUEVOVS YOPOVS TOL EMUEPILOVY TOV ACTIKO Y®Po. Avtd
ekOMA®ONKe péoa omd SAPOPES TPUKTIKES TOV TMEPAUATIOTNKAV UE TIG dVVATOTNTEG,
aAAG KO TOVG TEPLOPIGOVGS KOl TIG EMOKOAOVOEC GUVETELES TG TEXVOAOYING.

Ot epappoyég g Aeydpevng location awarenesss €ywvav yvmotég otig Hvopéveg
MoMteieg kot ) Avtik Evpdnn yopw oto 2008, petd v euedvion tov «EELTvouy
kivntob 3G Iphone, av kot 1 NTTDocomo, o PBacikdg ammvikdg mdpoyog, eixe gépet
oTNV ayopd To TPp®@TO KvNnto pe epapuoyég GPS 1on and 1o 2003. Av Kot ot epapproyEg
avTég BewpnTikd Eotpeyay 10 PAEUUO TOAADV HEAETNTOV GE OVTEC TIS EVVOleG, ot de
Waal xot de Lange (2008) onueidvovv yopaktnpiotikd Ott eivor d0Ookorlo va
mapotnpnOel n dwwpopd avapeca ota locative media kot oo mobile media. H location
awareness &€ivolr éva ONUOVTIKO, OAAQ KOl GUUTANPOUOTIKO YOPUKTNPIOTIKO TOV
KWV TOV GUGKEVAOV, KOl KOTA GUVETELN £VOL YOPAKTNPIOTIKO TOL PEPOLV KOl Ol EYOVTEG
TIG GLOKELES aVTOL TOL TOHTOV. To evdlaEépov pag €0 dev mepropiletar poévo oTIg
OUOKEVEG KOl TIC EQOPUOYEG TOVG, OAAG KOl GTNV avAadLoTn €VOG TANPOPOPLOKOD
OIKOGLGTNLOITOG TTOV ONUOVPYEITOL GE TPAYUATIKO XPOVO Kol OVEAVEL TIC SUVATOTNTEG
O1adpaoNg TOV YPNOTOV 6TO ACTIKO TEPPAALOV. AVTO TO GUOTNUO OVOPEPETAL GTO
Suvapkd Tov KNTov OIKTOOL TOV AVOPOTOV, VO TO TEPLEXOUEVO TOV GCLVOEEL
TANPoQopieg o€ eMIMed0 TOMKO e EMPUEPOVG TANPOPOPIEG KOl OIKTLO G TAYKOGLLO
eminedo.

To 2009, o koA téxvng kou apyrtéktovag Mark Shepard opydvwoe o £kBeon
pe titho The Sentient City. Tnv €ékBeon cuvodevcav po Gelpd dNUOGEVoES viTd Tov
veviko titho Situated Technologies Pamphlets. To data cloud («vépog dedopévmvy) tov
21°" audva, 1oyvpiletar o i810¢ 0 KEAMTEYVNC 6TV €V AOY® dnuocicvot, SloUopedVeL
mv eumepio pog oty mOAN (Shepard 2009). Onwg e&nynoe o de Wall (2011), «ot
GLGKEVEC TOL JPOVV GE OOTIKO TAiIclo avtihapuPdvovior pe évav TpoOmo sentient
[«oucBavopevor]. Oco n mAnpoopia Ppicketol oe servers, 0AAd Kot o€ pvnqun cache,
T0 eminedo dudpacng Kot wANpoeopldv  petotifetar. O sentient urbanism

[«aicBavopevn actikomoinon»] amoktd BewpnTIKO YOPAKTIPO KOl SIEVPVVETOL OO TIC
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’ 2 ) r / ,
dvvatomteg tov flash mobs” oty avddvon vEov TOMOV  AVIOAAQYNG Kot

ONUoG1oTOINoN Y.

2.4. To wAnpopopiaxo oiko-cOaTHUA.

H xobnuepwv pog eumepio ot mwoOAN pmopel va aAAdEel Ko ®g €vo onueio va
Bedtiwbel péoa amd 1 dddpacn poag. Me 1o cloud, pumopovpe vo epgvvicove Tov
TPOTO LE TOV OTOT0 aVTN 1| TANPoPopia dopeital, cuvdéetal Kot yivetal tpocfaoiun. To
AwodikTvo mopéyel to. HECH Vo, GUVOEOVTOL Ol VITOAOYIOTEG UE TIC POPNTEG GUOKEVEG
oNuovpymvTag £va Oiktvo TANPOoPopldy. TOco 10 O0100iKTVO OGO KOl O TTAYKOGUIOG
10TOG £YOLV TN SLVATOHTNTO VO LETALOPPDVOLY TOV EAVTO TOVG, OTMS KOt TNV KOW®OVia
(Schafer 2008). Ze oyetikd cOVTOUO XPOVO, O KTAYKOGULOG 1IOTOG» Elye NOT enekTabel o€
ToLAdyoTOV 000 dloekaToppvplo xproteg tov Mdaptio tov 2011 (onpepa, eddyiota
YPOVIOL LETA, O1 YPTOTEG TOV AVEPYOVTOL OYEOOV GE 3 SIGEKATOUUVPLA), TTOPEXOVTOG KO
a&lomoldvTag VANPESiEg Kot TANPOPOpieg, cLVOILOVTAS aVOPOTOVS KOl dNULOVPYDVTOG
véeg epyacieg Kot vEoug topeic dpactnplotitov. To peyadvtepo dpapo ®cTtdGO glvar va
VILAPYEL Web 0moladToTE oTIyHN], amd Tov KobEva Kot Yo, oTIONToTE, OM®G AAAMGCTE
opapatiotnrayv o epevpétng tov Tim Berners-Lee kot to W3C and 1o 1994.

Amo teyvikn okomid, 1o Tviepver amotedel ) dovvoeon OIKTVWV TTOL Eivor
npooBactpo and kabepmpéves IP addresses.” To Siktvo kataokevaletor o Pdon Tov
‘Tvtepvetr kot ypnopomotet http yuo va petagépel Tpotdcels Kot anavinoels. 26tdco,
Topa TIG TEYVIKEG EMMAOKES Y10 TETOOV €100VG YNEOKES TEYVOLOYIEG KOl OOUES, Ot
UEAETNTEG €XOVV G KVUPLO EVOPEPOV TOVG TIG EMUTAOKEG OTOV OTOMKO €0wtd. Ot
GvOpomol 0gv EVEPYOTOLOVV/XPNGILOTOIOVV OTTAMSG YNOOKEG TEXVOAOYIEG, OAAA TO
VTOKEIUEVO EVTAGGETAL EVTOG TOV SIKTVMV OUTMV KO SIOHOPPADOVETOL EK VEOL HEGO 0T
avtd kar v emppony tovg (Elliot &Urry 2010). Q¢ web 2.0* yopaxmpiletar
HEYAANG KAIUOKOG OAAOYT] GUUUETOYIKNG KOU GULVEPYOTIKNG HOPONG Tov divel
SuVATOTNTO GTOVG YPNOTEG VA TAPEUPOVY KOt VO OMLLLOVPYHCOVY 01 13101 TEPLEYOUEVO
(Beer 2009). ITo ovykekpyéva, o 6poc web 2.0 Omwg ypnoiponoteitor amd TOvG
O'Reilly kou Battelle (2004) sunepiéyel ovykekpyéva ototyeio mov eac@aiilovv v
EYKATAOTOON KOWOVIK®OV OIKTO®WV. Evolapépov eivar to yeyovog 0Tt 1 cvlfjtnon ovtny

EKTUMOGETAL TOVTOYPOVA LE TNV TOPAAANAN ovdmtuén g texvoroyiog. Avtég ot
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TeYVOLOYIKES e€eMEELS GUVIEOVTAL OPEVOG e TN JEDPLVGT TOL KOWVOVIKOD KEPAAOIOV
™ dwdikacio exdnuokpotiopov (Beer & Burrows 2007) kot agetépov pe v avénon
tov gpactteyvov (Keen 2007) kot Tnv o100 TOV S100IKTVOKOD TEPLEXOUEVOV.

Tt oupPaivet, 0tav ot yprioeig tov web 2.0 Eemepvov Tov «oTabepOd» VITOAOYIGT
(desktop) kot ypnotpomolovvTal Ko oto. Kivntd Aépmva; Ot HEAETES KOl Ol £PEVVEG
™G ayopds emPePardvouv 0Tt 0 KIvNTOG «16TOG» QLEAVETOL YPNYOPOTEPE OO TOV
KoAO3LKO, v emPePardvovy TV Kuplapyic Tov kowovikod networking® (Li & Khan
2009). To kivyntd MALPOVO AHENGE TIG OLVATOTNTES Y10 GYEIOCUO KOl KOTOVOTON TV
ocuvOnK®V Vo TIg omoieg deEdyetar N emkovwvia. To Kvntd THALP®VO dev €xEL va.
KOVEL HE TNV OUECOTNTA TNG TANPOPOPiaG oL AauPAavovpe, aALL YpNOILOTOIEITOL Y10
Vo amaoyoAel TO KOO GE TPAYUOTIKO XPpOVO, KATL TO omoio Ta. cLUPOTIKA péca Oev
UmopovV vo KAvovv.

To web 3.0 mpoPArémel paota 6Tt o1 YpnoTeg Ha PTopPovHV Vol SILUOPPDOVOLY TO
nepleyodpevo povol tovg. Xtnv Evpann, ot tpoypappatikés SnAooelg oxetilovion Le Tig
ddikaoieg kavotopiog. Xe pa €kBeon g Emrponng to 2008, n Viviane Reding pog
dwPePardverl 6TL «To Aladiktvo Tov PEALOVTOG B aALGEel prlucd v kowvovia. To web
3.0 Ba onudvel t0 TEAOG TOL OSlOY®PICUOV UETAED KIVITMV KOl OTOOEPDOV YPOUUDV,
nmapéyoviag mpocPaciuodtnto o otdnmote Ko omovdnmote. H Evpann dwbéter v
TEYVOYVOGCIO OAAD KOl TNV KavOTNTO OKTOOL YU avt) TNV oAiayn. Ilpémer va
dtcparicovpe 6tL To web 3.0 Ba ypnoyonomOet otnv Evpomny.

H petdpaon amod to web 1.0 kot to web 2.0 kaAeiton diktvo g [Mhateoppoc. Ot
YPNOTEG UTOPOVV VO XPNGLOTOLOVV KOl VO £X0VV TOV EAEYY0 TOV 1OV TV oTotKEl®V
TOV GEMO®V OTI omoieg mAomnyovvial. AVTEG Ol CeAOES  OUOPPAOVOLY L
COPYITEKTOVIKT] TNG GLUUETOYNG KOL TPOTPETOLV TOVG YPNOTEG VO TOPOYAyOLuV
mpochen afia evocm ypnoyorotovy v gpappoyn. H aviaiiayr tAnpopopidv kot M
onuovpyio mepleyopévov péEcH amd TV aévon OddpacTt UETATPETOVTIOL GE [0 VEL
Baon minpogopiwdv. 'Hon and to 1999, o Lawrence Loggs &ixe dwouknpoéer 6t 10
Tvtepver e kuPepvatal povVo amd VOUOLS Kot KavOVeES, 0AAG Kot amd to software. Ommg
avagépel o idtog o Mark Zuckerberg, «to Facebook icwc va elvar n peyoidtepn mnyn
ewnoeovy. O Reilly (Anderson 2010) yopakpiler avt tn oTpaTnyIKny 0AAOYN ©C
LETATOMION TOV EMKEVTIPOL TPOG TNV TAELPA Tov ypfotn («it’s the back-end that
matters»), odtvovtag £ueacn oty onuocioc TV TANPOPopldV (TpocsPaciuoTnTa,

tonofecia, TANPOUN, TPOIOVIA K.0.K.).
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O Baym, oto Biprio tov 10 2010, amegvBivel to e&ng epdTO: «eEAPTONAOTE
amd to TEYVOAOYIKA epyareia 1 glval ta epyaieio TPOIOVTO TOV KOWVOVIK®OV OVOYKOV
ka1 Bpiokovrol oe oyéon e€aptnong amod epdc;». To Bépa avtd PpiokodTay 6To emnikevipo
TOV KOW®VIKOD SoAdyov yio ToAAd xpovia. H kivnt emkowvovia, 6e A0 TOV KOGLO,
LEGOTOLEL TNV KOWMVIKT TPOUKTIKY G€ OAEG TIC cQAipeg TG avOpmdmvng Long. Qotdco,
onwg mapatpet o Castells (2007), vioBeteitar, TpocapudleTol Kol TPOTOTOLEiTAL OO
TOVG OVOPMOTOVG Yo VO GUVADEL LE TIG TPAKTIKEG TOVG, COUPMOVO LE TIG AVAYKES, TIG
agieg, ta evolapépovia Kot TS embopiec tovc. Ot dvBpwmol Gynpotonoovy TV
EMIKOWVMVIOKT TEXVOAOYiD, 00TOC0 1 €E1dikELON TNG TEXVOAOYIOG OVTOVOKAATOL ETIONG
GTOV TPOTO LE TOV 07010 dtdyovv TN {1 Tovg. AvTi 1 O10A0YIKN GYECT] KOWVOVING Kot
TEXYVOAOYIOG GUUUETEYEL OTN OEUEMMOTN TOV TEXVOAOYIKMOV EMPPONDV KOl ETUTAOK®DV,
0Tl Kabopiopéveg ouvémeleg g texvoroyiog (tov hardware 66o kot tov software).
Eniong, pog vevBopilet 6Tt ot dnpocieg avtiAnyelg oxedldlovtal Kol GUVEICPEPOLY OTN
owdkacio Oecpofémone kovovov Kol TOMTIK®OV, KOODC KOl GTOV GYNUATIGHO
TOKIA®V GYEOACUDV, TOAAEG QOpEG Oyt €k Tov obveyyus. To kwvmtd eivon kTl
TEPIGCOTEPO OO OACVPUATO. ZVVIGTO 10 SOPOPETIKY EUTEIPIOL TOV Y¥PNOTN KOl TNG
Kivntikdtag. ‘Etot, éxet 160l 610 €MikEVTPO TNG KOWVOVIKNG oviAvong, kabmg pe avtd
glval og kivnon 1660 ot dvlBpwmor 660 Kot ot TANpoPopies. Ot KivnTég TEYVOLOYIES
00MnyoHV TOVG AVOPMOTOVG VO AVAKOADYOLV KOl VO KOTOVONIGOVV GNUOVTIKEG TAELPEG
TOV YOPOYPOVIKOV «UETATOTIGEMVY NG (NG Kol Toug Ponbodv va TG GLVIEGOLV
petald tovg. Tmv oloéva avcavopevn kivnon avBponwv, mpaypdtov, KeeoAaiov,
mnpoeopioag Kot Wewv otov kocpo (Elliot & Urry 2010) mpootiBetan 1 kivntikdTnTo
g mnpoeopiag. Ot Elliot xor Urry vrmoompilovv pdiota 6Tt 0 onuepvog pog
moMTIoNOG ouvtifeton amd O1dpopeg KIvNTIKOTNTEG MKpOTEPNS eUPéretag (Kivntd
TNAEPOVO, OGVPUOTES CLVOEGELS). Mo véa Kowvwvikn doun, Bewpovv, Ba umopodce vo
TPOKVYEL amd ALTE TO. CLOTHUOATO KWVNTIKOTNTOS. ATO TNV GAAN, Ol «UETOTOMIGEIS
aLTEG KAl 1) ETOPOCT] TOVG GTOV ONUOGIO YMOPO KO TNV KOWMVIKT KPITIKY £X0VV TOAD
ovyva emkpBel and v kprtikn Bewpia. To kKvntd ™MAEPWVO amoTelel LEGO GUVOEDTG
avOponov petad toug, aAAd Kol HEGO OV ExEl TPOKOAECEL TOAAEG avTifésels. Elvan
®OTOG0 eEAPETIKA EVOLOPEPOV TO TMOG 1 TPOSPACT 0TO S1AdIKTVO HEGH OO GVOKEVES

KN TG emkovaviog £xel Kataotel KOUPOGS Yoo KovAAlo TOAOTADY ETMKOVOVIDV.
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H emkowovia Ppioketar 6to emikevipo ™ avOpdmIvNng dpactnploTNToS 68 OAES TIG
ocpaipec ¢ {ong, kol YU avtdv tov AOYo Ol TeYVOAOYWKES €EEMEEg emtpEmOLV
TOAVTOTKIAN eMKOW®Vio, amd 0To100MmToTeE oNUEI0 VITOGTNPILEL TNV KATAAANAN Soun.
A1 TovTOYpOova gyeipel ko Kamowa epotipata. Iog avripetonilovpe 1o epdTUA TG
ocuvomapéng; Ilog ov véeg avBpdmVEG GUVOVTNGELS HEGOTOOVVTOL HEGOH Oomd VvE
emovoviokd kavdio, o mapdderypo, 1t onuPaivel o mepintwon S1ddpaong
«oVYYpoOvay N «acOyYpovoy UE OGOLG Oev PpioKovTol G €YYOTNTO UE YEOYPOPIKOVG
OpPOVLG, GLUUETEYOLV OUMG GE KOW®VIKG dikTva ota. omoio cvumeptlapfavovuy v
tomofecia pog, N amodespevoviot and To dpeso TepBAAiov pag (Le Ympiky Evvola Kot
TOAL) EVD YPNOIUOTOLOVV £QPAPUOYEG OTO KivnTd TMAEP®Vva; Ed® evtdocovtol Kamoleg
amd TIG TPAKTIKEG TOV OICKOVVTOL 0€ aoTIKO TepIPdAiov. Eival Opmg antéc ot mpaxtikég
EVOOUATOUEVEG 6TN (o1 HOG e PLGIKO TPOTO;

¥t peAiétn tovg, ot Varnelis kou Friedberg (2006) mapotnpodv 6tL 10 dikTvo
nailel Kuplapyo poOLO 6TO KOW®VIKO kol 0oTikd tomio. Mia tétola dnAwon eyeipet
Koyvmoyio Kot SIMUUOTO GYETIKA UE TO TAOC UTOPEL LLE TN CEPA TOV VO EMNPENCTEL TO
dlktvo dote vo oynuoticel T cOyxpOvI] KOLATOUPO TOL KOl TNV KOWMVIKY TOV
otafepotra. Zopewvo pe tov Allan Moore (2008), 1 5100pacTiK)] QUG TOV
OLOIKTVOV UAG €Pepe Tiow otV aAndivi] HoG GUOT|, OVTH] TOV CLUVEPYOTIKMOV HOPPADV
«OIKTO®ONG». O1 YynelokéG TeXVOAOYIEG OV OEV TPOCPEPOLV YEVLOEIG TPOCOUOLDCELG
€Youv TN dLVVOTOTNTO VO OVTIKOTOGTIGOVY TNV TPAYLOATIKY EVOCYOANCT. ZVVETHS, Oa
EMYEPNUOTOAOYOVOE KOvelG Twg 6,1t cvuPaivel pe T pecomoinom givar GuVOEdEUEVO
Kot pe dAdeg mapapéTpous (Baym 2010). H Baym diepotdton av gpeig onpovpyodue to
gpyoreia 1 oV aVTE TPOKOLATOVY MG AMOTEAEGUA TOV OVOYKOV HOC. ZVYXPOVMS, eivat
avapeiforo OTL TPOGPEPOVTOL KO WYEVOEIG TPOGOUOIDGELS, Ol OTOIEC EV TPOKEUEV®D
QTOGTOVV 1} AVTIKAOIGTOOV TNV TPAYUOTIKY EVOGYOANON LLE TO OVTIKEILEVO.

H xwvnt emkotvovia Hecomolel TV KOW®OVIKY TPOKTIKY GE OAEG TIC COOIPES
™mg avBpomvng Cone. Qotdco, cvppova pe tov Castells (2007), n avddvon tov
QOPNTOV EMIKOIVOVIOK®V CUCTNUATOV E£YEL EXNPEACEL TNV TANPOPOPI0. MG TPOG TOV
CYNUATICUO TNG, TN S1Ad0oT, TN SUTPOCOTIKY EMKOVOVIN AAAL Kot TN LETAOOON NG
yvoons. AkpiBéotepa, Kot E0PUTEPD, 1) TANPOPOPLOKT TEXVOAOYIL EYEL AVAOILUOPPDOGEL
0AOKAN PO TO TOoTio awTd. H 81d4d00m TG TAnpoopiog CLUPAALEL OPAGTIKA GTN POT| KO
mv oAnAenidpaon tov dktdev petaéd tovg. H avéivon tnc networked society®

TPOOTAONGE Vo KATOVONGEL OVTEC TIG OAAOYEG, Kol mapotnpnOnke Oti, TPAYUOTL
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APOVOG, YDPOG Kal dpacTNPLOTNTEG GLYYXEOVTUL GE éva oOAdTeA vEO mAaicto (Castells k.
¢. 2007). Oo uropovcaE ETOUEVMOS VO, ETLYELPTLOTOAOY|COVUE OTL 1] EMKOWVOVIOL EYEL
TOALOVG GTOYOVG TOVTOYPOVO, OTL OTTO-VAIKOTOIEL TNV KOWV®VIKT dOUN Kot avadopeiTot
YOp® amd atopukd ké€vipa o1dopacnc; H Eviaon avdpeso oto atopkd Kot T0 GLAAOYIKO
GLPPPIKVAOVETOL YOP® ad TO KIVNTO TNAEPOVO OC TOMTIGTIKO GUUPBOAO TEYVOLOYIKMDV
EMTEVYUATOV TOL EVOOUATOIMKAY GTIG KOIVOVIKES TPOKTIKES.

INUOVTIKOL €PELVNTEG TOPOATEUTOVY OTIC Topatnpnoelg tov Putnam (2002),
Coleman (1988) kot Wellman (2006) Gyetikd e TNV KOWVOVIKT GLVOYN KOl TO MG OVTN
emnpealetal and Tig e&eligelg g texvoroyiag g tétoteg. O Ling (2008) tovilel 611,
EVD GE HEPIKES KATACTAGELS 1| XPNON TNG HECOTOMUEVIG ETKOVOVING OV €YEL TAVTQ
Betikd poro, elval dvvatdv va TOOUE OTL 1] KIVITH EMKOVOVIOL EVOLVOUMOVEL TN OON
TV Kpav opddmv. Etvar BéPata £va véo epdTNUA TO oV UTOPOVLE VO HLOLTPTIGOVLLE
TNV KOWMOVIKT] GLVOYN &V® TPOCGOPUOLOUAGTE OTN YPNON VEMV TEXVOAOYUDV KOl
TPOKTIKOV OV Yivovtol OA0 Kot AyOTEPO TOPOVGEC GTOV YMPO Kot otov ¥pdvo. O
Wellman (2003) vrootnpilet 0Tt N ONUAVTIKY] 0ALXYT TNG VOTEPNG VEOTEPIKOTNTOG Elvor
N HeTAPaoT amd WKPEG KOWOTNTEG GE EVAV EVIEWVOUEVO «OIKTUMUEVO OTOMKIGHON,
otov onoio kdbe drtopo ivar 1o enikevipo TG d1kNg Tov KowdtTag. H Kovitovpa g
atopkdtTTog Ogv 00Myel Aowmdv omnv amopovoon, oArd aAAddler to otovyela Tng
KOWOVIKOTNTOG, KOl 1 TAGT TTPOG TN SOUOPP®ST| OIKTV®V givarl pio amd TIG GUVETELEG

mge.

2.5. H ovpuetoyixotnto. Héoa omo teYVOAOVIKES EQOPUOYES

21N PNTOPIKT OV APOPA TNV AVATTLEN TV TOAE®V VITOoTNPIleTon OTL O KATOWKOG TNG
TOANG glval evepydg mapdyovtag Kot Ol madnTikds KatavoAotg Tpoktikdv (Gordon
2009). H dwodextikn ™ aAloyng Kot Tov SLVOUIKOL Tov gumepiEyetol 6to web 2.0
TPOCPEPEL TEPIGGOTEPES dVVATOTNTEG Yo TN ONUIOLPYio LG dNUOCIOS CQipac oTNV
omoia Ba pmopel va AdPel yopo évag dmuokpotikdtepog Tpdmog cvintmong (Roberts
2009). H cuppetoyn tov xpnot®dv YIVETOL GUYVA OVTIANTTH ®G «pNTH», «OedNAOUEV)»
(explicit) kol OCULVEONTOTOMUEVN EVEPYELD KOl TPOKTIKY, TOPOKIVOOUEVT] Ol
oLYKEKPIEVA KiviTpa. AVTH 1 EMXElpNHOTOAOYia TiBETOL VITEP TG KOWV®VIKNG TPOOOOV

péca amd tnVv TE(VOAOYIKN eEEMEN Kot amocKOomEl v dNULIOVPYNGEL TPOGOOKiES Omd TV
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teyvoloyia. Qotdéco, o Schaefer (2008) mpoteivel V0  dPOPETIKOVS  THTOVG
GLUUETOYNG oTIC TEXVoAoYieg web 2.0. Ataywpilet, SnAadr|, T COUUETOYN OE GpESN Kol
EUUEDT), OV OUEOTEPEC OUMG Elvol KATAAANAEG Y0 GUUUETOYIKEG OlOOIKOGIEC OF
npotlekt dompociov yopov (Schaefer 2008, Jenkins 2006). O mhatedpuec web 2.0 dev
ATOLTOVV £VOV KOO GTOYO 1 KOWVEG a&ieg 0T GUUUETOYN, LOAOVOTL OVTEG O1 TEAELTALES
TOPEYOLYV TO LECH Y10L CUYKEKPULEVES EVEPYELEG TMV YPNOTAOV KOl ETOPEAOVVTOL OTTO TO
TEPLEYOUEVO TTOV TTapAyeTOL Ue T Ponfeta TV 101V TOV YPNOTOV Kol GCUUUETEXOVTOV.
Ov ypnoteg, avii va avompocoppolovior 6TV TeE(XVOAOYi, TOPOKLVOUVTOL OTO TOV
OPYLTEKTOVIKO OYESOOUO KOl TNV avOpOTIVN 1KOVOTNTO Yo EVEPYELR £TCL OTMOC QTN
EVOOPKMVETOL OTIG SIAUPOPES EPUPUOYES TNG TEXVOLOYING.

Meléteg €yovv Oegiéel OTL M AVOTOPAY®YT] CNUOGIOAOYIKAOV TAPOPOPLOV
YPNCLOTOMONKE YL TOV EKAEMTUGUO TOL GLGTNUOTOS avalTnong, cLuPdiiovtog
®OTOGO KOl G€ KATL apVNTIKO: TNV EKUETAAAELON OVTAOV TOV CTOWXEI®V e OKOTO v
Epyetal m TANPOPOPio MO EVKOAN, OAAL KOl VO gHEAVICETOL TPAOTN OTIG UNYOVEG
avalnmong. Puoikd, avaeopikd pHe TN GULUUETOYN, TOCO oTo TPOTLEKT GE PLOIKO
eMiNed0 OGO KO GTA OLOOIKTVLOKE, TPOKLMTEL TO EPATNUA: TOGES TANpoPopies {ntd
Kavelg va polpactel otnv EKAGTOTE ovppetoyn tov; Mia té€tola mTpakTikny Oev givol
ATA®MG £VOG TUTTOC GLUUETOYNGS, AAAE Ba pmopovoe va amotedel T0 otiypa o€ £va diKTLO
KOWMVIKNG OIKTO®MONG, TO 0ol mpokaAel T 0140pacT pe GAAQ LEPT TOV OIKTVOV Ko

€V TEAEL £)EL TN SLVATOTNTA VO, TOPAYAYEL QP YT LLOTIKOTNTO.

2.6. ZKEWEIS Y10 TN YPHON TOV WHPLOKDV TEYVOAOYIWDV

Av vroBécovpe OTL o1 véeG TEXVOAOYiEG dNUIOVPYOLV GLVONKES Yo v amevBhvoupe
EPOTNLOTO, UTOPOVUE £TGL VO KOTOVOT|GOVLE TOLOL KOL LLE TO0L XPNOTIKOTNTO YivovTot
KOW®OVOL TOV EQUPUOYDOV TNG VENS YNEOKNG TeXvoroyiog. Go pumopovce emiong va
eEeTAoEL KAVELG TTOLEG Elval O1 EMPPOES GE TPOSMOTIKO 1) CLALOYIKO ETIMEOO GE GYEON e
Tov dnuodco ympo. Ot mpoomdbeiec vo katavonBovv ta ynelokd péca etvor peydes,
KaOdg Kot o1 xpnoTeg Toug ovcdvovtal oAAd Kot ot GLVETAKOAOVOEG YPNOELS TOVG.
[TeprocoTEpPO OO GAAEG LOPPEG LECOTOMUEVIC O1AOpAOTG, 1| KIVIITH THAEQPOVIN ®QEAET
avtovg mov Ppiokovror oe gyyvmnta pe gpag. Kabog eipaocte mdvrote mpooPacipot,

gyovpe TV wavoTTO. Vo avamtOEOVUE QVTEG TIG GYECELS, 160G He TO KOGTOG MO
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«orhopdv deopudvy. To epdTNO TOL TPOKVTTTEL £ivarl UATMG YTilovpe Toiyovg YOpw amd
TIG AVTIOPAGELS LOG KO 0V OTOKAEIOVHE O,TL OEV EUTIMTEL OTIG AUEGES KOl KOVTIVEG LOG
owdpacels. H extetapévn yprion tov véwv teyvorloyidv £xel oculnmoet d1eEodkd yio
oV aueionuo yapoxktipo G Amd T pio mAevpd dlvel, MOAAES duvaTdTNTESG
EMKOWVOVING, amd TNV GAAN OU®G EYEL TOPAUOPPDOGCEL TO TOTIO TMV EMIKOIVOVIOK®DV
oYECE®V dlPPNYVOOVTOS TNV Kavotnto Yoo dupeon emkowovio. [ avtd ocvyva
TOPOTNPOVUE U0 OVEAVOUEVT] OVNOLYIO OVAPOPIKA LE TN LEGOTOMUEVN ATOGTAOT),
Tapd TO YEYOVOS OTL LT BPICKETOL KOVTIA GTOV PUGIKO YDPO.

Meg mowov TpOmo OUMG EVOMUATMOVOVTOL EVVOTKE Ol YNOLOKES TPOKTIKEG GTNV
kafnuepvotta 1 epapuolovior oe dAla media g moMTiotikng {ong; Aéyetal Ot Ta
ymoewKa kot Kivntd péoa dtvovuv ) dvvotdtnto dnpovpyiog péa amd T OIKd TOVG
diktvo ko ta dwd tovg kavdio emikowvevias. Ouwg méco aindwn elvor avty n
avtovopia; (Castels k. é. 2007) Av kdmolog dev avikel oe éva SIKTLO 1 OV €xEL
npdcsfacn otTic TANpoopieg, Hopaio amokAeieTon amd Kamoleg dvvatoOTNTES. Apaye,
&xovpe €00 &va vED €100G Kovmvikoy amokAeiopov; (Castells 2010).

Ot mpocoTKEG TANPOPOPIEG KOl 1 OTAOAEW TNG WOIOTIKOTNTOS givon €miong
AMOTELECUATO —KOL BOUATO— TOV VEOV HECOV Kol TOV VE®V TEXVOAoYI®V. Kabhg iyvn 1
TAnpogopieg pmopel vo Ppiockovrol KOTAY®PNUEVO OTOV YOPO Kol TOV YPOVO,
OTOVONTOTE, OV TTACO, CGTIYUN Kol SUVNTIKG OO OTOIOVONTOTE, TOCO EAEYYO EXOVLE
euels og vrokeipeva-ypnotes; Otav ot ¥pOTES YPNOYLOTOLOVV TIG VEEG TEXVOAOYIES Ao
TPooOTIKN BEom Kol Oyl ©G AMOTEAEGUA YEPAYDYNONG, TOTE «OEV VIAPYEL KOVEVOS
Adyog va edmilovpe 1 v poPopacte, mapd povo va avalnroope véa émion (Deleuze
1992). O Moore (2008) mpecPevetl 6TL OO0 TEXVOLOYID LAG TOPEYXEL TTO OVETTVYUEVES
SLVOTOTNTES Yo EVIUEPMOT), CUVOEST] Kot EKQPOCT, oVt givar mov Ba mTpocapooTel
kot Oa yiver omodexty evkoAdtepa. Otv Gordon ko de Silva e Souza (2011) éyovv
TOVIGEL TNV aVAYKT Y10, GUVELINTOMTOINGN TOL TANLIGIOL GTO OTOI0 TPAYLLOTOTOLOVVTOL
aVTEG Ol OPOCTNPLOTNTEG, TAVTOYPOVA UE TNV TEYXVOAOYID ®G UECO TPAYUATOTOINGNG
tovc. H avaykadtrta vo tomobetovpaocte, el og vrokeipeva Kot vo Tonofetode Tig
TANPOQOPIES MG AVTIKEIEVO OTOV YDPO amoTeLel Evav akOpa AGY0 EVEOUATOONS TOV
VE®V TEXVOAOYUDV KOl TOV GUVETAYOUEVAOV EQPOUPLOYDY TOVG OTIS KOWVWOVIKES TPOUKTIKES.
O Eric Gordon (2010) kdver emiong po omdmepa vo eEeTdost yio molo Adyo givan
avayKoio vo TomoBETOVUACTE GTOV YMPO. AVATPEXEL OTO TAOC 1 OUEPTKOVIKT TOAN

avafedpnoe TOV YOPOKTAPO 1TNG, OAAAEE KOl UETOHOPPOONKE avdAoyn pHE TIG
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TEYVOLOYIKES dUVATOTNTES KO TAOG Kot 1 it 1 évvola TG TOANG €XEL LETOTYNUATIOTEL
eEoutiog Tov teEAevtoimv. Me T HEAETN O0POP®Y POPNTMOV CUCKEVMOV OO TIG VEEG
texvoloyiec (amd ™ @opnty Kdhpepa oto TéAog tov 19 awdva péypt to Kvntd
miépovo otov 20°), eEetdlel TV TOMTIOMKY ovaykn Yo Woktnoia, heyyo Kot
AVOTOPACTACT TNG TOMTIOTIKNG eumepiag. Ola to mpoavapepBévia Ppiockoviar og
GUVAPTNON UE TIC YNPLUKEG TEYVOLOYIEG KOt TIC EPAPLOYES TOVG.

Ti evvoobpe Opmg pe Tov 0po avaykeg avOpamives; [a Tic avdykes avtov Tov
movinotog, Bo Bewpiom TV avayKn NG EMKOW®VING TPOTOPYIKN Kol, PACEL TV
Tapondve, Bo vrootNpi&m K1 €yd pe ™ ogpd pov 6Tl Omola teXvoroyia e&vmnpetel
TEPLGGOTEPO TNV EPOPLOYN OVTNG TNG OvAYKNG, avt) eivar mov Ba evoopoatwOel
KOAVTEPO OTIC TOMTICHKEG TPOKTIKES. [lapdAinAa, TO evOlQEPOV HOG OTPEPETOL
TEPIGCOTEPO GTO TAOS 01 AVOP®TOL YpMNGILOTOOVV TN pesomompévn enkowvmvia (Ling
2010) kot og mowo Pobud eivor yvdoteg Kot €AEYYOVV TOVS GKOTOVG, GUEGOVLS Kot
éupecovg, mov e&umnpetel N ev AOY® emkovovia Kot o TPOTCEKT TOV GUVOEOVTOL LUE
VTNV N ATOPPEOLY ATd AVTY).

Kabdg n mietoynoio t1ov KoToavorOT®V 6Ta Héco ETKovaviog mBovvtot ard )
GUUUETOYN KOl TOLG OeOUOVS OTO OladiKTLO, TPEMEL VO GKEPTOVUE TN OlodKacioL
avamTuEng Toug, OAAG Kot TIC TPWTOROVAIEG 01 0TT0lEG TPOGTAHOVV VO EVOLVAUDGOLV TO.
potifa dwrvwonc. Ymapyel dn@opd avARESH GTNV TEYVOAOYIKY KOl TNV KOIWV®OVIKT
Kkawvotopia. Eival yeyovog 0Tt ot duvatdtnteg mov dlavoiyovtal amd 10 Kvntd THAEQp®mVO
dgv umopov va mpoPAre@Bovv avth T oTyun. QoTtdc0, Hio GEPA amd OPOUEVO Kol
GLVOVTNGELS PLAOS0EOVY v cu{NTHGOLY TIG AgtTovpyieg (TEYVIKES), TN XPNOOTNTO,
OAAG KOl TNV KOWMVIKI] GOVOESN TOL KWVNTOU KOl TOV GUVOQ®OV TEXVOAOYIKAOV
eEeMewV e T0 TAOIG10 EMKOVOVIOG TOL EEVTNPETOVV.

Evdewktikd, mapobétem KAmoles amd TS CLVOVINGES KOU TO OPMUEVO TTOV
oyetiCovron pe ™ Ogpotikny avtr. To Mobile Monday (MoMo) sivar éva event mov
evBappiver avBpomovg tov MME kot tov kivntdv va Bpebodv kot va cul{ntmoovy g
ebelovtikn Phon Béuato TOV APOPOLV TIG TEYVOAOYIKEG EPOPLOYES, LE EUPOCT) OTNV
acVpUOTH KOl KNty TeXvoAoYia, o€ cuvdeon e dpdoelg otnyv moAn. To Enviu sivon pia
kowotnta OMG mov 6T0YEVEL GTO VO amEVOVVEL GUYKEKPIUEVO EPOTHIATA, OTMOC TL
efvar éva open source’ smartphone (§va KVITTO THAQ®VO SMULOVPYOVUEVO OO TOVG
YPNOTES Y10 TOVG 1010VG TOVG YPNOTES), Tl GLUPAIVEL [LE TOL KNAEKTPOVIKA OLTTOPPILLLLOTON

(e-waste) T@V Kvnt®dvV Kol JE TNV KaOnUepv €160Y®YN VEOV EQOPUOYDV Yol TNV
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Kivnt 01eVKOALVON — Yol TOPAdELY LD, TN ONUIOVPYIN EPOPUOYDOV LLE GLVOYN YLl TNV
kaOnpepvn pog Con. Ta va exmAnpobodv 6Aot avtoi ot 6Tdyot, T0 Enviu amevbover puo
TPOGKANGN Y10 EPOPLOYES ONUOVPYIKOV PEG®V, £xovtog ndAota non 100 véeg 10éeg
wote va oAAGEel M Popnyavia Kivntod miepdvov. To Appsterdam, médl, eivor €va
AOYIGUIKO TTOL OVOTTUGGETOL GTIV TOAT] TOV AUGTEPVTOL KOL APOPA EPAPHLOYES KIVITOV
otV mOAN. Daiveton vo omoterel mOAO €AENG Yo OAOVG OGOVG EVOLAPEPOVTAL VO
avamTuEOLY CLUVAPEIC EPappOoYEC. ZOppova Le Tov 1WpuTh, Mike Lee, dev mpokettal yio
etopeio, dropo 1 vanpecia, aAAG Yo o W€a oe «kivnon» Kot eEEMEN, o 10éa Tov
€XEL TPOKVYEL GTOVG KOATOVG EVOG «KIVILOTOGH: EVOG KKIVILLOTOG EPAPLOYDOVY, OYL UE
v npoBeom va evodwhel oe o EKPacn, aAdd va onpovpynoet £va Tpoidv TotOTNToS.
Mmnopovv avtd va cvppdiovv ce pio mo ovorytn kot oplovtia e£EMEN;
Mmnopodpe vo KAVOLHE TOV «Kvntod kKOGHOo» kaAvtepo; I[log elvar dvvatdv va
dwcpalotel avtd, av ta cuvaer] Tpodtlekt otnpiloviol ot ¥PNUATOdOTNoN KATO0V
Qopéa, OTMG GLVEPN oty Tepintwon Tov Enviu pe v avaueign g Vodafone, 1 6tav
KOTOUOKELALOVTOL EQUPUOYES Y10 GUYKEKPIUEVEG TANTQOPUES, OM®G GLVEPN otV
nepintoon ¢ Apple; Amd v GAAN, Tt €100VC Kol TOEG TEXVOAOYIEG UTOPOLV Vo
avamtuyBobv kot vo eEgMyBobv pe okomd va avTOmoKploUV GTIG OVAYKES TOL
aAAdlovv ko yivovior ovvOetdtepeg, OMMC GAAMGTE KOU TO TAMICIO GTO OMOio
avartoocovtol, O 1oyVpoHdc Hov €0® eivor OTL 1M KOWOVIKY KOVOTOMioL Kot Ot
EQUPUOYEG TNG G€ OAOVG TOVG TOUELS KOl TIG TTVYEG TNG OvOPOTIVNG dpasTNPLOTNTOS KO
dpdong omv noéAn mnydlovv amd to Kowvd opdpata d6cmv dnovpyodv epappoyés. H
KOwmvikn Kowvotopio omortel o pebodoroyion cuvepyatikng avantuéng. H elevbepia
OTOV GYEOWCUO, OTIS E€PUPUOYEG KOl OTY YPNON AOYIGUIKOL omotelel emiong o

GNUOVTIKN TOPAUETPO.

2.7. O1 0vvatotnTes TV KIVTOV THAEPOVWV

H xwvnm teyvoloyia apyikd kot n ynookn ncrta sivor waitepa dS100e00UEVEG LOPPES
EMKOWVOVIOG 6€ OAO TOV TAAVNTN. AVaQEPOUAOTE GE KIVIITA THAEQ®VA KOl GOPNTONG
VTOAOYIOTEG, TV OTOi®mV 1 xpnon avéavetat pe paydaiovg pvBuods. Merentég Exovv
AVOAVGEL TAOG TO TEYVOAOYIKA EMTEVYHOTO £YOVV eMnpedoet T (N MG, TOCOTIKA 0G0

kot mowotikd. 'Eyovv efetdost emiong pe mowo puBud or kavotdueg texvoroyieg
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EVOOUATMOVOVIOL OTLS KOWMVIKEG TPOKTIKEG, o€ T€Tolo Pabud dote vo @aivovtal
amoOALTA KOVOVIKEG I akOpo Kot amdivto avaykaies. Omwg mapatnpei o Tomi Ahonen
(2008), 10 KIvnT0 TMAEP®VO, AOGY® TNG TOAV-AEITOVPYIKOTNTOG KOl TOL GUVOETOL
YPNOTIKOL YOPAKTAPO TOV, €Yl NON ennpedost Kot Ba ennpedost axodpa Evrova ) (on
pag, Kobmg ypnolponoleital, divovtog meplexOuevo o€ avBpdmovg oAAG Kol YDPOLG.
ATO oL TEPIGTAGLOKT] OPOGTNPLOTNTO GTO KIVNTO Kol TIG AElTovpyieg Tov, Ppiokopnacte
AoV e€opTdUEVOL OO 0WTO, OT®G epPavilel pia ékBeon tov comScore (Report 2010).

O1 ovokevég €xovv eEehyBel onpepa oe peydro Pabud, kavovtag to otabepd
mMAEPwVOo va potdlel ocav ovyyevig €& ayyoteiog TOv  avaveE®UEVOL  KIvNTOD
TNAEQPAOVOL, LE TN HOPON KOl TIG AEITOLPYIEG OV £YEL OTIG UEPES HOGC. ZVOUPOVO HE
ototyelo omd tov Ahonen 7th Mass Media, 10 72% 100 WAnBvLoHOV Exel
TPocPaciuoTnTo 68 Kvntd ALE®VO Kol PHEG® avtov 6to dadiktvo. O apBuog, o
omoiog Eemepvd v TpoosPaciudtTnTa Kot TV 1010 TN (PO TOV VTOAOYIGTAOV, OEYVEL,
KaTQ TOAD TapAdofo TPOémO, OTL GE TAYKOOCUO E€mimedo VRAPYovv oplOunTIKA
TEPLGGOTEPOL KATOYOL KIVIITOV TNAEPOVOV Tapd AvOpmOTOoL Tov £Y0VV GTNV KOTOIKIN
ToVG TpEYovpEvo vepd. Onmg mapatnpovv ot Jaokar k. d&. (2009), to kivntd eivon €va
KOW®VIKO TPoidv, ONUovPYNUo TOV Kopdv Hag Héca omd T 01ddpacn avipdrwv Kot
texyvoroyiag. H €EEMEN TOoL KIvTOU TNAEQPAOVOL £)xEl GLVOSELTEL KO A0 AAAOVG
KOW®VIKOUG Tapdyovtec. Qotdc0, N eEEMEN TS Te)voLoYiag amoteAdel Tov kaBoploTikd
mapdyovta g €£EMENG Tov kvntdv. O 0pog «ueta-péco» tov Alan Kay (1984)
TEPEYPOPE OPYLKA TOV LEGLOKO YOPOKTNPA TOL LToAoyloty. Kat yia 1o kivntd dpmg, o
0pog ovtOg elvar evdelkTikdg G eveMblag mov Jwbéter ®g HEGO Kol TOV

OVOTPOGOPLOYDYV 0TI AsrtovpytkoTNTd Tov (Manovich 2006).

2.8. O1 ypnoeig twv KIivytwv thiepavwy

O ypnoelg TV vémv TEXVOAOYIDOV Tpocopuolovtal, Oyt Ady®m NG VEMTEPIKNG TOVG
@OoNG N NG Kouvotopiog toug, oA yati Exovv pia Aettovpywkn a&io. Kot mapott ot
OVTIKEG ydpeg eu@ovilovior vo  YPNOUOTOOVY ®G TPMTOTOPOL OAEG OVTEC TIG
EQUPUOYES, amd TNV GAAN @aiveTon va duckoAiehovion va Bpovv évav €Evmvo Tpdmo va
TIC TPOCAPUOGOVY GTNV KAOMUEPIVOTNTA TOVS KOL VO TIG EVOMUATMCOVY GTIC TPOUKTIKEG

tovg. Onog mapatnpei o Castells, évac and tovg mopdyovieg mov emnpedlovv
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dteiodvon ot gival 0 TOTOG TNG VINPESTNG, e TNV TPOHTOHEST OTL TAPEYETAL OE Kot
OQOUOIDVETOL O EVVOIKA OO KOTAVUAMTEG TOV TOLG TPOSPEPONKaY eEapyng ot
epapuoyég avtég (Castells k. . 2007). H kawvotouio amotehel £vav topéa mov divet
peyaies duvotdTTEG OTNV TEYVOLOYia, OAAG Kol og KéBe idovg emppor| 6to HEAAOV eml
TOV VTOPKTOV VINPESIOV. QoT1dc0, Qaivetar 0Tt TOAAEG omd TG €papuoyES sivat
TEPLGGOTEPO TTPOGUPUOGUEVEG OTIC AVAYKES TNG Oyopds mopd OTIC KOWMOVIKES Ko
moMTiopikég avaykes. Onwc mapatnpel o Fling (2009) n kavotopio £ykettal pdAAov o
avTd oV Ba TPOGEYYIoEL MEPIGGATEPO TOVG GTOYOVS TNG AYOPAS, OYL TIG UVAYKES TMV
ypnotwv. O Josef Hochgerner (2011) diver évav opiopd yuwo to Tt €ivon katvotopda.
Kowvotopio kat’ avtov elval n eilcaywmyn pog 1éag, evog mpoidvtog 1 pag pebodov mov
EKUETAAAEVETON TIG TMOMTIOUIKESG, TEXVIKEG KOl EUTOPIKEG OLVATOTNTEG TNG WNPLUKNG
teyvoroylag. H kawvotopio Eemepvd v epebpeon W0edV HE EMTUYNUEVES TPOGONKES
Kol OVOQEPETOL OTNV  avATTVEN TPOTOVTWV Kol LANPecIdV. Mmopel emiong va
avaQEpeTol o véa mpoitovia 1N dwdwkociec mwov Pacilovion o€ TPOYOPNUEVES
odikaoieg 1 o€ véoug ouVOVOoUOVS eopTNUATOV, OTMG YPNOCLLOTOOVVTAL GTNV
ayopd. ITohd onuavikd eivor to yeyovdg OTL Ol YnELokEG KOVOTOUIES UTOPOLV VL
VTOGTNPIEOVLY KOWVMOVIKES KOTAGTAGELS 1] TACELS, | VAL avTIGTAB0VV Kot vo. aAAAEOLY TOV
pov tov eehilemv. To @avopevo ovtd ovopdletor amd tov Christensen (1995)
«disruptive innovation» («pMKTIKY KOIVOTOUIOY), EVVODVTOG TN CLUTEPIPOPA TOL OEV
etval 1 avapevouevn amd v ayopd. To Biiio Net Locality (Gordon k. &. 2011) eivon
éva omd o mo mpdseata otn Bewpio TV VEoV pécwv mov eotidlel otnv e&EMEN TV
Kivntov TAeeodvov kat ot location awareness technology. Tomofetel ot cvinon
pe v appolovca 16ToPIKY| TPOOTTIKY T0 VEO Goavouevo mov ovopdletar net locality
Kol wpoPAémel 6Tt otadiokd OAo B eEeAyBobv oe interfaces, «dlemapécy mov Ha
GLUVOEOLV  TOVG OVOPAOTOVG, TO OWdiKTLO Kol To avtikeipeva peTaEd Tovg Qg
avtikeipeva, 0o omoteAovv UEPOG TOL SLOSIKTLAKOD KOGHOV, Kol OEV LIAPYEL IOl
KOVEVAG OO ®PLGUAG OVALEGO GTOV 1GTO KOl QLT

Ye U0 omOmEPA VO OTOKMIIKOTOICEL TO KIVNTO OIKOGVGTNUA, 1) KOIWMOVIKN
Bewpla €xel eetdoel Tov pOAO TOV KIWNTAV GUOKEVADV GE PEGOTOMUEVES SLOOPACELS
Kot oG €€l OMOEL TOIKIAEG TPOOTTIKES Y10l TO MG Ol EMKOWVMOVIOKEG TEXVOAOYIEG eivat
KOVEG VO LETOLOPPDOGOVY TOVG KOWVMVIKOVG 0ecpove. TTapdtt to Kivntd dpyioe g Eva
OOTPOCMOTIKO PECO EMKOWVMVING, OTIG LEPES HOG Exel eEeMyOel oe KATL TOAD TTOPOTAV®D

and ovtd. Oiot ot dwgopetikol poéiot Tov KvnTod TNAEPdVOL Ppiokovior oe
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TEWPOUATIKO 0TAO0 Kot Ogv givol axopo minpog katovontoi. Onwg tovilel Ko o
Schafer (2008), n teyvoroyio Onmpovpyel TpdémOLG OAAG Kol OladlKacieg, Ko TO
KOWOVIKO TePlEXOUEVO TG dnUovpyiog ennpedlel TOV TOMTIGHKO pOAO TOV ,0AAN KOt
™ xpnon tov oty kowwvie Ot AvBpomor &rovv OMUOVPYNCEL GUYKEKPLUEVES
TPOCOOKIEC Kol TPOKTIKEG TNV KaOnuepvOTNTA TOLG. Avouévouv va €yovv TN
dvvatdtnTo vo TorofeTnfovv Kot Vo ETIKOIVMVIIGOVV LE TO KOVMVIKO TOVG OUTOCTUYUEL,
aAAG Kot T dvvatodTNTa Vo BETOVY VIO dlEPMTNON OTIONTOTE KOl VO UTOPOVV OUECHG
VO TO aVOKAAEGOVY. AVOUEVOLV TEAOG VO LTTOPOVV VO KOTOXMPOLV KOl VoL 0pyE00eTOOV
okéyelg kKo ewoveg (Gordon 2010). Ot emKovOVIOKES TEXVOLOYIEG TAPAYOLV VEES
TANPOPOPIES KOl £YOVV Tr OLVATOTNTA VO OPYOVAOVOLYV KOl VO OVOKOAOUV TNV
mAnpogopia péca and ta apyeia tovg (Gordon 2010).

O wyvpiopdc pag €3 etval 0Tl Ot TEPIEGOTEPES TEXVOMOYIKEG EQPUPUOYES Ko
e€ehilelg, pe Eppaon o€ aVTEG TOV KIvnTov TNAEPAOVOV, gival KotevBuvoueveg amd
Bounyavia. H évvotla tov web 3.0 givor pua petagopd tov web 2.0, mov amotélece pio
TAOTQOPUO.  OVOKAALYNG KOl OvOOlVOUNG GE Ve TPOCTOTELOUEVO  LOVTEAO
TPOocPacILoTNTaS. AVTO OGTOGO Ao UOVO TOL AVTITIOETAL GTOV AVOLYTO YOPUKTNPO KO
v ehevbepio ypriong tov Kivntov tieemvov. 'Eva emyeipnua viép g mAatedpuog
Android, yia Ttapddetrypo, TV 6Tt TPOSPEPEL TEPIGGHTEPEG OVVATOTNTEG GTOVG YPNOTESG
Kol EAEYYO TAV® OTIC GLOKELEG TTOV YPNOUOTOOVV. AkOpa kot 1 mhatedpua Google
Android mapéueve avoyrn. ['eyovog eivarl opmg 6tt to Android vrootnpilotav and v
Google kot 6Aeg o1 TAnpoopieg avikay oe pia gtorpeio. O 16YVPIGUOG TEPT AOYIGULKOD
«OVOIKTOU KMoy (open source) mopEneune o€ KOAEG TPOBEGELS aKOUA KL av 1) OAN
owdkacio delaydtav micw and kKiewotég moptec. Ko kbmwg £to1 Google avaxoivoce
Nnon and tov Mdprtio tov 2011 611 dev Ba mapEyel KOO KWOWKO Yol TNV TEAELTOLN, EMC

1618, ékdoor tov Android, pe v enwvopio Honeycomb. ..

2.9. Xvurmépoouo

Ot gpMoelg OGTOGO TOL KIVNTOL TNAEQPOVOL KOl TOV EPOPUOYDV TOL TOAAES (QOPES

aVTOTOKPIvOVTOL GE OYL aPYIKE GYEOUCUEVES OVAYKES, 1, (KOO TEPIGGOTEPO 10MGC, OO

TIC €QOPUOYEG aLTEG Kavomolovvtal avadvoueves. 'Etol, PAémovpe évav apBud

TOMTIGTIKOV KOl KOAMTEYVIKOV £QPAPULOYDV, TIG omoieg Oa mapokorovdncovue cto
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TOVNUA aVTO, v YivovTol @G TETOES OVTIKEIHEVO NG TEXVNG, TNG EMGTNUNG KOl TNG
teyvoroyiag. H ndn odvOetn kou mAovpaoctikn Kowvmvior Hog EYEl TOWKIAEG OVAYKES TIG
omoieg KoAglTol Vo KOADWEL Kol EPOTANATO TOV TIOETOl OO KOAMTEXVIK 1N KOl
EPEVLVNTIKN TPOOMTIKN OE EMMEOO TEPAUOATIKO KOl OVIXVELTIKO, M| pe TN Oegaymyn
GLGTNUATIKNG CLUUETOYIKNG épevvac. Omwg éxer ovuPel kot pe GAAa TEYVOAOYIKA
emrevypata, 1 0€on T0Vg 6 TOMTIGHKO KOl EPELVNTIKO eminmedo peteeAlyOnke Ko
avTomokpidnke oe avadvopeveg avaykec, divovtag moAOTAELPN Asttovpyikn a&io 6To
QVTIKEILEVO M TO KOTAGKEVOG LA 0O TAELPAG TEYVNG KO EXLGTHIUNG.

To xepdrato avtd emyeipnoe va eoTicEL TIC eEEMEELG TG TEXVOLOYING, KUPimG
™G acvpuatng, Kot vo egetdogl pe mowo TPOmo 1M emkowvovior £xel avoifel véoug
OLA0VG HEG® NG TEXVOAOYiaG. OAa oTA £XOVV SIOUOPPDGEL EVOL TOYKOGLOTOINIEVO
nedlo emKovoviog, OAdYoL Kot Ekepacng Omov To véo HEGH KOU M TE(VN TOV
Tpaypotonoleitor péca and avtd moilovv onuovtikd poAo otn d1Ad0oT VEDV 10EMV,
OAAG KO GTNV OTOUIKT] EKQPACT] Y10 TPEYOVTO Kot EMiKapa BEUATO KOl KOTAGTAGELS O
aTopKd Kol cLALOYIKO emimedo. H teyvoroyia kot ot eQapproyEC TG GLVOLOUOPPOOAY
emiong évav véo VPEPLOKO YMPO EVTOG TOL OTTOIOV EVTATIKOTOWONKE 1 AGTIKOTOINON Kol
n onuovpyio diktowv. H teyvoroyio eivor €vag amd TOLG TLADVEG GTOLG OmMOI0VG
epetdoetal Bewpnrikd 1 epyoasio avt). H teyvoroyio kot ot epappoyég e amoteAodv
dEova mopatnpnong oto TpoOTtiekt vE®V TEYVOLOYI®V 0TS Ba Tar Tapakolovdncovpe
€0M, OmMOTEAMVTOG €mMiong oTobUd Yoo TV KOW®VIKOTOAMTIKY €&EMEN kol v
ToMTIGKY] Bempia, 10img Kab® dcov ennpedlovv Tov TpdMO emKOvOViog HEcH Amd

otlkToa.
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2NUEIDOCEIS

' Q¢ oovppato diktvo yapakpileTon T0 THAETIKOW®OVIOKS 3ikTvo, cuVRBOE THAEPOVIKO 1)
dikTVO VITOAOYIGTAV, TO 0Tol0 YPNOLHOTOIEl padtokvpata Mg eopeic TAnpoeopiag. Ta dedopéva
UETOQEPOVTAL LEGH NAEKTPOUAYVITIKOV KULATOV.

2 Opddo. avOPOTMV TOV GLYKEVTIPOVOVTOL ENPVIKG KOt STVOLV [l TapAoTOoT HKpPHG JPOVIKIC
ouwpkelag. Metd v AMén g, dwwdvovtar pe tov 1810 Eapvikd Kot ampoPfiento Tpdémo. Ot
TOPUCTACELS QVTEG EYoVV GLVNOMG GKOTO TV KaAATEXVIKY €kepoaoT. H opydvmon tov flash
mobs yivetar cuvnBmg pe péca KOOVIKNG dikTvwong, e-mail 1 ko andd SMS and kivntd
MAEQOVO.

3 AvBuvon IP (IP Address — Internet Protocol Address): évag povaducdg optOuds mov
YPTOULOTOLEITAL OTO GUOKEVEG Y10 TI HETOED TOVG OVOYVAPLOT KOl GLUVEVVONOT G€ €val SiKTLO
VTOAOYIGTMV TTOL Ypnoionotei To Internet Protocol Standard.

* 0 6poc Web 2.0 (Iotdg 2.0) ypnowomoteiton yior var Teptypyet T véo yevid tov TTaykooon
Iot00, 1 omoia Paciletor otV 6A0 KoL LEYOADTEPT dVVATOTNTA TOV YPNOTAOV TOL AL0dIKTOOL VO
popalovtor TAnpoeopieg kot va cuvepydlovrarl online. Avti 1 véa yevid givar o Suvapiky
OLOOIKTLOKY] TAATPOPLO GTNV OTTOI0, UTOPOVV VO AAANAETIOPOVY PN OTEG YWPIG EEEIOIKEVIEVEG
YVOGEIS 6€ BEHOTA VTOAOYIGTAOV KOl SIKTOMV.

> Kowovikd Siktvo: M vampesio. Kowovikig SIKTOmong &ivol pio. TAATQOpUO Y10,
dNuovpyia. KOWOVIKGOV SIKTO®OV 1| KOWVOVIKGOV GYEcE®V HETAED avBpdnwv mov £ovv Kowd
evolaPEPOVTA, dpacTNPLOTNTEG, LIOPabpo M decpovg amd TV Kowwvikny tovg (o, M
KOW®VIKY] DINPEGIa SIKTOOV OMOTEAEITAL GO UK AVATOPAGTACT TOV KABe ypnotn (mpoeir),
KOW®VIKOVG O0EGHOVG, KOOMG Kot po mokidio mpocbetmv vanpecidv. Ot meplocdtepeg
VANPEGIEG KOWMVIKNG SIKTO®ONG eivar web-based kot mapéyovy péca yio va aAANAETIOPOHY 01
YPNOTES TOVG LEG® TOV AOIKTHOV.

® Actoopévn Kowevic: Ge oTH GLVAVTOVTAL KOWOVIKE S{KTuo Kot S{KTvo HEGMV, Kol
oynuatifovv v opydvoorn Kot doun TG o€ OAo T emimedo (OTOUIKO, OPYOVMTIKO Kol
kowoviko) (Van Djik 1991).

7 Movtého avimTuéng mov EMTPEMEL 0) TOYKOGHIO G0 TPOGRUGNG GTOV GYESIOGUO KAl Tl
oxédln Vo TPoidvtoc, Kot ) maykOoHo enavEKOOoT aVTOD ToV oYediov 1 GYeSIOGHOD TOV
TPOTOVTOC LE TIC PEATIDGELG TTOV EXOVV YIVEL OTO OTTOLOVONTTOTE.
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Kepdioo 3

Evvoieg kou mopauetpol g epyasios

To kepdAiaio avtd amotedel ) Pdon méveo ot omoia otnpilovtarl ot dvo Bewpnrikol
TLADVEG TNG £pYaciag avTthg, Kabopilovtag pe To vroRabpo Kol T EVVOIOAOYNGELS TOV
Toug Kamoleg otafepés vy v eEEMEN ™G epyaciog oAAG  dacapnvilovtog
pneBod0AOYIKA TO KEVIPIKO epOTNUA NG epyaciag. Ommg Mon oNUELOoUUE TNV
Ewcayoyn, éxet evdopépov va dodue mdg n yoyoyemypaoia, po Oempio mov Pacileton
oTNV €VOPUNGCTN, €Popuoletar péca amd TG VEEG TEXVOAOYIES KOl MG Ol EPAPHLOYES
aUTEG, HEC® NG TEXVNG, ONUOLPYOLV U0 VEQ YOPTOYPAPNON TOV YEWYPUPLKOV,
(QLGIKOD, KOW®MVIKOD KOl YUYOAOYIKOD YMPOL HECH OO KAAMTEYVIKEG OPACELS,
GLVOEOVTOG VEN OTKTLO KOl dMUOVPYDVTOS VEOLS Ydpovs oe d1ddpact. Emiong petd
amd evdedeyn €pevva, yivetal avoeopd oTilg Bempieg TG TPOCANYNG KoL TOL KOOV,

®oTe v KOOoPIoTEL KOO TTIO GUYKEKPIUEVA TO EPELVNTIKO LOG EPADTNLLOL.

3.1. Mia aroreipa opiouod twv opwv public art, media art kot locative media

Toco ov e&elilelg g teYvoroyiog kol TNG emkowmviag, OGO Kol Ol KOWMVIKO-
OIKOVOUIKEG EMTOYEG OLYKPOTNOOV TIC CLVONKES Yoo TN OMpovpyia VEWV HOPPOV
TEYVNG KO EKPPOAONG: TE(VN OTOV ONUOCLO YMPO, TEXVY UE TO VEN UECO KOU UE TIG
EMKOWVOVIOKEG TEXVOAOYiEG. TIEpav TG CLUPATIKNG LOPPNG TEXVNG KOl TNG TEXVNG TTOV
Aettovpyel pe Paon 10 OimoAo KAAMTEYVNC-KOWO, 0vaOLOVTOL HOPPEC TEYVNG TOL
TPOYLLOTOTOLOVVTOL GTOV ONUOCIO YDPO, LE GKOTO Vo evOappOuVOLV TEPIGSOTEPOLS VL
EUTAOKOVV GE QUTEC — M TEXVN LE T XPNOTN TOV VEOV EMKOIVOVIOKOV TEXVOLOYIDV Ko
N TEQVN HE OVTIKEIUEVO TOV YOPO Kol TNV TOAN, OnAad] pe KOHPL TOPAUETPO TN
yopkotnta. Ot 6pot public art, media art, locative media éyovv didpopa avticToryo Kot

LETOPPACELS OTO EAANVIK(, TOL OVTOTOKPIVOVTOL GTO TEPIEYOUEVO TNG OLAOPACT|C LE TO
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KOWO, TIG VEES TEYVOLOYIEG KOl TN YOPIKOTNTO MG AEoVES TNG EKOPACNG TOVE® GTOVG
omoiovg gpeideTon n OHpAcn TOVG.

Ye o amomepo KoBopioHoy TG oNUOciog ToV OpmV IOV AEITOVPYOLV MG
TAPAUETPOL 6TO TOHVNLA aVTO, Ba elya va Tovicw OTL o1 Opot avtol dev elvar maylwpévor,
aAAG  petafdiiovtol ovOiAoyo HE TO TANIGIO OTO Omoio AgltovpyolV KOl TNV

KOAALTEYVIKT] OpaGTNPLOTNTO GTNV 0TT0i0 GLVEPYOVV.

Ti eivau media art;

Q¢ media art opifovpe TV €)M TOL TPAyHLATOTOLEITAL [E TN PonBEla VEDV PHECWV.

Tz eivou public art;
Qg public art opilovpe v téyvn Ko Ta TPOTLEKT TOV:

a. Epapuolovtor otov dnUoOGLo ydPo, avaepOUEVO otV 101 TV £Vvolo TOV
«ONUOCIOLY.

B. Avagépovtor og Bépata onpocia, BEpata Tov apopoHv To Kowo.

v. 'Etou opiletan emiong 1o €id0g t€)VvNG MOV apopd TNV avadlapOpe®SN NG

ONUOGLOG GPAIPOS HECH OO TIG YPNOELS TOV VEMV TEXVOAOYIDV.

Qc¢ locative media opilovpe v €YV TOL TPOYUOTOTOLEITOL UE VEES TEYVOAOYIES KO
€xel G aVTIKEIPEVO TN depehivnon Tov Ydpov péca amd epapuoyés GPS f/xat kivntov
TNAEPDOV®V.

Ta locative media g katnyopia cvvovdlovv €vvoleg and T 600 TOPATAV®
katnyopies. ITo ovykekpipéva, mpdkettor yioo TPOTLEKT TOV TPAYUATOTOLOVVIOL GTOV
onuocto ywpo, pe ™ Ponbela ¢ TEXVOAOYIOG KOl TOV VE®V HECOV, OVAKIVOVTOG

Bépato dNUOGLA, KAOMOG avapEPOVTOL GTO XMPO KOl TNV EUTELPIO OE VTOV.

AvaQopikd LE TO YOPOKTNPICTIKA KOt Y10l TIG TPELS KATNYOPIES:

H public art mpaypatomoteiton kot yopic véa péca. Q¢ public art pmopei va
YopoKTNPIGOEl TO YKPAPLTL, AAAG KO BALES TEPPOPLOVS GTOV ONUOGLO YDPO.

Kowd yopaxtmpiotikd oe OAa ovtd to mpdtlekt eivar Ot mpdkeltar yio
TPOTLEKT GLAAOYIKA KOl ovvepyaciag. emiong, OAa avtd To project porpdlovral

YOPOKTNPLOTIKA Oy ViO1o0 (gaming).
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Ta project oto onoia o avoaeepHd e AVTO TO TOVNLOL TPAYLLOTOTOLOVVTOL OAN
péoa amd TIG VEEG TEYVOAOYIEG KOl AMOTEAOVV €vav GLYKEPUGUO OTOlKEI®V NG
EMOTNUNG, TNG TEYVNG KOl TNG TEXVOAOYing. Baowd kot kowvd yopaxtnplotikd OAwmv

elvar 1 duadpaon.

3.2. To mouyvior (gaming) ko o1 wapauetpoi tov ato. media art projects

H téyvn péoa amd tig véeg texvoroyieg aivetat vo £xel S10POPETIKEG OYELS KOl LOPPEG,
Kol pio amwd avtég paiveTon va gival 0 Tayvidmong yopaktnpag te. To gaming amoteAet
éva, PEYEAO KEPAAOLO EMICTNUOVIKG Kol gpguvnTikd. Eod yivetor po avagopd oe
Kamola amd T YOPAKINPIOTIKE TOL gaming, OTMG To GLVAVTAE o€ £pya TV locative
media, tng media art kot ¢ public art. [ToAAd omd avtd B ATOTEAEGOLY YVAOLOVO KOl
dEova 6T GITOLOT| TOVG,.

To media art project mov £y emAélet oo v €pgvva ot polpalovtal Kdmow
YOPOKTNPIOTIKA TOV gaming ko, mopdTt To TPOTLEKT OEV UEAETOVIOL LE £0TIOON GE
aLTd 10 PACIKO YOPAKTNPIOTIKO TOV gaming, TO TEAEVTOIO AMOTEAEL pHiaL SLAOTOCT TNG
TVTOAOYIOG TOVG Kot YU aLTOV TOV AOY0 KpiveTon avaykoio po avagopd ce avtd. O
Nnbeia va poticom €101 kdmow amd To oToLXEio TOV HOPAlovTal amd KOWoD Kol TOV
TPOTO L€ TOV OTOL0 01 VEEC TEYVOAOYIEG GLVOLALOVTOL LLE TNV EMICTHUN KOl TNV TEXVN Y10
éva dlemotnuovikd amotédespa, Onwg ota locative media art projects.

O Johan Huizinga, OAAavoOG 16TOPIKOG KOl PIAOCGOPOG, €lval YVMOGTOS Yol TIC
Bewpieg Tov Yoo TO TOYViIOlL. XTO onuavikd tov épyo Homo Ludens (1938, 1955)
emyepnuotoroyel 0Tt 10 Touyviol eivan Pacikd cvotatikd g avOpomvng (one. O

Huizinga opilet 0o maryvidr og:

M erhevBepm opactnpiotnta mov Ppioketar € amd 1 cvvnOiouévn
Con kor dev eivon tereimg cofoapr], dAAd TapIAANAQ ATOPPOPA TOV
naiktn pe évav moAv évtovo tpdmo. Eivan emiong o dpactnptotnta mov
O0gv oLVOEETOL pE KOVEVA VAKO evOlpEPOV Kol KovEVo KEPOOG dev
amoKTATOl PEGM aVTNG. AleEdyeTan HEGO GTO SIKE TOV OPLoL «YDPOLY KO
«poOvoLy cuuE®Va. e Kabopiopévoug Kavovee. TIpodyel tov oynuaticpd

KOWOVIKOV Opdd®V Tov Teivouy vo TepBAALOLY Ta LEAN TOVG [LE KATOld
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HLoTIKOTNTO, Kol Telvel voo Tovilel ) dpopd amd ToV KOwo KOGLO

dympilovtdg tov amd aAla péoay (Huizinga 1955).

Avoidovtag v mapdypapo ovtn oe oyéon pe to media art projects, mpémer vo
tovicovpe 0Tt ta media art projects, yio vo, YopoKTNPIGTOVV Kol 0¢ gaming Le LEPIKO 1)

KaBoAkd tpomo, Ba pémel va KOAOTTOLV TIC €ENG GLVIGTMGEG:

e To mouyviot elvan por eEAevBept dpacTNPIOTNTA KOTA TPDOTO AOYO, KO YU 0VTO KOVELG
dgv pmopel va eivor avoyKooHEVOS VO GUUUETACYEL. ZOUUETEXEL LOVO LE TN O1KT] TOV
BéAnon, ©g amdpPoLa KATO0V TPOCOMTIKOV KIVI|TPOUL.

e Agbtepo, To moryviol Bploketatl cuveldntd ektdg ™G «ovpPotikng Lone». Ot maikteg
KOTO TN OCULUUETOYN TOVS OTO ToyVidl amoAAdccovior omd Tovg GLUPATIKOVG
KOW®VIKOUS TOVG pOAOVG. ¢ TOpAdELyLo. LTOPOVUE VO YPNCLLOTOCOVUE €00 TO
Electrical Walks tg Christina Kubisch, 6mwg meprypdpovtar 610 avtictoryo
Ke@ahato 1 Kou 1o mpotlext Her Long Black Hair tng Cardift (BA. Evomnta 4.6 ot
GULVEYELD).

e Tpito, «to moyvidt amoppo@d TOV TaiKTN», KAODC 1 CLUUETOYN Elvor TIC
TEPIOCOTEPEG POPES PLONOTIKT.

o Tétapto, 10 moryvidt dev cLVOEETOL HE KOVEVO DAKO EVOLAPEPOV KO UE Kool
KEPOOOKOTIKT O1d0e0m. AV UmopoLEe va «Tdpovpe» KATL amd To oy viol, sivat povo
N exmAnpwon evog Kadnkovtog. Yuyoroyikég peréteg £xovv deiEel OGO GNUAVTIKO
otV opyavmon g (ong pog etvar 1o moyviol, kabmg ekmAnpovel kdbe gidovg
KOW®MVIKEG, YVOGLOKESG, ONULOVPYIKES, CLUVOICONUOTIKEG, COUATIKES Kol aloONooKES
avdykes. O pun Topay®YIKOG YOPUKTNPOS TOV TOLYVIOOD OOTEAEL KOl TOV TLPY VO,
¢ Bempiog Tov. Agv givar Tuyaio 6Tl 1 epyacia ivol TO AVTOVLLO TOL TTOLYVIOLOV.

e [léumto, T0 Moy vior «Ote€hyeTon HEGO GTA OPLOL TOV YMOPOL KO TOV YPOVOLY. XE Lol
TPAOTN patld, ovTd pmopel va eyeipet apeiBoiies: yio mapddetrypa, Kamolog pmopet
Vo EMYEPNUATOLOYNOEL OTL Ta  Tpiypova modld moilovy OmoLVONTOTE Ko
omotedNTOTE. L26TOG0, TO TALYVIOL TOVG YiveTal 6e vav 0e00UEVO YDPO Kat XPpOVo,
KOL 1) QOVTAGIO 1) TO TOLYVIOl ELGEPYOVTOL GE L0 GUYKEKPIUEVT] GYECT] LLE OVTOV TOV
dedopévo xpdvo Kal ydpo, KoODS 0 YMPOG Kot 0 xpovog OALALOVV GTO ETOUEVO
moyyviolr. Opoimg, av kot to {nrovpevo ota dtdpopo media art projects givor va

®OnBel 0 ocvppetéyov va €yl dradpaon pe 1o mpdtlext, To 1010 10 Epyo AapPavet
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YOpa o o 0edopévn YPOVIKN OTYUNR Kot og €vov dedopévo ydpo. AxoOua
TEPLGGATEPO, O YDPOG KOl O YPOVOG AELTOVPYOVV MG Opla: OTAV, Y10 TOPAOELY LA, O
OCUUUETEXOV EYKATAAEITEL £VOV GUYKEKPIUEVO YDPO, TO ToyViol UeTAPAAAETOL 1)
tepuatifetat.

e 'Exto, 10 moyvidtr Aettovpyel cOppova pe kabepmpuévous Kavoves, e kabopiopévo
TpoOT0. Mmopovpe va TEPLYPAYOLUE TOVG POAOVS TOL TOLYVIOWD HE PEYOADTEPN
EVKOMa ¢ «Oplay. Omwg avaeepOLaoTe GTOL «OPLOL TOV YMPOL KOl TOV XPOVOLY,
¢tol eppaviCovtal «oproy Kot 6to un dounpévo oy viol. ‘Etot, yio mapdostypa, evo
0€ U0 TPOTN MaTLd Todtd Toilovv 6TV avAn £vo un dopnpévo matyvior 1 dvipwmot
OlEPELVOVY TN SLUOPACTIKY] TEXVY] PALVOUEVIKA Y®pPiS KavOVES, ®GTOGO GE Kabepd
amd avTég TIS dpacTnPLoTTEG LITdPYoLY Opta. To PLoKd TEPIPAALOV, N KOVOVIKY
KOTAGTAOT, O YPOVOS, 0 Y®OPoS, OAa poll Ko to kabéva Eeywpiotd BEtovv ta OpLd
TOVG G€ OVTEG TIC OPACTNPLOTNTEG AVOPOPIKE LLE TNV TOLOTNTA KOl TO 0KOTO TovG. O
Richard Schechner, Oepehwtig g Oewplag TOL  7TEPPOpUAVS, YPAPEL
yapoktnplotikd: «lloyvidl eivon vor dnpiovpyel kovelg Taén péoa and v atation
(Schechner 2003).

e 'EBdopo, 10 mouyvidor mpowbel tov oynuaticpd kowvovik®v opddmv. Kabog ot
TOIKTEG dNUOLPYOVV Evay ETUEPOVG KKOGLO» LLE OTKOVG TOL KOVOVEC, OEV OOTEAEL
EkmAnén Ot avut M KoM gumelpia Tovg PEPveL Mo Kovtd. Xto PifAio Tov, o
Huizinga divel éppacn 610 yeyovog 0Tt ot opddeg 0TEG AELTOVPYOHV HEGO OO TOVG
OKOVG TOVG KOIIKESG Kol KAVOVEG, TPocdidovTag Evav aLTOVOUO Kol KATWOS HVGTIKO

yapoktnpa o€ avtovg (Huizinga 1955).

O1 opopot tov Huizinga givon onpovtikoi oto va opoBetn0et ko Becwpntikd to moryviot.
To mouyvidl €xer emiong avomtuélokd kot TodAy®YIKo yapoktinpa. EvBappivel tovg
GUUUETEYOVTEG VO OIGKTCOLVV TIG KOWMOVIKEG, CUVAICONUOTIKES, YVOOTIKES, PUOIKES KOt
KaAMTEYVIKEG TOVG deE10TNTEG. O AvBpmTOL pmopovv va pdbovv amd To oy viol, Kot
avtd elvar évog amd Tovg Pactkovg Adyous g AmOANVOTG TOL avTAoUV amd avtd. Ta
veapd modld kot to (do mepvohv To HEYOADTEPO HEPOG NG LoNG TOoLg —avTn gival N
O0VAELD TOVG OTNV TPaYUATIKOTNTO— pofaivovtag pésa amd to moryviol. Kabag paiiota
TOALOL EVIIAIKEG OTEPOVVTAL EUTEIPLOV UAONONG OTNV KaONUEPVOTNTA TOVS, TO Tty Vidt
TOVG TOPEYEL TIG TPOVTOOECELS KOl TOVG dlvel TNV gukapio va GUVEYIGOLV TN YVOGLOKT

TOVG AVATTLED.
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Ev 1ékel, okomdg tov moryvidov eivar va yoyayoynoet. To moryvidt dev
kaBiotatonr aAnOivd Kot OV TPOYHOTAOVEL TOV OVGLACTIKO GTOYO TOL AV OEV YUYXOYMYEL.
To mowyviol eivor po HpacTNPLOTNTO TOL GTOYEVEL OTO VO OUTEAELOEPDTEL KOVMOVIKA, VOl
BonBnoel oty mepattépw avamTTLEY, AALL KOl Vo TPo®ONGEL TNV omeAEVBEPMOT TV

atcOnoemv. Kupimg Opmg emdudKel va yoxoymynoel Kot va 0100KEJACEL.

MOBILE MIXED-REALITY GAMES

To onUaVTIKOTEPO GE OVTEG TIG EQUPLOYEG, Elval 1) dNUIoVPYi LG OXEONG AVAUESO GE
avOpOTOVG TOV GLUUETEYOLV GE EVIEAMG OLPOPETIKOVG YDdpovs. O pdAog Tov
GUOTNUOTOG €IVOL VO TOVG TOPEYEL EMOPKEIG TANPOPOPIES, TOPOVCIUGUEVES LE TOV
KatdAAnAo 1poémo, £€tol doTe va glvarl 6e BEom va KATOVOGOLV TO TEPIPAAAOV TV

dArov cvppetexovtov (Flintham k. a. 2003).

3.3. PYoyoyewypopio

e avt) v evomra, Oa emavampocdlopicovpe TV TOAN VRO TO QOG TNG
yuyoyewypopiog, Blovtog g TOPAUETPO TO TEPTATNLA KOl TN PLOUOTIKY EUTELPIN TG
noac. H yoyoyewypagpio o¢ Bewpio ahld Ko oG TPAKTIKY LA EMTPETEL VO, OOVUE TNV
TOAN TEPO amd TO GTEVA YopTOYpaPKd NG Opta. H 1otopikn| avadpour o avt pég
dtvelr TAnpogopieg yio to Bepntikd TA0IG10 HEGH GTO OTTOI0 EVIAGGOVTOL Ol EQAPHUOYES
™G T€XVNG He T Pondela TV VEOV TEYVOLOYIDV GTOV ONUOGLO YMPO KOl Y10 TO MG Ol
EQUPUOYEG OVTEC Sivouy UL VEN «TO1OTNTO» Kol OlAGTOCT) OTNV YUXOYE®YPOPIKN

Bewpio.

3.3.1. llepmatavrag oty moin

Tt o mer mepmanuo; Eivor moAAég kol S10pOPETIKEG Ol OmMAVINGELS O £va TETOLO
EPAOTNUO, KOU TAVIO GLVOOEVOVTOL OO TEPOITEP® EPOTNUATIKO TOL VTOONAMDVOLV
oyécelg pe v outio, Tov TOMO 1N 10 oTOKEID TOL YPOVOL. To mMEpmATHUO —«1 TTLO

TPOPAVIG, GAL Kol TO adlevkpiviotn mpdén otov kOcpo» (Solnit 2001: 3)— &yet
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YPNOLOTOMOEL KUPLOAEKTIKA KO LETAPOPIKE GE L0 GEPA OO TOUEIS: TNV TEYLVN, TV
@ocopio, T Aoyoteyvia, TNV ETIGTHUN, TV YE@YPOUPIL K.0.K.

Katd t Swpkew tov 20 qwdva, N TpGEn TOL TEPTATAMATOC VLIAPEE
GUVOETIKOG Kpikog HeTAEL TOL OvOpOTIVOL GTOolElOV Kol TOL OGTIKOV TOTiOoL,
OLUVOEOVTOG TO GTOHO HE [0 GEWPA Omd KOOMUEPIVEG KOWMOVIKOTOMTIKES Kot
TOMTIOTIKEG dpaoTnPlOTNTEC. Zouemva pe tov Williams (1973: 233), n avBpomivn
avTiANYN VEOV O0OTIKOV TO0THTOV £xel ovvoebel eSapyng «Ue TNV MEPUTUTNTIKN
Qryovpa 6Tovg dpduovg g ToANe». H Brounyoviky Exovictaon tov 19°° cidva £pepe
TEPAOTIEG Ko S10POPOTIKES OAANYEC GE KOWVMVIKT KOl OIKOVOUIKY KA{poKa, BE€TovTag Ta
Bepéha yio ) petémerta e£EMEN Tov modewv. Ta otoryeia g TaydnTOg, TOL TANBOVG
KOl TNG TEYVOAOYIKNG TPOOOOV EMESPACAV KATOADTIKA TAV® GTNV £Vvolo KOl TNV
eEEMEN 1OV oNUEPIVOD OGTIKOV TOTIOV.

H méln Ba pmopovce vo moapaiiniotet pe évov «{oviovoe opyavicopo», &vav
opyavicpd pe moAvmoikiho mapeABov, €viovo mapdv kot vmooyouevo pEAAov. H
wpoavapepbeica peTaopd lval otevd cuvoedepévn pe v vmapén tov avlpdmTivov
wapdyovta. oG {ovTavod Kot KIVOOUEVOL OpPYOVIGHOD HEGO GTO AOGTIKO TeEPPEALOV.
Qo1660, 10TOoPIKA £ival amapaitnto va avaeepbel Tmg N apykn CLAANYTN ™G £vvolag
™G OGS mpaypatorombnke oty apyaioc AOfva. O ApiototéAng vrootpie OTL
oA eivar  «t0  povadwd mAoiclo péoa oto omoio o GvBpomog upmopel va
TPOYLLOTOTOMGEL TIG TVELUATIKEG, NOKESG Ko dtavontikég Tov kavotnteey (Kito 1951:
36). Kotd ) didpketo tov 19°° ko tov 20°° aubva, N éVvola TOV «ACTEMSY OMOTEAEGE
tov G&ova Pdacel Tov omoiov 1 avBpdOTIVY eumepion GTNV TOAN EMNPEACTNKE TOGO GE
KkaOnuepvd 660 kol 6 cuUPoAIKO eninedo. Me dAla Adyla, 1 TOALIAGTATN EVVOLOL TG
oM OBo pmopovce va mePtypagel Oyl HOVO ®C £VOG GLVOLOGUOS YEWYPAUPIK®DV,
YOPIKOV Kol OWKOVOUKAOV otoyeimv, oAAd Kot ¢ £€va «BE€aTpo  KOWMVIKNG
dpactnpoTTag 1 £va asOntikd cOUPoro cuAroyikng evotntacy (Mumford 1937: 92).

Enexteivovtog 10 OKENTIKO HOG TAV® OTN GUVOECT TEPTATNHUOTOS KOl TOANG,
elvol amapaitntn N avaeopd otov ['dAdo Beswpnrtikov Michel de Certeau (1984).
Owelonoinom kot €K vEOL YPNON TOV NYELOVIKOV onuaclov, n Aabpaio xpnon tov
LOPO®V KOl TOV VONUATOV TOV 1GXVPAOV, 1 OGOV TS POVIAG TOL KOAAOLY) GTNV
avAyvVOoN TOV OCTIKOV KEWWEVAOV, OVTES VAL 01 OVOTOPEVKTEG LOPPEG TTOL TOLPVOLV 1
aVTIGTOOT Kot 1) ONUOVPYIKOTNTO 6TV TaEIKT Kovmvia, 6ivovtog moATikn d146TocT o8

KaOnUEePIVEG TPAKTIKES OTIG Omoies eE€yovaa BEom €xel To mepmTnLLL.
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[Tob pmopovv va yivouv opatéc ot tpoyiég tov mepuratntav; O de Certeau
(1984) odwywpilet otV mPOGEYYIoN TOL TIG TPOKTIKEG amd TG otpatnykés. Ot
OTPUTNYIKEG OVOPEPOVIOL GE OOUNUEVEC HOPPEG OVVAUNG OTO OOTIKO TOTmio amd
opyaviopovg kot  Beopovs. H  wabnuepwv) mpoktiky] Opmg  avagépeTon o
ONUIOVPYIKOTNTO KOL TV EMVONGN KALVOUPYL®V TEPUTATNTIKMV TPOGEYYICEMV A0 TOVG
avOpdToLvg, PE GKOTO VO Sl0GYIGOVY TO UEYOAO GTPMOUN TNG ELTOPEVUOTOTOUEVIG
moMc. Xt 0éomn tov flaneur, Tov «mTAGVNTOY, O OMOVPYIKOG TepuTaTNTG TOL de
Certeau elvar wavog va tomobetel v eumepio ™G (LOVIEPVOS KOl HETOLOVIEPVOG
€€loov) PeYOAOVTOANG GE o OQNYNOT OV AVTIKAOIGTA TIG TPOGOYELS KOl TIC POPLES
TOV AOTIKOV TOTIOV, MG Hog TYNS TS PovPng e€ovaing Kot TOL KOVOVIKOD EAEYYOV, e
L0 OEVLTEPEVOVOA, TOUTIKT], KVTO-KEWLEVIKT YEOYPOAPIaL.

Ev 1001015, 1 xVpro mAatedpua dpacns Kol avaALGNS TOV TEPTATILATOS GE
avtd 10 KePdAaio mapopével N mOAN. H cvveylopevn enéktaon g oOyYpovng TOANG
amotedel oV TOALOAOTOT TANTPOPUO PONG KEQOAAI®V KOl £PYACiOG GE GLVEXN
ouvdeoT UE GAAO. TTayKOoUlo «ooTikd KOtTapoay. H moaykodopa cvoyétion moOrewv,
TEYVOLOYIKMV SOUADV KOl OPYOVIGUOV £XEL CAPMS EMPEPEL KOL L0 OLLOYEVOTOINGT| TOV
norewv — ka1t mov o Edward Relph (1976) mepiéypaye ©¢ pov KotdoToon
amonPocmTOToinong tov uEPovg (placelessness). Mo TéTol0 KOTAGTOON E£PYETOL OC
OTOTEAECHO TNG GLVEYOVS OMOYEVOTTOINoNG Kot Ogpatikonoinong, pécw g omoiag M
oUYXPOVI] UETOUOVTEPVO TOAN OPILETON OKOTATOVOTO OO KOWMVIKES, TOMTIOTIKEC,
OLKOVOUIKES KOl TANPOQOPLOKES TPOUKTIKES. L20TOCO, GE 0L TOYKOGUOTOUULEVT TTOAN 1|
omoia yapoaktnpiletor amd cvveyn LAIKN KOl €KOVIKY peTdPocn, to Oplo. HETAED
WIOTKOD Kot dNUOCIov  Y®pov givar pegvotd. O TOAAATAACIOCUOS TV UEPADV
HETAPAONG, G GLVOVACUO UE TIG POEC KOTAVUAMTIKNG KOLATOVPOS —0VTO Tov 0 Augé
(1995) &yer ovopdioet «un wépn» (non-places)— €yl ciyovpa emOPAGEL GTNV KAOMUEPIVT
ev kwnoet gumepia g moAne. Ouwe, oe avtd 10 onueio tifetan éva epodTnpa. Xe pio
eEMOYN TOL O apPOUOG TV CLVIECEMV UETAED AOTIK®OV TOToBECIOV £xEL UEYOADTEPN
owovopikn Boapdtnta am’ 0,11 N woldTNTA TOLG, Mo uUmopel vo givor M a&lo Tov

TEPTOATNLLATOG GTNV TOAN;

3.3.2. lotopikn avodpoun ato TEPTATHUO OTHY TOAN
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H 13éa tov aoTikoy mepmATHUATOG €lval GppNKTO. GLVOEIEUEV HE TNV €VVOld TOV
«mhavntay, tov flaneur — o évvola pEYAANG onuaciag ywo TV TPOGEYYIoT TOV

nepmotuatog oty mOAN. O flaneur cuvoOyilce TOV TEPMATNTIKO TOPATNPNTH TOL

Paul Gavarni, Le Fldaneur, 1842

povtépvov aotikod tomiov tov 19 adva, emnpedloviag a&loonueioto aptdud omd
KOAMTEXVES, TOMTES, GLYYPAPEIC, KOWMVIOAGYOVLS Kot KoAMTEXVIKA Kivhpoto. Olot
ToVG LVWBETN GOV TN HEBOSO TOV TEPTATAUATOG Y10 KOAMTEYVIKOVS, PLLOCTACTIKOVG KOt
aleOntikovg okomovc. Etvpoloyikd, n AéEn flaneur mpoépyetan amd to YOAMKSO prpo
flaner (tpryvpilo, TEPTAT®), TOL OTOIOL 1| APYIKT CNUAGIO GLYVE VTOINAMVE TO XAGILO
YPOVOUL.

H évvoia tov flaneur otadiokd améktnoe kaAlteyvikd vonua 6tav cuvoednke
pe v moinon tov Charles Baudelaire. Eivot eniong agloonpeimtn n d1popoduevn goon
™G @lyovpag ovtne, kabmg g éyovv amodobel o oepd oamd vonuota. Ilo
ocvykekpiéva, o flaneur €xet yapokTnPloTel AAAEG POPES MG TPOVOULOVYO LEGONCTIKT
QLyovpa, VO 6€ GALEC TEPIMTMOGELS MG KOTAGKOTOG 1] «ATOcTOOEPOTOMUEVO (ITOLO, TOV
0010V 0 YOPUKTNPAG EVEPYEL VTTO TNV TEST TOL AVEPYOLEVOL aoTiKoL Tomiovy (Gluck
2003). KaBott dev vmapyel EekdBapog opiordg Yoo TNV TPOCSHOTIKOTNTO Kol T Opaon
aLTAG TNG PLYOVPOS, N TPAOTN AEOA0YN CKLOLYPAPNON TNG TPOYLOTOTOIEITOL OO TOV
Baudelaire. Xto xeipevd tov O {wypdpos s poviépvas (wng (1863), o Baudelaire
(1965: 9) meprypapet tov korlhtéyvn-flaneur og évav «mobwopévo Beatn [...], Evav
épaotn tov TANBovg [...] kol g Long», mov Ppiokel npepio kol gvyopiotnon otnv

avovoupio Tov KOGUOL KoL THV «aTépuovn por e kivnone» otv moAn. Tov 19° aidva,
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o Fournel meprypdoet petagopikd tov flaneur wg «xivovuevy vwaykeporvmion (Forgione
2005). O flaneur Tov Baudelaire mepnatovoe otnv moAN tov [lapioiov avalntdvrog
aloOnplokn TANpoeopios Kol €VXOPIOTNON OTO «ITOPOSIKO KOl TO (PEVLYUAEO»
(Baudelaire 1965). Eivar a&oonueloto 10 evdla@épov Tov Yoo TS ooOnTnplokés
EUMELPIES TNG OPACNC, TNG OKONG, TNG OGUNG — OOV 0 GLVOLOCUOG TOVG HEGH OO TO
mepmatnuo petaepdlet ) Propévn gunepia oe €va €idog «aotikng moinone (Kramer
& Short 2011).

H évvola tov flaneur amotélece kevipikd MOAO OKEYNG KOl GTN GLYYPOQIKN
dovAeld tov Walter Benjamin apyodtepa. Xta ypodvia Tov, n oyéon petosd flaneur xon
TOMC €xel yivel UOAAOV  «UEAOYYOMKT AOY® TWOV GCULUVEYOUEVAOV YOPIKAOV KOl
KOWOVIKOV 0ALOy®V TTov em€pepe 1 avakoaivion tov [Hapiood and tov Georges Eugene
Haussmann péypt 1o télog tov 19” audva. O dnudoiog ydpog eEopboroyictnke Kat
€YIVE  «OMTIKOL GUVEKTIKOC», UETOUOPPOVOVTOS TO OOTIKO TOmO o€  KATL
«ovvaroOnuatikd aroevopuévo» (Solnit 2001: 205). H cuvaisOnpatikny ano&évaon g
Qryovpag eaivetor kot ota keipevo tov Georg Simmel (1903: 1), o onoiog mapathpnoe
L0 €EVTOTIKOTOINGT TNG VELPIKNG dEYEPGNS» TOL aoTIKOD mepmatnTh. O avtiktumog
GTOVG TEPUTATNTEG NTOV HioL «adtdpopn, urialé otdony. O Benjamin &ypaye keipeva,
AOTIKO MUEPOLOYIO KO GpBpa Yl TIG TOAES OV TEPTATNGE, KATAKTMOVTOS VO TOAD
W0itePo 6TVA momTiKoL Adyov kot okéyng. H mheoynoeio ovtdv tov Kelpévov
TEPIAOUPAVETOL GTO CNUAVTIKOTEPO KOl AVOAOKAPMTO £PYO0 TOV, TIG 270£¢ (1927-1940).
‘Exel 0¢ yopokmnpiotel amd HETOYEVEGTEPOVS G KUAANYOPIOTNG 1 OPYOLOADYOS) TG
TOANG, 0 SLYYPAPENS Tov pog £de1&e 0Tt o flaneur exhapfdvel v TOAN ©g €va okeio
Kol tovtoypova EEVO HEPOG OV TOV €CmKAEiEl «bdAAoTe Gav Tomio Ko GAAOTE GOV
doudtion (Benjamin 1999). H owedtta mov PAEnel o Benjamin oty aotikn gumelpio
®¢ dMUATIO Oeiyvel (ol momTikn dmoym yw T Yopkn eumepio. Avt) Bopiler v
«TOMTIKT TOL Y®PoLY, katd Bachelard (1958 [1994]), mov tomobetel T @avtacio cto
KEVIPO TOL YOPOL ®G MHEGO OEVUTVIONG TOL OTOUOL Omd TOLG  KaONUEPIVOVC
OVTOUOTIGLOVC.

[Mog avaiveton mepiocdtepo 1 évvola ota ypovia tov Benjamin; O Benjamin
Bewpnoe v tpaktikn Tov flaneur (flanerie) po «xowvwvikoroinomn tov Evoc» (Shields
1994). O Benjamin &ide tov flaneur cav po TpmAn mepumatnTiky tpdén. Xvvdvale to
LETOPOPIKO «OAPOCHO TOV OOTIKOV KEWEVOV TOV EKOVOVY» KOl TOL OVAOVULOV

TANB0LG pE TNV TOPATHPNOT «KKOWOVIKGOV aoteptopdvy (Frisby 1994) kot ™ cuyypaoen
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kewévov. Etvar mpoeavég 6tL o flaneur ota ypoévia tov Benjamin eiye Siapopetikég
aloONTNPloKéG KOl KOWOVIKEG eumelpieg, Kabmg M HeTAUOPpPOON TG TOANG &lye
OVTIKTUTTO Oyl HOVO GE KOWMVIKO-Y®OPIKO EMMESO, OAAGL Ko OTIC 0oONGEL TOL TOTE
TEPUTOTNTY.

To «mapodikd kot 10 @evyaréo» tov Baudelaire aAldaler ypdpo kot évtaon,
oAAG mopopével M 0 YN Eumvevong kot mpaénc. O dpdupoc, n dopaitog, TO
nelodpoo yivovion yopikd ototyeioc mov aykaialovv tov flaneur tov Benjamin. H
dopaltog ko n evpeia yprion g TpoeTodlovy £va AL £100g TEPTATILATOS, OTTOV M
empavelo. avt Ba Kabiepwbel wg Eva d1dyVTO «OTOLYEID TG OCTIKNG HOG PAVTUCTNG
(Zardini 2005: 240). H dc@altoc Kot 0 dpOpog yivovTor 1 TAATQOpLO TOL GLLOEEVEL TN
véa KaOnueptvotnTa Kol To Kovmvika yeyovota. H katd Benjamin evvolomoinom tov
KaOnpepvod ¢ TOMTIGHIKNG KaTtnyoplag yepupadvel v gumepio e OktoPprovig
Emavaotaong kot Tig GUVONKEG TOL EVPOTAIKOV LOVIEPVIGLOV, TOPAYOVTOG TEAKA Lol
EMOVOIKELOMOINGCT GOPLETIKAOV aPUYKAPVTIGTIKAOV 10EMV Y10 TNV O0TIKN Kadnuepvotta
¢ medio mapépPpoonc oe Eva EVPOTATKO KATITAMGTIKO TEPPAALOV.

O Benjamin cvvdéOnke eniong pe to kivnpo TV ZovpeoioT®V, 0L 0moiot
ompiydnkav tdve oy mapddoon mov giye yricel n évvown tov flaneur. H taktikn g
ePUTAAVMONG TOVG ovoudotnke déambulation, pe ™ dwpopd Ot eotiale TEPIGGOTEPO
oe Yuyohoywd Kor owcOntikd otoyeio. Me dAAa A0y, NMTOV  €vog  «TPOTOG
OTOTPOGOUVUTOAICHOD, €va HEGO Yoo v onuiovpyndel emo@r] He TO VLTOGLVEIONTO
Koppdtt Tov actikov ympovy (Careri 2002: 83). To covpeaMoTikd £pyo mov giyav
aQETNPiO TNV OOTIKN TEPUTAGVNON, TEPAAUPAVOLVY TIG OOVAEEG TV Mmpetdv (Navria,
1928) xov Apaykov (O ywpikos tov Illopioiod, 1924-26), kobbdg emiong kot Tig
QOTOYpaPieg ToL TEPpUAAVOUEVOL Brassai (Paris By Night, 1933).

e avtd to onueio, VIBETOVTAG MO MO KPITIKY HOTLd, YiveTtal Qovepo TS 1
evoloyvopio tov flaneur yopaktmpiletor ond avripdoeic. O flaneur BewprOnie
GUVAOVLUO U0G «PLLOCTOCTIKNG ONUOVPYIKOTNTOGY, KAODS 1) VEMTEPIKOTNTA EYIVE KEVAL
€ldog a1oOntiKod Keyévovy mpog emeepyocion KOl GTOYOGUO Yo TOV ONUIOLPYIKO
koAMTéxvn-flaneur (Gluck 2003). KoaBott 6pmg n dpdon tov flaneur anéPrene otig
«opeg Kot To. onuadie g pokpwvng moAng» (Shields 1994: 77), n 10w n oryodpa
amétuye vo  yivel oVpPoio  Kotvovikomoinong, mANcldloviag TEPIGGOTEPO Ui
«evodpkwon G povoykodtntogy. Alkeg amdyelg moapovoialovv tov flaneur g

«yvoomn ¢ owohntikng andctaoney (Diaconu 2010) mov dwkotéyeTon  amd
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TafnTiKdTTa — EVA 0 18106 0 Benjamin (1999) meprypdopet v mepimAdvnon tov flaneur
GOV 0L KOTAGTOOT] «OVOLVIOTIKTG EKoTaono» Héca atov AapupvBo g moAng. H avpa
™G EUTOPELHTOTOINONG Kol TOL avéavopevov Bedpatog —O,tt o Baudelaire kot o
Benjamin wepiéypayov wg actiky eavtacuayopio— dnpuovpyel TOAATAL «GOK» GTOV
nepuatnt). [o tov Benjamin, ovtd to «GOK» TPEMEL VO, 01 YHCOVY GE [0 OLOAEKTIKTY
Bempnon, 6mov Ta onuaivovio TEPIEXOUEVO UIOG QOIVOUEVOAOYIOG NG KaOMUeEPIVIG
KOMITOMOTIKNG EUMEPIOG KOAODVTOL VO YIVOUV QQOpUN KOl YDPOG TNG TOAITIKNG
KPLTkng ko tng ooOntikng dwaxomng. O flaneur €161 cvveyilet to ta&iol Tov, péoa kot
wépa amd ™ PopEloTik) Bempio TG TPaypomoinong, otnv Kapdld NG OVTUPOTIKAG
TPAYLATIKOTNTOG TOL GUVOETEL LE TPOTO AGPUKTIKO 1) EUTOPEVUATOTOMUEVT] EUTEPICL
O gpyopog tov B' Taykoopiov TToAépov dnmpiovpynoe pdArlov tic tpobmobEcels yio mo

pLlooTaGTIKES TPOGEYYIGELS 6TO HEAAOV.

3.3.3. H ouyun twv Karaotooioxmv

‘Eva petayevéotepo kivinua mov cuvoédnke pe v mepumAdvnon oty moAn ftav 1
Kotaotacwokn Awebvrg (1957-1972). Avtr, GUYKEKPIUEVA, NTAV OTOTEAEGUO TNG
GLYYDOVELCONG TPIOV TPOYEVESTEP®Y opadwv: tov Kwvnuatog Ynép tov Paviaciokon
Mmnaovydove, tov Aettpiotov ko ¢ Poyoyewypapikne Etaipeiog tov Aovoivov. Ot
Katactacwokoi, pe mpotepydtn tov Guy Debord, omotélecav o coemg mo
plloGTOGTIKY] CUVIGTAPEVT] KOAMTEYVAV, Oe@PNTIK®OV, OPYITEKTOVOV KOl TOALTIKOV
akTIploTdV, TOv Ol Opdcelg Ko ot Bewpieg tovg emnpéacav OAO TO QPAGHO TOV
aplotepov Ympov. 'a Tovg Kataotaoiakovs, «to dtakdpevpa nrav tpmtictwg nokd»
(Debord, mapatiferor oto Diaconu 2010). To kaAMteyvikd Kot TOAMTIKO GToLElo NTAY
YU 0DTOVG GUVIESEUEVO LLE TN LOVOOIKY OTAVTNOT GTO GLVEXMG awENVOUEVO BEapa TG
KOMTOMOTIKNG Kovoviag. Q¢ ek TouTtov, n Abomn YU avtovg Pprokdtay ot «dounon
KOTAOTACEWV», HE UL GEPA amd HECH, OMMG 1 «YLYOYEWYPOQPio», M «Evioio
moAgodopioy, To maryvidl, o eAevBepog ypOvoc kot BERara 1 KPLTIKN GKEY.

To xivnua Bedpnoe 10 Tepma o 6TV TOAN £vay TpOTO va yabel KATO10G — o
HOPOY| avTL-TEYVNG— 1], HE GAAD AOY10, €vav TPOTO LIOVOUELGNG TOL HUETATOAEUKOD
KOMITOMOTIKOD CGUGTHUOTOS UECH amd ooONTIKEG Kol TOMTIKEG TPOCEYYIGES Kot

npoktikés. Ov Koartaotacwokol Bedpnoav v mpocéyyion tov fldneur ko tov
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20VPEAMOTAOV OTOGTACIOTOMUEVT] OO TNV £Vvold TNG OpAong Kot TPOGKOAANUEV GE
pa cvveyr Béaom. BéPara, Ba mpémel va onuelmbel twg ko o1 Kataotaciakol moté dev
apvinkav to yeyovog OtL «n TOAN TOL KEQAAAIOV Kot TNG SVVOUNG NTOV SEAENCTIKI
Koty Toug idwovg (Sadler 1998: 16). AvtiBeto, wotdco, mpdtevay ) peBodo tov
derive, m omoio, o€ ocuvoLOCoUO pe TN BewpnTiKn évvold TG Woyoyewypapiag,
OTOGKOTOVGE GTNV OVAOEIEN TOL YUYIKOV OVTIKTUTTOV TG TOANG Kol TOL Oedatog 6To
dropo. Iog opmg Ba propovcoe va meptrypagel pio tétotn pEBodoC;

2oppova pe tov Debord (1958), 1o dérive eivor «m te)viK TOL Yp1yOpOL
TEPACUATOG HECH OO OLAPOPES OTUOCQUIPES, KOTG TNV Omoio. Ol TEPUTOTNTES
epoapuolovy  pi  TOyvVIdOT, ETOIKOOOUNTIKY]  CLUTEPIPOPE KOl  YVOOY  TOV
YUYOYEDYPOUPIK®OV ATOTEAECUATOVY. O1 TOMTIKEG Ko aucOnTikéC mpobEoelg avtng e
pedodov elyav ma draympiotel amd ) Bemdpnon tov Zovpeamotav. Ot Kataostacakol
AVOYVOPLOOV TNG YWPOYPOVIKES TAEELG TNG KOOMUEPVOTNTAG MG TOV 1010 TOV TOTO NG
TOMTIGUIKNG OOOANG — ¢ TNV TPAYHTKY Tomofecia, onAadn, Omov ogeilel va
evepyomomBel m  @aviaclokn oOOTOoT oG OlPOPETIKNG Kowvwvikng taéng. H
OTOVOALOTNTO TOV YEOYPUPKOD GTOLXEIOL MG GLEGOV EMOPACTIKOD TOPAYOVTH GTNV
aoTiky] eumepio katéAnée oe ovtd mov o Debord ovopooce peAétn g
«yoyoyeoypagiocy. Me dAha AOYla, M youyoyeoypapio —€va medio cuvavInNong g
TEYVNG, TNG WYLYoAOYiag Kot TG aoTikng yemypoeiog (Janicijevic 2008)— 0o pmopovoe
VoL OPIOTEL G 1 HEAETN TNG EMIOPOAOTG TOV YOPIK®V KOl UM TAPUYOVIWOV TOV OGTIKOV
ePPAALOVTOC TAV®D GTOV TEPUTAAVDLEVO.

To wyouyoyewypapikd mepmdtnuo tov Kotootaolok®v cuvodedtnke Kot
ancwkoviomnke pe xaptes. Kabaog 10 mepmdmud tovg otdyeve otnv ovadelsn Hog
GEPAG amd CULYKEKPUEVES «YLyKES oTpdcealpeg ™ moAngy (Debord 1955), tig
amoTVTOVAY o YAptec pe awoOntikd kprmple. ‘Evag omd tovg mo  yvemotolg
YLYOYEDYPAPIKOVG XAPTEG OV dnpovpynce o Debord sivon n Touvy woin (1959), and
nepuhavnoelg oto Ilapict. To amotéhecpo Mrav 10 KOAAAL €vOg YApTN MOV
amOTEAOVTAY OmO  KOUMEVO KOUUATIL TOL Y0Pt MG mOANG tov Ilapioiod,
emovoTOTOfeTUEVA Kot GLVOLOCUEVA e KOKKIVAL BEAN. ZKOTOC NTov 1 avAdEEn TG
TPOCMOTIKNG,  TMEPTMATNUEVNG Kol  PlopEvg  YOPOYPOVIKNG  gumelpiog  ToV
nepmlavopevav. Ot flopéveg avtég «evotnteg atpoocepaipacy (Debord 1958) opilovtav
g €vo o0vOeTO amoTéAeca LETAPOAAOUEVOV GTOlXEIV TG TOANG ()X0C, Kivnor, g,

10€€G) Kot Tov dopunpévov mePPAALovTOg TG, g ek ToVTOV, 1 TEPITAGVNON UECH GE
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éva T€1010 peLoTd —«opvIoKo vypo» (Careri 2002)— g TdANG ivar avt) Tov Kabopilet
T0 €100¢ TNG YLYOYEDYPAPIKNG EUTEPIOG, KAODG TO TEPTATNUA AEITOVPYEL MG L0 KEV
KWW GEL YOPOYPOVIKY| Kol OavTIKN dtadikacion (Psarras 2013a).

H dpeom oxéon tov Koataotaciokdv e v TepmAdvnon Kot TV ovEavOpevn
aGTIKOTOINGoT £PEPAV GTO TPOoKNVIO TN Bewpla g eviaiag moleodouiog. O Wolman
(1956) kaver Adyo Yoo por «evioion TOAEOOOMIOL HEGO OO TNV TEYVN KOl TNV TEYVIKN
(texvoloyia), n omoia OBo Paciletron mhve e cvyKekpéveg Kovovpyleg alleg g
Come». H Bewpio avt) eotioce otov aoTiKO GYedOOUO GE YOPIKO KOl KOWMVIKO
eMimedo, TPOTEIVOVTAG TO  WYLYOYEWYPAPIKO TEPTATNHO KOl T  GULAAOYIKN
TPAYLATOTOINGN TOL. XvveyilovTag To OKENTIKO avtd, Ba mpémel va onuelmbel n otevn
oyéomn HeTa&D eviaiog TOAEOOOLIOG Kol YLYOYEMYPAPIKNG TepAdvnons. Eldikotepa, To
YOYOYEMYPOPIKO TTEpTATU TapeUPaivel 6TIG KoBlepoUEveS aTUOGOOPES TG TOANG —
aALGlovTog €0T® Kot TPOSKALPO TNV VLIAPYOLGO. OOUN—, OVOIYEL «YOPUUAOESH TNV
«OOTIKN  HEUPPAVIY KOl CLVEYDS OVAULYVOEL UETAPOAAOUEVEG KOTACTAGELS L€
TPOCOTIKES 1| CLALOYIKEG eumelpiec. TEToleg TOLOTIKEG TPOEKTACELS TNG TEPITAAVIONG
™V Kobotovv Pactkd cvoTaTIKO Yoo TNV Kotovomon tng eviaing moieodopioc. Ot
mpoavapepOeices BempnTIKEG «TAATQOPUES» LAOTOMONKAY HEGH OO TOV OYXEOIOGLO
™G ovtomikNng TOANG Nea Bafvidva amd tov (wypdpo Constant Anton Nieuwenhuys
(1920-2005). O Constant vp&e WpLTKO péAog g Kartaotaoctoxkng AtebBvoig kot
VTOGTNPIKTNG TNG WYLYOYEDYPAPIOG KOl TNG evViaiag moAeodouioc. ATOCKOTMVTOS OTN
GUVOEDT OOTIKOV GYESCUOD KOl YUXOYEDYPOUOINS, OQEPMOCE OPKETA YPOVILL OTN
peAétn kot tov oyxedlacpud ™g Néa Bafviovas (1959-1974). Tov mepiocdtepo kapd
dovAeyE EKTOG TOV KIVIIHOTOC, OOY®POVTIS AOY® TOMTIKOV dtapopdv pe tov Debord.
Katd tov Constant, o kdtowkog g Néag Bofviwvas Bo émpeme va Opa péco o€
KATOOTAGELS AeVBEPiag, Toyvidon Kot dnuovpykodTnTos, 6mov n eoviacio o émaile
KaBoploTikd poOA0. Xe YeVIKEG YPOUUES, o TéTOol mOAN katd tov Constant Oa
amoTEAOVTAY Ao SLAPopa. EMimedn o€ emkowvmvio LeETaED Tovg, Tl omoia B Opilav
SlapopeTikog Touelc and atpudseaipeg (ambiances). 'Eva and ta {otikd otoyeio g
Bo Mrav n Tervoroywkn €EEMEN mov Ba emétpeme oto dTopo vo agoclwbel oe
onuovpywég opaoelg (Wigley & De Zegher 2001). Ze avtd 10 onpueio, eivar emiong
EUPOVNG o obvdeon pe TV dmoyn tov Bachelard yio v «momtikn tov ydpovy». O

Bachelard mpoteivelr ™ @ovrtacio o¢ Pacikd ototyeio yuoo v momrikn Oedpnon tov
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YDPOV, KATL IOV QaiveTon emiong otn Bedpnon g Néag Bafviovos and tov Constant
®G pog TOANG-TapOYOL dNUOVPYIKOV EPEDICUATOV Y10 TOV KATOWKO TNG.

Ot Karaotaciakol émaéav kabopiotikd poro ota yeyovota tov Mdn tov 68,
oumg to 1972 10 kivnua éptrace 6to T€A0¢ Tov. MoAOVTOUTO, M KPITIKY CKEYN Kol 1
YLYOYEDYPAPIKY] TEPIMAGVNION ¢ oTowEin emavakabopiopod TG oxéong oToHov-
TOMC, AEToVPYNoOV ®G ONUOVTIKN TOPOKOTOONKY Yo €TOUEVES  «VPPLOKESH

TPOCGEYYIGELC.

3.3.4. A100T40¢€1S TOV TEPTOTHUATOS OTH GOYYPOVH TEYXVH

To 1ého¢ Tov Kataotaciok®y dev onuatodoTnoe Kot T0 TEAOG TOL TEPTOTLOTOS MG
KOAMTEYVIKOU  «epyoAeiovy. AvTOET®OC, M WEWPOUOTIKA TAON Kol TO KA
apeopnmong tov dekaetidv Tov 1960 kot tov 1970 guvomocay ol d1o-KOAAMTEYVIKN
TPOcEYyon UEoH Oamd TOV GLVOLOCUO OPOPETIKOV Héowv (Loypaeikn, Pivteo,
gykataotdoewmv, performance, povoikn, Aoyoteyvia) — pe dAla Aoy 0,11 o Higgins
(1966) ovopooe intermedia. Ov apyég tng oekaetiag Tov 1970 onpoatoddTmoav pio
GTPOQN| OTNV EVVOIOAOYIKY TEYVH — GE 0. €EMOYN YOPAKTNPLOUEVT] OO KOWVOVIKEG
aVICOTNTEG, WYOLYPOTOAEMKO KApa, mopeleg oty mOAN, mepaltépw €EEMEN NG
TEYVOAOYIOG KOl TNG eumopevpatonoinong g kabnuepwomrog. Ot kaAAMTEYVEC
dpyloov vo 6TPEPOVTIOL GE TO OTAL VAIKA KOl 6€ LOPOES EKPpaoNg mov otnpilovtay
oT1G 10éec. Méoa 6 aVTOV TOV €VVOIOAOYIKO YDPO avamthyOnkay kot GALES HOPPES
téxvns, Omwg M Land Art («téqvn TG YNS»). Av kot n TAEoYNQio TOV KOAMTEXVOV
£€0€1Ee evolapEPOV Yo BEpato Tov apopovcOV TOV TOTO KoL TOV YMPO, 1N KOAATEXVIKN
EKQpoon Apyloe va. Oleupuvetal. Av eEUPEGOVUE TIS TPOTYOVUEVES TEPLTOUTITIKES
exppaoelg péoo oamd tov flaneur kou TV yuyoyewypapio, TO TEPTATNLO
ypnoworominke yioo mp®TN Qopd g kobapn popen (VNG omd dvo Bpetavoig
KOAMTEYVEC TOL GLVOEOM KAV pe To kivnua g Land Art.

H npdt éxppaon ntav tov Richard Long, péca and to épyo tov A Line Made
By Walking (1967). Qg @outnmg oto Aovdivo, o Long icwg é0ece ta Bepéha yuo va
BewpnBel apyotepa 10 mepmhnua péco téxvng. H mepmoatmuévn evbeio ypapun oto
YPOGIOL YIveTal Vo KATAYEYPOUUEVO «EETOALYLO TOV YMPOL Kot NG aicOnone» (Edensor

2010). Ta mepumatnTikd €pya tov Long ompilovror ommv awsbntiky eumepio,
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«EYYPAPOVTAG) CYNUOTOTOMUEVEG YOPIKES eUmelpieg oTo KABe PEPOC péso omd Tnv
enavatonofétnon dodp®V VAIKOV (0Ttm¢ eivan ot tétpeg). Kollteyvikd, drouympileton
and v t€xvn tov Hamish Fulton, o omolog emiong ypnoponotel to meprdtnua. Ot
nepinatol tov Fulton yopaxkmmpilovtor o¢ mo «ovvoaioOnuotikol kol TVELUATIKOD»
(Solnit 2001), kaBdg 0 KoAAMTEXVNG €0TdlEL TNV OoONTPlOKn eumelpio péca amod
QOTOYPAPIES, KEILEVO KOl AALES YDPOYPOVIKES AETTOUEPEIEG — GLVOLALOVTAG TaL OAOL GE
oepég ontik®v momudtov. Kotd tov Careri (2002: 148-150), o mboavy dtopopd
peTalh TV SO AVTOV KOAMTEYVOV £YKELTOL GTOV TPOTO LE TOV OTOI0 YPNOLULOTOLOVV
T0 oOpo ot dadtkacio g T€xvne. 'Etot, evd o Fulton Bewpel 10 copa €va epyaieio
avtiinyng, o Long 10 ypnowyonolel mepiocdtepo ®¢ éva {wvtavo epyaieio ya
«Loypoaeuny. Topdtt Kot o1 dVO KOAMTEYVES TEpTATNOOV KLUPIMG oTn OO Kol €
ATOLLOVOUEVES TOTOOEGIES, ATOTEAEGAV GNLOVTIKY] ETPPOT| Y10l ETOUEVOLG,.

[Mepvavtog oe dALa Tapadeiypata, dev Aeimovv ta agloonpeimta Epya mov

Richard Long,
A Line Made By Walking, 1967

popdlovrtal yopakmmplotikd and Tig Evvoleg tov flaneur kot g youyoyewypaiog. o
TopadEya, o1 TepmaTNTIKEG dpdoelg Tov Vito Acconci (Following Piece, 1969), otig
omoleg OKOAOLONGE EKTEVDS OYVOOTOVS OE LEYOAOVTOAES NG AMEPKNG, M M
TEPMATNTIKY TEPQOPUOVS TG Mona Hatoum Roadworks (1985), n omoio tonwoe ta
Pfrinatd g o 0popovg Tov Aovdivov pe T AEEN «Avepyny, divovtag coeds LoV To
Kptikn kol mwomtiky dwdotacn. O Stephan Willats (Walking Together For the First
Time, 1993) ypnoiponoince miong 10 OUAOIKO TEPTATNLO GTNV TOAN «TOVTOYPOVO (G

péEB0GO Kol G [l HETOPOPIKT VTOdNA®oT TG kowwvikoroinong» (Pope 2005). H
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Solnit (2001) Bewpel pio omd TG WO «OPARATIKES, AO00EEC Kol  aKpaiecy
TEPMATNTIKEG TEPPOPUOVS 0THV NG Marina Abramovi¢ kot tov Ulay pe titho Great
Wall Walk (1988). ITio cvykekpiuéva, ot dvo Tovg Eekiviioav va TeEPTATOVY amd To. 0VO
avtifeta dkpa tov Xwvikov Telyovg Kot HeETd amd TpeS Uves cuvavtnOnkay oty péon,
aykoAalovTog Kot amoYopETMVTAS O £VOG TOV GALD. AVTO ONUOTOOTNGE TO TEAOG TNG
TPOCMOTIKNG KOl KOAMTEYVIKNG TOVG GYECTC.

H dSo-KoaAMTeyvikOTnTo Kol To WYOXOYEWYPAUPIKO «YNYUOTO» Eivol eUeovn Kot
o€ Mo oEPd amd GLYYPOEIKEG OOVAEEG Kot QAN Tov €0ecav Ta Bgpuéha yuoo pio
gupltepn duadoor v evvolwv tov flaneur kot g yoyoyeoypaeiog. Ta meipopoTicd
eiAp kot Piprio tov lan Sinclair (Lights Out For the Territory, 1997), J. G. Ballard
(Concrete Island, 1974), Peter Ackroyd (London: The Biography, 2000) ka1 Patrick
Keiller (London, 1994 xou Robinson in Space, 1997) napovctdlovv oy momTikn Kot
YLYOYEDYPAPIKY]  Be®dpnorn TOV  KOWOVIKO-TOMTIKOV OAAAYDV GE  GUYYPOVEG
UEYAAOLTOAELC. € aLTO TO OMUELD £PYOVTAL GTNV EMUPAVELD Ol EPOTICELS TOV KIVOOV TOL
vAurota ovtig g epyaciac. IToog umopel va givor o véog flaneur g mding tov 21°°

OV — P0G TOANG «ETMAVENUEVIO, LE OVOOVOUEVE KOVOVIKA {NTaToL;

3.3.5. To aotixé mepmarnua tov 21° aucddva

3.3.5.1. Eéelilerg tov puetauoviépvon

H obyypovn pntpoémoAn oSwokpiveton amd otoyeio Pivreomapoakorovdnong péow
KAewotov kukiopdtov (CCTV) (Koskela 2000), diwtikomoinong tov y®pov Kot
«gpmopevparonoinong tov awctncewvy (Howes 2004). Ze éva té€t010 Tepifaiiov, Oa
umopovce évag petapovtépvog flaneur vo Bewprost 10 mepmaTuo por AevOepm
KOAMTEYVIKN O1001KaGi0; e TPAOTN HOTIA, TOPOTNPEiTOL Ve «GOK» GTOV GUYYPOVO
TEPUTOTN T, AVTIOTOLYO pE ekeElvo OV Plwve 0 AvOP®TOC TG TOANG TOV aPYDV TOL 20
advae. Opmg To TOAMTAPOUETPIKO aAcTIKO TEPParlov Tov 21°° audvo dnuovpyel kTt
TEPLGCOTEPO, KATL TOL OB PUTOPOVCALE VO TO TEPLYPAYOVUE MG KEMAVENUEVO GOKY,
a@ov To emimeda Kot To OPLa/TEPLOPIGUOL TG ONUEPIVIG UNTPOTOANG Oev €lvarl poOVo
QLOKG, OAAG Ko ynoerokd/ewovikd. Ot oyetikég amdyelg motkiAlovy, kabmg dALol

gyouv vmoomnpifel TG TETOWL TOMOL  YOPIKO-KOWMVIKOL Kot  ousOntmploxol
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nepropopol Ba svveyicovv va oxybouvv (Edensor 2008), evd dAlotl Bewpovv Tmg akdpo
KOl OT1 UETAUOVTEPVO EXOYN O TEPUTATNTNG TNG GVYYPOVNG TOANG cuveyilel va Ppioket
TEPUTOTNTIKOVG  TPOTOVG  oavtiotaons. Ilpoécpoateg Oempnoelg vrootnpilovv TOV
ocuvovaopd otoyeiov g moAldg évvowag tov flaneur, tov dérive xor NG
yuyoyewypagiog péoa and ta véa HECO, LE OKOTO W0 «LTOVOUEVLCT TNG KOLVOUPYLHG

Kowaviog tov Bedpotocy (Bassett 2004).

3.3.5.2. Kaikitéyveg-mepimatntés

[Tog pmopet o ovyypovoc kaAMtéyvne/flaneur vo emPirdoel o (ol LETOUOVTEPVA, TTOAN;
‘Exet vmoompyBet (Rossiter & Gibson 2003, Pinder 2005) 61t akéun kot o€ po TOG0
ovvletn TOAN 600 M oNUEPIV, TO «KAEWD» PpiokeTal 6To 1010 TO TEPTATNUO KO THV
momTikn Tov. Méoa and avtd, 0 GUYYPOVOS KOAMTEXVNG UITOPEL VO ONULIOVPYNOEL TEXVN
OTOV — KO 0T0 TOV ONUOGL0 YDPO.

HeKvovtog amd avutd 10 SimoA0 TPAENG KOl TOMTIKNAG OTO TEPTATNUA, Oa
TEPAC® OE [0 LIKPT YOPELR KAAMTEYVDOV TOV YPNGLOTOOVV TO TEPTATNLO MG LEPOG
G EIKOCTIKNG TOVS TPAENS — HECO OO Lo GEPE £PYOV SAPOPETIKOV pécwv. [a v
avAAVOT), XPNOLOTOLD TPIO PYIUOTO HE HETAPOPIKT Evvola: «BOTOVOLOY®Y, «LEATV®Y
Kol «oVvTovilm», oL &YOVV TIC amaPYEC TOVG OTIG mpooeyyioelg towv W. Benjamin
(1925), M. de Certeau (1984) ot M. Schafer (1977) avtictoyyo (BA. oxetikd wou
Roberts 2003). T'ia v avdivon pov, ekAaUPave TG GUYKEKPUEVEG UETOPOPES MG
«ontikég, kvnthpleg ocvokevégy (Psarras, 2013b) mov cupfdailovv 6tov GuALOYIGUO
pov kal meprypdoovv v mepurotnTikn wpacn. Ov petagopég elvol  GAA®OTE
AVOTOGTOGTO KOUUATL TOV avOPOTIVOL COUNTOG Kot TG oKEYNS otV kabnuepvi {om
(Lakoff & Johnson 1980, Gozzi 1999), amoteldvtag Oyt LOVO YEQLPES EMKOVOVIOG Kol
Katavonong, oAl kot TAateopueg dnuovpywkdttag (Lumby & English 2010).

O Békyoc kadMtéyvne Francis Alys amotelel €va xopoKInploTIKO TOPAOELYLLOL
TEPWTATNTIKOV KOAMTEYVN OV «okpofatedy peTa&d TOMTIKNG Hatidg Kot dpdong oTo
Opoéo. Xta ONTIKOOKOVGTIKA ToVL £pya The Collector (1991-1992) xan Magnetic Shoes
(1994), ypnouomoince payviTeg OTO TOTOVTOO. TOV Kol €va UETOAMKO GLPOUEVO
oy viol avtioToly o, Yo Vo, TEPTATNGEL AOKOTA GTNV TOATN, GLAAEYOVTOG £TGL O1dpopa

petaAdkd aviikeipeva kot okovmidw. Mo mbavr) cbvoeon pmopel va yivel LeTaEd Tov
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YOPOKTNPO NG TPAENG TOV Kol TNG HETOPOPAES tov PotavoAidyov kotd Benjamin —
eavepmvovtag o topopota ontikn flaneur. Xto épyo tov Railings (2001), mepmatdet
o€ KEVIPWKA HEPT TOL A0VIivov YTLTOVTOC UETOAMKEG emupdveleg (KiykAMdouata,
onuoca yopiopata) pe po EOAvn papdo kot mapdyoviag puvBuikovg fyovec. H dpdon
TOV OomokTd Pabdtepo vomua, kaBm®G M ToPovsios KIYKAMO®OUATOV KOl UETOAMK®OV
YOPICUATOV DTOONADVEL «TNV TOPOVGIN TOV KEPAAOIOL KOl TOL 1OIWTIKOV YMPOLY
(Edensor 2010). To cvupfoikd otoryeio ot HETOUOVTEPVO TOAN LIAPYEL EMIONG OTO
épyo tov Paradox of Praxis (1997), 610 omoio mepratdet po. oAOKAN P LEPOA GTNV TOAN
OTPOYVOVTOG Eva 0YKMOES Koppdtt mhyov péxpt va Awcet. O 1d10g o Alys oyohdlet
TG KKATOLES POPEG TO VAL KAVELS kATl odnyel oto timotan (Davila 2001: 54). Xto The
Green Line (2007), o walMtéyvng mepmatnoe oto cvvopo HeTaly Iloponid kou
[Todoiotivng Kot ¥poUATIcE TOVOPOUO UE [ TPAGIVY YPOUUY TPOEPYOUEVN OO Eva
KOLTL YpOUO TOL KPOTOVGE Kotd TN dtdpkela g mopeiog Tov. To ToMTIKO GYOA0 TOV
kaAltéyvn/flaneur eival mo epgavég oe avtd 10 £pyo, apov o Alys mpoondOnoe va
«OPAVEDL) KOl VO EVAOCEL KATL TOL £ival YOPIGUEVO.

Yy mepintoon tov Bpetavod Simon Pope, o kaAlitéyvng mpoypotonolel
OLLOOIKEG TTEPUTATNTIKEG OPACELS LE EVa 1 TEPLOCOTEPO. GTOUO, TIG OTOIEG KOTOYPAPEL
OTTIKOOKOVGTIKA, PMTOYPUPIKE, OAANL KOl HECH EIKACTIKAOV Yaptoypapnoewv. O Pope
YPNOWOTOEL TO TEPMATNUA ooV U0 EEEMKTIKY OlOOIKOGIOL —HI0L  «TEPITATNTIKN
emomun» (Pope 2003)- mov &xel eppavag ototyeio amd tov flaneur kor tnv
yoyoyeoypapio. Xto €pyo 100 Memory Marathon (2009), mepndtnoe ko piinoce
oTadloKd pe peEYdAo aplBud GULUUETEXOVI®OV Yio [0 OAOKANPM HEPO, KOAADTTOVTIOG
AOTIKEG TEPLOYES 6TO avATOAMKO Aovdivo Tov emnpedotnkay Kot GAAAENY 6TO TAAIGLO
TV mpoeTolpactov Tov Oilvumokov Ayovov tov 2012. H «ovumapaymyn yvoong
péca and cvvepyalduevous kot cuvdeodevovg tapdyovieey (Myers 2010) peta&d tov
KOAMTEYVN KOl TOV GLVOSOWTOP®V OMUIovpyel 6,1t €Yel TEPYPOPEl MG «OMANTIKO
{yvoo» ko «kowog mepinatogy (Lee & Ingold 2006). H cvAloywotnta piog tétolag
TEPUTOTNTIKNG OPACNC, MG «AVIOALAYT OTTIKAOV Kol NYNTIKOV otoryeimvy (Myers 2010),
mBovdg VITOONAMVEL UL GOYKAIOT, TV ocOfcemv 1oL  KOAMTERV) KOl TOL
ocuvodomdpov Tov. ¢ ek TOVTOL, TO TaPAdelypa Tov Pope avadewvoet €vav
nepmatnTkd koAltéyvn-flaneur o omoioc «Potavoloyel» oTIG SLUPOPETIKEG 1oTOPiES
KOl PVARES TOL KABE oLVOSOMOPOL, «LEAIVOVTOC) AOYI0L KOL KOTOYEYPOUUUEVOL

OTTIKOOKOVOTIKE €peBioOTO G O GULVEKTIKN TEPUTOTNTIKY 7oinomn, kabdg
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«oLVTOVICE TO KUPLOAEKTIKG KOl HETOPOPIKA Prpato OAwv. Avtod Tov €id0ovg 1
Ol0IKaGion  avOOEIKVDEL 0D0 YOPOKINPIOTIKA TV £pymv Ttov Pope. Apywkd, tov
TPOGOIdEL TOV YOPOKINPIOUO €VOC «mepuratnTikov veoavti» (Psarras 2013b) kot
emmAéov peTaTpénEl TOV povoykd Potavoroyo/flaneur tov Benjamin ce évav veo-
flaneur o omoiog «AapPdver emiong v’ Gywv TIG 10TOPiEC KOl TIC EUNEPiEg TOV
ocuvodomdpwv tov» (Williams 1997: 821).

ApKetd eivol o TOPASEIYHATO CUYYPOVOV KAAMTEYVOV TOL £XOVV EVTAEEL TO
TEPTATNO GTNV KOAMTEYVIKY] TOVG peBodoroyia, Oyt LOVO ¢ Evay TPOTO TPOCMIIKNG
mapéuPaons aAld Kol o¢ pio evkopia va EpBovv oe emapn pHe evPHTEPES KOVOVIKESG
opdoeg — powpoalopevor epebioparta, ocvvorsOnuarto, otopiec Kot TANPOPOPIEC.
Mmnopobue va. Bewprioovpe Aomtdv ™ onuepvy tepuratntiky] Tpdén tov flaneur cov
poe vppdkn /oa-kaAlteyvikn flanerie m omoio @EPVEL KOVTIA TS OLOLPOPETIKES
«KAOOTESD) NG TEYVNG, TOV d1cOnceE®V, TG avOpwToYE®YpaPiag, TG TEXVOAOYiNG Kot
tov véov pécav; H apyn g véag yietiog £kave opatr v epeavion tov locative
media («TomKA HECH») Kol TOV yemteyvoloywwv. ¢ locative media pmopovv va
0pIoTOVV «eKetva To pésa o omoia dnpovpyovy kot Tovilouv €va €100g Yem-Y®PIKNG
eumepiogy (Bleecker 2006, Hemment 2006) kot T@v omoiwv 1 aioOnTIKn cuvosetal e
éva, €0pog evvolmV NG Kadnuepvotntog kot g Propévng eumelpiog. Avtd enétpeyoy
G€ 0L KOVOOPYLOL YEVIO KOAAITEYVDV VO EVOOUATOCOVV TEXVOLOYIEG OTIC EVVOLEG TNG
YOYOYEQYPOPIOS KOL TOV TEPTOTNLOTOC.

H Teppavida Christina Kubisch, oto épyo tng Electrical Walks (2003),
QOVEPMOVEL TO TPOPIA oG ovyyxpovng flaneuse mov eveUATOVEL POPNTE TEYVOAOYIKA
otoyeio otV mepuratnTiky Tpdén g (PA. Evotnra 4.6 ot cuvéyeln). Zuykekpluéva,
YPNOUOTOIEL €10IKA €vOIGONTO AKOVGTIKA TOL KATAYPAPOLYV T SLAPOPO. NAEKTPIKA
nedia g mOANG (m.y. unyoviuota ATM, y®povg HETPO Kol GUYKOWVOVIDY, GUGTILATO
AGQPOAEING, EMPAVEIEG, EMYPAPES VEOV, K.0.K.) KAOMG O TEPMATNTNG N Ol TEPUTATNTES
Bpioxovror ev kwvnoet. Eivor éva €pyo pe TPOCOMIKEG KOU OUOOIKEG TPOEKTAGELS
oLYYPOVMG, TO OOI0 GLVOEETAL GTEVA LE TNV KOTACTUCL0KY TEPUTAdyNon Tov dérive,
nopovclalovtag Opmg «p yoxoyewypapio tov adpatovy (Cox 2006) amd mOAN o€
TOAN. Ot TPOCOMIKEG KOl OUOOIKEG NYNTIKEG TEPUTOTNTIKES TNG TPAEES Wlyvouv Kot
«ovvtovifovtow pe TNV TOAN, KOATOANYOVTOG GE (o GUAAOYN YWV Kal cuyvotitowv. H

évtovn mpoonAwon ¢ Kubisch ota opatd ko adpata emimedo tng mOANG pmopel va
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NG TPOGOMOEL TOV EMIKALPOTOUNUEVO YOPAKTNPIOUO OGS «BOTAVOLOYOL TG OGTIKNG
TANPoeopiacy, Yia va Tapappdcovpe Tov Benjamin.

e mapopoto potifo eivon ko  dovAeld Constraint City: The Pain of Everyday
Life (2008-2010) tov Gordan Savicic, 0 omoiog ypnolponoince TV TEPUTATNTIKN
TEPPOPLOVG GTOVS OPOLOVG TTOLEDV POPAOVTOG £VOV PETAAMKO KOPGE PE ooONTIpEg
GPS ko1 Wi-Fi mov evtomile 0da ta adpata diktva tng TOANG. Oco peyardtepn 1 1oydg
TOV ONUATOC, TOGO MO CPIKTO YVOTOV TO UETOAMKO TAOIGI0 GTO GOUO TOL Savicic.
2TV TEPINTOOT] TOL, 1 «TOAETO» Y10 TOV pETapovVTEPVO mepuratnT-flaneur amoteleiton
amd TOLG JLAPOPOLS TEPLOPICUOVS OTNV TOAN. Oa umopovce vo emmbel TG oTO
oLYKEKPIEVO €pyo O oOyypovog flaneur yivetonw o Kouvovpylo  «KvoOUEVN
vraykepoturmioy (Fournel), évoc «ovlléktne tov dviov, tov omoiov 10 OOUO
Uetapoppwveror ae Evay yoptn omo onucoion (Psarras 2013a), évav «oyilo-yewypapikd
xbptn TOHVOLY, OTMG TPocBétel o 110G 0 Savicic. [IpaylaTOTOIOVTAG GUVOESELS e TOV
Baudelaire, tov Benjamin kot toug Kataotaoiakoic, o Savicic mapdyst xdpteg «mévovy
o€ KaBe mOAN: «Potavoroyel otV TANPOoQOpioy Kol aLTOS, CKLOLYPUPOVTAG OKOUN Mo
Qopa T1g petapopés Tov Baudelaire kot Benjamin.

Ta koAMteyvikd Tapadetypata twv Jeremy Wood kot Teri Rueb divovv pia 6AAn

Constraint City map of Cartagena, 2009

OTTIKY] 6TV ocvvdeon Tov locative media, tov flaneur kot TG Yyuyoyewypapiog. Xto
épya Meridians (2005) xouw My Ghost (2009), avdueca ce dAra, o Wood mparypatonotet
TEPMATNTIKEG OPACELS OTNV TOAY, Ol OMOIEC KATAYPAPOVIOL KLPIwg HEGH amd TNV
teyvoroyia tov GPS. To mepmbnud tov otoyxever e o {Oypagilkn HEC® TOL
GUVEYXOUEVODL 1YVOug amd T Ye®YPaPlKT Tov Béon. To copa Tov KaAATéXVN YiveTol Eva
KIvoOpeEVO «UoADP» to omoio Bewpel t0 aoTkd Tomio pi «TEPAOTIOL OGONTIKY

empdavewon (Careri 2002). Iapopoimg, n Teri Rueb Bewpel v teyvoroyia tov GPS wg
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éva peydio poAOPL Tov TPOmOTOlEl T cuveX KIVNoN TOV COUOTOG GE L0 KIVOOUEVT
teAein. Xe autd 10 onuelo, ival aviiAnam o mhoavy ovvoeon tov Wood kot Rueb pe
TN HETAPOPA TOL «KAONUEPIVOD OOTIKOV KEWWEVOLY TOL dlotvmmOdnke amd tov de
Certeau (1984). Mg aAha Adya, 1 KoOnpepvY|, «E@NUEPN YEOYPAQioy YIVETOL ELPAVIS
pe ™ {oypapikn xpnomn UG TETolag Texvoroyiag, Kot 1 ontiky tov flaneur amoktd mo
TOLYVIDOT) YOPAKTNPLOTIKA.

Téloc, o kabapn cvvaroOnuatikn e&epedhivnon mopovcldleTor 6To €PY0 TOV
Bpetavod Christian Nold, yio to omolo yivetor eKtevic avaQopd Kol G ETOUEVO
kepdAaro, Bio Mapping — Emotion Mapping (2004-cnpepa) (PA. Evomra 6.6.2 ot
ouvéyela). O Nold evidooel v meputotnTiky dpdon ¢ €va akdun pebodoroyikod
otoyeio otV EKACTIKN/OKTIPLOTIKY] TOV OpAcT, OLVEPYOLOUEVOS HE KOWOTNTEG
avOpOnov e ddpopeg mOAELG. MEGa amd OUAOIKES TEPITUTNTIKES OPACELS Kot Lo
GLGKELN OIKNG TOVL GYEJIONG, CLAAEYEL VOV GUVOVOGHO TANPOPOPING ATOTEAOVUEVO
and m yewypagikn 0éon (GPS) kot v NAEKTPOCTATIKY] OpAGTNPLOTNTO TOV OEPUOTOG
(Galvanic Skin Response). Ta amoteléopoto mepriapBdvovy, HeTacd AAL®V, O10(QOPES
OTTIKOTIOGELS GLVOLGOHNLLOTOG GE YNPLOKOVS 1) EKTUTOUEVOVS YEPTES, EUTAOVTIGUEVES
He TPOCOMIKEG AEEELS KOl GYNUATO TOV GLVOSOTOP®Y. Oa pmopovoe vo emwbel OtL
«&va kovovpylo €100g yvdong kol eumepiog mopdyetal péca amd TOV GLVOLOGHO
OVTIKEYLEVIKOV KOl VITOKEWEVIKOV oTotyeiwv» (Nold 2009), coppdrriovtag oe po véa
TPOGEYYIOT TNG WYVXOYEMYPOPiae 6TV TOAN Tov 21°” aidva. AVO TPAYHATE HTOPOVY VL
onuewwdodv £d@. Ipdtov, 1 tdon ota opadkd mepuratnTikd £pya tv Pope kot Nold
va gotidlovv o€ 16Topieg, AdYLOL KOl TPOCOTIKES TANPOPOPIES TOV GLVOOOITOP®V TOVC.
Agvtepov, N mepintwon tov Nold, pe v npaypatonoinon tov npodtiext Bio Mapping
o€ o GePd omd TOAELS GE OLOPOPETIKES YDPES, Ociyvel oy mbovr cOvdeon pe Eva
véo €idog maykdopov —vPpdwov— flaneur, o omoiog emekteivel 10 YWPKd TAAIGLO

dpdiong Tov maAdtepov flaneur oe GLo ToV KOGLLO.
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3.3.6. Ilpoowpive, aourepdouoto

————
= . A
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T —y WY
GREENWICH EMOTION MAP
Christian Nold, Oct 2005 - Mar 2006

Yto. mponyovpeva, €ytve ML TPOoTAOEl  avOALONG NG ONUOCING KOl TV
KOAMTEYVIKOV TPOEKTAGEMY TOV TEPTATNHILOTOG 6TO AGTIKO ToTio Tov 19, Tov 20°° kot
oV 21°" audva. Edikdtepa, avth 1 avéivon tpaypotoroonke puéoa omd tny eEEMEN
Kol Be®pPNoN TOV TEPTATHUATOG WG KAAMTEXVIKNG HEBOdOAOYING, KPITIKNG OKEYNG Kot
dpdong/mapéuPacng 6To KOWOVIKOTOMTIKO Tomio TG TOANG. Ot TOMTIGUIKEG £VVOoleg
kot Oewpieg tov fldneur, ™G woyoyewypopiog, TG eviaiog Toicooouiog £dMGAV TO
amopoitnTo  VIOPAOPO, OKYPAPAOVING ML CEPE Oomd  KOAMTEXVIKO KIVALOTO,
Bempntikovs, axTIPIoTEG, GLYYPAPEIS KOl GUYYPOVOLG KAAMTEXVEG TOV KATOTIACTIKOV
LE TNV OOTIKN gumelpio.

2to. TéAN TOL 20°° Kat T1¢ apyég tov 21° oudva, N Evvola Tov TEPITATNTIKOD
kaAltéyvn (walking artist) otnv oA €xer aArhaet. [Tapdtt To medio avTg TG TEXYNG
dgv glvar eupé€mg YvmoTO, o GEPE amd KOAMTEXVES £YOVV TOPOVGLAGEL LUE TOMTIKO
TPOTO KOl TOMTIKEG TPOEKTACELS TPOCMTIKEG KOl MO OUUOIKEG TTUYEG OOTIKNG
eunepiog. H moAn adapgiofritnto amotelel évo «kOTTOPO» GE CLVEYN OVOVEWDGT,
ocvykpovon Kot appovia. ‘Evav «kapfa» otov omoio to Kabnuepvod Propévo «Keipevor
ypaeeTal Ko Eovoypa@ETOL, KOl GTOV OTOI0 O MEPMATNTIKOS KOAMTEYVNG UTOPEL va
«Pobioted» OMovpyIKd, YPNOYLOTOLOVTOS Lo GEPE omd Tpoceyyioels. Agv umopodv
va  mopaAielpBodv emiong ot moikiAot meplopicpol (MY, KOWWVIKOL, YwpuKoi,
alcOnnplokol) TOL HE TN GEPA TOLG ONUOLPYOVV TIC GLVONKES Y10 [0l IO KPLTIKY

Bewpnon tov mepratnpatog. H eppdvion tov locative media e£éMEe T £vvoleg g
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yoyoyewypagiog kot tov flaneur, «eumiovtiloviagy kol «EmALEAVOVTOCH TNV
alcOnplokn eumelpio Tov KOAMTEYVT, Kot 0l povo. O cdyypovog flaneur paivetor va
éxel mepdoetl oe £va VRPOKO 6TAS0, 6TO 0TOT0 1 OL-KOAMTEYVIKOTNTO, 1] TEXVOAOYiN
KoL 1] KOWOVIKOTNTO TOV TEPTOTILOTOS AELTOVPYOLV INUOVPYIKA TPOG EVAV «KOWVMOVIKO
apovykpaoud». ‘Eva «moptpaito gv kvioew mov o ovyypovog flaneur-mepumatntikdg
KoAMTEYVNG €lvor oe BEom va OnUIovPYNoEL, «BOTAVOAOYDVTOC», «VOAIVOVTAG) KOt
«ovvtovilovtogy o oelpd amd aoONTNPLOKES, KOVOVIKES KOl TPOCOTIKES «KAMOTESY

NG OGTIKNG EUTELPLOG.

3.4. Ocwpieg T00 KOIVOD Kl THS TPOTANYNS

3.4.1. H onuooio ka1 1 aviomokpion Tov KoIvoD oTi¢ KaALTEYVIKES OPATELS

[Tog avromokpiveTon T0 KOWO OTIG OAAAYES TNG KOAMTEXVIKNG TPOKTIKNG HEGOH OTO
ypévio ko oty eég&uomto g téxvng; Ildg o kaAltéyvng 1 o koAlteyvikdg
EMPUEAN TG avTAapPaveTor v gumelpio, v Kivnon Kot T vonTikny KotdotaoT Tov
Beatn); Kot mdg avt  Tpoontiky) omd tnv TAELPA TOV KAAMTEXVIKOV ONUtovpyol 1} Tov
EVOPYNOTPOTN, € KAOE TePIMT®ON, €VOC GLVEPYATIKOV TPOTLEKT 1| HOG TEPPOPLLOVG
umopel va cuvteléoel oty ennpeto Tov Beatn; Ev téhel, amantel n téyvn va €xel oyéon
LE TO KOO, Kot glval 1 6x£0M 0VTH OO0TPOYLATEVTY;

Tig televtaieg OekoeTiEG, YEVIEG KOAMTIEXVOV 1M TOPOYOYDOV KOAMTEXVIKOV
pdtlekT o OAEG TIG EKQAVOES TNG OCLYYXPOVNG TEXVNG OVERTLEAY €pyd OV
EKTVAIGGOVTAL GE AUECO YPOVO, 1| GAAL pEG omd TOV NYO, TO. OTTIKA epedicpata 1 To
véa LEGO KOl TIG VEEG TEYVOLOYIES, e TéToleg mpobmoBéoelg dote 0 Beatng va dtadpd pe
TO €pPY0, VO EUTAEKETOL GE AVTO AMOKTAOVING GUECH GUUUETOYIKY oxéon pall tov. H
TOPOVGio TOL KooV lval Apesa cuvdedepnEVI te TNV VaPEN Kot EEMEN TOL £pyov.

ATO emUeEANTIK OKOTLH, VIAPYOLV SLUPOPETIKES GTPUTNYIKES EUTAOKNG TOL
KooV, TOL GAAOTE GLUVOEOVTOL LE TN OpapoTovpYia, Tn Yopoypaeio 1 TN o1ddpaon
péca amd to véo péco. Me pia —yopikn 1 GAAN— oAlayr oto miaicto dpdong, ot
KOAMTEYVIKEG TOPEUPACELS GLVOLAUOPPOVOLY TV gumelpio. TOL Kowov. H mpoomtikn
TOV KOAATEYVN-TOV KAAMTEYVOV KOl ONUIOVPYDV OAAE KO 1 EMUEANTIKY| OTTIKNY £YOVV

avopeifoia peydAn enidpocn oto TeEAMKO omoTéAESHO TOL £pyov. Eivan evotapépov va

69



TOPOKOAOVONGOVE TG O KOAMTEYVNG-01 KOAMTEXVEG )/KOL O EMUEANTHG ONULOVPYOVV
po aoBavTiKy] 0G0 Kot TVELHOTIKY], OLLVONTIKY] KOl aloONTIKY] EUmelpio LEG® TOL £pYoV
TOL VTLOKIVEL TOV S1OA0YO.

To wxowd dev givar mAéov maOntikd, aArd kabodnyoduevo amd ta péca. H
éupaon oty Kavoroinon avoyvopilel o mo chvhetn oxéon avipeso 6To Koo Kot
ta péoa. MetaxkvnOnke ta tedevtaio ypdvia and v avlpamivn dddpacn e Ta Péca,
e okomd va tovicel v aviuapdOeon kot v evaoyoAnorn pe avtd. Ot 6movdég
TPOCANYNG TOPATNPOVY OTL O TPOTOG e TOV Omoio yiveTar KGO @opd avTiAnmtd To
VUL TOV LETAPEPOVY 0L KOAMTEXVIKEG OPACTNPLOTNTES KOl TO LEGO dlopopomoteitan
avéloyo pe TO QUAO, TN QUAN, TV €Bvikq tavtotTa, TNV NAkio, ™ cefovolkn
tovtoTTo, TV €fvikdtnTo Ko T cwpatiky katdotaon. H Bewpio tov Kxowvod
appofntel 0t avtd mov Aéve ta péco givor KoBOPOTIKO OTN OOUOPP®CT TMV
amoyemv. To kowd mg Popéag 10eDV Kol MG KOWVMVIKE LTOKEIEVH OV EIval OmAMG Kot
HOVO aypaA®To Kot Kafodnyoduevo oty viohETnomn Tov Kupiopyov UNVOUATOS, OAAY
€xel v ehevbepia Kot TIG EPUNVELTIKEG 0e610TNTEG Vo avTioTtofel 6TO VLI OVTO

(Williams 2010).

3.4.2. H dwakextikn ayéon te tEXVNGS UE TO KOIVO

[ToAroi Bewpmrtikol aoyoAnOnkay pe v £vvola Tng TEYVNG Kot TOL KOWVoU. ZOUP®VA LLE
tov Monroe Beardsley, éva épyo t€yvng mapdyetatl pe 6komd vo TpokaAEcel aloOnTikég
eunelpieg (o éva kowo). o tov Arthur Danto, éva €pyo Téxvng Kdvel por «dNAmon»
(statement), oe €va TOAD cuykekpipuévo kowd kdbe popd. Katd tov Nelson Goodman,
10 €pyo TEYVNG TMOPEYEL €vol €100C KATOVONONG TPOOPIGUEVO Y10 VO GLYKEKPLUEVO
Kkowo. (Zangwill 1999).

Olo a0t Op®G VITOKEVTOL OTH SHAEKTIKN GYEGT TOL AVOTTOGGEL TO £PYO LE TO
Koo, AL Kot 0 BempnTIKOC e TO £pY0 G TPOG TNV KATATAEN KOl TVTOAOYIOL TOVL.
Eotwalovtag, 0yt og épya t€xvng YeViKd, 0ALd o€ cuvepyaTKd TPOTLeKT 1 TPOHTLEKT TOV
Tpaypotontoovvtol pe T Pondela Twv VE®V TEXVOAOYIDV, O TOPAYOVINS TOL HECOV
TPOPAALEL OC KATAAVTIKOS GTNV KATATOEN Kol GTNV TUTOAOYIdL.

To6co 01 £pevveg Yo TO KOO OG0 Kot 01 HEAETEG TNG TPOSANYNG AmodidovY GTO

KOO T dvvaToTNTA avolyThg epunveiog, divovtag TpoTepaOTNTO GTNV gVYOPIoTNON
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Kol GTOVG OUVOETOVG TPOTOLG LE TOLG OMOIOLG OVTH amokopileTol amd To. pEcO
(Zangwill 1999). H Bewpia t¢ tpdcAnyng eaivetar va givar uépog tng Bempiog tov
Kowov, agob Ppioketol oe EAPTNON AO Ko €YEL KATOADTIKO pOAO OTN dlodKoGio
amOd00NG VONUOTOG KOl KATAVONGNG TOV TOPAYOVI®MV €KTOG TOL Oedpatog ot omoiot
cupupdriovy oty aicOnon mov avadidovv ta umvopato Tov pécwv (Zangwill, 1999).

XTI HEPEG HOG, OTNV EMOYN TOV TOAVTPOTIKMOV KOl TOPAYOUEVOV OO TOVG
ypnoteg péocwv (multi-modal wot user-generated media), mpoxvmTOLV SLAPopa
EPMTNUATO OVAQOPIKE pe TNV gpunveia Tov Kowol, OAAL KOl TIG GUVERELES GTOV
QMOKAEIGUO, TNV EVOOUAT®OOT, TNV omodoyn M TNV KPITIKY. XNV €Oy TNG
YNELoToinomng, To TAVTO LECOTO0VVTAL, avaeépel 1 Sonia Livingstone (2007). Apevog,
0ol YOPOlL, GE QULOIKO EMIMEDD, TEPLEYOVYV TANPOPOPIES EUTOPIKEG KO TOAITIKEG
aPeTEPOUL, M street art kol 1o YKpAPLTL, KaB®OG Kot To yneakd péca mov oyetilovion pe
TNV OVOTOPAGTOOT OVTIKAOIGTOVV TOAAEG POPES T J1OPaCT] GE SOTPOCHOTIKO EMIMESO
amd €va ovtacloko avti, po Kwvnty ofovn 1 évav ymoeakd mapotnpnt. Ta péoa
OTTOKTOVV U0 KEWEVIKT OAAGQ KO L0l DTEPKEIUEVIKT] KO ONULAGIOA0YIKN a&io pésa amd
™MV ynoeokomta o¢ péco kot og pnvopa (Silverstone 1994 ko Livingstone 2007).
Kotd ovvémen, 10 kowvd avamopdyel TG KOWOVIKEG OYECES HEoH omd TNV
EMOVOSLOTPAYUATELGT TOV VAKOV/KOWWVOVIKOV OPIGUAOV TOV dOUOVV TO TANIGLO NG
eKkaotote evépyelng. Etor dopodvtar or mpodmobécelg g epunveiog mov €yovv
BeopnrikomomBel amd TN ONUEIOTIKN Kot TNV oucOntikn g mpoéoANyne, He v
EPOPLOYT TOVS GTO TEPPAALOV TOV LEGMOV KOl TNG EMKOVMOVING.

2ty Gilmor (2006), ot 1oyvpiopol 0Tt «epelg elpaoTte To PEGO» KOl OTL «TO
Kowd mponyeitoy Klvovv TNV vAEPPOCN TPOKEWEVOL VO OOTLTTOCOLY YL TIC
networked teyvoAoyieg To {tnuo TG HETAPaoNG amd TOV KOTAVOAMTN GTOV TOAITN —
onwg emiong eppaviletar oto €pyo g Jay Rosen (2006)— exBsidlovtog ) dvvatdtnra
TO0 YVOOTO G KOO 610 MapeABOV va pmopel TAEOV vo O1ekdIKel TIG vukaipieg mOv
TPOoPEPEL 0 TEYVOLOYIKOG AOYog. H Jenkins (2003) dAhwote Bétel vitd apeioPfinon 1o
StAnupa av ovty M dpacTNPOTNTO OYETICETOL AUESH HE TNV TPOSPOCILOTNTO TNG
Kowwviag oe moAiteg kot koo (Butsch 2000) 1 av amotelel mpdkAnom yia 6Govg
dwyepilovtat TV Topayy.

H Bird, oto épyo tg Not The End (2009), mopoatnpel 6t 00 ynolokd péca
gyelpovtol amd NGVYES OTMAVINGELS GE 1OYVPES TPOKTIKEG epunveiag. Onwg mapatnpei N

Livingstone (2004), topa mov pe ta ynookd péca o 0gatig 1 10 Kovd Kdvouy epeavi
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TNV TOPOLGI0 TOVG GTNV AVOTAPUYMYN TOV VONLATOG, 1 dpacTnpdTnTa VT dEV UImopel
va apeiofnmOet, apov 1 mapovsio Tovg eival TAEOV dlakpiTy.

Etvol yeyovog 0t1 ) emoyn pog dtakpiverot amd HeTaBatikOTnTo TG0 ¢ TPOG
TOVG 6TOYOVGS Kat TIS a&ieg 060 Kot g TPog T cvvheon . To 1010 cvpPaivel Kot pe To
Kowo. Ot oyoAég TG MOPASOGIOKNG EMKOVOVIOAOYIOG, TO HOVIEAO NG LTOSOPLOG
Beddvag tov Hall (1980: 131), tng molvonuiog oAAG Kot TOv €vePYoh KOO,
GLYKAIVOUV GTNV €MOYN HOG GE £vOL KOWVO LE T VEL YOPOUKTNPIOTIKA TOV TPOGOIO0VV Ol
TEYVOAOYIKES dUVUTOTNTES TNG EMOYNG HOGC Kot 0 TAOVPOAGSUOS TG . Ot gpguvnTikég
TOPAUETPOL TV GTOLOMV KOvoy dtevpuvovtat. [Ipémet va Aappdvovtar vwoyn mhéov
€vvoleg OMMG 1M TMOYKOGLLOTOINGT KOl O KOGUOTOMTIGUOG GE GYECN HE TIC TOMIKEG
KOWOTNTEC 1 TIC KOWOTNTEG TNG OUOTOPAG, KOOMDS Kot d1dpopa EMUEPOVS GTOLYEIDL KO
yapaxmplotikd (Aksoy & Robins 2000, Georgiou 2001, Dayan 2005) KotveovioAoyuoy
Kot avOp®TOAOYIKOD YOPAKTPO — TPOSPAGIHOTITO GTN YVMOOT Kot TIG VEES TEXVOLOYIES,
OKOVOUIKY Kotdotaon, tomog katowkioc. Koabopiotwkd poro mailer emiong 10 Op1o
avapeca otn Hollkn Kot T OOPOCHOTIKY] EXKOWV®VIK & £VOV KOGHO UE TOAAUTAOVS
TOmovg «diktvokng emwowvaviagy (Bolter & Grusin 1998), o omoiog épyeton va
mpochécel TG ovvleteg, oxedOV VPPOIKES HOPPEG EMKOWVMOVIOG HEC®H «OKTLMOV
opdtipevy (P2P) oe doec éxovpe Non owelomombel: popeég emkovoviag, oniadn,
EVOG-TPOC-Evay Ko EvOG-Ue-TtoAA0S. Oleg avtéc ot adhayég evBappivouy TV aAlayn

Kol TNV ovolnTnom evog VEOL LLOVTEAOV.

3.4.3. EumAokn tov koivov koi o1aopoon

H gpmloxn tov kowvoh o¢ GUUUETEXOVIOV GE KAAMTEYVIKEG OPACEIG-TTEPPOPLAVS TOV
Aopupévovv ydpo Ge TOLYVIDOES OPEVES YPTOLLOTOLOVTIOS OLOPUCTIKES TEXVOAOYIES,
kafotd T Sddpaocn kotd Kamowov Tpomo ereyxOuevn. Ot CUUPETEXOVTEG OVTOL
Slpépovy amd tovg KaAMTEXVEG KaBOTL 1 amdd0on Tovg 0ev eivanl cuvibwg «Pacet
cevapiov». Evd mn ovppetoyn tov xowvov upmopet va apyicet amd T 0éom TtOL
eEmTepKOD TOpATNPNTA, OO TN oTIyUn mov Oa vVIapEet dddpacn pe TNV TeXVOAOYia O
poLog tov aArdlel oe awTOV TOL cvppetéyovta. Otav 1 aAAnienidpaon meplopiletan

GTNV TOPOTPNOTN, Ol TEPPOPUAVS TEIVOLV VO TEPIAaUPdvovY Tpoforég Pivteo, Ypoapika

72



VIOAOYIGTOV, NY0. Q6TOGO, e TNV gVpEin YPNON ACVPUATOV TEXVOAOYLDV, TO OPLL TNG

TOPOTPNONG KoL TS GVpETOYNG £xovv OtevpuvBel (Sheridan k. 6. 2004).

3.5 Ano ) Oswpia s emikorvawvias oty Gewpio Tov Koo

Ol TopadocloKkEG GYOAES EMKOWV®VIOAOYiOG, Omm¢ avty tov Stuart Hall (1980),
KOOIKOTOOUV KOl  OTOK®OIKOTOOUV  Oivovtag mpoTepaldTnTo. GT ONUOCIN TOV
KOOIKOV, LE OTOTEAEGUO TO UNVOUO VO TOPAYETOL KOl VO OVOTOPAYETOL GE L0 U1
ypopuukn apnynon. To mapadocioxkd oyfuoa epébhopo-aviidpaon wioviletor o1
ouyypovn Bewpio TG emMKOWVOVING: TO UAVLUO TAPAUEVEL O0TO gpEBiopa, aAAd M
amgvinon £ykerrar TAEOV  OTIG  OLIUOPPOVUEVES KATOOTAGES, OYL OTO VOO
(Livingstone 1998).

Ot Bempieg Tov KowvoL €yovv NON Tiow TOVS PEYAAN 1oTopin. QoTdG0, TOpd T
onuovTiKn avantuén tovg amd tovg Hall, Blumler & Katz (1974) kou Alovg peretntéc,
N YNEUKOTNTA KOt 01 SUVATOTNTEG TOV VEMV TEXVOAOYIDV GNHEPa Exovv aAAdEet prlikd
ta dedopéva. Eivar amapaitnto va Adfovpe vdym 6Tt ot TOUEIS OTTOL YPNGIULOTOLEITOL 1)
YNEKOTNTA 1 01 EQAPLOYES TOV VEOV TEXVOAOYLOV Ttailovv mAEov KataAvTikd poro. H
Livingstone (2007) avagépel 6Tt 11 VAKOTNTO EKTOTICEL TO GNUEIOAOYIKO TEPLEYOUEVO,
Kol avtd Oa TPEMEL VO GUVEKTIUNOEL OEOVTMOC GTNV TEPIMTOON TOV EPAPUOYDV HEGO 0T
véeg teyvoroyieg, mepropilovtag Tig amaltnoels e Kptikng avaivonc. Ot Bewpleg g
TPOCANYNG Kot TOV KOWoL dlaympiloviol onUavTiKd ovaloya pe 1o €100¢ TV HECWV,
«Bepudv» KoL «yuxpmdv», 6Twg Ta ovopdlet o McLuhan (1964)

Q¢ ex tovTOV, Véo epwTnUaTa TpokLTTOoLV: 1660 cupPartol pmopel va givon ot
oTOYO0L G€ €vo, oy viol 1 6€ [a 16TOGEAD LEGOTOMUEVNG TEXVNG, KOl TOCO EPIKTN 1M
duadpaoct, o6tav ot avBpdmivol otdyol dev elvar kowol kot otabepoi, dAro Eviova
petapintoi; Kow mwodg avtol pecomotodvtal amd tnv vAKOTnTe ¢ Te)Voroyiog, H
TPOOTTIKY TOL KOOV EMUEVEL VO GUUTEPIAAUPAVEL TN QOIVOUEVOAOYIKY| EUTEPiO GE
Qo LECOTOMUEVT] KOWmVid, KaODS T0 KOO TOAAEG POPEG COKAPEL LUE TIG AVTIOPACELS
TOV, OAAG POpEl GLYYPOVOS VoL PEPEL GTO TPOCKNVIO Kol mepBmpilakd @avopeva. Ta
networked media kot ot dadpacTikég TE)VOAOYieS, KaBdoov oyetilovtal pe v téXvn,
ocuvvBétouv €va tomio avdivong moAV mo OVoKOAO Ko mepimAoko am’ 6,1l TO

Tapadootakd LEGA. AvadvETOL EVTOVa 1 OVAYKT VO TPOGOI0PIoTEL TO KOVO TOLOTIKE Ko
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TOGOTIKG pe To KATOAANA0 peBodoroywkd epyodeic. H petapopd tov kepévov-
avayvOOoTH, OTMG avantiecseTal otV «ouctntikn g npdbonyne» (Iser 1974, Eco
1979), amoktd TOAAEG VEEG TOPAUETPOVS CTNV KETOYT TOV OIKTLMOVY, SLOVOTYOVTOG VEEG
TPOOTTIKEG KOl EVKALPIES VOL GOUTANPOOOVV TaL KEVEL, AL KO VL TOAAATANGIOGTOVV Ol
epunveieg. O KOGHOG TOV VE®V HECHV KOL TNG YNOLOTOMUEVIG ETOYNG OV ival woTOG0
Slymplopévoc arnd to mapadostakd péca Evtdooeton kot e€etdletanl 610 mAaiclo avtg

TOV TNG 10TOPIKOTNTAC Kol OPEIAEL VoL eKANPOEL g TUNHAL LG GLVEYOVS QLPTYNOTG.
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Kepdiaio 4

Hyog

O moMtiopog Ko kot eméktacm 1 T€vn 0ev Ba pmopovoe va peretndel mapd pLovo 6to
TA0{G10 TOV SIMOAOL VAIKOD Kot U1 LAKOD TOMTIGUOV. ATEVAVTL GTOV OTTIKO TOATIGHO
®G VAKO €yovpe Tov Mo ®g un vAkd. O Myog ekmpoocwnel 10 VA0 GTOlXEl0 TTOV
GUUTANPAOVEL OVGLUGTIKAE TO AGTIKO TOTIO, OAAG KO TN KOTOVONOT] TOL TOAMTICHOD GE
OLeC TOL TIG EKPAVOEIS. Méoa amd o oelpd amd cuvaEOV TPOTLEKT, LEAETATAL EOM TO
aoTIKO TOTO KOt 1) GYECT TOL HE TN YOPWKOTNTO. XTO GLYKEKPLUEVO KEQAAoo Oa
peretnOel o Mxog Kot To NYMTIKO TOTio, Kot 1) GLVOESN TOV UE TN TEYVN, WiTEPO TNV

TEXVT LEGQ OO VEEC TEXVOAOYIEC.

4.1. Hyoc kou nyntixo torio.: H mpwtoxabedpio tov omtikod moAitiouod

H perémn mg Long péoa oty mOAN €xel e0Tidoel Kupimg otov ontikd moAtiopd. Olo
TO EPELVNTIKO, OKOONUOTKO Kol KaAMTEYVIKO TtepBdAlov eoTidleTon 6 QVTOV, KOl TO
evolpépov emkevipovetal ot Oewpioa tov PAEéppotog (Lacan 1964). O Simmel
epopyel 10 OMTIKO MG AVATEPO TOL OKOVOTIKOV gpebdiopatog ot SUOPPMON
eumepiog. O Myog Aettovpyel mOAD SPOPETIKA o’ O,TL TO0 ONTIKO epEbicpa. Aev
yPEWleTal vo OTPEYOLHE TNV TPOGOYN OGS GTOV MY0. Amevavtiocg, 1 TPocoyn MHOG
pémel va, etvar otpappévn oto ontikd epédioua. Onmg mapatipnoe o Andre Malraux
(1951), o0 yog «yivetar a1cONTOG 0md TO GO Kot KOTOVONTOG omd To Loodo». H axon
SlPEPEL amd TNV OPAcT] ®OG TPOS TN GYECT KOl TNV OTOCTOCT OV OVOTTUGGEL TO
«omokeipevoy pe to  «avtikeipevoy. O Simmel (1950, 1997), évag amd ToLG
TPOTOTOPOVG OE®PNTIKOVES TOV HOVIEPVOV UNTPOTOAEMV GTI YEPLOVIKT PLAOGO(I0 Ko
KOW®VIKT emotiun oTig apyés tov 20% adva, Aéel: «Ot SumpocOMTIKEG GYECELS TOV
avOpOTOV OTIC TOAELG EVIOTIKOTOOVVTIOL HECOH OO TNV ONTIKN  ETKOWVOVION.
Xpnowonotel paAiota To €EMG TAPAOEYIA AT TNV OVATTUEN TOV HEGMOV GUYKOVMVING

Kot petapopds: «IIlpv amd T 014d00n TV TPEVEOV Kol TOV Ae®POPEi®V, KOVEIS dev
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ypelodTay va avTeTonicel apuiAnTog Kot okivntog, aviumopog vo Eeevyel amd To
ontTiKd edio Tov, Evav TapakadNUEVO TOL GE £va KAEIOTO PEPOG Yo atereimTteg dpec. H
avamTuln TOV ocvykolvovidv UETEPare Ta dedopéva otnv kowwvikn Cony (Walter
1973: 151).

H nyegpovia tov ontikov otv aicOnplokn avtiAnyn 660 Kot otV avAaivon
™G etvan kot’ €€oynv QAIVOUEVO TNG VEOTEPIKOTNTOG KOl TNG YVOGIOAOYiOG TNG. XNV
OTTIKY] TOL APpPIoTOTEAN, avtifeto, 1 yoyn NTOV o TAOVC0. KOl OAOKANPOUEVN
ovtotTo. mov mepPApPave TG Asttovpyieg Oyt HOVOo NG Sdvolag, OAAG Kol TeV
a1e0noE®VY, TOV EVIVTOCEWMY, TNG AVTIANYNG, TG daicBnong, g kpiong, ¢ aictnong
TOV YMOPOL KOl TNG GLVEXELNG TOV YPOVO, TOV SVVAUE®V TNG d1aKplomng, Kabmg emiong kot
™G (KOWMG KavOTNTOG TNG) «KOWNG AoYiKNe». Empdketto, dnAaon, yio pia evOTNTO TOL
€0eve Oleg TIG «yuyéoy (vogg, yvmoelg) pall. Etvar pavepd mmog 1 povtépva, «OmTikn»
avTIANYN TOV VO OMOTEAEL, AV OYL L0 TOYN KOL OVOLLUIKT, TAVTOS GIYOupol Lo GTEVN

KO «<TTPOKOTEIANULUEVT EKOOYT TV OLVOATOTNTAOV TNG AvOpOTIVIG EUmEpiag.

4.2. O tpomog avtidnyng tov mepifalloviog uéoa. amo Tig aiotnoels

«Zvvnbmg mapaPArémovpe 6,11 pog @aivetar Tpopaves. Tovto ciyovpa copPaivel pe Tig
a1oONTNPLOKEG SLOGTACELS TOV KTIGUEVOL TEPIPAALovTOC pog. Ta omitio pag, ot dpduot
pog, ot mOAelG poc, OAa avtd poli cvvoamoteAovv éva mpoidv {OHpmong Nyov Kot
APOUATOV, VOOV Kol Ypopdtovy. Oleg ol o1oONCES GUUUETEYOVY OGN SlodKaciol
TPOGANYNG Kot ovTiANyng tov aoTikod Tomiov Kot ydpov. Bubilopaote otig yevoelg
NG OOTIKNG ATHLOGPALPAS, O10oYICOVIE TOVG YOV TV dPOUMV TNG TOANC, TELOVLE Kot
OTPMYVOLLE Kol GKOpPaA®voLue péoa Kot £ amd ta ktipa. «Ki opme, peydio puépog
ALTAG TNG EUTEPLOG TAPAUEVEL KAT® OO TNV EMPAVELD TNG GLVAIGHNONG, EVIVTOVETOL
OTO GOUOTE LOG APNVOVTOG OVETOPOLS TOLG VONTIKOVS pHog xbpteg mov otnpiloviot
otV 6pacn» (Classen 2008). «H opaocn pog 0ev cvAlapupdvel TANPOS TO LAMKO, TO
aLTId paG TEPYEVOLY VO akOVGOLV TOLg BopOBovg Tov JOpduov, Ta YEPLOL LOG
wpoonafovv va ayyifovv o amééw. To dvio Paciletor ommv aeaipeon g
TPayRaTikOTNTOG. O1 TEYVOLOYIKEG LOG KOTOKTIOELS £XOVV EMTPEYEL VO OTTOKOADTTOVE
N va dyeptlopaote TOAAES amd TIG 1010TNTES TOV GTolXElV OV Bempovpe wg VAN. H

enidpacn Tovg Nrov, elvar Ko Oa etvon dteyktn amévavtt otV ovtiinyn  poo»
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(TGptlikaxng 2008).

Axobpe kot avTAapPoavopacte Tov KOGHO oM amd TOTE oL PPICKOUACTE MG
éuPpva otnv kot g untépag pag (Ackerman 1990: 56). diktpdpoviag apykd TOUG
NYOVLS ®G TNV TPAOTN aicOnom ot ddikacio avtiAnyng Tov mepPaAiovia YOPOv LG,
avTIAOUPaVOLOGTE TOV KOGHO oL Bpioketal yOop® pHoc. Xiyd-o1yd dpacTnplomolobvTol
Kol ot vworomeg ocOnoelg pag, mov OAeg pali odnyodv otnv moAvosOnnplokm
avtianyn yw «oAo» (Ackerman 1990: 98). Emiong ypnoipomoloVpe Tovg nyovs yopw
LLOG Y10 VO OVTIAN POV LE TOV YDPO LG, 6TO TEPPAAAOV TOV avTILOUBOVOLACTE OTTIKA.
O Myog etvar pra ToAd dvvapukn aicOnon kot amotedel v mo dvvatny cHvoeon e TV
TPOAYLATIKOTNTOL.

AmO T oTypn Tov M TéXVN €oTpevE To PAEUUO TG GTOV ONUOGLO YMDPO KOl OTIG
EVVOLEC NG YPOVIKOTNTOG, TNG EUMEPING KOl TNG GLUUETOYNS, Ol KOAMTEXVES
CLUTEPLELAP ALY PLGLOAOYIKA TOV X0 GTN SOVAELL TOVG, KOOMG 0 YOG TEPIAAPAVEL OA
Ta Tponyovueva €€ optopov. O kpitikdg Max Bruinsma (1990) avagépbnke otov fyo
g «petafiPaoctn aerynone». Eitvar avapeiporo 6t 0 nxog £xel Wdwaitepn SLVOUIKT GTO
VO UETOPEPEL  OVOUVIAGELS KOl VO OLLHOPOOVEL  OPNYNUOTIKO TO HVOAO HOG,
AETOVPYDOVTOG ®©OC KOTOAVLTIKO oToyelo ywoo Tic Okég HOG 1oTopieg pe  €vav

podietopnpatikd Tpdmo cav gkeivo mov giye vwodeitetl o Proust.

4.3. O nyog ka1 01 «IL1ACTATELSH TOD

O Nyog amoteAel pia peuatn popen. Zopewvo pe tov Goethe (1829), «n apyitektovikn
elvor moyopévn povowny. H peydAn mAetoymeia g mymtikng pog  epmelpiog
(Augoyard k. &. 2006) agopd tov Y0 oV moyouévn Tov popen. To va éyel kaveig
gumepio evog pevotov, {OVTavoy NYov elval onpepa TOAD Mo Wiaitepo an’ 660 NTav
Kkdmote, v emoyn tov Goethe. Zmavio aQlEPOVOLOCTE, TOGOTIKE KOl TOLOTIKA, GTOVG
Covtavobg Myovg pe v 0 évtaom, ovyvotnto Kol OldpKel UE TNV Omoia
aPlEpOVOOCTE 0TS paryvntopmvnoels (Schafer 1977).

2tov mpoéroyo tov PiAiov tov, o Brandon Labelle (2010: 3) &exwvd pe v
ewova evOg mOTEPO. KOL TOL ToudD TOL G€ o otdon Asweopeiov. To mwondi
«mopaTnPED» TOLG NYOLS TOL TEPIPAALOVTA YDPOL: POVES, OMUAIES, YOVG amd KAAEOV

QVTOKIVI|TOV Ko KOPVEG, Kol EDA0YN EKPPALEL TNV gpdTNON 6T0 Tatépa Tov: «I1ov mhve
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OAoL avtol ot Mot 0tav @edyovy amd €0M;». Onmg pmopel vo JOMIGTAOCEL £OKOAM
KOTOW0G, O MYO0G OOHOPPOVEL WOOTLA GYECT HE TOV YDOPO AOY® TOL «AVAOLY
yopaKTnpa Tov. QoT1060, 0 YOS £XEL AAAN SLVAUIKN, EXEL TN SVVATOTNTO VO GUVOEETOL
LE TOV YOPO WEGO AmO TNV gUmEPia, TN UVAUN KOL TNV 0QNYNoT. XTNV Tovio. Tov
Kieslowski H dwmdn {wn ¢ Bepovik (1991), n Bepovik axover Eovd ko Eova o
KOoETOL OV TNG £Yel OTEIAEL évag Kpuedg Bovpaotig TG XTOvG MYOVE oL givon
oYV TOQMOVIUEVOL GE QTN TNV KOGETO ovoyvmpilel Eva GUYKEKPIUEVO KOQE. XE OVTO
Tnyoivel kot TEPUEVEL Vo cuvavinOel e T0 TPOG®TO OV NG E6TENE TNV KACETA. ATO
v AN, oty tawvia O toyvdpouos (Michael Radford, 1995), o tayvdpopog Mépio
Povomoro otédvel por KOPT-TOGTOA HEGO OO M0 HOyvITOQOVNON, Oivoviog To
youpetiopatd tov otov mowmt Neruda oamd 10 vnoi 0V, HAYVNTOQPOVOVTOS TOV
TAPAAGO TOV KLUATOV KOl OTOTUTOVOVTOG NYNTIKE HEPN TOV CNUATOO0TOVGAV YU
avtdv oAAd Kot Yoo Tov Neruda pio ko] gpmelpion Kot ovapvnorn and 1o vnot. Onwg
Oglyvouv Tl TOPATAV®, O NXOG GLVOEETOL HE TOV YMPO UECO OO TNV OPNYNHUOTIKN
AVOTOPAGTACT) TOL TEAELTAIOV.

2V TpOTOTOPOKO payvynro@ovnuévn mepedpuavg tov Alvin Lucier I Am
Sitting in a Room (1990), 0 cuvOETNG WALEL GTO PIKPOP®VO GE VAV YDPO 1O10ITEPO Ao
OKOVOTIKY Amoyn Kol LETA LayVNTOQMVEL TNV oMo 6€ €val KAGETOP®VO. AVTOS 0 )X0G
petaypdonke o€ €va GALO KAGETOP®MVO Kol EMETo waiyOnke Kot poryvnroeovinke ce
éva, GAL0. Avti M Oladtkacior ETaVaANEONKe KATOlEG POPES, LEXPLS OTOV 1] POV TOL
oLVvOETn e€opo1dONKE L TIG GLYVOTNTES TOV dMUATIOV, Ol 0OToieg evicyvONKaV TEXVNTA.
Xapn otov Nxo ¢ avlpOTVNG G®VAG, N SlodIKacio AMEKTNOE L0 AKOVOTIKY KOt
cuvalcONUaTIKY O1doTOooN.

O Max Neuhaus onpiovpyet épya pe tov Nxo amd ) oekoetio tov 1960, pe
61OY0 M 00VAELL TOV Vo avaperyBel pe To vdpyov NyNTIKO Tomio (soundscape). LKomdg
ToV ivar va e10mBel To £pyo TOL GUVOAIKA MG TPOKANCT| KOl VoL ETovoTedEl TO pDdTNLLOL
oV 1 EUTEPIO TOV YOPOL Kot TOV YoV lvar Eva koppdtt t€yvne. Oa pmopovcape icwg
vo Tovpe 6Tt 1] O0VAELD awTN oucOnTomolel To mEPIPAAAOV Ko dNUIovPYEL Hior aopaTn
nymrikn toroypagic. O Richard Serra amd v dAAn dnuovpyet apnpnuéva yAvmtd mov
améyovv MOAD amd 10 «adpatoy. 'Eyxet pdlota ypayer O6tL ta €pyo mov gival,
«evtomopévay  (site-specific) Kot ETOOKOVY VO «OVASOUNGOLV  YVOOTIK TNV
opyavmon Tov xdpov». H dovAeld Tov 6toyevel 610 vo aALAEEL TOV TPOTO LE TOV OTTO10

ot avBpomot Prdvovv éva ydpo. Me dAha Adyo, Eavaetidyvouv évav YOPO Kol TOV
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enovodompoypatevoviotr dtohektikd. [ToAAd amnd ta €pya tov givor 1660 peydAo GE
OYKO (GTE AEITOLPYOVV MG OPYITEKTOVIKES TTapeUPaoel otov dnpocto yopo. Técso o
Neuhaus 6c0 kot o Serra mopepfaivovyv 6Tov ¥OPO He GKOTO VO ONLOVPYHGOVY Lid VEXL

aicOnon kot 0146TacT TOL YDOPOL YO TO KOO LLE TN XPTON VEDV HECMV.

4.4. Hyog kou yapog

O Leon Battista Alberti vmootpile otV Avayévvnon 0TL 1 avtiinymn Tov ydpov dpyioe
Vo omoKTO pEYaADTEPN onuacio and tov 100 Tov ympo. Or véeg TEYVOAOYiEg
OTTIKOTTOLO0VV T GNUEPIVY] TAYKOGUIOTTOINGT TOL YMPov. «Ba enépeva oTnv Evvolo g
yewypagiog kot oyt Tov Tomiovy, avaeépetl o [opyog TOptlidrne. «Av egtdoovpie T
AEEN vew-ypaoia, Bo dovue 0Tt onuepa ahddlet kot 1 yoio, oAAalel kol 1 ypoen. Apa
aAAdCouv Ta OVO cvotatikd Tov Opov. Nopilm, Aomdv, 4Tl AVTEG Ol ATEIKOVIGELS TNG
moyKooponoinong £yovv €évo onueio 10 omoio  kaToPYOS Oev  UTMOPOVUE  Va
npoomepdoovpe  gokoAa. Ot véec Texvoroyles KahAepyovv evBovcloopd Kot
VIEPAVATANPOGT], KO £TGL SNUIOVPYOLV HL0L EVIOIN KPLTIKY YADGGa, divouv 6g GAOVG TN
dvvaTdTNTOL VO £XOVV YPNYOPES OMEIKOVIGELS, Oyl HOVO T®V TOAE®V, OAAL KOl TV
OTOUOKPVOUEVOV TTEPLOY®V», ocvvexilel otnv 0 €kBeon o Twpyog TCptliddkng
(2008). Tnv 01 oTLyun OU®G OVATOPAYOLV UL CLTOPECKEWD KOl TNV ovtomio. OTl
QTOKTNGOUE Lot KAOOAIKY] KOl OVTIKELEVIKT BEdpMoN TOL YDPOV.

TMoarti ypnoponoodpe dpmg NYo Yo vo dnpovpyncovpe xodpo; O Nyog Exet v
W0utepOTNTO OTL EPIOTAE TNV TPOGOYN HOG OTO €0M KOl GTO TMPO. XTO TANIGLO L0
EVI00C TTOYKOGULOTOINUEVIG KOVATOVPOS, TEPVALE TTOAD YPOVO GE EIKOVIKOVS KOGLOVG,
kaBmg mepmatdape oe Evav OMUOCIo Y®POo, WAAUE o KAmowov amd o GAAN MTEWPO,
akoVyovTog T HOVOIKY pag oto ipod, dwafalovtag o e-mail mov poag éotelle KAmO10G
ex0éc M mailovtag £va elkovikd moryviol. Av OeACOVE VO EVAGOVE TOVG EAVTOVS LOG
KOl TNV KOLATOVPO oG LE TOV TEPIPAALOVTA KOO0, XpELALETOL VO ETavVacLVOEDOVUE e
10 Tapov. Me Kamowov 1pdmo, amd UIVOUEVOLOYIKT TAELPE, TO VO AKOVLLE TOVG YOP®
Nyovg pdég vmevOovpiler vo SivOvUE TNV OTOITOVUEV) TPOGOYN OTOV (QULGIKO Kol
1o TNPLOKO KOGUO TOL oG TEPPAALEL.

H nymtum «tovtomroy pog moAng eivarl 1o kaboprotikd g otoryeio. H moin

napdyst poBUOLS, OENYNOES, OLUTEPLPOPES, eVOANUYEG Kol myoypouate. Oa
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UTOPOVGOLE VO TOOUE OTL TO MYNTIKO TOTio, M «nyoypagion, OT®G Kol 1 YAOCOod,
GLUVIOTOVUV éva €100G KOTOIKNoMG, Mo QELYOAED OOV GE £vOV TOAMTIGUO TTOL
Aertovpyel avBpomoroyikd (TCptlilaxkng 2008). O fxog kabopilel T0 «HOVOTATYY oG
LEGO GTO YDPO, POIVETOL VOL EAKVETOL ATTO KATO0VG, eVD anmBeitatl and dAlovc. Ot fyot
OV TPOKVTTOVV, OTMG O MYOG LG KOAUTAVOS, TO COUPLYLO KATOWOV £PYOGTOGIOV, O
NYog €vOg GPLPLOV, OTOTEAOLV 0VTO oL ovopdlet o Murray Schafer (1997: 10)
«soundmarks». Av d®@Govue TV avdAoyn TPocoyn, N NYNTIKN LOg TAONYNOT GTO TOTIO
umopet va petapopewbet o pa peydin covleon.

Telkd, 1 Aettovpyio TOV YOV MG POPEN AVALVIIONG KOl AP YnoNg Tov Kafiotd
KavO v onUaTodoTEL TOV Ydpo péoa and to cvvaicOnua. Me 1o va cuoyetilovue Evav
YOPO LE U0 OVALVION, o 1oTopia, £vo cuvaicOnpa, LETATPETOVE TOV YDPO AVTO GE
éva pépog pe onuacio yo pog. Ta soundmarks mov onpoatodotodv TovG AKOVGTIKOVG
HOG Y®POVLS amokKTovV cuvaicOnuatikd vonua kKobdg yivovior @opeic 1taitepmv
AVOUVICEDV 1) CLVOICONUATOV TOV PBLOGOUE AKOVYOVTAG OLTOVG TOLG MXOVS. AVTEG Ol
OTOUIKEG EUTELPIEG, TOV OEV UMOPEL TAPA VO OVAYOVIOL GE TPOGMOTIKES KATOYPOPES,
TEPUAEKOLV TNV €VVOLXL TOV «OMUOGIOL» Kol TOL «1OlOTIKOD» KaBOGOV TapaKivovv
KOWOVIKEG EKPAVGELS TNG EUTELPLOC.

Ymapyet éva mapadoo, pia avtipaorn avapesa 6to yeyovog Ot ot TOAELS ivat
éva Wwitepa ovvBeto MAEYHO, 6TO OmMoio OA €yovv OAa pvOctel €161 MOTE VO
yivovtal Katovontd amd Tov avlpdmivo eyKEQPAA0, Kot TO YEYovOg OTL | dAANAETIOpOoN
ce auT0 TO WAEYMa etvor vmepPoAikd ovvBetn Yy vo umopécer vo tebel vmo
omolovonmote €Aeyyo. Ot PuGIKOL VOOL TTOL SETOVY TOV NXO SNULIOVPYOLV EVaV TETOLO
Y®PO, OOV TO, OPLXL OVAUESO GTO WIMTIKO KOt TO ONUOGL0 aUPIGPNTOVVIOL GUVEXDC.
Evod to apyttektovikd Oplo pmopobv va mopEyouyv Ui KATOow 1010TIKOTNTO GTOVG
EPYOCIOKOVG LLOG XDPOVG KOl GTOVS YDPOoLs dafimong, dev givar BEPato OTL pmopovv va
eEaoc@aricovv Kamolov €idovg akovotikn amopdévoor. OAot ot Yol Tov mapdyovTal

amd Tov Kabéva oG avT oV Kot TOLG NYOVG TOV CAOUOTOG TOL OTAAVOD LOGC.

4.5. Soundwalk: IlepimoTntirn Tov 1yov ka1 n EVvoio TS VOUAOIKOTHTOS

O Michel de Certeau, oto dokipd tov «llepmatwvroc otnv mOANY, TEPLYpdpEl TO

nepTATNUL O YA®soa. O Nxog, N aKoT| Kot TO TEPTATNUO ATOTEAOVV OA TPOTOVG Yot
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VO ATOKTOVUE EUTEPIO TOL KOGUOV. AV BELOVLLE VO XPNGLOTOGOVIE TOV YO Y10, VOl
avamtoEovpe avlpOTIVES GYEGES HEGO GE ONUOGLOVG YDPOLS, TO TEPTATNO OTOTEAET
évav tpomo Yo va o kataeépovpe. Tlailovtag pe Tig 10éeC OV AVAPEPOVTOL D —O
NYOG MG YDPOS, KATUYPAPT TOV YDPOV, EXAVAANYN Kot puOuds, OT®G Kol 0 NY0G MG
anelevfépwon—, 1o Kowod pmopel va Bounbel moéco evydpiot elvar n eumepio av
YPNOOTOMGEL MG LEGO TO GO0 TOV Y10 VO EMOVOGVVOEGEL GE TPAYUATIKO YMDPO TO
E0MTEPIKO KO TO EEMTEPIKO, TO OVELPO pe TNV apvmvion (de Certeau 1984).

Soundwalk ovopdleton M TPOKTIKY] KOTA TNV OO0l KATOOC peTaKlveiton pe
HEeYAAN Tpocoyn otov Myo. Mepikég @opég, ol mepimatol avtol gival kabodryovuevol
amd yYpamtéG M MPOPOPIKES 00Myieg, aAAd Oyt mavta. Kdamoleg dAAeg, o mepmatntig
gvepyomotel To soundscape avaAoya Le TOLG NYOVE, YPTCILOTOUDVTOG TN POVY, LOVGIKA
opyava M Kot avtikeipeva mov Bpioket kad’ 006v (PA. http://www.sfu.ca/~westerka/).

H Westerkamp (2001) opilet ta soundwalk g po exdpouny 6mov o kHPLOg
OKOTOG HOG €ival Vo akoOGOVUE TO TEPIPAALOV KOl VO ODGOVUE TPOTEPULOTNTO, GTO
avtid pog. H akon elye ayvondel yio moALL xpovio, e CUVETELD VO £XOVUE KOAVEL TOAD
Mya yio va ovartoovpe Eva 0KouoTikd TEPBAALOV KOANG TOOTNTOG.

¥to Tuning of the World, o Schafer dwywpiler to listening walk ond to
soundwalk: «To listening walk kot to soundwalk dev eivan axpipaog to idwo [...]. To
listening walk givon évag mepimotoc pe épupacn oto dkovopa [...]. To soundwalk givor n
€EEPEVLVON TOL OKOLGTIKOD YMPOL GE [ OedOUEVT TTEPLOYN PACEL KATOL®Y 0ONYIDV.
Otov xdmowog mapaxwveitor vo akoOGEL TO TOTWO0, GUUUETEYEL GE Mo, epmelpion amod
KOwoL, Kol OToV GUUUETEXEL OO KOWOV, YIVETOL GUVOETNC-TPOTAYOVIGTAG o€ €val
soundwalk». 'Evag ¢@oumtig (Rmoe amd TOVG GULUUETEXOVTEG VO UTOLV OE £Vl
KOTAGTN O Kot VO KAEIGOVV, [E Kamakio 1] Le GALO TpOTO, OGO TPoidvTa BPovV avoryTd.
"Etot, to ymtikd tomio Tov KaTasTROTOS GAAAEE, LETALOPOOONKE GE KOVTIGEPTO LLOG
atodivng purdvrog (Schafer 1977: 212-13).

To 1966, o povoikdég Max Neuhaus, pe ) dovAeld tov pe titho Listen, £€0ece Ta
BepéMa yioo v mpaktikn tov soundwalking. Ovtog onpoviikdg povoikog o 10106,
KaAoOvtav va maiEel 6e Kovtoépta, aAAd avti va ektedel o 1010¢ Kamolo pemepTOpLO
VEOG LOVGIKNG, EEEMANTTE TO KOO TOV KOAMVTOS TO VO, BYEl Ao TO KTIPLO KOl VO TOV
aKolovOnocel oe Evav mepimato otV TOAN HE OKOTO Vo, 0kovGovv OAot pali Tovg Nyovg
™G Kadnuepwotrog cov vo ftov Hovoikn. Me 10 va gykataieiyovv v KabioTikn

KATOVOA®MON TNG HOLGIKNG KOl VO UETOTPOTOVV GE EVEPYOLS GULUUETEYOVTEG KOl
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AKPOOTEG TNG LOLGIKNG TOV KOGHoV, 0 Neuhaus mpdteve o EVOALOKTIKY] AVGN GTNV
madnTikdtTo mov uExpt TotE Bewpovivtav O MO KOTAAANAOG TPOTOG Yo VO OKOVEL
Kavelc vynAn povoikn (PA. http://www.max-neuhaus.info/soundworks/).

Avtd mov woyvpilopon €0d eivar 0Tt vty M oAAayn amotelel KATOAVLTIKO
oTOlKElO Y10 TN HETOTPOTN TOL Beath amd TOONTIKO GE EVEPYNTIKO KOl OO GTATIKO GE
KvnTiko, ko Qo pmopovoe va W0wbel 6e oyxéon pHe MOl MO YEVIKY EMGTPOQPN| GTO
VOLOIKO TpOTo LN, £T61 OTMG ToV Yvopilovpe, VIO TOKIAEG LOPQES, GTN CLYYPOV
kowovia. Efvar eniong onpoavtikd 6t n Tpocoyn Lo CTPEPETOL 10T LLE TO TOPATAVED GE
NOVLS TOL AGTIKOV ¥MPOV Kol TOTIoV, ToL TapeUPaivovy ®G LEPOS TNG YAPTOYPAPNONG
tov. O Neuhaus vanpée GA®OTE TPOTOTOPOG GTOV YDPO O TPUKTIKY GTNV TEXVY, KO
péiota otn povoikr. To 1974, éypage: «O1 mepiocdtepol cuvhéteg Tomobétnoay ta
ototyeila g cuvBeong otov xpovo. Mia 10€a mov e evolapépet eivor va To TOToBeTom
GTOV YDPO KO VO, APT)O® TOV 0KPOOTH VO, TO. TOTOHETNGEL GTO O1KO TOV YPOVOY.

O Chatwin (1987), amd v mAgvpd TOL, TEPLYPAPEL TO €010 TOL chant otV
QVOTPLOALOVY EVOOYMPA. AT 1| TaPdoooT], TNV omoia B propovcape vo Bewproovpe
LOVGIKN TPOKTIKY, OIVEL TN dUVATOTNTO GTOVS TAEWOUDTEG VO ATOKTGOLV TPOSPacT ce
OVOLVIGELS TOL TOTOL 7oL polpdlovtal Kol HeTaPEPOvIoL amd yevid o€ yevid. H
napdooon twv chant gcdyst £va 100G HOVGIKNG TPAKTIKNG TOV TEPIMAEKEL GTOLXEIN

avOpomoroyioc, GuVOLOVTAG TNV APNYNUATIKOTNTO TNG AOYOTEYVING LLE TN LOVCIKT).

O Edmund Husserl, o 1©3pvtg ¢ @rhocopikng @avopevoloyioc, vrootple 0Tt ta
ocopotd pog oxetiCovioar pe 10 amoOALTO €0 Kot OTL gl aicOnon Tov ydpov
onuovpyeitar péca amd T ox€om OVALESOH OTIC AICONGELS LOG Kol Ta ovTIKEILEVO (0,T
onAaon ovopdlovpe €yyog opaipa). To mepmdTnio ONUIOVPYEL LKL KGLVEYEL OVALEGH
oTOV €YYOG YDPO Kol Tov pakpvo. Me dida Aoy, pog Bondd va dnpiovpyncovpe
«tomoy» anod tov ywpo (Casey 1977).

Amo v 0w Bewpntikn okomid, To HECO EMKOW®VIOG oL EVIOTIGUOV
amoTEAODV €vav ONUAVTIKO TPOTO YOPTOYPAPNONG TOL (QULGIKOD YMOPOL UECOH OO
TAnpogopieg mov aeopodv Tov Ydpo, KoBmdg (pne ™ ypnon tov GPS) evovovv
TAnpopopieg pe tov Nxo (M pe kdmota GAAN MMtk dodikacia), £T61 MOTE VO, KAVOLVV

EQIKTY| TN ONUIOLPYIO SECUDV AVAIEGO GTO TOTIO KOl TOV 1YO.
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4.6. Xwpog-nyog, Hyoc-ywpog: [opodeiyuato

O yopog mov pog mepiPairer Bpiber amd niektpopayvnrikd medio. H koAlitéyvig
Christina Kubisch efgpevvd v xpoen oddotacn g mOANG Yapn o€  €0WKE
OYEOGIEVO. OKOVGTIKA OV TPOGOIO0LV MAEKTPOUAYVNTIKY evépyeld otov Myo. Ot
niektpikoi mepinmaror petagpépovv 1o soundwalk ce éva GAlo emimedo. Avtd oL aKOVV
G€ OLTH TNV TEPinTOon eivar  aodpatn Katovoun eEovoiog, Onwg epgaviCetol péoa and
TIG Kepaieg TV SIKTOOV EMKOWVOVING Kol 0c@AAElng | GAA®V cvuotnudtov. H épeuva
™G o€ avutd T0 medio €yl 0dMNYNoEL otV avokdAvym evog waitepov  €idovg
YOPTOYPAPNONG TNG TOANG OVOPOPIKE LE EMIMESE TG TOV OEV PAIVOVTOL [LE TO TPDTO
BAEupay. Onog avaeépel kol 1 1010, «oe kdBe TOAN vdpyovy eKTANEELS. Ayomd Tig
apepkavikég moAels, yati €govv Pabeic kot woyvpodg TOVOLS. AYOm® TIS OCLUTIKES
TOAELS, Y1aTi £(0VV VYNAEG Kot VEVPIKEG HeAmDieg. Mov apEGOVV Ol ELPOTATKES TOAELS,
yoti  pio Stopépel Katd moAd amd v AAAN. O NAEKTPOUAYVNTIKOG 1XOG GUVOEETOL LE
TO OVTIKEIEVO Kol TOV Y®po Tov donpovpyeitony (Kubssch 2010: 32). H texvoAoyia mov
ypnowonotel n Kubisch Baciletar og éva chompa vrofonnong tov Papnkomv. «Xto
Hvopévo Boaoiielo, vmdpyel évog vopog ocOpeova pe tov omoio emifdAletor vo
owatiBevtal akovoTikd oe ekkAnoieg 1 dOnuoclovg ywpove. Xtnv EAPetia, pov €ruyxe va
cuVaVTHo® o opdda avlporwv, voplm o6tt Ntav and v Ivdia, mTov teElovoay o
Opnokevtikny teEAeT ot 01K Tovg YAWooo. Kabohg dev katardfoava T yAdooa,
voulo oy apyn 0Tl ETPOKEITO Y10 GLVAVTNOT TPOUOKPUTAOV UE OAEG AVTEC TIG POVEG
Kol TOVG pLOHKOVS Mxovg. AAAG petd dkovca allnlodio kol oy Kol KotdAoBo»
(Kubisch 2006: 28).

H Kubisch, oto npotlext ¢ pe titho Electrical Walks, mpockoiel 10 KOO va
TEPTATNOEL PHECA GTIG TOAES POPAOVTOS TO EOIKE OKOVGTIKE, cLVOETOVTAG TO O1KO TOL
soundtrack kot perotpémoviag v mOAN oe o akovotikn demagn. To €pyo g
Kubisch mepieddppove Eva yaptn 6mov Ppickoviav odnyieg «mAonynong» otn YeLrovid
YOopw amd ) yvooty ykaiept The Kitchen ot Néa Yopkn, omv meproyn tov Toérat,
omov mapovcidotnke to New York Electrical Walk. H Kubisch oyedioce tov xdptn g
pe 22 mmiwég otdoelg (PA.  ovoAvTikd oTOV  16TOTOMO NG KOAAMTEXVISOC,
http://www.christinakubisch.de/english/klangundlicht_frs.htm).

Onwc ovpPaivel kon ota soundwalk tov Murray Schafer, o ydptng dopeiton wg

doxnomn pe kAmoleg odnyiec. 1o X4pTn LVRAPYOVV KATOES GLGTAGELS Yo TO CMUEl
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OOV KATO10¢ KOAEITOL VO GTOLOTNGEL KOL Y10, TOV XPOVO TOV KOAEITOL VO OPLEPDCEL GTAL
onueio avTd. «AVTd MOV TPOGOHIdEL HOVASIKOTNTO GTOV MNYO €lval TO YeYOvog OTL
Olopépel omd OmoladNTOTE GALO GTOLXEIO GTNV OTTIKY] KOl PUOGIKY YE®YPOPioy, AEEL O
Christopher Cox, mov empeOnke to Electrical Walks. TIAGBer TG dbpopeg
GLVIGTMGEG EVOG YDPOL UE TOAD dlapopeTikd tpomo. Kat tovto yroti o fxog evéyet v
kivnon ot @vomn 1oV, OAAG eEapTATOL MO TOV YMOPO Kol KOTAAOUPAVEL TOV XDPO,
olaBétovtag HeyoADTEPT £VTAOT OO TNV ONTIKY TANPOPOPiN GE GUVAPTNON UE AVTOV.
2V ovcia, TANPOPOPIES OVUPOPIKA LE TOV YDPO OVIUTPOSOTEVOVIOL KOADTEPO OO
TOV Y0 Tapd amd TANPOPOPieg mOv pmopohv va mapacyefovv ontkd. [log opme Ba
unopovce va mopacyebel Evag xdptg and Nyxo; Kdbe omtikdg yaptng amoterel Eva
onttikd otrypdtumo. Oha aAAGlovv: Gyt LOVO 1) YEQYPAPIKT ETKPATELL TOV YMPOV TOV
angwkoviletal, oAl Kot 1 a&lo mov divovpe ce avT HECH OmO TIS GLVIGTAOGCES TNG
(xopo xor xpovo). Kot mdg Oo pumopovcape va oKlypo@NCOLUE KOADTEPO TN
YOPKOTNTO, KO TN YPOVIKOTNTO GTNV OVATOPAGTACT] EVOS YAPTN; AVTO TOPOUTEUTEL OE
000 TEPAUTEPM KATNYOPIES: A) GTOVG YOPTES OV OVOTAPIGTOVV TOV NYO GAAL KO TOVG
NYNTIKOVS YAPTES, KOl B) OTOVG YAPTES TOV YivOvToL Amd NYO.

‘Eva potlext avimpooomnevtikd tov mapandve sival to soundwalk Vancouver
Soundscapes, P ta YOPIKA 0ALL Kot xpovikd ototyeio mov mapéyel. O yapTNG oTOG
(BA. mapaxkdtw) TepthapPdvel ototyeio OOV 0 YDPOG TPOGdidEL povsiKOTNTo (LESH OO
T0 PLOIKO TOTi0) N amotel TRV avBpadmivn Tapsupacn/oddpacn yia va 600sit {1 oTov
ovykekpiévo xopo. ‘Evag dAlog xbptng pe titho Isobel Map of Stanley Park (PA.
TOPOKAT®) TEPLYPAPEL TOTOYPOUPLKE TOVS YOVLS TOV TEPPAAAOVTOC.

O xapteg £xovv yivel pe 6Komo va divouv TANPOPOPIES Y10 TOV PLGIKO YDPO GE
TPAOTO €Minedo, KaOMG Kol GAAEG TANPOPOPIES, OMMG POIVETOL GTIC TEPUTTAOGELS TOV
katéypoya. o tov Adyo owtd, €Yovpe YAPTEG OPOPETIKMOV €DV Kol Ogpdtov
(TOMTIGTIKOVG, TOVPIGTIKOVG, YLYOYEMYPAPIKOVS K.0.K.). To 1010 1oydel kot yio ta
akovotikd mepParrovia: «Ta akovotkd mepiPdirovia (soundscapes) oamoteAovV
YUYIKE KOl QUOIKE QOIVOUEVA, OTMOC KOl TOMTICHKES Kol DAIKEG kotaokevéey (Feld
2004: 89).

Kdanowog pmopei va kataypdyel éva soundwalk péca amd t @avtacio, Kot 1
Hildegard Westerkamp 10 éxet kdver ovtd pECO GOm0 TPOKTIKEG TNG OKOVOTIKNG
olKoAoyiog Ko TG TEXVIKNG ovvBeong otov mepidiiovia yopo. Koppdtio o0nmg ta

Talking Rain, A Walk in the City, Kits Beach Soundwalk kou n dovAewd g Into India
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TAPEYOVV TO TEPUGO OO TO PLGIKO GTOV GVLUPOAKO Y®Po (Kot micw). H povowm
onuovpyel ot OKEWOTNTO [LE TO YDOPO KO EMELTO. LOG OTEAVEL GE €va TaSdL KATOL
aAlo0. Me tov 1010 TpOmO pog TaSOevOVY HEGO OO TNV TPOKTIKY OLTH KOl TO
soundwalks.

Ot dovieég ¢ Christina Kubisch omwg ko tg Hildegard Westerkamp
oyxetilovion pe yapTeS (YPOPIKovns 1 NYNTIKOVS) TOL CUATOO0TOVV TOV YMPO HEGH ATd
mv eumepio kor v e€epevvnon. Axorovbdvtag To ybptn g Westerkamp,
ONUoVPYOLUE TO SIKO HOg Wuykd ydpo. Xty nepintwon g Kubsich, akoiovBodpe
TOV YOPO HE €vav TPOTO TOV UIOPEl va N Yivel avTiAnmTdg oKovoTikd and epdg moté
oM KoTd ToV 1010V TPpOTO, aAAG Ba Tapapeivel 6TO YouyIKO LG CUGTNO KO GTN ViU
pog. Tapdtt n e€epevvnon kot N eavTacios EOIVETAL Vo oToTEAOVY OV0 J1POPETIKES
SUVAELS €K TPOTNG OYEWGS, G €va OeVTEPO eMimedo gival pdvo ot 600 mhevpég Tov 1010V
VOUGUOTOG: [ OPTOYPAPNOT TOV YMPOL LE TPOYUOTIOTIKOVS KOl (OVIOGLOUKOVS
opovs. 'Etol, 10 mpodtlekt New York Electrical Walks emtpémel 6tov axpoatn vo
TOVTPEYEL TN YOPIKN LE TNV AKOVOTIKY e€epebivnon.

To npotlext Microradio Sound Walk €xel mapovoiactel and v mhevpd Tov o€
moAAéG tomobecieg otn Néa Yopkn aAld kar oto Kévipo XOyypovng Téyvng g
Bapoopiac, oto Ujazdowski (kdotpo e meproyng). To Microradio Sound Walk sivon
pe mOAAOVG TPOMOLG OO0 pE TIG MAeKTpopayvnTkEG OovAeleg g Kubisch:
EYKATEOTNOE TA KOADOL0, £MELTO £dMOE GTOVG cLppETEYovTeG induction cubes Kot otn
GUVEXELDL OKOVGTIKA [LE GKOTO VO LEYIGTOTOW|GEL TIG GLYVOTNTES TOV EKTEUTOVIAV LEGQ
a6 to Kohddwa. Ta péAn tov Kowvod dnpovpyncav dtdeopa soundtrack, dnwe kot otnv
nepintwon tov Electrical Walks.

‘Evog Bewpntikog tov xwvnuatoypdeov 0o umopodcoe va yopokInpicel Toug
AdLILEGOAAPNTOVS NYOVS TOV TEPPAALOVTOS «dUYNTIKOVG», OV £XO0VV UAMGTO TNV
YN TOVS GTNV TOYKOGHULOL 16TOPIet TOL OTTIKOV ToAtticpov. Ot fyot avtol pmopel va
Bpiokovion oe o 006vn, vo  elvar ocvyypovol 1M acOyypovol. To vynAd
aloOnTiKomompévo Lovoikd Bivteo umopel amhd va yopoktnpiobel «un omynTiko», mg
NXOG TOL 1 TNYY| TOV OgV PPICKETAL GTOV PUVOIKO YDPO KOl EvaL «EKTOG 006VNO»: 0VTE
eEmTEPIKO 00TE €6MTEPIKO (KOODG KOVEVAG 0KpOaTNG eV Umopel va TO aKOVGEL) Kot
Yopig xpovo. Ot un dmynrikoi Mot Kou n povoikn Palovv oe BEon 1oxvOG TOV aKpOoaTY|
KOl UETOHOPPOVOLY TO TePPaiiov oe €va Oéapa mov Provetar péco amd

QOVTOOWKY KovOTNTe. TOL ovppetéyovia. Ot koAMtéyveg mov embopodv  va
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dnuovpyncoovy Kivnuatoypagtkd soundtrack dev pmopovv va wapépfovy oty €iKova,
N omoia TPOHTAPYEL KAl VITOKELTOL GE EKTANEELS KOl AVOTTAVTEYEG OAAAYEC. XE TPAKTIKO
eminedo, 10 uovo dwbécipuo epyareio givar o acvyypovog «Nyxog ektdg 006vne» (off-
screen sound). Ta Aoy g Janet Cardiff, «po khewdapotpuma avapesa otov ypdvo Kot
TOV YDPO», LETOPEPOVY TOAD EVGTOYA TAL OPLOL TOL YDPOL Kol YPOVOL GE EVOV EVIEADG
VEO dMYNTIKO XPOVO GTN PAVTOGIN TOV AKPOATH.

Onwc axpipadg toviCet n Mirjam Schaub oto Janet Cardiff: The Walk Book, 1
TEYVN TOL «GLYYPOVIGLOL» G€ O1dpopa emimeda YpOVOL Kol YDPOL KAVEL TOV 0KPOTH
va emdidetanl o€ po Tpoomddeia vo dtaefaidoel TOV €0VTO TOV OTL TO CAOUO KOL M
TPAYHOTIKOTNTA TOV 1oyvovy (Schaub 2005). Avapeifoia, 1 dadikacioo TOL KOKOVEW»
péG Kab1oTd KOV@VoOLG TNG TOPOoVcHS GTIYUNG, VEVPOAOYIKA wAmvtag (Sacks...: 208-
213). 'Etot 0 akpoatng Ppioker tov €0vtd TOL OVAUEGOH GTNV KOTAGTOGT TOL V.
ovelpeveTal Kot va EUTvA, avAapeso 6To TOTE KOl TO TOPW, OVALEGH GTO €00 KOt TO EKEL.

H Janet Cardiff eivar e1dwkn og avt v texvikn. To soundwalk Her Long Black
Hair (2004), avaBeon and to Public Art Fund ¢ Néog Yoprng, mov élape ydpa 6to
Yéviporh  IMopx, oapyiCer pe o meprypaery tov  mepifdAlovio  ydpov. Aéet
YOPOKTNPLOTIKA 1) KaAMTEYVIS: «Otav glcat og pa moAn 6nmg n Néa Yopkn, Tpénet vo
oKEPTEGOL OAOLG TOVG MYOVLG TOL GE TEPIOTOWILOVY cOv Vo ETPOKELTO Yo, Lo
ocvpeavio. Altagopetikd 0a tpelabeicy (Cardiff 2004).

> owpxeto Tov soundwalk, 0 CUUPETEXOV LETOPEPETOL LEGO AT TIC TYNTIKEG
dwtayés kot v apnynon g Cardiff oty zmpoypotwod T TOV GLYKEKPEVOL
AL VIO00: «ZTopdnoe e0®. Bydie ) pwtoypapia, kot eATilo va un Bpéxet, kabmng Oa
npénel vo meproatnoovpe poli. Ki emiong va cov 0eifm kdmoteg dAAeG poTOYpOOiES).
Evo mepratdpe akovpe Toug NY0vg TV avOpdTmV Tov TEPVOVV, Kl 1) TPOYLATIKOTNTO
avopyvoeTol pe v aenynon tov mopehbovrog. Kaveic dev eivor mo BéPorog av
TPOKELTAL Y10, AVOPMOTOVG OV PAETEL TN GTIYUN €KEIV 1 Y1O0L TPOGOTO KO EIKOVEG TOV
noapeABovtoc. 'Hom amd v apyn tov mpoOTtleKT, O GULUUETEY®V £YEL TNV EUmEPin
SLLPOPETIKMVY YOPOYPOVIKOV GLVIGTOSHV. Duoikd, cuveyilel vo 0koVEL TOVE NYOVG TOV
TePPAALOVTOC YOP® TOV: GEPTVES, GLYKOWVMOVIES. ..

Méow g emPpadvvong €vog MNyov ywouaote kol ot dot  mo
ocvvedntoromuévor kot tpooektikoi. H Cardiff {ntd amd tov axpoatn va akoiovdnocet
Kémow pukpd mepdpata. Kamowo otiyun dwrdlet: «Xtapdata! Ztpiye kol dpyloe va

TePTATAG TPOG T Tow, apyd, moAd apyd! Zov diver v aicBnon o611 Ppickecar ce

86



Bivteo, cwotd;y,

Y10 gi\p American Graffiti (George Lucas, 1973), ta id1a rock ‘n roll Tpayovdia
YPNOLOTOL0VVTOL LE OKOTO Vo 0ei&ovuv OTL 1] LOVGIKT UTopel va gtvan OyNnTikn 1 un
dmyntwn (Bordwell & Thompson 2006). Mg to vo evioyDovpe TOLG NYXOLS LOG,
KaTELOOVOLE TNV TTPOCOYN TOV OKPOOTN GE MO OPNYNUOTIKNY 1 U1 OQONYNLOTIKY
povoikn. o mapddetypo, mepmotdviag Kavelg og cvppetéywv oto Her Long Black
Hair, paivetar oav vo akoAovBel ta Brjpata g 010G g kaAAitéyvdog, 1,2 ,1,2. Ta
Prurota gival axovotikd, Kot akoAovBel Kaveic tov 0uKd Tov pLOUd MG GUUUETEY®V
ONUIOVPYDOVTOS TO OIKO TOVL «E» OVAUESOH GTNV AmOCTOCT KOl TNV TayOTNTo Kabdg
ePMOTa pEGa 6TV TOAN. O 1010¢ 0 GLUUETEX®V Eival GUVINUOVLPYOS, LETOYEPILOUEVOS
MG OLVIOTAOCEC TOCO TN «YOPWKN» OGO Kol TN «Ypoviky mopduetpo (PA.
http://www.publicartfund.org/pafweb/projects/05/cardiff/cardiff-05.html).

Avo Bewpnrtikoi Tov Kwnuotoypdeov, o Alberto Cavalcanti kor o Siegfried
Kracauer, cuvéotnoav t ypnon un avayvopiciuov fyov yio Ty avapién fyov Kot
ewovag. O Kracauer vmootpiée 6t o1 avayvopictuotl 1yot a@urvilovy TPOocSOTIKOVS
GUGYETIGLOVG GTOV OKPOOLTH] KOl OTOGTOVV TH TPOGOYN TOL OO TNV KWVOVUEVT EKOVAL.
Me avtév Tov TpOTo, T aVTLY TOV aKpoath glvar og B€om va Pidcovv yovg (Kracauer
1985). Ot koAMTéEYVES TOL AGYOAOVVTAL LE TOV YO €YOLV T dvvoTdTNTo, HEGH AT TN
GY£01 OV AVATTUGCOVV UE TO TEPIPAAAOV, KOl LE TOV AKPOATY], VO, LETOLOPPDVOVY TOV
OMUOG10 YDPO o€ Eva PUOIKO GLVEUE TTOV LTOoTNPILEL pia LEYAAN YKAA KOAMTEYVIKOV
otoywv. Ta dnuodcia soundwork pumopovv va cupPdAovy 6To Vo ETAVAGLVIEGOVY TOVG
avBpomovg pe tov mepiPdirovia yopo. H d1ddpacn o puoikd ydpPo, 1 GLUUETOYN, M
KV UOTOYPOPIKT] KOL OKOVOTIKT] TOPOTHPNCT KOl 1 TAONYNON OTO XMOPO OTOTEAOVV

HEPT TNG TPOUKTIKNG OVTYG.

4.7. To tormio tov 1yov

Ac Eavabvpicovpe o mapddetypa yio to tomio Tov Nyov and to O tayvdpopos (1994),
OOV 01 Y01 TOL TOTIOV AEITOVPYOVV G HETAPOPES LE dVO TPOTOVG: O EUTELPIES Y10l TOL
otoyeio mov o ToyvLdpOHog Mdplo Béler va petaeépel otov momtr] Neruda kot o¢
otoyeio kowng Propévng yoptkng eumelpiog péoa omd Tov NYo pHe to. omoio BEAEL va

LETAPEPEL TO UNVOUA TOV PEGH Omd TOV Y®dpo Kot Tov yxpdvo. 'Eva dAio OBsoapoticd
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Tapadetypa TEPPAALOVTIK®OV NY®V €ival TO TPayohol TG «POKlaG Tov Bévtedy, Ommg
ypnooromOnke oto viokovtép Encounters at the End of the World (Werner Herzog,
2007). Avtd to axovopato @aivovior EEva kot ek@pAlovv TV 101ouTEPOTNTO TOV
nepPdArovtog og pio amd TG TO OMOUOKPVGUEVESG TTEPLOYES TOL KOGLov. E&attiag g
OUOLOTNTAG TOVG UE TOVG MAEKTPOVIKOVG GUVOETIKOVG MYOVG, ONUIOVPYOVV S1APOPOLS
GUOYETIGLOVG M BALO TOMTICUIKE GTOtY E L.

To mapaderypa avtd umopel vo evioydoel To emyeipnua OTL 0 MX0g Umopel va
avoi&el mOAD mo €OKOAN O TOTOL EPELVNTIKY] Kol okadnpaiky cvltnon, kabog
eMOEYETOL €VKOAOTEPO TeplocdTepeg epunveiec. Tavtdypova, ot Myot ovaKOAOVLV
evtovotepa T0 mePIPAALov amd 1o omoio mpoépyovtat. To yeyovdg dtL 0 Nxog lvar kot
O APNPNUEVOS OAAG Kol TTIO GLVOEOEUEVOC LE TO TTEPIPAilov amd v ekodva e&nyel
vl Bpioketar 610 enikevipo TOS®V TPOTLEKT TOL GLVILOVTOL AUEGN KO LLE TOV YDPO.
EmumAéov,  amokdAinon tov Nxov amd to avbevtikd yntikd tomio Asttovpyel o¢ Eva
TEXVAGUO TTOV EMYEPEL VO TOPAKIVIGEL TOVG CUUUETEXOVTES VO OLVOOTLLOVPYICOVV TO
nepBailov tovg. Avtd eEnyel, yuati o Nyog umopel va maiEel KaBoploTikd poOAo o1N
dwdikacia Tov dérive. Xto koppdtt tov Alvin Lucier Quasimodo O ueydlog gpaotig
(1970), swpalovpe: «[a kabe avBpwmo mov emBvuel va oteilel NYOVG o€ UEYAAN
amOGTACT), VO TOVG OLYUOAMTIGEL KO VO TOVG LETOPEPEL OTOVG 0KPOaTES pakptd. O 1xog
glval éva péEco PETOQOPES do@OpwV TEPIPAAAOVTOV GE HOKPIVEG OMOCTAGELS KOl
ta1ood péoo amd avtdvy. e avtd 10 otoryeio Poacileror Ko 1O TPOyoHOL TV
oorowvav. H 1déa tov dérive g «katafvbioney oe éva mepipdAlov péoa amd tnv
erebBepr mepynon eival mapovoo oe moAAG media art projects TOV AGYOAOVVTOL LE
tov Nyo. H @vom ¢ aKkovoTiKng eUmelpiog YpNOILOTOLEITAL Y10 VO TAOGLOGEL 1 Vo
OTOLOKPOVEL TOV GUUUETEYOVTO amd To mepiBdAiov. T'a va cuvoéow ™ Bewpia pe
dupopa kaAMteyvikd npotlekt, mapabiétm Ta akdAovba Tapadetypoto, Tov OAL TOVG
€xovv ®g LEGO TOV NYO.

Y10 mpotlext As If It Were The Last Time (2010), o Duncan Speakman
YPNOWOTOIEL TOV NYO0 G KEVIPIKO OTOWYElO0 Yo Vo OVOTTOEEL £vol OLPTYNLLOTIKO
nepPdArov pe mAaiclo dpdong tnv moAn. To kowvd kaleitar vo katefdoet Eva MP3 kot
VO ELPAVIOTEL GE EVO KPLOO LEPOG Y10 VO OKOVGEL TO KOUUATL GE GUYKEKPLUEVO XPOVO.
>10 soundtrack, 1o kowd Ba aKOLGEL £vOL GUYKEKPIUEVO Sscore TaVTOYPOVO LE KATOL
aeNYNoN Kol ooNyieg TOL ONOVPYOVV ML OPNYNOT OLOVEL KIVNUATOYPOOIKOD

nepleyopévov. Méoa amd to KOUUATL 0vTd, OL POAOL TOL TAPOTINPNTH KOl TOV
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TEPQOPUEP EVOALAGGOVTOL AVAUESO OTIG ORAdES e av&avopevo puBud, LExpt Tov 6To
TéA0G OAOL mopatnpovV TowTdYpova. H dovAeld avtn amotedel yopoKTnploTikny Kot
AVTUTPOCMOTEVTIKN €IKOVOL TNG cLYYpovnS Bpetaviag. Atepeuva 10€e¢ oxeTikd e TO MG
pmopel M KNt TEYVOAOYiR VO OMUovpynoel amofévmon o€ Kowvovs OMUOGLOvG
y®pove. Emiong avalntd didpopovg Tpdmovs ypnomng TV VE®V TEXVOAOYIDV LE GKOTO
Vo ONUIOLPYNOEL GUVOEST OVAUECSH ©€ EEVOLG Kol @IAoLg €161 MOTE OAOL Vo
amoAO OGOV TN OTIYU KOL TOV TPOCMOPWVO YMOPO 7OV Onpiovpyndnke pe v
TEPQOPUAVS. Agv TTPOKELTOL Yoo PEKPLEN, OALAL Yot €vOV €0PTOCTIKO, OpYOd Yopod, Lo
evkapios vo amoAahGOoVE TOV KOOUO o©Tov omoio (ovpe kot vo Tov O0oVUE e
AVOVEOUEVT] HOTE, OT®OG ONAMVOLV Kot Ot 1510l Ol OMUIOVPYOL GTNV TEPLYPOPT] TOL
pdtlekt otV 16T0GEAIdN TOVG. To mpoTlekT oyetileton pe pia Tpoomddeia onpovpyiog
QUL YOPig KApepa, dNovpyiog eVOS KOWVMOVIKOD KOl GUGIKOD YMPOL Kol GHVOECTG TOV
HE TNV aeNYNUOTIKOTNTO LECO ATt TOV 1)(O.

>10 npotlext China Gates (2008) tov Art Clay, Apepikovod KOAMTEXVY TOV
0OYOAEITOL CLGTNUOTIKA LE TOV 1O, Ol GUUUETEYOVTEG AEITOVPYOVV MG GLVTEAECTEC GE
€va. LOVOIKO KOUUATL OV €AEYYETOL OO TIC KWNGOES TOLG GTOV avolktod ywpo. To
npotlext Ntav pépog tov Digital Art Weeks ko ektédnke otnv Pudong Expo 1tng
Zoykdng.

To mpotlext Divided We Stand (1997) onpovpyel pio OTTIKOOKOVOTIKN
TOPOY®OYN UECH OO TNV EVEPYOTOINOT NG AETOVPYING ONUOKPATIKNG YNEOPopiog.
Elvar éva 0100pactikd molvpesikd event tov onpovpyndnke and tov Miroslaw Rogala
KOl [0 OPLAO0 GLVEPYOTAOV OV GUUTEPIAAUPOVE KOAMTEYVES, LOLGIKOVS, YOPEVTEG,
TPOYPOUUOTIOTEG Kot pnyovikovs. Evd o tithog g dovAeldg vmodnimvel Tig
GUUTPAEELS TOV UTOPOVV VAL TPOKLYOLV OO TN OEMIGTNHOVIKT] GLVEPYACTN, CNUEIDVEL
TOVTOYPOVOL TIG EVIAGELS KO TIS Cp@ONpies TG TOMTIKNG Kot TG KovAtovpag. O
Rogala peydlmwoe oty [Holwvia kot petoviaotevoe otig HILA. 1o 1979. X doviewd
TOV, HETOPEPEL OAN TOL TNV EKTIUNCM Y TV €Aevbepia Ko TIG gvukoupieg mov givon
olaBéoipeg oty Apepikn.

H dwdpaoctikn aicOntikn tov Rogala, otnv omoia o1 Beatéc yivovtat o evepyol
GUUUETOYOL OTNV gpyacia, pmopel va eWdmbel oG pio KOAMTEXVIKY EVOOUATOON TV
owowpdtov g Ilpote Tpomomoinong Tov  OUEPIKAVIKOD XLVTAYUOTOS, TNG
EUmPOKTNG ONUOKPATIKNG dtakvPépvnonc. O Beatc-COUUETEXOV UTOPEL LETAPOPIKA VL

eMNPeAcel 10 €pyo avd miocao otyp). AAAG avtny M elevBepia mepumAéketal amd TIg
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GUUTEPLUPOPEG TOL ATOLOL KO TNG KOWOTNTOS, omd TNV avAyKTn Yo AmoK®OIKOTOINo
TOPOOEKTOV TPOTMV KOl TACEWV EPUNVEINS Y10 TOV KOGHO, OALAL KO 0tO TO GTTOPUOKA
otoyeio mov KAnpovouovvtal anpofrenta oe kabe mepiParrov. Tétown Oépata xovv
peyaAn onpaociog otn OmAoK TEYVNG Kot texvoloyiag otig apyés g yMetiag. To
Divided We Stand omotehel 1660 o KOAMTEXVIKY €YKOTAGTOON OGO Kol Lo
TePPOPLOVS. UG eyKOTAGTOGT, Ol BEaTEC LTOPOHV VO EMGKEPTOVV TOV Y®PO TNGS. 'ETot,
ToALOL amd Tovg BeaTéC LTOPOHV VA, OVIYVEDCOLV T GYECT TOVG UE TOV XDPO UECH OO
EIKOVEG, MYOVG Kot Keipeva o omoio 0 KAAMTEXVNG €YEL EVOOUOTMOOEL GE [0, OOUN
dpdong-avtiopaonc. H eykatdotaon €xel otoyyeion amd mponyoOUEVEG OOVAEIEG TOV
onuovpyov, pali pe véa otoyeio mov g divouv 1N dvvardtTo vo eriolevet
TovAdyIoTOV 4 BTG OE TPAYUATIKO YPOVO, EKOETOVTAC TOVG GTNV TOAVTAOKOTNTO TWV
EIKOVOV, TOL YOV KOl TOV KEWEVOV.

H mepooppove tov Divided We Stand yivetor avtiinmt) o¢ pio S100pacTIK,
ToAVUESIKT ovpeavia. Onwg oe pio. COPEEOVIK, VLITEAPYOVV KATOEG KIVIGELS TOL
glodyovv dtapopa Béuata, cvvovacpovg kot dabéoels. O poaéotpoc mailel Kpioio
poLo L to va puBuilet To péyebog g mePPOPUAVS ETL TOV GLVOLOV, KO Ol TEPPOPLEPS
popdlovtal og Tpio TUAKOTO, AVOTOPIGTMOVTOG HETOPOPIKA Ta Opyava. Emiong, kabéva
amd VT To Opyava dNUovpyel Oyt LOVO HOLGIKO NYO, OAAG KOl Lol EVPELN YKALO 0T
ewkoveg Pivteo kol ypamtd keipeva mov mpofdilovion oTov TOlXO, OMMG KOl
nyoypaonoels, pe Béua xvpiowg to dSkaidpata. O SY®PICHOS OVAUESO GTOVG
TEPPOPUEPS Kot TO Koo aipetat. O cuvBetg umopel va aAldEeL TO KOUUATL, Kot TO
pépn tov Ba €xovv 1o0TEe Eavd dopn ovvBeong kol opynotpikn Oddpoacn. Kdmoio
otoyeio Tov TPOTLEKT pmopel var pn StobETovy apesdTnTo, OAAL TO KOO Vo TPETEL VoL
TOPOTNPTOEL TOVG YOPEVTES KO TOLG LOVGIKOVG VO £YOVV S1AOPOCT LE TIG EIKOVES, TOVG
NYOLS Kot T Keipeva mov mapdyovtot pésa amd T KaAMTeyvikég yeipovopies. TOco ot
OLVTEAESTEG OGO KOl TO KOO GUUUETEXOVV OO KOOV GTNV TOPAY®YY] TOL £pyov. Me
avtéV TOV TPOMO, TO KOUUATL TEPLAAUPAVEL  SAPOPOVS TPOTOVS  dLAOPACNG:
EVEPYNTIKOVG, TAONTIKOVS, OATOUIKOVS, GUAAOYIKOVS, EAEYYXOLEVOLS KOL ).

To Divided We Stand avomapiotd T o6YE€0m avapeso otnv ehevbepio kot Tovg
TEPLOPIGHOVE TNG TPOCMOTIKNG Kol GLALOYIKNG avalTnong yw v kadEpmorn Tov
OEKTAOV KMOKOV cVUTEPIPOPdS. Ot gvépyeleg HmOpovV Vo EMOPAGOVY oTn pia 1 TV
GAAN TAELPA TOV TOlYOV, OYETILOUEVEG I Ol LETOED TOVS, aAAG vrevBvpiletanl mhvTa 1

dAAN mhevpd kot n oxéon pe avtnv. EmmAéov, ot evépyeleg Kol Ol CLUTEPLPOPES
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Aappavovtatl pévo cuAloyikd vtoy. To amotédleopa etvot €va apdAyapo EVEPYEIDV GE
ocovumvowa N avtuwapdBeon peta&y tovg. To €pyo paivetal va BETel pnTopikd T0 EpAOTNHA
o€ mo1o Pabud umopodpe va TEPLOPIGOLLE TOVG E0VTOVE KOl TIG EXBVUIEC HOG KOl TMOG
pabaivoope va ogfopacte T avdykeg kor Tig embopieg Tov dAAov yoo glgvbepia.
Mmnopovpe vo. GUVOVAGOVUE HE TAPUY®YIKO TPOTO MG ATOUO TO TOLOTIKA GTorKEln N
KOTL TETO10 TEMKA OEV OGS OPNVEL VO EVOBOULE; XTEKOUOOGTE EVOUEVOL 1] TTOPAUEVOVLLE

YOPIGUEVOL,

4.8. Xoumépaoua: Mio véo aioOnon kor ovtiinyn the TOANS HEGO OO THY OKON KOI TOV

Tixo
«Méoa 610 OKOTAdL TNG KWWNTAG GLAAKNG Hov, Eovafpnka Evav évay,
ocav omd To KotdPobo NG KOUPUONS MOV, OAOLG TOVG YVAPLULOVG
BopOpovg g TOANG TOv ayorovoo Kot PN KATOHG PG TOL TAALN
pov cvvéBaive va vidbw gvyapiotnuévos. H povi tov epnuepioonoiov
péco ot YoAapn KOAMG OTUOCEOPM, TO TEAELTOIO. TOVALL HECO GTO
ONUOGLO KNTO, Ol PMVEG TOV TAAVOSIOV TOANTOV HE TO GAVIOVITS, TO
TOPATOVIOPIKO TPIEWO TOV TPAR OTIG UEYAAEG OTPOQYES TG TOANG Kl
avTOG 0 cvyKeyvUEVOS BOPLPOG TOL OoVPAVOD TPV TEGEL 1| VOYTO TAV®
0710 MUdvi, O avtd avamiabov péca pov Eva dSpopoAdylo TvEAOD, Eval
JPOLOAOYL0 TTOV TO YVOPILO KAAGL TPV UA® GTN QLAOKT.)»

(Albert Camus, O £évog)

Axovpe mpotov akopa dovE, dvtag akopo ot unTpo og EuPpoua. Xtadiokd apyilovus
Vo IATPAPOLLLE TOVG NXOVG Kol pobaivovpe vo eE0IKEIOVOLNOTE e TIG a1oHnoELg Kot
va avtiloppavopacte tov mepBailovia xdpo pHEca amd tn ovvhetdtTd Tovg. O NYOG,
0 YOPOG KOl 1 0KON CLVLEOIVOVTOL PE TNV TOMTICUIKN avdmtuén kot eEEMEn. H
TPOcONKN TV VEWV TEXVOAOYUDV €XEl KOVEL OKOpO To oLVOETO TO TOmMio TV
TOAMTICUKAOV TPOKTIKOV.

Ta ktiplo kot 1 apyItekToviKy TEPYpAPOvVTOL Kupiwg pe omtikovg 6povg. H
OPYITEKTOVIKY] OEV WITOPEL VO TTOPAYAYEL 10, OAAL Kol gUelc O0EV UTOPOVUE va TN
Buboovpe queca mapd povo pe ) Pondeta g dpaong: yioti vol LeV 0eV EKTEUTEL MG,

OUMG KAVEL TOAD évTovn TNV OMTIKY NG Tapovcsio. AAAG cuviBwg elval n akon pog
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QTN TOV UOG EMTPENEL «VO, BLOGOVUE TOV AGTIKO YDPO Kot Vo TAonynovpe oe avtdvy.
Ta omitio pog, ot dpOUOL HOG, 01 TOAELS LG KOL Ol EIKOVEC TOLG AMOTEAODV OVAYWYEG
GAA@V oToyEi®VY, U VMK®OV, TOL a@opovV TI oeONoELS, TNV 0KOom, TNV oPn Kol T
ypopato. Qotdéco M gumepion avty  dgv  KoTaypdgetor  dueco, oa@ov  givol
OVTOUOTOTOMUEV Kol UnyoviK. Agv ivot SnAadn pesa GLUVEIONTOTOMUEVT).

H oavaxdintum ovvaun tov Myov, ot Myntkés wdwomreg kotafvdiong tov
VTOKEWEVOL KOL 1 OUECOTNTO TOV OKOVOTIK®V EUTEPLOV KOOIGTOOV TOV N)O
npoefdpyov otoryeio oe KOAMTEYVIKES EYKATUGTACES GE AoTIKA TepBdArova. Adym
QLTOV TOV YUPUKTNPIGTIKAOV TOV, O YOG ATOLTEL TNV TPOGOYN TOV GUUUETEYOVTIA, OVIOG
€101 o€ Béon va vrepPel ™MV amdCTOCN TOL EMPEPEL N AUGHNTNPLOKT LILEPPOPTOGT

(Kekou 2010, Augoyard & Torgue 1995).

4.9. O1 popnTéS GVOKEVES KATAYPOPHS TOV NYNTIKOD TOTIOD KOl 1] GOUSATOTHTE, TOVS UE

TOV ONUOGLO YWDPO

[ToAhoi avapépovv 0Tl 01 POPNTES CLOKEVEG TOVS KAVOLV TLO GUVIESEUEVOLS, AL KOt
GUVELINTOTTOMUEVOVG O oxéon He Ttov mepPairovia y®dpo. Ot GLOKEVEG OLTEG
EMTPEMOLY TN HWVOOTAOGTIKY] KATOGKELY TNG KIWNTIKNG eumelpiog, epapuoloviag
Bewpia Tov Michel Chion (1994) yuu v mpocBetn aia. Ot 1d1EC ONTIKOAKOVOTIKEG
yevdashnoelg mov  Pudvovpe GTOV  KWWNUOTOYPAMO UTOpOvV  TPOTMOV Tvd  vo
YPNOOTOMBOOV Yot Vo OMOVPYNCOVUE TN 01K HOG OQIYNCN OTOV TPOYLOTIKO
k6opo. H ovvBeon tov dikov pog soundtrack amotekel évav daitepa duvapkd tpoTo
Blwong g mOANG Kot €xel oprotel g pa otpatnyikny cvpPatdétntog (Bull 2008). 'Evag
YOPOG amoTeELEL LEV TO TPOIOV JOVAELIS YMPOTOKTMV, OMOPAGEMV OPYLTEKTOVOV KOl
TOMTIKAV, OO 0 MY0G Umopel vo otketomonBel Tov yopo mapepfoivovtog o avTdv
KOl TPOGOI00VTAS TOL TPOCHOTIKO YOPOUKTN P, KAODS GLVOEEL TOV YMDPO LE TO ATOWO KO
TIG eumelpieg Tovg. Ommg Kol 6TOV KIVNUATOYPAPO, avtd Umopel yivel pia yevdaicOnon
L€ GYETIKT OVTOVOUIO TTOV OEV GLVOEETAL TAVTO LLE TNV KOW®VIKY oeaipa. To picko mov
evumdpyel o€ autn TV yevdaictnon meptrypapetar omd tov Bull: «H oioOntikn otiyun
™G eumelpiog otV TOAN HETOPEPETAL HEG® TOV ipod GTOV QOVIOGLOKO YMDPO TOV
YPNOTAOV. MEGM QLTNG TNG CTPOTNYIKNG, OAEC Ol ¥PNOGELS OVOLPOLVTOL KOl YivovTal Eva

LLE TOV XPNOTNY.
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H avaipeon tov dAlov tpoimobétet pio HETATPOT TOV INUOGION YDPOL, OTWS
ypaoet o Teri Rueb (2008): «Tt ovviotd tov ydpo T0oL cvuPifacpod kot g
avTuropdfeong oe oxéon pe ToV ONUOGLO YMPO TNV ETOYN TNG O1TTNG Kivnong Katl g
otelkvotivoag  petad  moyKOOUWG  OMOYEVOTOiNomg Kol OLELPLVOLEVOL
KOGHOTOMTIoHOV; Q¢ Kowmvia £yovpe £EATOUIKEVTEL, OAAL M EPMTNOT TOPAUEVEL I
Ow: “umopovpe vo oynuaticovpe popla;”». Mg 1o poipacpa Tov KotvoH 0KOLGTIKOD
TePPAAOVTOC Ko TG avtioToyng eumelpiog, 10m¢ KIvOLVEDOLUE VO YAGOVLUE TNV
evkalpio. Vo EYKATOGTNOOVUE OTPOPAENTEG GYECELS Kol VO, OlEPELVIICOVUE GAAES
TPOOTTIKEG LEGO OO TNV AVTUTaPAOEST).

2 ovvEeLld, EMAEYOVUE OPIGUEVO TTPOTLEKT OV UmopovV va pog fondncovv

Vo 0DGOVE KATOES TPADTES OTTOVTIOELS.

Mark Bain: Bug (2008-2010)

Otav M 0pYLITEKTOVIKT] TPOGEPEPEL OKOVGTIKY] OTOUOVMOT], Ol (POPNTEG CLOKEVEG
UTOPOLV Vo XPNGLOTOIN 000V Y10 Vo, AUPIGPNTHCOVY QVTH TV KATAGTACT. AVTOG NTOV
0 Paocikdc oyvpiopndg tov Mark Bain. Xto mpdopoto épyo tov Bug deiyvel 0tTL 1
aPYLTEKTOVIKY Ogv elval povo ywo v tépyn tov potiov. «@avtdlopot éva pokpv
KOA®I0 va EEMNOG amd Eva KTiplo Kol KATo10g VoL GTEKETOL UITPOSTA Od QVTO e PATLO
KAewotdy. Ot dovnoelg 010 otovvtio tov Arno Brandhuber otnv Brunnenstrasse tov
BepoAivov  xoataypdoovror oe mynTikd onueion amd  YEOOEIGHKOVS  UETPNTEG.
Motpalovtat Kamotlo Kowvd yopaktnpiotikd. Méca amd v 13010Tumio. TV TOKAEIGHOD
and 10 TEPPAAALOV KOl TNV WOIOTIKOTNTO TOV ONUOVPYOVV TA OKOVGTIKA Kol O 1XOG,
ovpPdAiovy kotd mopAdoofo TPOTO OV EMAVAGUVOESN TOV OTOUOVL HE TOV
ePPAALOVTIO XDPO, TPOGPEPOVTAG VEOLS TPOTOLG Vo avaKOAVEOEl 10 Tomio Kol O
x®pog. Ocot Bpiokoviar 6Tov SpOUO UTOPOHV VO OKOVGOVV TO OTOTEAEGHO OVTO Ao
OKOVOTIKG TTpocaptnuépa o€ £va onueio g mpoécoyns. H ewkdva avtig g evépyetag
QEPVEL GTOV VOU TOV TTpdxTopa TG ZTAll, and to euipn H {wn twv aAlwv tov Florian
Henckel von Donnersmarck, mpoteivovtag 6t o xobévog eivor tdpa eredBepog va
KPLPAKOVEL TNV Tp®TELOVSX NG ['eppaviag. QoT0c0, AVTO TOV AKOVVE Ol TEPUGTIKOL
o€ aLTn TV TEPinTon dev elval 1060 N WIOTIKY (N TOV KATolK®V, 0G0 TO YEYOVOS OTL
N mepppéovca evépyeln uéoa otnv mOAN kAovilel to Bepéhd g péca amd omAd

epyoieio kot péca.
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Ambient Addition (2006)

«Ewsayovrar cuvBetikol Nyot. Av entyelpNGOVLLE VA TOPAYAYOVLE TOV “DIVAOTIKO KNTO”,
omwg o tov €heya, mpémel vo TpocEgovpe vo dtacpaiicovpe Ot ot Mot avtol Oa

aVTIOTOLYOVV GTIG aPYIKES VOTEG TOL KNIovy (Schafer 2004).

>t0 Ambient Addition tov Noah Vawter, o @opnty pnyovy mov mpoomabel vo
€0POLMCEL Ul ovTIoTOLYio avdpesa otny €kbeon tov Ploaiov fyov g mOANG Kot To
atopko NyMrikd tomio. Evowpotdvovtag Lovsikn ambient 6 Tpaypatikod ¥povo GTovg
NYOLS ToL TEPPAAAOVTOC, 01 NYOL TNG TOANG OKOVYOVTOL OKOMM, OAAL UETPLOCUEVOL.
Amd povoikng dmoyng, 10 mpoOTlekt epgaviletor cuvtnpNTIKO, KAOMG HEWDVEL TN
ouvBetdOTNTOL TOL MYOL o©¢ mpodwyeypapupévoug pubuovg. Qotdco, avtol ot
enefepyacuévol Mot yivovtal avtiAnmtol tautdypova pe Toug avbevtikoOg Nyovs, pe
ToVv 1010 TpOTO OV B AKOVYapE pio AOAMKN Apra evd arcBovouaote Tov avepo. ‘Etot,
pumopovpe vo Bemprnoovpe 01t dev amokAeiovv aAld epmiovtiCovv To Plopa e Cong

otV TOAN.

Sonic City (2003-2005)

To mpdtlext avtd €0TIALEL MEPIGGOTEPO GE TMPUKTIKES EPYOVOING, EVM EPEIGUA TOV
elvar éva mpwtomoplokd mpodtiekt epevvntdv oto [kaitepmopyk g Zoundiag. Avtd
oL ovETTLEAY NTOV £voL KIVTO GUGTNUO LOVGIKNG oL pmopel vo popebel amd tov
YPNOTN KOl TO 07010 aVTIOPA GE EVOV GLVOLOGLO TANPOPOPLDY GLAAEYUEVOV OO Eval
Qacpo acimMpov, amd T0 GOUL TOV OOV TOV YPNCTOV, 0Td T0 TEPPAALOV KoL TIG
OY£0ELG AVALESH GTOV 0KPOOTH Kol Ta TepippéovTa avTikeipeva. H povokr| dnpovpyio
tov Sonic City amotelel o GUUTOPOYOYT TOV CAOUOTOS KOl TOV O0POP®OV cLVOINKAOV
otV TOAN, Ko PLOVETOL OC CNUOVTIKY] €K VEOL OavakdAvyT. Ogutéc kol pn Ogputég
TPAEELS, OpaTd Kot Un opatd cupPavta, GUUBAAAOVY GTI GLVOLAUOPP®GT) TOL YOV GTO.
oLYKEYLUEVA Opla avdpeso oty TanTiKn Kot v evepyntikn cvppetoyn (Gaye «. 4.
2003). Avtd 10 oTOoKElo EYEL WLNiTEPO EVIPEPOV, KOODS N EUTELPIO TOV GLGTIUATOG
avtoh PpiokeTonl €KTOC TOL KEADPOVS TOV OCOUOTOS KOL OVOULYVOETOL HE TOV

nepipdArovia yopo. Kot evdd oe avtd to mpdtlekt axovel Kavel T HOVOIKN UE
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OKOVOTIKA, OVTO TOL TTPOTEIvETAL €V OATyOolg gival OTL 0 YOG £xEL TN dVVATOTNTO VL
TEPLYPAYEL TN GYECT OVAUESH GTO AOTIKO TEPPAAAOV Kot To ATOUO MG HOVAIES TOL

Covv Kot OAANAETIOPOVY HEGH GE QLTO.

Soundtrackcity (2010)

Eved oha ta mponyovueva mpdtlekt Onpiovpyodv SadPACES GE TPAYUATIKO YpOVO
avlpeco oe avOpOTOLS Kol TO ACTIKO TEPPAALOV, €0® EYOVLUE U TPOGEYYIOM
npodwayeypappévn. Axkorovbdviag to poviélo PAacel tov omoiov ovamTuyONnKov TO
soundwalk omd koritéyveg 6mmg n Hildegard Westerkamp wot m Janet Cardiff, to
Soundtrackcity oxed1donKe Yoo TNV TOAN TOV AUCTEPVTOU KO TEPIAAUPAVEL Lol GEPA
NYNTIKOV TEPUTATNTIKOV OLOPOUADV TOV 001YOLV GTNV TOAN TOL AUGTEPVTIOU, GE OYL
TOAD YVOOTEG TTEPLOYES TNG OAAaVOIKNG TpwTedovoac. Tig dadpopés, pali pe yopteg
,Jumopel va 11g Katefdost kavelg oe MP3 and v 1otocerida tov mpotlekt. Kdébe
nepimotog dopkel pia dpa Kot avatiBetor omd to Soundtrackcity Foundation ce évav
OWPOPETIKO  KOAMTEXY N O€ MOl OUAd0 KOAMTEYVAV, GULUTEPIAAUPAVOLEVOV
TEPQOPUEPS, CLYYPAPEDY, OAAL Kot cvvOetdv. 'Evag amd avtovg Toug TEPUTITong
dlepeguva v Kowvovpla mepoyn tov Ijburg. Avtd to pépoc g mOANG dpyloe va
aVOTTOOOETOL TAV® GE ol opada omd teyvntd vnowd oto Ijsselmeer, oto Popelo
Apoctepvrop, Vv terevtaio dekaetio. To soundwalk yio 1o [jburg dvtince éumvevon
amd To YEYOVOS OTL TO OMOONUNTIKA TTTNVE 0gv akolovBovoay ¢ dtadpopun Tovg avTd
To. VIO, Yol glvan texvntd, mpoidv avBpomivng moapéupaons, kat oxt euowkd. Mo
TETOOL TEYVNTN YN OWOUOPPAOVEL EVOV TOTO «TOANG-PAvTAcHay. Avdloyo mpdtlekt
OMUOCLOG TEYVNG GLVEIGPEPOLV GTO VO, TPOYWPNOEL 1| GvlRTNoN Y TNV oAndvn
aicOnom tov témov KOt TOL VA YiVOUV TPOGITA GTOV AVOPOTO T KATACKEVAGLOTO TOV

AGTIKOV GYEGLOGOD.

Mark Shepard: The Tactical Sound Garden (2007)

To mpotlext aVTO €1GAYEL TNV EVVOLN TOV KKOWVOTIKOD KNATOLY» GTNV TOAN, LE To PECH
EMKOWVOVIOG Ol EVTOMIGUOV VO TOPEYOLV VEOVS TPOTOVS KOWMVIKNG dtddpaons. O
Shepard oniwoe 10 2005 611 «to hacking 610 aotTkd Tomio €ivon (ol TOKTIKY TOGO

A0 Kol TOVTOYXPOVO TOGO KAvoUplo 0G0 T0 popNTd GTEPEOPOVIKO 1 TO Ae®POpPEiID

95



MitcPa (Mitzvah tank)». Eved cvveyiletor o méiepog avdpeso oto ehevbepo Kot To
emyEpNUoTko S1adiktvo, o Shepard avéntvée o epappoyn yo wi-fi kivntd thAépmva
OV EMTPEMEL GTOVS YPNOTEG VAL LOPALOVTOL OKOVOTIKA OpYEiot 6€ dNUOGIOVG YDPOLG,
dtvovtdg tovg €161 T dvvatdTNTe. Vo VIEPPOLV T TPOPANUOTO TNG TVELLOTIKNG
woktnoiog oAAd Kot va gumlovticovv pe véa otolyeio TiG Tomkég Kowvmvies. Evd
Bydler xaveic BOAta To oKOAO TOV, pmopel va axovoel Eva track va «putedeTO GTO
Sumhavd moyKdKt amd KAmolov yeitova. Mia T£T0100 TOTTOV KOWVMVIKT OIKTVMGCT TAPAYEL

TOALOTTAEG dUVATOTNTEG GUVEVPESTG.

Ta mapoamdve TpoOTlekT EAVEPOVOVY TMOG N EUTEIPiO. GTNV TOAN KOl TO TOAAOTANL TNG
EMMEdA YOV OVOOEIKVOOVTOL PEGOH OO GLOKELEC NYOL KOl JAPOPE GAAX (POPNTA
pnyxovipota. Méoa and avtég Tig TpoKTikég Umopel vo amokaAvedel o kpupd Kot To
aveldmto vo amokaAveBel. Algvpbvetan emiong 1 oy€on OVAUESOH GTO VTOKEINEVO Kot
™V TEYVOAOYiO: TO KOO UTOPEL VO YPTCILOTOGEL KOl VO, EPUNVEDCEL TNV TOAN GE VEQ
TPOOTTIKT], ONUOVPYDVTOS TOUPAAANAOVG HIKPOVS KOOUOVS, (POVIOCLOUKEG KOWOTNTEG
Kol aveEAvIANTES aNYNUOTIKEG-PLOUATIKEG TAPUAAAYES EVTOG TNG YEOYPUPIKNG TOL

EMKPATELOG.

96



Kepdioo 5

O yawpog, n TOAN Kai 1] TEYVH UE TA VEO, UECO.

5.1. Gcwpnrika otoryeio yio. TOV YWOPo, THY WOAN KA1 THY TEYVH OTNY EIKOVIKH EXOXH

5.1.1. Xaopog, moleodouia, woritiouixy Gewpio

H moMtiouiky| Oewpia Ppioketon oe g kaum| petdfoong omnd 1o TPayUaTIKO GTOV
ewovikd xopo. O dvrog y®dpog amoterel oNUEPO OVTIKEIHEVO HEAEING TEPOV NG
QrAoc0piag, OTmg cuveéPaive oty apyordtra. ['a Tpd Popd, pdiiota, péca amd Tnv
eumepio Tov KLVPEPVOY®POL, UTOpoVUE Vo PrdGovE TOVG Y®POoLS avtovs. Koatd
oAl Eravdotoomn, ot ovtomikol ydpotl anacyoincay apyitéktoves 6nme ot Ledoux
kot Boullée. Zmv nAextpovikn emoyn, Omov ot vEeg TEXVOLOYIES, Ol EMKOWVOVINKES
EQOPUOYEG KOL  TO  YNnOuoKa HEGO  aeNynong Kvplopyxovv, KoAOOUOOTE Vo
aVOOLOTUTTMGOVLE TNV £VVOL0 TOV YMPOL KOt TIG W010TNTEC TOV, 0poBeTOVTAG £TGL TNV
évvola evog VPPLOKOV Y®PoxpOVOL O GYECT LE TNV OVOTAPAGTOGT TOL avOpdhmTov
péca og avtd 10 véo miaicto dadpaong. H ewovikny avamapdotocn, GAlmote, Katd
Kavovo EKAAUPAVETOL —EAMTDC— MG OVOTOPACTOCT) Kol OV EYEL KATOAVTIKO pOAO GTOV
oyedopd, ™ Bempia kot v ekmaidcvon.

XMV emoyn MOC, N OPYLTEKTOVIKN, KOl 7O OCLYKEKPIUEVO 1] GVOIKOJOUN O,
amotelel meplocdTEPO BEUA EELTNPETNONG TNG YPNOTIKOTNTOS TOPE GYESOGLOD TOAEDV
Kol Topaymyr g tautdtrag toug péca amd avtdév. O Bernard Tschumi, ex@poactig
™G OmOOOUNONG OTNV OPYLTEKTOVIKT], TPEGPEVEL OTL N HOPPT] OMOGTACIOTOIEITOL OO
mv Aettovpyio. Zta Folies tov, M popen dgv axoiovBel T Aertovpyia, ovte N
eoavtacio. Xtéyo¢ TOL NMTAV TA KIpow vo omoteAécovv  onueio  dmuovpyiog
KOTOOTACEWMV KOl VoL AELITOVPYNGOLV ¢ vrepaion Héco oto Ypdvo, Ol Vo EXOLV o
npokabopiopévn kot otatikny popen. H katoliknon kot katd cvvémewn m ompovpyia
oLV eivan pia dradikacio o cHvOeT, TOV TEPIAAUPAVEL TV KOTOCKELT YEYOVOTW®V,

TNV €QEVPETIKOTNTO AALY KOL TNV IKOVOTOINGT OVOYKAOV Kot GuVoLsOnudtov:
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«H apyrrektovikn dev €yl va KAVEL L€ TIG GLVONKEG TOL GYEOIAGLOV,
OAAG pe TOV OYESIGHO TV GLVONKOV, M, YO VO TOPAPPECH TOV
Paul Virilio, T0 avtikeipuevo pog onuepa 0ev eival vo. EKTANPDOGOVE
TIG GLVONKEG TNG KOTUGKELNG, OAAGL VO ETITOYOVUE TNV KOTOOKELT
cuovnk®v mov Bo  peTOBECOLV TG WO  TOPAUOOCLOKEG KoL
omc00dPOKES TAEVPES TG KOWVMOVING WOG, KOl TOVTOYPOVA, VO
avaOLOPYOVAOGOLLE OVTO TO GTOLElDl PE TOV MO AmEAEVOEPOTIKO
TpOTO, OOV M eUmEPia pag yiveTon 1 gumepia TOV YEYOVOT®V TOL
govv  opyavobel KL €ovv  yivel oTpatnyikn UEGH  TNG
OPYLTEKTOVIKNG.»

(Tschumi 1996)

To evdlapépov £yKeTat TEPIGGOTEPO GTNV OmodOUN oY, oTn petdfaoct, oty aiiayr. H
EVTOTIKOTOINOT KOl 1] EMTAYVVON TNG OOCTIKNG EUMEPIRG 0dNyovV o1 Onuovpyia
TOLE®V LVRPOIKOD, TOTTOL OOV 01 TANPOPOPIEC Ko O 16TAC TNG TOANG cLVLEATVOVTOL
OTN OLVEPYL €VOC TPAYUOTIKOL Kol TANpoeoplakoy ydpov. H egumepio g
KaOnUEPIVOTNTOS OAAG KOL TV OGTIKMOV YOP®V OG TPOIOVTOG TOV UAPKETIVYK OVOTPETEL
Ta dedopéva TG oM TIKNG ToL Ydpov kotd Bachelard.

O Marx Oewpeil 60T1 1 ToAeodopio eivar 10eoroyia, 10 de dounpévo mepiPdAiov
OTOTEAECLO EVOC GUGTNLOTOG TTOV VIEPKUETOAAEDTNKE TO YDPO, £dMGE TapAAoyn asio
ot YN Ko eKpetoAlevtnKe TG Owbéoipeg ektaoel. H Bewpla avtny petoridooston
otovg Kartaotaostokovg, mov mpesfedovy OTL 11 TOAEOSOUI. OPYAVAOVEL T1) KOWVOVIKN
Com og B¢apa, cvoppdirel otnv amopudvoon Ko ekpnodeviCel ™ ocvppetoyn: «H woAn
glval o ydpog ¢ 1otopiog, Yati eivar M oLYKEVIP®ON NG KPOTIKNG SVVOUNG 7OV
KaoTd SVVATO TO 1GTOPIKO EYXEIPNLULO KO TOVTOYPOVA TN GLVEIONOT TOL TOPEABOVTOCH

(Debord 1986).

5.1.2. Téyvn, ywpog, ikovikotyto.

[ToAAég emepfaocelg pe oKOmO TOV EMAVATPOSIOPIGUO TNG GYEONS TNG TOANG HE TOV
TOMTICUO KOl TNV KOLATOUPO €XOVV MG ONOTEAECUN YOPIKEG UETOHOPPDOGELS TOL

avalpodv KaBe mpoodevutikn téorn mov pmopel va avontvybel otov véo ympo. ‘Eva
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YOPOKTNPIOTIKO TOPAOELYIO. OTOTEAOVV T HOVGEID, OOV TO KOWO Tnyaivel TOAAES
QOPEG LE OKOTO VAL KKOTOVOAMGED TO eKBECIOKS TTPOIOV Ywpic va EpBet oe dddpaon e
aVTO M VO CUUUPETACYEL OE 0L EVEPYNTIKY Oladikacio mepiynong. [loAd cuvyva, pa
OdIKTVOKY eMioKeEYN £XEl MEPLGGOTEPO EVOLAPEPOV MO [0 EMIOKEYN OE €va
cuppotikod TOTOL povceiov: o pTopovoE £0M KATO10C VO EMKOAESTEL TO TAPASELYLLOL
tov Z.K.M (Kévtpo Téxvng kar Teyvoroyiog tov Néwv Méowv) oty KapAiopoim g
I'eppavioc.

O dvrog xdpog Aettovpyel WG GUVOEGIOG AVALEGH GTOVG GUYYXPOVOLS KUAALTEYVES
Kol TNV €QUPUOYY] TOV VEWV TEXVOAOYIOV oTIg T€)xves. H eumepion tov Stadiktdov
LETOPPALETOL  OTNV  OPYITEKTOVIKN] HOVGEI®V, YPNOLOTOIDOVTAG HETAPOPIKE TO
TOPAOELY LA TNG EVOALOYTC OPOP®V TOV ATOTEAOVV HEPOG TOV PEPOVTH OPYAVICUOV, EVOD
1 KOTAOKELN EMTPENEL TN LEYAADTEPT] duvATY] EVEMEID BTNV 0PYAVOON TOV EKOEGIOKOV
YOpwV, mopdpole pe TV gveMéio oV KOTAoKeLN 10TOcEAIdwY. KuMdpeveg kot
UNYXOVIKEG OKAAEG EMITPETOVV T UETAPOPA VIO Kl EKTOG KTIPiov, EVAD 0 KEVOG YDPOG
TOL OMNUIOVLPYEITOL OVAUESH OTNV ECMOTEPIKN OOUN KOU TNV €EMTEPIKN EMPAVELQ
EMTPEMEL TOV CYNUATICUO LG NUOIAQOVIG TPOGOYNG Thve 6Ty omoia Tpofdiiovtal
EIKOVEG OO TO E0MTEPIKO TOL KTPiov. AVTN 1M MAEKTPOVIKN HETAPOPH OTO 1N
UETOAAKT] SOUN-CKOAWMGLA GTNV TPOGOWYT UTOPEL VO TAPUAANMOTEL QLT YNULOTIKE LE TO
TEPAGLAL OTO TOV DAMKO GTOV (LAO YDPO KoL AVTIGTPOPQL.

NUeEpPa, 0 YDOPOG MEPVE Oomd TNV LAKOTNTO TNG QUOTNG OTNV ADAOTNTO TOV
KuPepvodactiuatos. o va moapabéocovpe tov Benjamin, m owcOntikny eumepio
Baocileton kobopiotikd oto av Oa datnpnbeil tehwd Cwvtavi n Unheimlichkeit, n
«ovotkeldTnTow. Ta Opla Tov TPAYHOTIKOO/VAKOD YDPOV TPOGOUOIDVOVTOL UE OUTE
TOV QLAOV YOPOV Kol Yivovion TAEOV dvaotdkpita. Oa EAeye Kavelg 0TL 01 «OV0 YDOPO»
UTOPOVV VO AELITOVPYNGOLV G TO GLYKOW®VoLuvTo doyeior tov Breton (1982) otnv
epunveia tov ovelpwv. 'Etotl, 1o dadiktvo €xel avantdiel o oxéon dadpacng e Tov
aoTIKO YOPO (UE XOPOKTNPLOTIKO TOPAOEYUA TO SLOOIKTLOKO OOPACTIKO Ty Vil
SecondLife.'

210 moperBov, o ewkaotikdg Alan Dunning (1996) iye diepevvioet ) duvotdTTa
VO LTopovV 01 KATOIKOL VO, GUUUETAGYOVV EVEPYE OTOV OXEOAGUO UIOG EQNUEPNS TTOANG
omm¢ Ba TV ovelpedovTav ot id1ot. O YdPOg AVTOG, OV KOl OPYLKE ETAEYUEVOS OO TOVG
KOTOIKOVG, GUVOLUOPPOVOTAY a0 TO KEIUEVOL TOV EIGAYOVIOV Kol TIC EKOVES TNG

noang. Kat téroio mopoaméumer ota moryvioww tov Kotaotaciokdv, o6mov ovo
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TePmAAVAOUEVOL divouv cuvavtnor yopic va opilovv xdpo N ¥pOVo, TADG OPHVOVTAG
onudda yopw tovg. H id1a dérive cupPaivel katd tv tepumAdvnon 6To ynelokod Tomio
omw¢ Vv opapatiotnke o Dunning. H mepimAdvnon oto dadiktvo umopel oe Kamoleg
TEPMTMOGELS VAL EXEL TN YOUEVT] TVEVUATIKY EYPTYOPST| TOL KATOIKOV TOV TEPUTAOVIETOL
omv wOAN. H mepumAdynon oe  @QovIaoTiKEG TOAES EUMEPLEYEL  OLVATOTNTES
EMKOVOVING, Kot EXAPIETOL GTOV XPNOTN TO TMOG Ba TIC a&lomomaEL.

Etvon 6edopévo amd v aAAn 0TL 0 KuPEpVOYDPOG EUTEPIEYEL Il LoVaELd Kot pio
e€atopikevon mov OUmG etvor EKONAN CTUEPO KOL GTOV QUGIKO YMDPO, Kol HAAIGTO MG
LETATPOTT TOL 1010V TOL YMPOL KoL TNG EUTELPING TOV GE YPOVIKY CTLYUY, KCOUTTOCN,
Tuyaio cuvavINon pe Eva aevamg apikvovuevo TAN0og. Me ta Adyo Tov Virilio (1986):
«O1 0100TACES TOV YDOPOL OEV UTOPOLV VO JOYMPLOTOVV OO TNV TOYVTNTA TNG
petdoooncy. Kot adrov (Virilio 1991: 14): «Me ta véa otrypaio péca emkovmviag, 1
AP1EN VTOKAOIGTA TNV aVOYDOPNON: TO TAVTO “KATAPOAVOLV”, YOPIG OVOYKOOTIKA Vo
eeoyouv N va €ovv @Oyew. O Baudelaire 0o pmopovoe wdAloto onuepo va
YPNOOTOUGEL TV TAYKOC U0 NAEKTPOVIKT| TTOAN TOL KLBEPVOYDPOV Y10 TOVS GKOTOVG
LG oy ovovg oA yopiog, KaOMG 0 YEWYPOPIKOS YMDPOG LETATPETETAL GE YPOVO.

To yeyovog 0Tt 01 VEEG TEYVOAOYIES EMTPEMOVY TNV TPAYLATOTOINGT -GUYYpOvaL
aAAd Ko T dvvatodtnTa Vo Bpioketal Kavelg o€ TOALOVS YMPOLS TAVTOYPOVA, ONANIN
TO OTL £vOl OPOUEVO UTOPEL v TOPAYETOL Kol VO TOPOVCIALETOL GE TOAAOVS YDPOVG
TOVTOYPOVO, GE GLVOLOCUO HE TOV ONUIOVLPYIKOS OGAOYOG TOV TPOYUOTIKOV HE TO
eWoOVIKO pe v Ponbeta g texvoroying, TapEyovy TiIg dSVVATOTNTES Y10 Lo GOVOEDT)
TOV LAMKOD HE TOV VAo KOGHO. Me avtd ToV TPOMO, O EIKOVIKOG YMDPOG EMGTPEPEL
enegepyYacEVOG GTOV QUOIKO YMPO UECH OO Lo avaTpoPodoTovuEV) oxéon. Méca
amd TG véeg TeYvoloyiec, aALAlel ApdNV 0 TPOTOC e TOV OTTO10 EMAVATPOSEYYILETOL O
VAMKOG YDPOS KOl OVOTAPIGTOVIOL TO PldpaTo, To oucOnUate Kol Ol KOW®VIKEG

gumelpiec.

5.2, Téyvn kou copUeTO IKOTHTA

5.2.1. Ewooywyn

«BEA® 10 KOO va glvan HEPOG £VOG EYKEPALOV dPACNG.»
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(Hirschhorn 2004)

«Agv 0 ® Vo KOAEGM 1) VO VTTOYPEDC® TOVG BENTES VAL IAANAETIOPAGOVV LE
0,7t Kavem. Agv BEA® va evepyomomcm To KOwo. OEA® v dMG® Tov £0VTd
Hov o€ T€1010 Pabud MdoTe 01 BEATEG TOV £PYOVTOL OVTIUETOTOL LE TO £PYO
VO WITOPOVV VO TAPOLV PEPOG KO VOL EUTAAKOVV, AL Ol WG OPADVTES.»

(Hirschhorn 2001)

O véeg teyvoloyleg tomoBetohv o010 emiKevTpo TG EKEPOONS TN SAdPacT] Kol TN
ovppetoyikdmta. Tdso 1 dtddoon g TANpopopiog 66O Kot 1 avadOUNoN TG £VVOlog
™G YOPIKOTNTAG HEGO OO TIC OLVATOTNTEG TOV VEWV TEXVOAOYIDV OLOLUOPPOVOLV EVOL
VEO oo Y10 TNV £VVOlal TNG GUUUETOYIKOTNTOS KOl TG ONUIoVPYiag SIKTH®V.

O véeg teyvoloyieg KOTEGTNGAV EPIKTN TNV LAEPPACT] TOV PLGIKOV YDPov. g
amotédecua, n dnuocto ceaipa katd Habermas (1962, 1989), £xel dievpuvOei pe dpovg
GUUUETOYIKOTNTOG GE £VOV «YMPO TOV EMITPENEL TNV EMKOIVOVIOL KOl TNV OVTOAAXYN
amoOYeV Yopic JECUELON YOPIKOTNTOCH. Oa JoVUE OTN CLVEYXEW TAG Ol VEEG
TEYVOLOYIES, AL KOL OL EPUPLOYEG TOVG GTNV TEYVI], £XOVV GUVOLAUOPPDGCEL TIG EVVOLES
NG GLUUETOYIKOTNTOG KOl TOV «OVIKEWV» GE [0 KOWwOTNnTa, UEcH amd TO TapAdEry Lol
¢ public art. Emiong, 6o e€etdoovpe pe molov tpomo 1 évvola g Wayévelag Exet
GLVOLOLLOPPMOET, ATOTEADVTAG CTIUEPD EVOV TPOTO EVOAPPLVONG, GLVELONTOTOINGNG KOt
éxppoong yu Bépota moATko yopakInpa, oAAd Kot TEPPAALOVIIKG, KOWMOVIKA 1)
owovopkd Bépota. Me avt) v aeopur, 8o cvinmmBodv ot cuvvéyelo oplopéva
npotlext ¢ media art kot Tov locative media, ta omoio cuvdEovtal pe mePParlovTiKd
Oéunota, coPUPAALOVTOG GTN GUVELINTOTTOINGT TOL YMOPOL KOl TNG TOANG LE TOALTIKOVG
Kol KOwmvikovg Opovg. Ot véor tHmOl TPaypdTeELONS NG OMUOCLaS O1ddpacns
nepAapPavouy vEoug TPOTOVG SLOVOUNG KOl JTUTMONG POA®MY GTO (TOUO KOl TN
GLAAOYIKOTNTA, £TGL MOTE Vo TifeTon éva vEO TANUGLO Yid TOV dNUOGLO YOPO KOl TOV
0laAoyo mov avamtvecetol evtog avtod. Onwg emyyeipnuatoroyel o David Rokeby
(1998), n awchnTiKn pe yneraKovg 6povg cLUPEALEL GTO Vo dNULOVPYOLVTAL LOAAOV
oyxéoelg mapd ohokAnpopéva KoAlteyvikd €pya, eved o Nicholas Bourriaud (2009)
AVASLOTUTTOVEL LLe OPOVS ncONTIKNG TO {NTOVUEVO TNG TEYXVTG OTO VEO TANIG10, O)l TOGO
MG TNV KOTOGKELT €VOG OVTIKEWEVOL N MO EIKOVOS, O0AAG ¢ TN Onpovpyia Kot TNV

EMOVOOLOTPOYULATEVGT] KOWVOVIKOV GYEGEMV.
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H xunrikdémra kot 0 VOpadikog YopoKTNpOS OmoTEAOVV V0 TOPAUETPOVS Ol
omoleg &yovv oaAAGEeEl pulikd TO Tomio kou omevBOhvouv véa (nTtnuoTo  GTO
moyKospormompévo wepidirov. To yeyovdg avtd aviavakidatol og mowkila mpotlekt,
010 amotélecud tovg 0G0 Kot 6TOV TPOMO OvATTLENG TOovg. Méca amd TG véeg
EMKOWVOVIOKEG duvaTOTNTES Kot To. TPOTLekT ¢ media art kol Towv locative media,
aAAGlel pulikd M ovvewdnTomoinon KoweviK®v Oepdtov, n EkEpoct, OAAL Kot 1M
avTOmOKPIoN TOL Kowov o€ avtd. H dwdpactikomra amotedel mAéov 10 Pacikd
otoelo emuowvmvioc. Oumg to prvopa dgv givor pdvo to PEGO, OALG KOL 1) GLVEXMS
VO SoKHPEVOT KOt AVASIATPAYUATEVGT) GXECT OVALEGO GTN ONUOVPYIKN EKPPOCT] Kot

T0 KOO (MG CLUUETEXOVTEG).

5.2.2. O1 emkorvovioxég eCelidels kar § Toin

[ToAdol peremntég oamacyoAndnkov pe T0 7TAOC ovvoéovtor ot eEgMilelg TV
EMKOWVOVILKOV TANPOPOplokadv cvotnudtov pe v noAn. O Ronald Abler (1970),
TPOTOTOPOS OTN UEAETT TOV EXIKOIVOVIOV KOl TOV OGTIKOD YDPOL, LITOGTHPIEE OTL «Ol
eEeMéelc ot pet@doon g mAnpoeopiag Bo pog emtpéyovy cvvtopa T Oldyvon TG
TANPOPOPIaG, GAAG Kol TN ANYN OTOPACEMY HOKPLE amd TO UNTPOTOMTIKE KEVTPA,
KOOMOG TA NAEKTPOVIKA ETKOIVOVIOKA LESO KOOIGTOVV TNV EXKOWVOVIO EPIKTN TAVTOVH.
O Gilder (1995) Bsdpnoe Ot «ot mOAE omoTeELOVV TO evamopeivav @optio g
Bounyovikng emoyne», mPoPAEmoOVTOS OTL «0OEVOVLUE OTUOOKE TNV TOPOKUY| TOV
norewv e€antiog TG 014000MG TS TANPOPOPIKNG KO TOL YDPOL €E0VGING TOV KATOKTA
SLlOPKAOS VT,

O 1tpomog e Tov omoio Prdvovpe TIC TOLELS GUVOLULOPPDVETOL OO U1 LAIKA
péoa: ™ AEEn, v eéva kot tov pobo. Méca and avtd, oev pabaivovpe pdévo Tdg va
PAémovpe TG mOAELG, OAAG kol TG vo (oOuE OE OVTEC. ZNUEPQ, LAAUE Yo
KUBEPVOTOLELS OALA KOl KUBEPVOYDPES, EVVODVTAG YDPOLS TOL KaBEvag Toug doueitat
G OVTOVOHOG XMPOG emppons. Ot cpaipes avTég OVOTTUGGOVY OUOPPOTO 1| AVTIPPOTO
duvapukd. Aileg @opég avtaywvifovtar n pio v GAAN, GAleg mdAr cuvepyalovral,
aAAG Tavto dtpuAdocovy 1t Pacikn tovg doun. H minpogopiloxn moéAN cvvrtiBeton
emiong omd KOOUOTOAlTIKEG €Ait mov (ovv oe Kabnuepwvny odvdoeon pe tov KOGHO

(Aertovpykd, KOW®VIKA KOl TOMTIGUKG), TEPLPPOVPOVTAG OUMG HKPES KOWOTNTES
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010VEL PLAETIKOV YOPOUKTNPOL: TEPIPPAKTOVG YDPOLG TOVS 0moiovg BEAOLV va EAEYYOLV,
ooV  TEAELTOUO OYVPO EVAVTIIL OTIG HAKPO-OLVAUELS TOL  CYNUOTOTOOVV KOl
vonuoatodotoHv 1 (o1 kdbe opd.

To Owdiktvo amoterel évav moyKOGUO KOUPO VTOAOYIOTIKOV SIKTOMV.
[Ipocavatorilel To TOYKOCUIO HIKTVO OVTUALUYDV, OVATOPACTACEMY KOl EMKOWVOVIDV.
Eniong emutpénel oe d1popeg OLAdES VO LEVOLY GE ENAPN EEMEPVAOVTOG TO EUTOS0 TNG
QLOIKNG amooTaons. To MAekTpovikd eumdplo pe ™ o€pd 0V vrootnpilel ™V
EUTOPELLOTOTTOINGN UEYOANG YKAMOG ayoddV Kol vanpecidv. XHvOetor cuvovasol
EIKOVAOV, YOV Kol KEWEVOD dOGLVOIEOVTAL [LE TOV TAYKOGULO VIEPKEILEVIKO AafOpivOo
TOV TOYKOOUIOV 16TOV WWW, TTapEXOVTag pia aichnon mapdiiniov kéopwv (Benedikt
1991).To 6100ikTVO GLVOEETOL LLE TOV KOWMVIKO KOGHO, VD Tavto duia Ppiokovtal

péva éva KAk pokpid."”

5.2.3. O1 moAeis kou 0 onuooLog xwpog

«O1 moderg opilovrarl péca amd Tovg dMNUOGIONG YOPOVS OTOL Ol AvOpWTOL
cuvavTIovvVToL Kot polpdlovtal Kowég eumelpieg, OMMC 10 OTAO0, M

exkAncio 1 €va povowd khaum.» (Wheeler 2000)

Ta kévtpa TV peyadldtepmv TOAE®V £Y0VV KEPOIGEL Kot TAAL OAN TNV TTPpoGoyn KABMS
wapéyovv gpebiopata yioo dnuovpyio kot T SLVOTOTNTO TNG OVOVOUIOG, NG
ocuvomapEng pnéca and tn olapopetikdtnto (Montgomery 1995). OAeg o1 ekpavoelg g
KOWVOVIKNG YPNONG TOV TNAETIKOWOVIOV KuPLopyoOvTal kKot cuvosovtal pe tn Lon Kot
TOVG KOWMOVIKOVG KOGLOVG, TOLG TANBUGUOVS amd TOVG 0moiovg KATOIKEITOL O YMDPOG,
Kot Tig Kowvotnteg. Ot ymoeilakol Kot 01 KOWmVIKOl Ydpot onpovpyndnkay omd Kovo.
H dvvatdtmra va Ae1tovpyncovv oKovVOUIKE GUVOEOUEVOL HETOED TOVG EYKELTOL GTNV
01 T duvatdtTa SLVATOTNTAE Vo GLVOEoVTAL HETAED TOVG YDPOL (spaces) Kol TOTOL
(places) O William Mitchell (1996) vmootpiler 611 «ot onuepwvoi ebwopol dev
vrootpiloviot amd Ktipto, 0AL KOTA KOPLo AOY0 amd THAETIKOWMVINKA GTOLXEl Kot
cvotiuata Aoyispkovy. [lpocsBétel pahota Ot «o ydpog wg katackevn Ba Bewpeitar
0A0éVa TTEPIGGOTEPO GOV GUVOAO MAEKTPOVIKA EELTNPETOVUEVOV TOTOOEGIOV OOV

SVAdIKA yneio cuvavtohv T0 GOUN, OTOL 1 YNELOKN TAnpogopio peta@pdleTol Ge
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OTTIKA, OKOLOTIKG, ORMTIKO 1 €V YEVEL OuoONTNPOKA  OVTIANTT]  HOPQY|, Kot
avtiotpdewey. O Grossman (1995) mmyaiver éva Prpa Tapamépa, Bempdvioag OTL «Ta
ovykpotnuota twv MME 6o minpodv Ti¢ {OTIKEG EKTOOELTIKEG, TOMTIKEG Kot
TOALTIGTIKES OVAYKES) TPAYLLOTIKAOV TOAEWV KO TOTWOVY.

O Berman (1982), oto Biprio tov All That Is Solid Melts Into Air, TITAOQOPNCE
10 kePdrowo Yo tov Baudelaire «O povtepviopog oty moAny». Ta mompoto tov
Baudelaire mov cvAAéyOnkav vd tov titho Spleen de Paris (1869) cvykevipmdvouv
OLVOLLOLOYEVELG EIKOVES OO T GLVAVTNON JOPOPETIKAOV KOWMVIKOV ThEewv. O dpOUOGC
amotelel onueio cuvavinong avOpOTOV HE SOPOPETIKO KOWMVIKO, OIKOVOMIKO Kot
popeotikd vrdPadpo. O Simmel (1997) avaeépet 6tL T0 PACIKO YOPAKTNPIOTIKO TNG
oM G elvar 01t {odue meprrpryvpiopévol amd ovlpmdmovg mov pog eivar Eévol. O
Giddens (1991) Oewpel 6Tt M poviépva aoctikn Con yopaxtmpiletor amd oCTIKY
adlapopio, evd 1 yvoon Tov GAAov aviikabdictoator amd v aenpnuévn eEovoin
TEYVIKOV GLOTNUATOV Ko v £dptnon and avtd. To onuodcilo dakpivetonr amd to
WOOTIKO Otav o kowvotnta EEvov kabiepdvetarl pe OAn v évvola tov 6pov, Otav
ONAadn M évvola Tov EEVOL YAVEL TN CNUAGTN TNG KOl CLYYMVEVETAL LE OVTN TNG TOANG.
Ao aut TN OTLYUN, 1 OOTIKN 0d1pOopia, TOV OTOTEAEL TOV KIVITIHPLO UNYaVIoHd TNG
YEVIKELUEVNG ONUOCLOG EUTIGTOGVVNG, YIVETOL TEPIGGATEPO 1| A1YOTEPO dlokplTh omd TOV
01OTIKO TOUEN KO 1010iTEPQ OO TN GPOIPA TOV GTEVMOV TPOSHOTIKADV CYECEWDV.

O Lefebvre mpoondbnoe emiong va ocvvdvdoel Tic ovvleteg aAAayég otnv
tevoroYia LE TIG EMOPACELS TOVG 6TV KOWWVIKY| (1. 10 £épyo tov H mapaywyn tov
yopov (Lefebvre 1974), vmootpiée 011 0 Y®POG oTNV GULAN VTOCTOCT TOL EXEL
O1Qopec OLOOTACELS: YMPOS TNG KOWNG AOYIKNG, TNG YVAOONG KOl TNG KOWMVIKNG
TPOKTIKNG, TNG TOATIKNG OVVauNS (Kat’ eEoynv otV aenpnuévn okéyn, to teptBdAiov
KOl TO KOVAAL ETKOVOVI®DV) — ¥®Opot Opw¢ mov Pacifovior OA0L Tovg oIV KAUGIKN
TPOOTTIKY Kol YEOUETPIO, HE OQETNPIOL TNV  OPYOUOEAANVIKY] TOopdooon, OT®mg
OVOTTTUGOETOL OO TNV AvayEévvnon Kot PETA oTN OLTIKN TEXVN Kol @IAocoPio, LE T
Hope1 TG TOANG M TG KouomoAns. Onwg emyeipnuatoroyel o Lash, maAol decpot,
opyavopévolr ot Pdon g Yopwng eyydvmrag, ektomilovror Pabunddv  amd
EMKOWVOVIOKOVS OeopoVC €€ OMOOTAGE®S, OMOKTMVTAG GAAN €VTaon Kot JldpKELL
avaAoya pe TV TEPITTOON).

H poxpoypovn emidpacn oto mepifdArov mov elye 0 aAdOYIGTOG O1KOSOUIKOG

oxedlopds oTig ovyypoveg mohels dev €xet kataperpndel. O Mitchell (2003)
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AVOQEPETOL GE OVTO TO PALVOUEVO UE TOV OPO «YEPTLLOVOC KOVMVIKOG YDpos». Me Tovg
opovg tov Deleuze (1992), n kowvovikn dvokapyio ¢ melfapynuévng Kovmviog €xet
EVOMOEL OTIS OLdIKOGIEC TG ovveyovs ynoewokng oailayne. [Ma tov Kitler (2006), n
AMOAELD TOV GTAOEPDOV YOPIKOV 1EPAPYLOV AALALEL KOl TNV €VVOla TOV KEQAAOIOL: T
oMtk e€ovoia cuyva Eemnodd Oyt omd TNV KOTAANYN TOPUd0CIIK®Y KEVIPWYV, OTMG 1M
mAateia TG TOANG, 0ALA amd emKoOvmViaKEG duvatotntes. EEovoio onuaivel va katéyet
KOVEIG TN OMOTN OTIYU| TA KOVOAMO Y100 TNV TEYVOAOYIKN emeepyocio. TANPOPOPLDV.
Kot puowd avtn eéehicoeton oe éva otoyeio e€aptdpevo amd TG Asrtovpyieg TV
pécmv polikng evnuéPOONG Kot EMKOvmViag, Oyl to avtifeto. O dNUOGIOg YDPOG OTIC
UEPEC HaG OV EYEL VO KAVEL e TNV ayopd TG apyoiog EALGSac N v mhateia, dmwg
oploTNKE LE TNV TOPOLGIA TNG OTIS EVPOTOUIKES YOPES 1| UE TNV OTOLGIO TNG OTIS
apeptkavikés. Amotedel amevavtiog por ToAD GOVOETN TPAYUOTIKOTTO OVOUEGOH GTOW

YDOPO MG LTAPKTO oNueio Kol ¢ SuvnTIKO GNUELD GTO J1UdTKTLO.

5.3. H odyypovny moln kai to. KOAMTEYVIKG TPOTLEKT WG «ADOEIS TIPOLANUCTWOV )

5.3.1. To «oyiloppevécy mopaderyuo e ovyypovns ABnvas

2 onuePVN KATAGTAOCY], OLKOVOUIKNG Kpiong, Omm¢ avt) avadvetonr oty EALGS,
etvar advvato va unv mopoatnpnost Koavelg ovtd mov o Giorgio Agamben (2009)
ovopdler «oyloppévelon g otkovouiag, 6mov M Tpaén Kot n vmapén daywpilovral,
KOl T OWKOVOUIKT OpacTnplOTNTo TOPOUEVEL OTOCLVOESEUEVT amd TS (wES TV
avOpoOTOV.

Y7o 10 mpicpa avtig g oyloppévelag, pumopel vo yiver kotavonti, v €idet
TPOKTIKOY  TAPOUSEIYUATOS TOV TOPOTAVEO Oe@pnTIKOV  avagop®dv, 1  advvopio
OVTILETOTIONG TOV TPOPANUAtov oto kévipo g AOMvag. Amd 1n pio wAevpd,
ektuAiooetal M paypatikn {on avOpdnov mov mpootabodv va emPudcovyv ce €va
ePPAALOV GTO OTOI0 M TAPAVOUT| KO EYKATLUATIKY OPAGTNPLOTNTO UEYAANG KALOKOG
Kot 1 Topafatikny cvumepipopd evieiveral, n e&abiioon tov avlporwv edpaidveTar,
He ™V apovcio. 6To OpOHo TANOOVG OGTEY®MV, VOPKOUOVDVY, OVEPYM®V, LETAVACTAOYV,

oLVOOELOUEVT] TEPLoTATIKA Eevopofiog kot TveANng Ploc, evd m owovopkn kpion
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ocvvteivel ot U PLOCIUOTNTO EUTOPIKMV KO ETLYEPTUATIKOV OPAGTNPLOTATOV Kot
av&avel Tov aplpd TOV KEVOV KTIPI®V KoL TNV EYKATAAELYN TNG TEPLOYNG.

AmO ™V GAAN mAevpd, 0 emioNUOC GYESOGUOC AGTIKOV TAPEUPAGEDV apopd
elte oV mEPLPEPELR TNG TOANG £lte 0E TEPLOYEG TOV KEVTIPOL LE AyOTEPQ TPOPANLATO.
XopokTploTikd Topdoetypio amoTeAohV Ol TPOTEWVOUEVES Kol Ol TPOYPOUUUATILONEVES
eC0OPOUNTELS KEVIPIKAV 00IK®V aEOVAV oL 0ev eppoavifovv mpofAnuato Asttovpyiog
00te Yo Tovg meloVC OVTE Yo TO OYNUATO, OAAG KOl Ol OPYITEKTOVIKOL OlOY®VIGHOL
SWUOPPMONG TAATEIDV KOl OVOIKTOV YDPMOV KOL 1| ¥PNUATOOOTNCN TPOYPUULATOV
TAokooTpmoe®mV. O pOAOG TNG APYLTEKTOVIKNG KOl TOV OOTIKOD GYESACHOV cuveyilet,
ONAadY, Vo GLVOEETAL HE TNV OlKOVOUioL Kot TS EMEVOVGELS GTO TAOIGLO TOL
VEOPILEAEVDEPOV LOVTEAOL TOV €I0OUE VO OVOMTOGGETAL GE TOYKOOUO, KAILOKO TOL
tehevtaia Tpdva xpovia (Ocodmpov 2007).

Koaveig BéPara dev pmopet mAéov va Bempel 6TL avTov TOv €100V 01 TaPEUPATELS
GUVICTOVV gpyoieion emiAvong tov mpoPfAnudtov oto kévipo g AOnNvoc, Kot OAot
UTopovV Vo KOTAVO|GOVV OTL AITOVTOL oG «oXLOPPEVIKIC OVTIANYNG COUG®VA LE
v omoia M owovopio pmopel vo avamapdyetor avtovopo xopig va ayyiler v
TPAYHOTIKOTNTO. OU®G TO «TPayratiko» etvar 10N €00 Kat, OTMS TAVTIO, TPOVLATIKO
KoL apOpNTO.

Yfuepa PPLoKOUOCTE GE WO KATAOTOGT, TNV omoia, émwg avoivel 1 Saskia
Sassen (2011), cvvteleiton o «GLOTNUOTIKY pETOUOpOwon» H otkovoukn Aoyikn,
€vtog g omoiag Ta dtopa elyav vroioyiown afio g epyaldpevol Kot KOTAVIA®TES,
LETATPEMETOL GE W10 OIKOVOUIKT «Aoywkn g exdiméne» (logic of expulsion) peydimv
tunubtov tov mAnduopod. Olo kol meplocdtepeg Katnyopies atopmv Bempovvrat
TAEOV GTOpO ammOPANTO, Yo To. omoio 0ev umopel Kav v 1efel 10 TPOPANUa TG
KOW@VIKNG avicotntag kot mepmplonoinong. Ot peydieg poég TV HETOVACTOV, M
avEavOpEVT avepyla Kol 1 QTOYEWL, 1 advvopio Kot 1 debopd twv KuPepvioemy,
aAAG ko M eykaBidpuomn eyKANUATIKOV SIKTO®V Kdbe €1d00vg givat em@atvopeva oG
™G vENG TAYKOGLOG AOYIKNG TNG EKAIMENG.

Ta xopaKTNPIOTIKA QVTNS TG GLGTNUOTIKNG UETAUOPP®ONS YiveTal avTIANTTo
0Tt avadvovion kot oty AOfva onuepa. H advvapio ovtipetdmiong tovg iocwg
opeidetal 6to YeYovOg 0Tl e€akolovBoivv ot dvBpwmot va ta avTidapupdvoviot Kot vo To
avaADOLV €VTOG MG AOYIKNG mov €xel Non ekAieiyel. Eivow amoapaitmro, Aowmdv, va

enoveEetachodv Ta dbéoia epyoireio (BepnTiKd Kot TPOKTIKA) Yo TV KOTOVON O
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TOV GLYYPOVOV AOTIKOV Patvopévev. Kat etvat pdAiov omdivta ovoykoio, £6TM Kot LE
kivouvo amotvyioc, va yivouv melpapatiopol kot va emvonBodv véa epyaieio yuoo ™
dltvmmon TPoTdoemv emilvong Tov mpoPfAnudtov pe TG omoieg M owovopio Ha

enovoouvoedet pe v mpaypatikn Lon tov avipdrov.

5.3.2. Kalditeyvikd mpotlext wg mbavés mpotdoeis Aboewv atny moin

‘Eva amd to o onpovtikd Prpota etvat va yivelt cuveldntd 6tt o puotkdg ydpog Kot o
YOPOS NS TOANG AViKOLVV 6TOVG TOAITEG. Oumg 0 OMUOGLOC YDPOG EXEL KOTAKVPLEVTEL
amd OPNUCELS KOl EUMOPIKO oTolyel mov Tov apovpodvovy. Tldg pmopovue va
OVOKTNGOVUE TOV ONpocto ympo; To karlteyvikd npdtlext The Advertiser, twv Julian
Olover, Diego Diaz kot Clara Boj, amotelel £va mold KoAd Topddetya yio To Tt Umopel
VO TPOCGEPEPEL EVOVTL TNG OOPNLUOTG MO SVVOUIKT KOAATEYVIKY 10600 LE TN YpNoM
otevpopévng texvoroyiag. To The Advertiser eivon pio TAATEOPUA AOYICUIKOD TTOV
avtikadiotd Tig owpnuioslg billboard pe téyvn oe mpaypatikd ypoévo. Agitovpyel
OOACKOVTAG VTOAOYIOTES VO avaryvmpilovy TIG OTOUIKES SLAPNUICELS, MOTE VL UTOPOVV
Vo avTIKOTOGTOO0VV 0VTEG EVKOAN LE SLOPOPETIKOD TTEPLEYOUEVOD KEIPEVO, OTTMC Pivteo
N ontikd VMKO GAlov TOmov. To mpodtlext avtd odev eivor TOCO TAPAdELYLQL
«emoénpévng mpaypatikotntagy (augmented reality) 6co mopdostypa «PeAtiopévng
mpaypotikotnTogy (improved reality).

‘Eva dAlo Prpa etvar va yivel avtiinmtod 61t 0 dNUOGIOG YMPOS OMOTEAEL KON
KAnpovod, yio v omoio. vLrapyel kol Oowumviletor €vo yp€og OTNPMNONG KOt
petadoonc. And to 2000, n kowvotnta Tov hikers £yel Eexvnoet éva oy vidol Oncavpov
og 0Lo tov mhovntn. To Gloating e€omAdvetar kot avonTOGGETAL GE 100G KOl TPOKTIKTY|
toupopoV. To Ecocaching amotelel éva ocvvdetikd kpiko TovL geocache pe Tig
nepBoariroviikéc arrayéc. To geocache evBappivel T coppetoyr] OAwv yio ) d1dowon
TOV PLGIKOV HaG KOOUOL. To mayvidl amotedel Evay ATOTEAECUATIKO TPOTO EQPAPLOYNG
TV avtiMyenv tov Huizinga ywo 10 moyvidol ¢ oTpatnyiky] GLVEWONTOTOINGNS TOV
TOMTOV.

Eivar copéc 61t 1 mmAemikowvwvioky teyvoAoyio kot to locative media

AVASIOTUTTMVOVY GE VEQ TTPOOTTIKY TN O1AGTOGT TOL YMPOV KOl TOV TPOTO [LE TOV OTOI0
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aviKeL Kovelg kol dpa o kowovikd miaicto. IIpokdmtovv Aowmdv po oepd amd

{nTpoTo TOL TPETEL VAL AVTILETOTIGTOVV.

5.3.3. Zouuetoyikotyra

Kabe épyo téyvng elvar moMtikd pe 0povg ékppaocns. To €pyo téyvmg «exepalevy
KoaAMTEYVES, BEUTEG KOl GUUUETEYOVTEG GE Uia évvola Tov ovikew. Me tnv public art,
Kot pe T dtdpopa kadhteyvikd mpdtlext pe locative media, 1 01 évvola ToL aviKeEY
tiBeton vtd depdon. O Benjamin (1936) eiye vmoompi&el mmwg O6tav kpivovpe v
TAYKOCUI0. TOATIKY, Ogv mpémel va eEetdlovpe 10 Bépa amd v TAELPA TOV
KOAMTEYVAOV, OAAG amd TN 0éom mov £xel 11 OOVAEWL TOVG GTN SWIUOPPMOOT) GYECEDV
otov xpovo. O Benjamin Oewpel 0TL éva €pyo TéQVNG TTPEmEL va glval £TG1 dOUNUEVO
MoTE VO EMTPEMEL 0TOVG Oeatéc va egumiékovtor otn dwdikocio mapaymyns. Ot
KATOVOA®MTEG TPEMEL KOTA TO SUVOTOV VO LETATPATOVV GE TOPAYMYOLS, ONAMON Ot
avVayVOOTEG 1 Ol BeaTéG o€ GLVVEPYATEG.

Qo1000, «umopel Koveic va vTooTNPiEEL OTL 1| GLUPETOYY| OV Elvorl amd TN GVOM
ToVg KABOAOL TTO TOAMTIKN 1 AVTIMAPAOETIKY] Katnyopio om’ O,TL OTOldNTOTE AAAN»
(Bishop 2006). H eAntida 6T0 VEO TAYKOGUOTOMUEVO Kol TEYVOLOYIKO TEPIPAALov lval
va dnuovpynBel éva evepyd vmokeipevo mov Ba evdvvapmbel and v eumepio g
QULOIKNG Kol oVUPOMKNG cLpUpeTOYNG. Etotl, ta véa yeipapetnpévo vmokeipeva g
ovppetoyng vrotiBeton 6t Ba yivouv wavd va opilovv n 01K TOLG KOWMVIKY Kot
ToMTIKN TTpoypotikotnTa. H oaeOntikn g ovppetoyng vopponoteitor and tm oyéon
aVAUESO OTNV EUMEPIO TOV £PYOV KOl TOV OTOUIKO mopdyovto kéBe UTAEKOUEVOL
CUTOKEEVOL) G KOWOVIKOU cuvvtedeotr). H evBdppuvon, m evepyomoinon kot 1
KOWOTNTO 0moTELOVV Ta o Pacikd Kivnpa evOdppuvong TG CLUUETOYXNG OTNV TEXVN
and ™ oekoaetio Tov 1960 kot petd.

Etvor a&oonpeioto 6t OAor ovtd T otorgel  &ivor  mapoOVIOL  GTOVG
Kotaotaciokodc. H kpitikn Tov KomtoAMoTikod 0eUOTOC avTIdyeTot Kot apyny Tig
10€€C NG GLUUETOYNG o€ dtapopa oTddte. To BEapa m¢ KovmVIK GYXEoN aVAUESH GE
avOpOTOVG LECOTOMUEVOVS OO EIKOVEG AEITOVPYEL G OTOLKEID EPNVELTIKO OALA KOl

S ®PIOTIKO, EVAOVOVTAS TOvg UOVOo péca amd Tov Yopwopd tovs. H évvowr g
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KATAOTOONG 0eV vravicoetal omapaitnta cuvoumapén. Mmopel vo avtaotel kaveig
KOTOOTACELS 7OV KOTOOKELALOVTOL O OTOMKO mAoiclo Yo io kotavdimorn n
KOTOOTAGES oL €€onpovv Tovg AAlovs. H évvola g koTdoTtaong avacLoTHVEL TIC
evoTTEG TOL YPOVOL, TOL YMOPOL KOl TNG Opdons. Tdpa, N KOAMTEYVIKY TPOUKTIKN
neplhappdver o véa oyéomn pe Tov KOoUOo. Mo KOTOGKELOOUEVT] KATAOTOOT OEV
nebaiver (Bourriaud 1998), aAld avtomokpiveton o€ €vav KOGHO TOL dnUovpynHonKe
o1 Baon g avtaArlayns. 'Eva £pyo téxvng mov Stopopmvel £vov TET010 KOGHO Hmopet

TaVTOYPOVa Vo ovoPldcel og Kivipo tovg Kataotaciokobg otov ydpo g TEXVNG.

5.3.4. «Xvvonuiovpyoi korvaviawvy,

Ot tAemkovmvieg Kot 10, HECH KOWMVIKNG OKTOMONG EVOLVOUMVOLY VEQ LOVTEAL
KOW@VIKNG cvuvonuovpyias. Katd tn didpkela tov tpotov unvev tov 2011 ot Méon
Avatody xou otn Bopela Appikn, minbvcpoil Eeonkdvoviar eVAVIIL OTIG TOTIKEG
dwtatopieg. TToAlol avalvtég €govv emonudver 60tL 10 Facebook émaige omuavtikod
pOLO oTNV KOW®VIKY avtictaot, otnv Tuovnocio, omv Atyvrto kot aAlov. Amoittikol
opyavicpoi 6mwg to Democarcia real ya yevwiOnkov amd avEépyovg ®¢ GUVERELN TNG
oteBvoug Pabibg kpiong Tov KamtaAopov, pe {NTodUEVO TOVS VO, YPTCLOTO|GOVY TNV
TEXVOAOYIO Y10 VO SIEKSTIKNCOVV TO, SIKOIMUATA TOVG. XNV lomavia, 1 GuALoyIKn opdda
Platoniq mpowBei T ypnomn tov Twitter wg epyareiov yuo va fondncet Tovg avBpdmovg
Vo Yyneicouvv Yo onpovtikd B€pato onpokpatiog.

O TAnyéc mov €yovv vtootel amd Tov ekPropnyoavicpd n Broceatpa Kot To KA
emmpedlovv v vopén doekatoppvpiov avlpormy. To tepiPdilov anoterel Pacikn
npoKAnon yw v avlpordmmra. Ot texvoAloyieg, OTMG Ol GEVGOPES, EMTPETOVY TNV
avtoAlayn TANPoeopldV amd €vo diktvo avBpdmwov. Ot ThAemkowmvieg Tapéyovv
VEOLG, E0KOAN KOTAVONTOVG TPOTOLG evatcntonoinong yia to mepiairov. KaAAitéyveg
Kol GLAAOYIKOTNTES dtaoyilovy Ta Opla TNG TEXVNG YO VO KAVOUV TIO OVOUYTEG TIC
TPOKTIKEG TOVG GE GUTEG TOV TOATIGHIKOD OKTIPIGHOV, UE EUOOCT] OTIS GOAIPES TNG
TOMTIKNG Kot Tov mepifdiiovtog. H dovield tovg amotedel por mpoOGKAnom yio
cuvdnuovpyio otn omuocia oeaipa. I[Ipookarodv avBpomovg va yivouv pEPOg TV

TPOKANGEMV TOV OVTILETOTILEL 1] AVOPOTOTNTA OTIC LEPES O,
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Oa &iye evowapépov va yivel gl amdmelpa cOYKPong 600 KOAATEXVIKOV
npotlext pe locative media mwov epugoavilovv ToAAEG opotdTNTES. ATO TN piol £OVpE TV
€YKatdoTaom VeV nécmv ue titho In the Air, tov Nerea Calvillo, o oroiog dnovpynoce
pioe eEPETIKA EKAETTUGUEVT] OLOOPACTIKTY EYKOTAGTACT LE GKOTO VO, OVOTOPUCTIGEL
TNV aTHOGPAIPIKT pOTaven otn Madpitn. Mmopel kaveig oe avty va 0l pUmhe Kot
KOKKIVEC KNAOEG TAVMD OTOV YAPTN, TOL KOOEMWAE TOVG OVTIUTPOCMTEVEL TO EMIMESO
UOAVVOTNG TOV AEPOL GE TPAYUATIKO YPOVO.

To Heckacopter company mpoypappotictmke amd mv epapuoyn Glow tov I-
phone pe mapopoo tpomo. O GKoOTOS TS EPAPHOYNS aVTNS Tov I-phone eivon va dmaoet
™ dvuvatoTNTa Vo eviuep®BovV ot AvOpmmot Yo TV KOTAoTOoT KOl VO SOTIGTOCOVV
av givorl ikavoromuévn pe ovti M Oxt. Toco 1o Glow 660 ko to In the Air pmopovv va,
GLVOLOGTOVV GTO 1010 TEPPAALOV, ATOKAADTTOVTIOS TO CLUVOICONUOTO KOl TIG OKEVELS
HOG KOl TNV KOATAGTACT GTOV QUOIKO YMPo, o€ o {OTiK 6YE0MN OVAUESH GTO
E0MTEPIKO KO TO EEMTEPIKO, TOV EAVTO LA KOl TOV KOGLLO.

Eivar cagéc o6tt or teyxvoAoyieg emowvomviag kot to locative media
aVOdLOTUIMVOLY TV €VVOL0. TOL YMPOL Kol TOPAAANAL TPOYUATEDOVTIOL THV OAAOYT|
omv évvola tov ovikew. Omwg ebkoAa moapatnpel KOvelg, OvVOKOTTOLV TOKIAL
gpoTrata mov ypnlovv amdvinong. Ilag, Adyov yaptv, va dakpBovv ta KOV®VIKA
diktva ko ot cvvaeelg TEYVOAOYIKol TOpPOL Amd TOV QUOIKO YDPO, KOL TMOG VO
avartuyfel m  peTo-mAnpogopio. amd TOV TPAYUATIKO KOGHo; Ot Kowwvieg pHog
avalnTovv VEoLg TPOTOLG KatavOnong TG £vvolag Tov ayafov kot Tov «déovtogy 'Eva
dAro Pacukd epdTua gival Tt Ba cLUPEL av Ol ETAPEIEG TNAETIKOWV®OVIOV GTALOTICOVV
va petadidovy mAnpopopiec ota dikTud ToVG. AvTo cupPaivel Oviwg ofjuepa oty Kiva,
oto Ipdx, ot Apon ko oe GAlec yopeg avd tov Koopo. Elval emtaktikn avéykn vo
emwvonfov KatdAinAiot tpomot yo va dobel TG0 6T TOMKAE OGO KOl GTO TOYKOGLLLOL
dlktua 1 duvaTdTNTO PONG TOV TANPOPOPIOV Kol dlacHvoeons HeTaEy Tovg. To
onavikd Guifi Net amotelel éva t€t010 TOPAdELYLOL ONIOVPYIOG TOTIKOD AVTOVOUOV

OKTOOV.

5.4. Zourépoouo
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O Jackson Pollock (1950) éieye O6t1 «0 poviépvog Loypaeog dev umopel vor EKPPAGEL
TNV ENOYN TOL, TO OEPOTAAVO, TNV OTOKN BouPa, T0 padldEMVo, e TIG TOAES LOPPES
£KQPpaomng Kot pe to moMd KaAMteyvikd péoay. Kébe emoyn éxet tig dikég g ey VIKEC,
TIG OKEG TNG HOPPES, Ta OKd TG péca. Méoa amd tnv teyvoroyia, avalntovvrol
ONUEPO. EVOALOKTIKOL TPOTTOL Y10l VO EMAVaGVVOEDOHV Ol AvOp®TOL e TV KOVATOVPO,
aAAG Kot pe Bépata Tov TEPIPAALOVTOG YMPOL Kl TOV VEOV TOT®V TOAMTIGUIKTNG (mNS.
Ta media, kaBnd¢ kot Tpdtlext pe locative media, péoa amd TOV KAVOTOUO YOPUKTHPO
TOVG, evBapplHvVovY avOp®OTOLG e SAPOPETIKO VITOPAOPO Kol LOPPMOTIKO 1) OIKOVOLULKO
TapeABOV, OT®MG Kol SWEOPETIKOV MAKIDOV, VO EKQOPACTOVV Yio pio  oepd
TEPPUALOVTIKOV KOl TOMTIKAOV Bepdtv, Kupimg OPMS Vo EKQOPUGTOVV Y10 TOV KOGLO
KOl Y100 TO TTOG aLTOG Umopel vor aArGEel péoa amd Evay apBpd KomviKav, TOMTIKOV
Kol TEPPUALOVTIKOV AToQAcE®V Kot 6Tacewv. Ta mpotlekt avtd sunepiéyovy Eviova,
ototyelo mayvidlov, Kot pe avtd Tov Tpdmo £vOBappUVOLY Evav aplud GUUUETEXOVI®OV
Vo EUTA0KODV GUECO GE Lo O00KAGIo GLVOTOd0YNG Kot Onpovpyiag, ekepaloviog
ATOYELG KO YVOLLEC.

2V teyvoloyia Kot TG EPapUOYES TNG ExEl aoKNOEl 1 KPITIKY OTL OMOEEVAOVOLV
TOoVG avBp®TOLS. QQ6TdG0, 1 TEYVOLOYin £YEL TN duvatodTNTA £Miong Vo evBappOVEL TOVG
avBpomovg va emavacvvocfovv pe 1o mepPdAiov, pe €vav Tpomo aicOnong ko
ékppaong. Oa mpémer va toviotel €d® OTL M TEYVOAOYiOL KOl Ol EQPOPUOYEG TNG
EMKOWVOVIOKNG TEYVOALOYIOG WTOPOUV Vo, KOAMEPYNoOLV £€vov T  e£MOTPERPN
YOPOKTPA GTOVS OVOPAOTOVS OvaPOPIKd e Ta TEPPAALOVTA TOVG, KaBMG dvOpmmot Kot
dikTva pmopoHv va suvdeBovV e GALD STKTVLO GTO TOYKOGUOTOMEVO TAAIG1O.

‘Exer emiong peydAn onuocio to yeyovdg Ot péoa and tétola mpotiekt oTov
ONUOG10 YMPO EYEL YIVEL U10 ATOTELPA VO YIVEL KATOVONTOC GE EPEVVNTIKO EMIMEDO EVaG
EWKOVIKOG, duvnTikdg Kot Oyl amopoitnto  yeoypoaewd opicwog yopog. "Exet
dumhoctaotel 0 apBUOg TOV avVOPOTOV TOL EKPPALOVY 1OEEG KOl ATOWYELS, Kol LOAOTO
€xel OmlaclooTel amd TN oTryun Tov T BEUATH £X0VV OTOKTNGEL TAYKOGLO YOPOKTIPO
Ko £Y0vV TAYEL TPO TOAAOD va glval kat vo Bewpovvion amAmg tomikd. Ta idia Oéuata
a@opoV avOpdTOVS aveEapTHTOS £BVOTNTAG, KOWVOTNTOS 1 YEWYPOPIKOL TAATOVG Kot
UNKOLGS, KaBMS Ta TPOPANUATO £XOVV OTOKTNGEL TOYKOGUIOTOUEVO YOPUKTHPA.

M amd T1¢ facikég cuvONKeG TOV aviKEWY ivat 1 SLVATOTNTO AVOYVAOPLCTG TOV
TOTOL KOl TOV TPOTOL TOL {NV amd 10 dropo. O1 TNAETIKOWMOVIOKES TEYVOLOYIEG KAl O

YE@YPAPIKOS EVIOTICUOC, | N YE@YPAPIKY EVIOTMIOTNTO, TNG TANPOPOPINS AmOTELOVV

111



Baowkd ototyeia otV doknon avtg g duvatodtntoc. Onwg elye mpoavayyeiiel o Paul
Virilio (1911): «®a yivovue pAPTUPES €VOG TPOYUATIKOD KOTOKALGUOD TMV
niektpopoyvnTiK®V mediov. Ta acvppota dikTva Kot To Kivntd ThAEQmVO, dlovoiyouv
P véo €moyn OvVTITOPAOEoNC, TNV EMOYN TOV UEYOA®MV OPYOVICUOV KOl KOUUATOV.
Elvar emelyov va Oeomicovpe pnyoviopovg avtiotaong mov Oopmg Boa €yovv v
KAVOTNTO O TUTTAOVOLY EVOALOKTIKT TANPOPOpNON OimAa otV emionun, av Bélovue va
€YOVUE TNV evKOIPie VO EKUETAAAEVTOVUE TOV YEOYPOUPIKO EVTOTIGUO, TN YEWYPOUPIKN
evTomOTNTA. AVTN 1 GLVONKN amotekel Kol TpoHTAOeo Yo va evovvauwbei | aicOnon
TOV «OVAKELVY, TNG 10aYEVELOG, DGTE VO, LTOPECOVLE VAL YIVOVLE GUUUETOYOL TOV LUKPDV

Kol HEYGA®V aAlay®v Tov cuppaivouv oty avlpomdTnToy.
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2NUELWOOELS

To SecondLife gival évag dtadiktvakdg €1KOVIKOG KOGUOG OTOL Ol YPNOTES GAANAETIOPOHV
peta&l Tovg Kot [E TOV EIKOVIKO Ydpo. Ot ypNoTeg ival yvwoTol kot o¢ kdtoukotl (residents), kot

gpeavifovror pe 1o €idwAd tovg (avatar), mov T0 KATACKELALOVY GOUEMVO, [LE TIC EMOVIES TOVG
(http://secondlife.com/).
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Kepdioo 6

2oyypova mopoudbio g oINS o€ WHPLOTOINUEVH TUYVOTHTO

H apnynon og mpog v mapaymyn oAl kot ™ petddoon g mAnpopopiog aAidlet
OTIG UEPEG MOG HESH amd TG duvatdTNnTeG oL Olvel 1 ynouokdtta. H 01 1 moAn
amoTeELEl TOV YMPO KOl TO GKNVIKO TNG GPNYNOMG, 0AAGL KOl TO 1010 TO TEPLEYOUEVO,
TAnpoeopldv, onuovpyiag H 61ddpacn avt) Aapfdvel ydpo pe T HOPON NG

pecomomuévng téxvng (media art) kot TV oy vididv (gaming).

6.1. Eicoywyn

H apniynon amoktd véoa Oldotocon péEco omd TNV ynelokotnto. AVTIKEIUEVO TNG
TPOGOYNG KoL TNG £PEVVAS LG €ival 0 ACTIKOG Y®Pos. Méca 6e awTOV, MG TOTLO KO MG
KOTOOTAGELS, Opovv Kot oAAnAemdpodv ot dvBpomot. Ildg dpmg n emkowvmvia, M
aAAnAeniopaon kot To diktva petacynpatitoviol pe ynelokovg 6povg; H apnynon —
Boocikd yapakTPIoTIKO GTNV TEYVN Kot 1daitepa 6ta TPOTLEKT TOL TOPOLGLALoVTOL
00— aAAGCel amd TV TAELPA TOGO TOL APNYNTH OGO Kol TV GAA®V HEPDOV TOL
EUTAEKOVTAL.

Ytov Tiuozo tov IMAdtova to 360 n.X., o Tipaiog kot 0 ZOKPATNG GLVOLIAOHV
yw T onmpovpyia tov kdécpov. O Tipowog, cvyyéovrag Beoloyikés, pabnuatikég Kot
QLOIKEG €vvoleg otV mpoomadeld tov vo aviiAnedel tov KoOcuo, TOV Olopel o€
petafAnto ko apetdfAnto. Me avtdv tov empeptopd yivetan EKTOTE YEVIKO OVTIANTTOG
0 KOGLOG, ONAGON HEGH AO TNV KATNYOPLOTOiNcn outol Tov HETAPAALETOL KOl QUTOV
oL POIVETAL VO TOPOUEVEL AUETAPANTO G TOALOTAOVG YPOVOLS Kol TAaicia, Kabmg ot
avBpwmotl amoktobv gumelpion ToV TEPIPAALOVTO YDPOL TOVE HEGH Amd T avTifeTa TG
aVATTUENG KO TNG TOPUKUNG, TNG Kivnong kat TG otdone. Ot avtippomes duvapels g
@OOoMNG, TO «Elva Kol To «un glvaw, opilovtar pésa and ™ (cuv-)umoapén Tovg Kot Tnv

EVIVTTGT TOVG GTY| YPOULT TOV 1GTOPKOD YPOVOUL.
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>11g Bswpieg Tov T[TAdTova Kot Tov APIoTOTEAN TTEPl TOV SOUMV TG VANG, 1M
epunvein g un VANG avoAdetal pEGO omd TNV £VVOl0L TOL VAOUOPOIGHOD Kot
ocuvvakolovBo TG EUHOVAGC NG ovciag péco oty VAn. H  vAkdémro, 0
AMOTEAECUATIKOTNTA, 1 TOMTIKOTNTO Kot 1 TEAeiwon elvor ta Téocepa aploTOTEMKE
aitio éveka TV omoiwv o SLIGHOG pLeTaTomilETOL TPOG TNV TAELPE TOV VOGS N TOV AALOL
TopAyovTa. L& Ho GAAN TEPIMTOON, 1 U1 LAMKOTNTA Umopel va yivel avTiAnTty ©¢ avtd
oL VIAPYEL €V TN amovcio ¢ vAkotntag. H omovsio tg vAng eivoar avtd mov
KATOOKEVALEL TOV OPYLTEKTOVIKO OPIGUO TOV YMDPOV.

Tirmota dev mopapével ototikd, 0o Ppiokovtal o dwpkn e&EMén. [apd to
yeyovog 6t 1 vAkOTTO TPOoOLaBETEL Yo KTl 6TafEPS KOl apeTAPANTO, OEV QLPOPA LOVO
Lo CLYKEKPIUEVN YpoviKn Tepiodo. Katd v npoakieiteia avtiinym, 6Ao 610 cOumay
aKoAovBoLV To 1510 povtéro, amd To TimoTo 6TO «eivo Kol amd To «Elvayy 6TO TimoTa —
po atedelom mwAAN avTippom®V apydV 7OV ONUIOVPYOLV [ OPHOVIKH por. H
VMKOTNTA Kol 1 U1 DMKOTNTO ®GTOGO amoTEAOVV 000 avtifeta mov oAANAETIOpOVY GE
Kkémowo eminmedo. H evoopdtoon g tevoroylog Kol TNG OPYLTEKTOVIKNG OMOTEAOVV
TPOTOVG LeTafaong amd to pn eivan oto eivar. Méow g texvoroyiag, 0 YdPog AmoKTd
aKOUO LEYOADTEPT TTOKIALD VOUAT®V Ta omoia meplopilovy TV avtiAnyn TV LAIK®OV
KOl U DMK®V ototyelov mov Kafiotodv TN por| TPOPAVI] — OVAUESH TOVG, Kol 1
EMOVENGT TOL LAKOD KOl YNOLOKOV YMPOUL.

H avBpomivn dadpacn Aettovpyel o¢ KataAdTng HETAPAONG OVAUESO OTNV
vAkdTTa Kot T pn vAwotnto.. Kot 0w m oaenynon €xet v wavotrta vao
OLVOVOTLLOTOOOTEL TOV YDPO, OTMG OVTOG YIVETOL YEVIKA OVTIANTTOS Kot opobetel Tig
EMUEPOVS GPAIPES (EUTEPLDOV, AVAUVIGEDV, ACONUATOV Kot CLVUIGONUATOV...) EVTOG
avtov. H ynolakn aprynon dev onpiovpyet pdévo vEoLg ydPOLS, OAAG LETAUOPPAOVEL

KoL TOVG )01 VILAPYOVTEG,.

6.2. Apnynon ko ywpog

H aprynon avayetar otig anapyés e avlpomvng emkovoviag. Yrnpée avékoadev

évag TOmOG dlok€daoNg Kol ekmoidevong, oAAG kor pio péBodoc, o dmoym

OLOUOPP®ONG  TOMTIGHOV. Xg U100 10TOpic, TO OQNYNUOTIKE 7 N otoryeia

amokaAdmTovTon pe AéEelc, ewoveg, Myovc. Ot 1otopleg pmopodv va emwbodv pe
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OlPOPOVG TPOTOVG, OO TOALUMAEG OKOMIEG, YPNOCULOTOUDVTAG UETOPOPES Kot
avadlTAoooVTOS TN YPOVIKY] GLUVEXEWD TV YEYOVOT®V, 1 HE GAAeg pebddovg,
Topayovtag £T61 €vol €VPVUTOTO EACUO AENYNUOTIKOV doudv kol Tomwv. Evod ot
cupupatikég aenynoelg eivatl Kotd KOplo AOYo TPOPOPIKES KOl YPATTES, 1 €EEMEN TV
peBddwV Exppaong pnésa omd ta véa PHEGH £Ival OpYOVIKO GTOLYEID VEMV APNYTLLOTIK®OV
TPOTIKOTHT®V, OMMG Ol GUYXPOVEC OMTIKEG OPNYNOELS TNG (OTOYPAPING KOl TOL
KWWNUOTOYpapov, divovtag véa d14oTacn otov ¥podvo Kol TOV YDPO GE EVa TOYKOGLILO
neplPaArov.

Yoppova pe tov IMAdtova, dvo eivar ot Pacwkoi tHmor aenynong otnv
avBpomvn £Kepaoct Kol emkovavia. ATo T (o TAEVPA £YOVUE TN OUynot, OOV TO
TPOCMOTO QPN YEITOL TEPIGTOUTIKA KOl OELYVEL TNV TANPOQOPia, EVAD amd TV GAAN Exovue
™ ppnon, 6mov 0 aPMNYNTNG EVOOUATMOVEL TO ATOUO GTNV 1GTOPIN, AVATOPIGTOVTOS TO
yeyovota otov axkpootr]. O ApiototéAng omv llomuxy tov opilel T pipmon ue
€upPLTEPT EVVOLM, MG LETAPOPE TOV OKPONTH GTNV 1GTOPIa, LE TOV apnynTn va glval o€
0éom vo TapovclacEL Ta YEYOVOTO €1TE Amd TNV TAELPA TOV NP®A EITE ATO TNV TAELPA
oV Kowvov. H dibkpion avdpecsa otoug dV0 pOAOVS EMPEPEL LK OALOYT] TPOOTTIKTG.
To véo péoo HETOPEPOVY TNV APNYNOT G€ £Va TO ELTANCTO KOl OVOLXTOD TOTOV
HOPPOTLTO TTOV TAPEYEL TPOYMPNUEVEG LEBOOOVG, EMKOIVAOVIOKEG OGO KOl EPELVNTIKES.

H obyypovn apnynom pe ta véa péco emrpémel vo avtiAneOel koveic mmg
oe&dryovtor onpepo LLOOTAAGTIKEG PN YNOES LECOH OO TOV NYO N TO OTTIKO VAKO. O
Y®OPOog 0moL AapPdvel xdpa N wotopio pumopel va mailel onpavtikd pOAO GTNV AP yNon
N Kot Oyl, 1| GUVEKTIUNGY] TOV WOTOGO OMOTEAEL EMLTAYN YL TOV OLONYNTN, KOl LEYOAN
mpocoyn omodideton ot doun tov. O ywpog eivar 10 vedPabpo mhvew oto omoio
KvoOvVTol Kot OAANAETOpOOV OAEC Ol AKpPeg KOl AQUPAvouy y®dpo To MO TOAAA
yeyovota. Avtd ta mpdcsbeta otoryeion opilovv v atudGEAPO Kot OMUovpyodV 1o
KatdAAnAo mepPdAiov yio tnv mAok. O dVicUOG TOL YDPOL Eival O KATAAVTNG Yol THV
mpaypatikn eumepion g pobomiactikng agpnynonc. H yprion tov mpovmdpyovia
Y®OPOL, GLVNOWC OKEID GTOV APNYNTN AALAL KOl GTOVS GUUUETEXOVTES, Oyl LOVO avEAvel
NV €vtaoT G 1oppomiog, oAAd Kot KoTaAryel vo aAlalel Tov id1o To ydpo péoa and
TIG LETAPAAAOUEVEG AVTIAMYELS TOV CUUUETEXOVIOV.

210 GpBpo TOL «XYeOAGUOG TOV TTALYVIOOD O APNYNUOTIKNG OPYLTEKTOVIKTIO»
(«Game Design as Narrative Architecture»), o Henry Jenkins (2002) mpoteiver 1

LETAPOPA TNG 16TOPIOG VO ETIKEVIPMOVETOL GTO TAAICLO LLE GKOTO VO ONULOVPYNGEL LidL
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poyeutikn agnynon. O,tt pével Katayeypapévo otn Hviun lval o x®pog aenynong
7ov omoteAel To «environmental storytellingy. Aldec apnynoelg BEPata arkorovBodv )
Qocopio. TOV TAPK®V Yuxaywyiog, HE OKOTO Vo ONUOLPYNCOLV TNV OVAAOYN
ATHLOGEAPO TOL TPOKVTTIEL MO TNV OeNYNon Kot Oyt omd TNV  TPOYLOTIKY
aVOmOpAcTaoN NG lotopiog. Avtd paMoto pmopel vo eQoppootel o€ d16.popovg
GYEJUOTIKOVG YDPOLG OOV EMITPENETAL EVaG PEYAAVTEPOS Pabuog elevBepiag. Xtdyog
etval voo dmpuovpynBel kaOe popd éva «kevoy to omoio Oo mapaydyel po véo otopia
mpokewévoy va anokatactodel n wwoppomia. Kdmoleg «iotopiegy mov cuvoéovtan e
£VVOLEG TOV YMPOL EMTPETOVV £VOL OPIGUEVO €100G eAeVBEPIOG GTOVG GUUUETEYOVTES, LE
oKkomd avTol vo Opacovy kat vo avapeyBodv otnv mAokn. H doun avtodv tov 16toplav
EMTPEMEL TNV EEEPEVVIOT KL T O18AOpaoT aveEopTNTOS ATOTEAEGLATOG.

¥1ig «embedded narrativesy, OAN 1 Yv@oN TOL PmOpEl va ypelacTel YU 0T
Aomn dnuovpysitan péoa 6e owTd TO TAMIGL0. Xe oLTOV TOL €I00VG TNV APTYNON,
vépyovv 600 emelcdOIN: GTO £va, TO TAOIGL0 TNG aPnynong tomobetel ™ dpdom eni
OKNVNG, EVO 6T0 GALO gival avtd mov v avantvecel. H apriynon-miaicio givor éva
€ldog mAnpogoprokng PA0ONKNG, N omoia mapéyel Oha doa PerdlovToL Yo TNV OLOAN
pon g etopiog. AvTod TOL TUTOL 1 APTYNOT (PN CLLOTOEITOL KLPIMG GE OIGTLVOULIKOD
TEPLEYOUEVOV 1GTOPIES KAl 10TOPIES LUOTNPIOV, OOV O CUUUETEXWOV EMAEYEL LA YEVIKN
dmoyn tov mAoiciov, pe TV omoio eEOIKEUDVETOL, KO LETE KIVITOTOLEITOL e OKOTTO v
eetdoel ko va Ppet drapopa otoryeio. H «information library» ypnowonoleiton otnyv
TEPIMTOON TOV AVAOLOUEVAOV OPNYNCE®V, OOV 1 16TOPI0 AVOTTUCOETAL GE £vav Oyl
TPOJYEYPAUUEVO YDPO TOPEYOVTOS OA Oca ypeldlovtal yio TV a@iynon — Kot
UEPIKEG POPES O «moUKTNG» TNG apnynons kepdilel 0,11 Aginer péoa amd ™ Qoavracio
tov. 'Eva t€1010 VAIKO emitpémetl Oyt HOvVO GTOV apnyNTH 0AAL KOl GTOVG GUUUETEYOVTEG

va Tapovv evepyd HEPOS STV avATTTLEN TNG 1oTOPToC.

6.3. Pnoioxés oapnynoeis te moAng

2710 yevikd KA TNG TOyKOGHIOToinong, 1 apnynon £xet yivel mo debvomompuévn. Ta

mopopdoia, £1ol Onmg opilovrav maAld, g Eva PEGOo £E0PKICHOD TOV OVEENYNTOL KOl TO

LETOPLGIKOD, OV avTamokpivovtol TAEOV 6T cOyypovn onTiky. To «ua eopd Kt Evav

Kapo» yivetor og ynelokd miaiclo «o-cOyypovoy Kol maykosponomuévo. Mésa and
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L0 GUVTOUN 1OTOPIKY avOoKOTNoN, Ba emyelpcovpe va ovadeiEovE TIC EMOYELS omd
T1G omoieg M Tevoroyia Kot 1 EEMEN TNG AP YNoNG OUTAEKOVTOL GTO GNUEPTL.

Toco Spmg M TAPAdOCIOKNG LOPENG o yNon 0G0 Kot 1 peteEeAtyuévn Lopoen
NG LE TN YPNOT TOV VEMV HEGMV PEPOLY OO KOOV TO GTOLYELD TNG GNUELWTIKTG KO
G onuewroyiag, to omoia eivor TOAD onuovtikd amd TV TAELpd Tov Beatn Kot
aenvouv to medio avoytod yioo PHEYIAN cv{NTNom, TPOCKAAMVTOS OBPOPES EMICTIES
Kol Topeig va oopfdrovv oe avty. Onwg cvpPaivel ko oty Kokxkivookovgitoa, 10O
Tapopvol oev amotelel pOvo pio omAn oTopia. Yoo TOV avayvaoTy, AL TopdAAnio
yiveton medilo épevvag Yo TIG EMGTAUES TNG KOWMVIOAOYIOG, TG Wuyoloyiag kol Tng
yoyavdivong. To 1o cvpPaivel ko 6e kamola wpdtlekt mov eppovifovtal o¢ amid

«Ioyvioley, OALG TaPEYOVV VAIKO Y10 TEPALTEP® OVOAVOT).

6.4. Epapuoyéc e Oswpiog I — Hyog: To npotlext The Discrete Dialogue Network

To 2011, n xoAtéyvig véwv pécov kol vildivep Birgit Bachler onpiovpynoce éva
ONUOG10 KOWOVIKO diKTvo T0 omoio otnpiletal oo MyMTKd unvopato. AKolovddvtog
™ o@uhocopio. Tov micro-blogging, 1o mpdtlext The Discrete Dialogue Network
TPOGPEPEL TV gVKOPIO VO KATOypoupoHV Kol va, SLoveUNBovv avadvua UNVOLLOTO GTOVG
Opopove g mOANg tov Potepvrap. Xe kdbe tomobesio vapyel £vo aLTOKOAANTO e
évav KOO pe tov omoio pmopel va €xel Kaveic mpocPfacn pécw OSadKTOOL GTNV
nyoypdonon 1 akpdéacrn punvopdtov. Me avti tn 01dopacn 6Tov dNUOGIO YDPO, TO
aoTikd mepPdAlOV  yivetal €vag y®Poc TopAfEcnC TPOCOTIKAOV 1OGTOPLDV TOV
akovyovtal and Tovg avlpmdmovg mov (ovv ekel aAAE Kot amd TOVE TEPIOTAGLOKOVS
nepaoTikong. H duvatomnta va evidoceton kavelg 6To SIKTVO KOt 1) YEVIKT] GUVONKN TG
AVOVOLLOG EVOOPPUVEL TOVG OVOPMTOVS VO GUUUETAGYOVV GTO TTPOTLEKT, AVAPTOVTOG
TIG 16TOPiEC TOVG GE AVTO TO TOMKO KOWMVIKO SKTVO HEG®MV 01 EVTOTIGHOV YOP® Omd

™V TOAN.

Anuovpyeiton €T61 €vOG YOPOS MOV, OVOUVIGEDV, OAPNYNCEDV KOl TPOCOTIKOV
OTIYUOV 7oL Euevay yia va otepeuvnfodv amd tov mepactikd. O ydpog devpiveTat
Kupimg péoa amd To. GLVUGHNUATO Kol TOV X0 TOL «OYUAA®TICETO amd avOpdTOVS

YVOOTOUS 1 yVmOGTOLS, KO, LETAPEPOUEVOS LEGO O £va Kivntd ThAEP®VO, UTopet va
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QMOTEAECEL Ol CUVOLCONUOTIKN 1 OTAMG «TANPOPOPLOKTY eUmelpio Tov Exel apebel
amd KATO0V GTOV YMPO 1 6ToV YpOvo. O SELPVVOUEVOS YDPOS TOV AVATTUGGETOL OO
t0 PpHTLekT OlayelpileTor T GYEGN OVOUESOH GTOV VAIKO YDPO KOl TO LN DAIKA diKTLO
QeoVAV, evd opilel 6o to dabécipua otoyeio mov mposeépetl M kébe tomobesio. Me
avtd TOV TPOMO, M TEPPOALOVIIKY] QPNYNON EVAOVEL TNV TOTOBesior e TN UvAuN
eVIoYVOVTOG TNV eUmelpion Tov TEPASTIKOD Kot TS LG ™S TOANG. O QLGIKOG YDPOS
CUVOEETOL LE (QMOVEG TTOL OPNYOVVTIOL EUTEIPIES, POVIOCIEG KOl YVOUEG Ol OmOoieg
ocuvvtifevtat amd TV TOToAOYio KOt TNV TPOPOPIKT aPYNoN. AVTO divel Evov Taryvudon
YOPOKTNPO oTNV aoTIKY {mN, Kot To aoTikd TepBaiiov duvetar €161 va eEUMAMGEL Kot
Vo avaOOUNGEL TIG EMBLIES TOV TOMTOV.

[Ipotlext dmwg avtd TOAD GLYVE XPNOUYLOTOOVV KMOTKOVG KOl TO GUVIUUEVOL
ototyelo Tovg, OTMG TNAEPOVIKOVG OPLOUOVG, Kot 1O104TEPD, €V TPOKEWUEV®, NYNTIKA
apyeia, 01evpHVOVTAG Ta Kot GLUUTEPIAAUPAVOVTOG YNEOLoKES ToTobesies, OTMG PaiveTal
Kol 6t0 TpOTlekt Murmur, to omoio mpoteiverl pia dofabucuévn dwutdmmon g {onc.
O aenpNUEVOC YNOLOKOS YDPOS SOUOPPDVETAL OO TNV OLPOUOIMOT] TOV OKOVOTIKAOV
TANPOQOPLOV UEG® TNG TOMOAOYIOG TMV OKOVGTIKAOV, N OMOi0. CLVICTH EMTALOV oL
LEGOTOMUEVT] TOTOAOYIOL 7OV VTAPYEL GTOV TOIKIAOUOPPO WYNOLOKO KOGLO, OAAG

Bpiokel €000 6TOV GTATIKO VAIKO KOGLLO.

The [murmur] project

6.5. Meoomoiuéves tomoloyieg

H andotaon kat o ypoévog, ot Pactkég avamapacsTdcelS TOV PUOTIKOD YMPOL, OTOKTOVV
VEEC YPOLEG OTNV YNOLOKT ETOYN KOL TNV ETOYN TOL OLEVPLUEVOL PLGIKOV YWpov. O

VEOG YDPOG TOL TPOKVTTEL Etva Eval LPPIOI0 oL TaPdyeTal OO PEGH KOl TIC AVAAOYES
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tonofeciec, ol omoieg mePLypdpovial ¢ Tomoloyieg Ttv pécwv. H tomoloyio g
opopdg amotedeital amd padnuotikods oplopods Kot Tov KoOopIGHO TOL YMPOV.
Ympiletal otV guKAEIdELD YEOUETPIO KO YPNOILOTOLEITAL Y1 VO OPIGEL «GHVOLOY KO
TG podnpatikég Tovg Aettovpyies, Onwc avtéc avoantuynkav and tov Georg Cantor. O
YDPOG dev pmopel va ekANEOEL Pe TNV KUPLOAEKTIKT GTUAGI0 TOL GTOV YNOLIKO KOGLO,
KkaBmg 0 xdpog mpovimobétel v vmapén g VANG. [apdAinia, oto 1010 PNKOg GKEYNC
N UECOTMOMUEVY] TOMOAOYIOL OVOPEPETAL OTOV YDOPO MOV dNUovpyndnke omd
ponpatikég Aettovpyies, TowTOYPOVA OUMG TEPIAAUPAVEL O1POPES LEGOTOUUEVES
mnpoeopiec. Kabmg dpmg 1 tomoroyia dev mael va €L TNV avapopd TG GTOV GUGIKO
KOGHO, OmOTELEL TEAIKA Lo oXECT LETAED TOL PLGTKOV KO TOV YNPLKOL KOGUOL HECH

OLAPOP®V HEGMV SLOGVVOECTC TOVC.

6.6. Epapuoyéc e Gewpiog Il — Ewova/fivieo

6.6.1. Emotional mapping

Ol TeXVOAOYIKEG GLOKEVEG ONUIOVPYOVV VEEG OLVOTOTNTEG YO TNV KOTAYPOPN TV
OKEYEMYV, TOV OVOUVICEDV OAAGL KOL TOV EVEPYEIDV TOL KOAOLVTOL va Yyivouv
avtikeipeva apnynons. Evag opiopévog ydpog pmopet va evemuatmbel ot pvnun xapn
oe €va YOPOKTNPOTIKO opdonuo 1 €va dvvatd cvvaicOnupo. Avtdg o vonTikdg
UNYOVIGUOG TOV TTPOCAVATOMGUOD YPNOLLOTOmMONKe amd Tovg AETPIOTEC KOL TOVG
Kotaotaciokovg, ot omoiol, o1 HEAETN TOUG YOO TNV «YUXOYE®YPAPIO», E0MGOV
EUQOON  OTN  CLVAICONUOTIKY] CUUTEPIPOPE  aTOH®V  TPoePYOUEVOY amd  KaOe
Ye@ypapikod mepPailov. 'Eva modd amdd mapddetypo eivar autd g WYuyoyemypapiog
tov Guy Debord. Avt| mpocopotdet pe to moaryvidl pe 1o onoio 1 Emilie Giles (2010)
EVOOUATMGE TNV KOWOVIKY SIKTO®OT, L€ TI§ VINPEGieC Tov micro blogging, to Twitter,
to Foursquare «.0.K., pe okomd va apyelofetnoel péca omd KEPHEVO Ko EIKOVES Kol Vol
dlepeuvnoel  mopapeAnuéva 1M eykataleippéva  pépn  oto  Aovdivo. Avtéc ot
TOPOTNPNOELS TPOGOHIOOVY HVGTHPLO GTN HOVASIKOTNTO TOV £YOVV OLTA TO UEPT AOY®
™G EYKATAAEWYNG TOVG. AVOiyouV TOTOYPOVA Lol LEYOAT GLINTNOT Y10 TIC GAAAYES TTOL
ovpPaivovv 6to aoTikd TEPPAALOV pEe TNV avATTLEN KOl TOV AoTIKO oyedtoopo. O

oYEOGUOC VTV TV TEPPUAAOVTOV, PACIGUEVOG GTO GLVALIGHNUATO KOl GUVET®MG
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oV atpudéseapa mov EEmnod amd ovtd, kotaptilel Tov AeyOueEvo «ouvoncHnUaTIiKO
xoptn». Kabag to 1010 mepifdiiov mpokarel d1opopeTiKd cuvaicOnuata otov Kabéva,
k&g xaptNg yiveTan oavTIANTTOC O10POPETIKA.

O Nold (2004), kaAittéyvng Kot oxedOGTNG UE TAPEAANAN £PELVNTIKY OpAoT,
éxel emiong Olepeuvioel TG OLVOTOTNTEG OVTEG OMOTVIMVOVTAG TEG O  €vav
cuvalcOnuatiko xapt. ‘Exoope non avapepbel oe éva and to npodTtlext tov, 6T0 0MoOio
ypPNoonoince pio amd TIC EPEVPEGELS TOV, UL WKPT) GLOKELT] TOL UTOPEL VO LETE TOL
cuvausOfpata Tov kibe aTdpov 6g GYéom e To TEPPAALoV Tov. Me avti TN cvokeLn,
Ta apyeia Tov ¥pNoTn Kataypdeovtol og didpopa onpeio evoow Kveiton kot Ppicketon
oe Jwpopetikd mepiBdAiovta Ko atpoceopes. ‘Etor  dmpuovpysiton évag  Pro-
oLUVOICONUOTIKOC  YGpTNS Tov umopel va  ovoadlopopembel mo ocvvontikd OG0

TEPLGCOTEPOL AVOPMITOL GUUUETEXOVV GE OVTOV.

6.6.2. Yellow Arrow, Urban Digital Narratives

«Ze éva derive, évo 1 TePLOCOTEPO ATOMO. GE L0 GUYKEKPIUEVT] YPOVIKY|
nepiodo eykoataieimovv to cuvnicuévo KivnTpd tovg ylo kivion Kot Tig
dpacTNPLOTNTEG TOVG, TN OOVAELY 1] TIG EVAGYOAGELS TOL EAEVOEPOL YPOHVOL
TOVG, Kol apnvovTal otnv €AEN TS YNG, TOL YMPOL KOl TWV GLVOVICEDV
mov mpokvmTovy  péoa  omd 1o ToYaio [...]. AAAG tO dérive
coumepthappavel v avtimapdeon o cuvovacud pe tov avbopuntiocpdc,
NV KLupLopyion TOV YOYOYEWYPAPIKMOV EVOAAAYDV GE GYECN UE TN YVAOON

K0l TOV DVTOAOYIOUO T®V TOAVOTHTOV.»

(Knabb 1995: 50)

Onwc akppog cvpPaiver pe to The Discrete Dialogue Network, to npdtlext Yellow
Arrow ypnowomolel TOV Yneukd Kol LAIKO YOPO. X& OLTH TNV  TEPIMTMOOM
LEGOTOMUEVNG TOTOAOYIOG TOV KEWWEVOD, TO OVTOKOAANTA AEITOLPYOVV MG «tagging,
OMUOVPYDOVTOG EVa YOPIKO 16TOAOY10. AVTO UTOPEl Vo 0OONYNOEL GE L0 EVOLOPEPOVTOL
K0l OLOKESOGTIKT OLEPEVLVTON Yo TNV TOAN. AVTY| 1| dlEpevVI oM, emttedyOnKe o€ PdBog

oto npotlext Urban Digital Narratives (2011), ce évav cuvoLOGHO TOV GLYKLPLIKOD,
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TOV TLYOMOL KOl TNG YOOTIKNG OOTIKNG OOUNG HE KOWMVIKA EMLYEPNUOTO KOl
YOOYEDYPUPIKES OPNYNOES UECH TNG TEYVIKNG Tov dérive, HE TIG OTEAEIMTEG KOl

YEUATES LVGTNPLO TEPUTAAVIGELS GTO AOTIKO TEPPAAAOV.

6.6.3. StoryBank

To mpoétlext StoryBank Mrtav évo e€peuvnTikd TPOYPOUUO HE  ETIKEQAANG TO
[Movemot\o tov Surrey, mov &iye okomd vo €EeTdoel TAOC M ¥PNON YNOLOKOV
apnynoewv (digital storytelling) pmopel va ypnowomombel Katd wpOTO AOYO ®C
EPYOAEID  TANPOPOPMNONG O©E TOMKEG KOWMVIEG OTOV  OVOTTUOOOUEVO KOGLO.
Agvtepevovimg, €E€tace mOG UTOPOVV OLTEG Ol APNYNCES Vo JlevphVOLY TV
ToyKOGUo evnuép®on yopw and v {ON oLVTOV TOV OTOUUKPUGUEVAOV KOWVOVIDV
(Rachovides «. &. 2007). H 6An oyedioon éywve oe pia opddo yopidv oTnV TEPLPEPELN
Kapvartaka g Ivdiag, pe enikevipo 10 xwptd6 Mmovvtikdrte.

To cbompa StoryBank moapéyel éva epyaieio yuo tn dnpovpyic, dtavoun kot
AVOTOPUY®YN YNOKOV aPnNyNoe®my. Avtod yivetor pe €vov cuvovacpd omd Kwntd
mAépwvo Nokia N80 kat évav @opntd VTOAOYIoT cLVOESEUEVO PE oL Leyddn 00ovn
EMOPNG €YKATECTNUEVN € dNUOcto yopo (Jones k. &. 2007). Ot ONTIKOOKOVGTIKEG
apNYNoels BewpnOnkay o1 KATAAANAOTEPES Y10 TNV TANPOPOPNON KOWVOVIDV UE LEYAAO
TO0GO0TO OvOAPAPNTIGHOV. [ avtd, t0 6ho choTnUo €xel oYEOINOTEL MOTE VoL PNV
amorteitol o Kopd amd TG Sdpdcelg n ypoer N N avayvmon, ovioag €& oAokANpov
onTIKO pécm ewovidimv. ‘Evog akdpa mapdyoviag 6ty €TA0yn TOL TPOTOV S1ddpacn
ntav 1o yeyovog ott otnv Ivdia opdodvror mepimov 400 S10popeTIKEG YADOGES Ko
OUWIAEKTOL, EVA OKOUO KOl OTO E0MTEPIKO NG &V AOY® TEPLOYNG KATOW YWPLL

APNOLOTOLOVV GAAN YADGGA 1 SIUAEKTO OO TO VILOAOLTAL.
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L

StoryBank System, 2007

Mo va dnpovpyncovv o 1otopia, ot xpnoteg Emalpvay omd pio wg 6L pOToYpapies
Kol KOTOMY Katéypopay pEYPL V0 AETTA 1xov. TomofeT®dVTOG TIC EIKOVES GTA YPOVIKA
onueia Tov NOehav, dNUIOLPYOVGAV TO TEMKO ATOTEAECHM, TO OO0 ATOOKELOY GTO
KIvnto KATo omd v avaioyn Bspotikn Katnyopia (oypotikn KaAMEPYELD, EKTOIOELOT,
vyeio, TOmKEG €10NOELS K.0.K.). AVTEG TIG 16TOPIEG Umopovoay Vo TIG HOPUGTOVV UE
GAAOVG YPNOTES TOL GLOTHLOTOG, LECH TNG EPOPLOYNG Y10 LETAPOPA OO GUGKELY] GE
GLOKELT, 1] VO TIG EVamOBECOVV GTOV GOPNTO VTTOAOYLIOTH Yo dSNUOCIH TPOSPUcT HECH
g peyoins o8ovng.

AQOV TPAOTO HETOPPACTNKOY Ol OPNYNOELS OTO OYYAIKA, KOTOES Omd TIg
1otopieg Eywvav TPosPAcIeS HEGH O1AIIKTOOV GE OAO TOV KOGO. X& cLUVEPYOGio e TN
Royal Society of Arts g M. Bpetaviag, £ytve 10 2007 o dwayoviopog Sandals yio. Tovg
TEAEWOPOLTOVG OAWV TV OYoAdV VTl g yopas. Ov @oumtés kKANOnkav va
oyedldoovy Katt mov Ba Bertiove v (0N ToV Katoikwv ¢ kKowdttag. Pottntég and
25 movemoTUIO. GUUUETEDYOV pE 10€€G, TIC omoieg avémTuEav pe TANpoPopies Kupimg
amd 10TOPIEC, GLV OGEC EMITALOV TANPOPOPIES YPEWUCTNKOV KATA TEPITT®ON, £ite amd
mv O opdda tov StoryBank eite, péow avtov, amd v kowdmmta oty Ivdia

(Frohlich «. &. 2009).

6.7. Kotvwvikog xwpog

Onwg avagépope kot’ emavainym o€ avty v gpyacia, o «flaneur» tov Charles
Baudelaire £yel amoteAécet pa eEMPETIKA YOVIUT Evvola YioL TN O1EPEHVNON TOV ACTIKOV
neplPdAloviog tov Tehevtaio aidva, wWwaitepa otov Pabud mov daywpilel TOLG

avOpdTOLg avaroya e TNV aAAnAenidpacn Tovg pe avtd to meptPdilov. O Baudelaire
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yopoktnpilel to dropo mov TEpUYEITOUTEPIAOVIETOL HEGO OTNV TOAN ®G £vov
TOPOTNPNTH POLVOUEVIKA aveEAPTNTO amtd TO TEPIPAALOV, 0ALG KaTd PABOC oe amdAvTn
ovpPioon kot aAAnAeapnon pe avtd. Xto dokipd tov «H pnrpémoAn wor m
nvevpotikn {oMm», o Simmel (1950) avoyveopilel TI¢ KOWOVIKEG KOl YOYOAOYIKES aPYES
OV SLHOPPAOVOVY TNV TOAN Kot EXNPEALOVV TO HEYAADTEPO UEPOG TOV TANOVGLOV TG,
OLHOPPMOVOVTOS TOVG OVOPMTOVG GE €EEPELVNTES TOL YPOVOL, TOVL YMOPOL KOl TNG
okéyng. O y®dpoc mov OMuovPYEiTOL PHEGH OO TIG ATOUIKEG OVTEG TPOOTADElEg e
okomd vo, cu{nBovV T KOWOVIKE TPOPANUATO KOTOANYEL GE 0L TOMTIKY] GOOipO.
ocu{ntoemv Kol oYoAiwv, 0mov pmopel va oynuatiotel n onuocto yvoun. O Habermas
(Bohman & Roberts 2004) avéntvée ) OBewpia avty wpy amd v avdmtuén Ttov
YNEKoy YMPov. ZNUEPQ, TO O1dikTLO, dmwg Teprypdpetar and tov Slevin (2000),
EMTPEMEL 0L UEYOAN OA0TOCT OVAULESH GTOVG TANPOPOPLOKOVS YMDPOLS KOl TNV
apnynon. 'Etot ov dvBpomor mAnpopopodvtal kol mopapévouy Kowvwovol oe mANnBog

«ONUOC1IEG COOIPES) TTOV YivovTol TPOGPACIIES HEGO AT TV QPN YNOT).

6.8. Epapuoyés e Gewpiog I — Social Games/Audience Response

6.8.1. Pervasive Games

Ta diktva mov dMpovpyoHvTal amd TOVG GLUUETEYOVTEG CLVNOMS TPOCEAKVOLV TO
EVOLAPEPOV KOl GUVIGTOUV WOV TOAD YVMOGTH TPOKTIKY, OTMG GTO TOPASEIYUO TMV
Geocaching Games. Xg ovtd, évag HIKpOG Oncavpdg pe €vov HIKPO TEYVOLOYIKO
VILOWVIYUO KIVEL TN 10 dpacTIKOTNTA TOV TPOTLEKT UECH OO TOV TTOLYVIMOTN YOPUKTHPO
TOVG OAAG KO TN XPTOT| EVEVOVG TEYVOLOYING, OTMS KOl LLE TOV GLVOLOCUO GLUPATIKAOV
EPOUPUOYDV TOV KOATAANYOUV ©€ €vo TOAD OpacTnplo TeXVOAOYIKO moyvidl To
dtdpactikd moyvidlr Can You See Me Now? and v opddo Blast Theory amotelel piav
EMIKOLPOTONUEVT] EKOOYTN] TOL TAPUOOGLUKOD «KPLOTOV», OTOV Ol KOWOTNTEG TOV
GUUUETEYOVY GTO oy Vidl PLdvovY TV aeNyNon € €vo HETO-EMIMESO OLUOPPOUEVO
amo T texvoroyia. H mpoéxinon wotdc0o g eumelpiog antdv TV Toyvioldv EYKELTL
670 YeYOVOG OTL OGO Mo O1dPACTIKO €ival Eva Touyvidl, TOGO AYOTEPO PN YNLOTIKO
etvar tavtoypova. Ov Angelica Béackstrom ko Elvira Danell (2009) Eeywpilovv ta

dudpacTikd mayviowe amd to vrdAoura Tovilovtag T onuacia Tov £XEL N APNYNOT 01N
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doun Tovg. AVTOL TOL TOTOL TO TOLYVIOL EMIKEVIPMOVETOL KUPIMG OTN SELPLVOLEVT|
TPOAYUATIKOTNTO EAEYYOVTOG TNV YNOLOKT TANPOPOPIKT YLl VO SIELPVVEL TNV EUTEPIN
TOL TOKTY).

210 gpeovnTikd mpoypappo:Playful Identities: From Narrative to Ludic Self-
Construction (2010), ot £évvoleg Tov ToryvidoL Tov depevvadvToL Aapupdvovy vdyn 6Ao
T0 @dopo ™G Kowmviag kot TG avlpomvng tavtdtnTag OTMG opileTon amd TIC
YNOKES TEXVOAOYIEG OTOV OTEC EVOMUATMVOVTOL GT1 0PACT] TOV TOLYVIO00. X 0UTNH
TNV TEPITTOON, M TWPOKTIKY TNG aPynons pmopet va olokAnpwbel pe okomd va

avafempnoel n kovovia Bacikég Evvoleg pe T fonfela Tov yneak®V Totyvioldy.

Blast Theo & Mixed Reality Lab,
TMovemomo tov Notyyay,
Can You See Me Now?

6.8.2. Coffee Deposits: Topologies of Chance

AxohovBdOVTAG TO TOPASELYLO TOV TALYVIOIDV VYNANG TEXVOAOYIOG TNV TPO-YNPLOKY
enoyn, €5eTalm ot cvvéyeln Eva dadPacTIKO TPOTLEKT TOV GLVIVALEL LOVAOIKA TNV
TEYVOAOYIOL e TNV KOWMOVIKNG yuyoAoyia. H oavdyvmon tov kagé amotedel évav
TOUTAANLO0 TPOTO aVAYVEOOTG TG TOYNG. XT0 project tng Tina Bastajian Coffee Deposits:
Topologies of Chance (2010), onpiovpyobvtor pikpd pépn to omoio pmopel Koveig va
emokePOel Kol va Tov oLV TNV «TOHYM» ToL pésa amd Eva eArtlavt kKaeé. H avdyvoon
TOV KOQE TPOKOAEL ®GTOCO dtdpopo cuvatsOnuate oTovg avOpdmovg, dAlote BeTiKd
Kol GAAOTE OPVNTIKA, 0ONY®OVTOG KPLOA GE Hio. avTtiAnyn 0Tt 1 avayvmon Tov Ko
pmopel va gtvat kTt to mapdvopo 1 kat apoptic. Oho avtd To cuvonsHNpaTe Kol ot
avTIOPACELS KOTAYPAENKAY LE ONMTIKG HECH O aVOPOTOVG OV GUUUETEYOV OTNV
avlyvoon tov kagé N NTav andd mepactikol. O tomobBeciec TV KvnTOV pEPDOV

avayvoong Tov Kaeé akoAovBoboav TPOOIAYEYPAUUEVT] TPOYLA KOl YPTCUYLOTOLOVCAY
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v 1exvoroyia GPS dote va dievkoihvetar 1 mapakorovnon tovg. To amotédeopa
avtol TOL TPOTLEKT NTAV EVaG XAPTNG LE OAES TIG TOmOBEGIEC TV YOP®V aviyvmoNg
TOL KOQE KOl €MIONG ML YNOWOKN KOTOYpOeY) TOUS HECO Oomd TIC 10TOPIEC TV

avOpOTOV.

T. Bastajian, Coffee
Deposits, Topologies of
Chance, 2010

O ovvovacpdg g avlyvoong tov Kagé kol towv tomobeciov GPS ovvBéter o
apeionun péBodo opwopod tov Ydpov. H moAd kot mpoxoatetAnuuévn téyxvm g
pavteiog amotedel £va €100g apyNoNS Tov ekEPALETOL GTOV YOPO Kot dteEhyetal péoa
amd T Wén 10V GLVAICONUATIKOV, TOV TTALYVIMOOVS KOl TOV TOTOAOYIKOL ctotyeiov. Ot
1OTOPIEC OV TPOEPYOVTOL OO TIS OVIIMYELS TV avOpOTOV Kol TS EKACTOTE
TPOKATAANYELS TOVG OAAG kol Otdpopo dAAa Tuvyoio otoryeio cvvdvalovior e
SLPOPETIKOVS TPOTOVG TOPAYOVTOG L TOTOAOYIO AVOUVIGE®Y TOV eKPPALETOL LE TOL
YNOEKAE PHEGA.

H Sdpactikdtnto Kot T0 moryvidoes oTolyelo elval mpoTopyiKd yvopicpoto
Yo T OlepeBVION TOV KOWMVIKMY GLYKLPUOV Kol TNG Olebpuveng g OMUoctog
ocuveidnong péoa amd to Sdiktvo. H moAd cvykekpiévn dopn| g T€(vng Kot Tov
KuBepvoydpov petaTpénel tov mopatnpnty oe ovupetéyovro. H mapovciaon tov
pdtlekt pésa amd T xpnon dwdpactikov dvd pavepmvel Evav GUVIVACUO QPN YCEDV
OV UTOPOVV VoL I0®O0VV G€ d1APOPEG GLUYVOTNTEG, LE SLAPOPETIKY eunepia KbOe Qopda.
Me GAlo AOYLa, pio KV UATOYPOQIKT duvatdtnta Eemnod péca amd T d1dopacn Kot Tig
véeg apnynoels. 'Eva moyvidot puotikdv mov EeTvAlyovror Kol oL KOTOYPOpT|
cuvalcOnuatwv 1 oroio 6to TéA0G emiPePformdvel TV atpndcealpa Tov xwpov. To Coffee
Deposits: Topologies of Chance omotekel €tor o pébodo yoptoypdenong g

avOpOTIVNG VOOTpOTiag 6€ OAO TNG TO PAGLA, GE LI TPOTOV TIVA EEEAYLLEVT] LOPPT] TOVL

126



Biomapping, 6mov Ou®g mopadOCIOKES, HVOTIKIOTIKEG KOl E0MTEPIKES TPOUKTIKEG

GLVOEOVTOL AUESO LLE TNV YNOLOKT TEYVOLOYIO, OGO TapAdoLo Kt pavtalel oVTO.

6.9. Pneioxn opnynon kai oikoloyia

H méAn og avtikeipevo peAéng Ko Tpocoyng 0ev Umopel va yivel Katovontn xwpig o
coumAnpopa g otkoroyiag. Noti ke yuoo tov «oiko», 10 omitt pog, mov ivar M
avaQOpPE Kot 1 YN HaG, apol ot TOAES 0VTE KATAVONTES Yivovtal Ympig T eOon obte
elvan Puooeg yopic 10 euokd Tovg TEPPAALOV, TAPA TNV TPOIOVLGO OGTIKOTOINGM.
2116 HéPES, M TPOPANUOTIKN TNG OIKOAOYIOG KO TG Statdpacng TG UoNG ovadVETOL MG
0épa vyiotg onuacioc. H ynoewaknm aenynon kot ta véa péoa divouv tn duvatdtnta va
ou({nmOei, vo ekPpacTOVV 01 YVAOUES, Ol avnovyies, oAAd Kot vo evaicOntomomnOel kot

va kvntomoin el peyaAdbtepog aptOpoc atopmy.

6.9.1. H moln w¢ ovvauiko, «({wviavoy kot ToALOTAG apnynua

Ov véeg TeQVOLOYIKEG OLVOTOTNTEG £XOVV  OVOOLOUOPPMOOCEL Kol  &vay  TPOTO
«OVATOPAY®OYNS» NG aenynons g moAns. H aenynom petaypdeetor o €vav véo
TOMTIGTIKO KMOKO HECH TNG TEXVOAOYIKNG TPOOS0OL Kot TV HEBOdWV TG TEXVOAOYING.
g auTn TV VIoevaTNTA Bol LEAETNOOVV Hia GEPA KAVOTOU®Y EPYOV YNOLUKNG TEXVNG
pe péoo emkowvmviag ot evtomiopov (locative media) kot dtadpactikd péoa. Ola avtd
To €pyo €lvol CUUMPETOYIKA Kot Oadpactikd. Eyovv emiong v woavotmto va
xopToypaodv Tov VPPOKd YopaKTAPO oG TOANG GE Kivntomoinom &vtog Tov
YNe1oKoH KOGHOV.

Katé tov Fuller (2005), n owoloyia €lvar o mo katdAANAOG OpOC Yoo TNV
TEPLYPOP] TNG SLVAUIKNG SGVVOESNC AVALESH GE JLOOIKAGIES KOl OVTIKEILEVO, OVTQ
Kot mpdrypata, Tpdtuma kot VAN. H otkoloyio mapéyel étol éva cvykekpyévo miaicto
Y TNV otko-KoAAteyvikn épevva. H pecomompévn owkoroykn téxvn tpobmobétel v
KPLTIKT OLEMICTNUOVIKT OKEYN TOV TEXVOAOYIDV TNG TANpoopias. ‘Eva gvpitepo medio
EQUPUOYNG TOL Opov «otkoAoyiow mpoteivetan amd tov Felix Guattari (2000), o omoiog

OVOTTUGGEL THV «OIKOGOQIo TOL GE TPELG TOUEIC: TNV okoroyia Tov mepPdirovtog, Tnv
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WOYIKT OUKOAOYIO KOl TNV KOW®VIKY otkoAoyia. Mdvo pe  dedpouveon g 0¢aong pog
Kol AopBAavovtog voyn Kol TIG TPELS OVTEG OKOAOYIEG UTOPOVUE, GOUPMOVO, LE TOV
Guattari vo emTOYOVUE HOVILEG OALAYEC OTO KOWMVIKO, TO TOAMTIOTIKO KOl TO QUGIKO
neplPaArov.

21 ovvéyeta Oa e€etaotovv pia oelpd omd TPOTLEKT LEGOTOMUEVG TEYVIG TTOV
EMKEVIPMOVOVTOL GTNV £VVOlD TNG OKOAOYIOG Kol oTn véa W10TNTO. TOV TOAITN OTNV
ynowk emoyn. H 1Bayévela €xer petaoynuotiotel amd mmv kavotnto TovV VE®V
TEYVOLOYIDV KOl TOV TEXVOAOYUDV TG EMKOWVOVIONG VO TPOGPEPOLV TAVTOYPOVE, VEOLG
TPOTOVG OVTAAAOYNG Kol TPOMONONG TOV W0EDV KoL TNG TOMTIKNG, LUE QUECT| EMIOPOOT
otov axkTifiopd onuepa. Me avt v agopun, Oo cvinmbel €dd mog N TE(VN KoL N
TOMTIKT] UTOPoLV Vo evomomboldv HE To YynEoKA HEGO Kol PE OOV TPOTOLS EXEL

aALGEEL O (KOAMTEXVIKOG KOl TOAMTIKOG) OKTIPICUOG OTIC LEPES LLOGC.

6.9.2. H évvoia g oikoroyiag

«Topa tepiocdTEpo and moTé, N POoN dev pmopel va daymplotel omd Tov
moMtiopo. Ilpoxeyévov vo Katavoricovpe TS OAANAETOpAoEl; HeTaED
OlIKOGLOTNUATOV, TPETEL VO LAOOVE VUL GKEPTOUAOTE EYKAPGLOL.»

(Guattari 2000: 43)

Ag TpooTafncoLLE KAT’ apyAS Vo, OPIGOVLLE TN £VVOL0L TNG OIKOAOYIOG, TPV TEPAGOVLLE
oto «res» g media art. H ouwoloyia dev givor pio povtépva HETOQOpd Yo T0 pUGIKO,
eEwtepkd mepPAALOV. Agv TPOKEITOL Y10 TN HEAETT] TOV TPOYUATOV OVTAOV KOO’ E0VTA,
aAAG Yo pia «[...] Suvopkn SomAoKn OOIKOGUDY KOl OVTIKEWWEVOV, OVIOV Kot
Tpaypdtov tpotimov kot VANg» (Fuller 2005: 2). Xto ydpo twv media, n owoAoyio
aVOAVEL TOADTAOKO GLGTNUATO ETKOWVOVIAG, «mepiPdArovtar. Eva mepifdilov eivan,
katd tov Neil Postman (1970), «[...] éva odvBeto cvoTuo mov emMPAALEL GTOV
dvBpomo  opopévovg  TPOMOVS  OKEYNG,  GLVOICHNUATOS KOl GUUTEPLPOPECH,
neplhappdvovtag «tn doun [tov media], To mEPEXOUEVO TOVG KOL TIG EMTTOCELS TOVG
otovg avipomovgy (PA. media-ecology.org 2011). 'Etol amopakpuvopoacte and tnv
OmAN HEAETN TOV UNYOVICUOV KOl TOV HECMOV EVINUEPMONG MG OVTIKEWWMEVOV, KOl TO

ed10 TOV «UECWOVY OLEVPVVETOLL.
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Me Bdon v évvola Tov «Tplidv otkoroyidv» tov Guattari, o Matthew Fuller
(2005), tovilel 0Tl TOL O14POPO UEGH TOV GUVILUOPPDOVOVY TNV OIKOAOYIO OTTOTEAOVV
KOTA PAOT OWKOVOLIKEG KOl TTOAMTIKEG CLUVIGTMOEG TOV PPICKOVTOL EVOOUUTOUEVES GTO
cvotua tov Méocov Malkng Evnuépwong, 6vtag dvuvntikd mopdyovies ywo tnv
avopOpP®SN Tov VAKOL Kocuov (PBA. emiong Parikka 2011: 20), v mapoywyn kot v
KOTOVAA®GON TEPLEYOUEVOD, TN ANYN TOAMTIK®OV OTOPACEDY GYEOAGHOD Kal T pvOon
™G TPOGPacnC GTNV TANPOPOPTa — Yol VO AVOPEPOVUE LOVO LEPIKA TAPAOETYLOLTOL.

Emuiéov, to avBpodmivo ov tomobeteital oe pia meptPaAloviikn S146TaoT, EVO
TO TEYVIKO diKTLO £ival avTO oL YWPIlel To avBp®TIVO Kl To un avBpodmvo ctotyelo,
o€ P dvadtkt mpocéyyion. H texvoroyia oev Bewpeitor o «mobntikn emedvelo yuo
™V avaypoaen vonudtov kot onpactovy (Goddard & Parikka 2011), aAAd «nBo-mo1d6cy,
opoca amd povn g To media amd avty tn okomd elvan «[...] Ayodtepo pia
Tpoomddel Tov avOpOTOV Yo TN SOUEGOAAPNON UNVOUATOV, Kol TPOTAVI®V £VOG
TPOTOG HETAOOCNG TOVG HE GKOTO T dnpovpyio vEmv yopoypovav. Ot ympoypdvol
avtol elval 1660 mToALOl 6g oYxéom Ue TOV PUGIKO [...] dedopévou OTL akoAovBovv TV
noMTIGKY] e£€MEN mov emépepe N ynolaxkdmta [...] » (Delanova 2011). O Fuller
(2005) toviler téhog OtL M owkoroyia pmopel va ypnooromBel eapetikd g TAaiclo
YL TNV OWKO-KOAAMTEYVIKY €PELVA, OUMG Ol OIKOAOYieg Umopel va yivouv KotavonTég
povo péco amd TV KOAMTEXVIKN OpAch Kol TIG TPOKTIKEG OKTIPoTOV, Oyl HECH

TPOCYNUATICUEVDV BE®PLOV.

6.9.3. Téyvn, media kou wepifallov

«H owoioywn téyvn Pploketor o610 petaiyuo peta&d g oaontikng kot g
eVPUTEPNG KOWMVIKNG, TOMTIKNG, TOMTIOTIKNG Opdong», vroomnpiler m Delanova
(2011). O Joseph Beuys, o omoiog d1aknpvée TIG TEPIPAALOVTIKEG OATOYELS TOV Yl TNV
TEYXVT, BewpeiTal 0 TPOTOTOPOS TNG CLVOESTG EVVOIOLOYIKNG TEXVNG Kol TEPPAAAOVTOC,
Kot pYAoTNKE He TOKIAOVG TPOTOVS Y10 TNV OVTIUETOTION TOV OIKOAOYIKAOV {NTNUATOV
(Krug & Siegenthaler 2006). Awo t dexoetioo Tov 1960, 1 €V KOTOTIAVETAL KO LLE
nepBorroviikd Oépata 1 Oépata mov a@opodv T YN HEcH oamd €pyo OV
napovotdlovion oe avOpomoyevn mepPaiiovia, OmwG aocTikd 1M Prounyavikd, oe

Sapopovg ydpovs kot yKaiepl. H otdon tov kKoAMTEXVOV améKTNnoe KOTA KOpovg mo
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TOMTIKOTOMUEVO YOPOKTPO KOl GLVOEONKE pe ddpopa otkoroywd kwvnuata. «Ot
apYES OVTEG YPNOLOTOOVVIOL OTNV aloONTIKY] amd TOvg KAAMTEYVEG ®C 1oYLPO
TOMTIKO €PYOAELD Y10 TNV EPOPUOYN TOV opapdTev Tougy (Delanova 2011). AAAG ko 1
eupltepPn ovvepyasio petald kKaAMTeyvoOV Kot emotnuovev énaée poro. Ta Opia
HETAED EMOTNUOVIKOV KOl KOAMTEXVIKOV TPAKTIK®OV glvatl TAEoV duadiakpita. «[...] Ot
KOAMTEYVES ONUEPO OVOAAUPAVOLY OAO KOt TEPIGTOTEPO TO POLO TOV HEGULOVTIWOV, TOV
ONUOVPYDOV KOl EUTVELGTMOV TNG CLVEPYNSING, £iTe TPOKELTAL Y1oL OGOVG OMNUIOVPYOVV
£€pyo ovOIKTOV SIKTVOV, €1TE Y1 OGOLG OGYOAOVVTOL LE TNV OVATTLEN AOYIGHIKOD Kot
dA oV epyadeiov DIY, gite yio 6600G opyovdvouy cu{NTAGELS GYETIKES e TOV ONUOCLO
YOPO, €lT€ Y100 0G0VG TOPEYOLY TPOGPAcT G ALTOV 1| ONUIOLPYOVV GAAOVLS SLOVAOVG
emkowvoviagy (Delanova 2011). Tnv 1eAevtaic  dekaetic, 1 €vvol  TOL
TePPAALOVTIGHOD  €xel 0AAAEEL, Ol0iTEPO OTIS TE(VEG KOl OTIG OVOPOTIOTIKES
EMOTNUES. «AgV GUVOEETAL TAEOV LOVO LLE TN TP ON TG PVONG, EMOTPEPOVTAG OTN
M, M Ke ™ omovpyia piag aictnong. To [pdowo Kivnua £xer apyiocet vo otpépet v
TPOGOYN TOL GTNV LPPOIKE SIKTVOUEVT cVYYPovN (oN: OTIC TOAELS, OTO TPOACTIO KO
GTOVG MAEKTPOVIKOVG YDOPOVG TOL 16TOoV Omov (ouv ot GvBpmmol onuep, GTOVG
UETAVAGTEG, GTOVG TAKTIKOVS EMPATES KO OAVTOXOV YPNOTEG TNG TEXVOLOYinG. Méow
GUVOAIKAOV OVTOAAXYDV TOV TVELUATIKOV 0EDV, TOV TPOIOVIOV KOl TOV TOATICUOV

(Nadir 2011).

6.9.4. Oxoloyio Tov ONUOGIOD YWPOD

XPpNOWOTOUDVTOG TPl £PYO MG TAPAOELYLLOTO TOL QLPOPOVY EPMTNHUOTO Y10 TO MG M
GLYYPOVN KOAMTEYVIKY] TPOKTIKY UTOPEL VO OVIILETOTIGEL TIG CNUEPVES TPOKANGELS
otV mpoomdbela Tov avOP®OTOL Yo o EAEVLOEPT Kot PLOSIUN KOW®VIio KOt Y10 TO THG
avtn oyxetileton pe v ynoewokn Bayévela, Bo eetachel edd 1 oxéon mov TG OEmEL.
EmimAéov, Ba diepevvnbel 1 ohvoeon téxvng Kot TOMTIKNG, OT®MG Kot 11 GHVOEST TV
YNOWKOV HECOV HE TIG TPEXOVGES OWKO-aKTIPoTIKEG TpakTikéc. H  odyypovn
KOAATEYVIKY TPOKTIKY] €0TIALETOL GE £PYO TTOL YPNGUOTOLOVV OAGL TO YNPLOKA LEGO
Kol avapEPETaL oLV og £vvoleg Tov mepBdAiovtog, delyvovtag OTL 1 TELVN, TO HEGA
EVIUEPMONG KoL 1 TEYVOAOYIOL OAANAOGUUTANpOVOVTAL, GAAG Kol OTL 1) 10100 1] TTOALTIKN

TTUYY TOV EPYOV OVTAOV TPoBel Eva VEO TPOTO EKPPOONG KOl GKEWTG.
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Indeterminate Hikes

To épyo Indeterminate Hikes (2010) amd tv opdda ecoarttech givar po epappoyn yio
Android mov €xel oyedlooTel Yoo VO AEITOVPYNGEL MG «TPOCHOTIKOG 0dNYOS Yoo THV
OKOAOYIKT  evaicOntomoinon oto  kobnuepvd  mepiailovy (ecoarttech 2011).
Emdwokel va pépel v gumeipia g dyplog evong, 0nwg to. fvikd mapka Kol GALQ
euowd mepPaiiovia, oe mepPdrrovia ypnotov Kot moyviow. Ot ypfoteg
yxpnoonoovv «Scenic Vistas» ce povomdrtio yio melomopion 6TV TEPLOYN TOVG, KOt
KaTA dtaoTipate Toug (nteital vo oTapaticouy yuo Atyo, va akohovBncouvv Tig 0dnyieg
KOl VO GUVEPYAOTOVV HE TO Tomkd mepiPdrrov. O otdyog ivon vo emiPpaddvovy Tov
pLOUO oV vIhpyEl o€ aoTIKE TEPPAALOVTO KOl VoL KAVOUV TOV GUYYPOVO GvBpmmo va
yvopicetl 1o mepPdriov 010 onoio (gl ¢ otkoloykd ydpo mov a&ilel va eetaotel.

H epappoyn petapopeaver «to smartphones oe epyodeion mepiPailovTikng
eavtoaciogy (ecoarttech 2011), kaBdg BEAeL var «cuvdéoovy ot dvBpwmotl T paviacio
™mg eHoNG, TV oypLdTNTA, KoL TNV 0EPOPio [LE TO MO OIKTVOUEVO, KOGUOTOMTIKO
nepPdArovy (ecoarttech 2011). Metd ) GTOYOGTIKY GTIYUN TNG TOVONG, O GUUUETEXWOV
KaAgitanl va Tapel HEPOG GTO OEVTEPO GTASIO TNG EUTELPIOG TOV, YPTCLOTOUDVTOG TNV
Kdpepa Tov smartphone tov yuo vo aveBacel Tig €1KOveG o€ o PAoT EOOUEVOV TOV
£€pYov, MOTE VO KATOGTOVV SL0OECIES GE AALOVG.

Ta épya avtd Aettovpyovv pe 600 tpdémovg: o) mapadidovior and Evav povo
¥pNoTn, 0 omoiog ypnoiponotel to smartphone tov pe v gpapuoyn Android, v B)
Aettovpyohv: ®G Mot OlOOPOCTIKY] EPOPUOYN, OTOV KOAMTEXVEG OpPOLV MG 0ONYOi-
onuovpyoti pag avorytod tomov welomopiag. To mpotlext avtd evBappivel Tov ypno
VO EMKOWVMVIAGEL KO VO TEKUNPUDGEL TIG OKES TOV VTOKEWEVIKES gumelpieg. Avtd
umopel va yiver Tpoeopikd —m.y. LEGH YPOUTTOV UNVOUATOV 0€ GIAOVG— £TOL MOTE VA
TpomOnOel N emkovOVia GYETIKA LE TN GUVELINTN EUTTELPIN TOV TOTIKOV TEPPAAALOVTOC.
EminAéov, 10 smartphone Aertovpyel ¢ o €kovikny o0o6vn yuo TIG TEKUNPLOUEVES
eumelpiec TV AAAv ocvppetexoviov. H epappoyn Asttovpyel og apopun yio va Byovv
01 AvOp®TO1 6TOVG dPOHIOVG TOV TOTOL TOVG Kot Vo, pi&ovv pia véa patid oto meptBdilov
TOVG, OAAG KOl ©OC AGYOG EMKOWVAOVIOG HE TOLVG GLUTOAITEG TOLG KOl OVTOAAOYNG

andyewv oyetwkd pe ooty v eumepio. H  epappoyn télog evioyder v
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€VOCONTOTOINGN TOV TOMT®OV Yoo TNV TOAN TOVLS, OMMOC Kol Yo TO TEPPAALOV ™G

TET010.

ecoarttech, Indeterminate Hikes, 2010

In the Air

‘Eva dAho meptBailoviikd KoAMTEYVIKO £pY0 e HEGH 01 EVTOTIGHOV, TO OO0 EMiomNg
KOTOTIOVETOL LE TN YOPTOYpapnon o¢ pebodoroykd epyareio, etvar to €pyo In the Air
(«Xtov aépa») tov Nerea Calvillo. To €pyo avtd omoterel po omekovion ToV
«aopatOV Topayoviov otov aépa g Madpitng (aépta, copatidw, yopr, acdéveleg
K.0.K.), Yio Vo KoTadeiEel Tmg aAANAETIOpOVV e TNV vodAowtn oAy (Calvillo 2011).
Avtd to doedopéva, T omoio AauPdvovion avd pion ®po amd TNV 16TOGEAIdN
munimadrid.es, pmopovv va diepguvnBoiv pe Yneokéc cuokevES Kot epgavitovron
EMIONG G€ MEPALATIKY], PVOIKY| OTEIKOVION HE TO YPMOUO TOV VIPUTUOV GTNV 1010 TNV
oA kol v atpoceapa. Oco 1 QULOIKN OmEWOVION Ogiyvel TOL OEOOUEVOL TOL
TANGLESTEPOL OTAOUOD KoTaypOoPnS, TOPEXEL OTOVS OVOPOTOVG emiyvmon yw
poéAvven tov 0épa 6to dpecso mePPAALOV TOVG, VA TOVS divel Kot TANPOPOPIES Y TIg
OCUVENELEG OV TPOKOAOLV Ol Topdyovieg ovtoi o610 TEPPAAAOV, HE OKOTO Vo
aviyyveboouy TV emidpoon tov mepPdAiovtog ota cuvaicOnuatd tovc. «To €pyo
TPOTEIVEL [0l TAOTPOPLLOL Y10L TNV OTOLUKT KOl GUAAOYIKT gvancOntomoinom Kot T Aqyn
ATOPACEWMY OOV 1 EpUNVEIN TV amoTELECUATOV Umopel va xpnGIUeDGEL Yio TAOTYNOT
G€ TPAYLOTIKO YpOVO HEGA TNV TOAN, Y10, L0 EVKALPLOKY] ETAOYN TOTOOEGUDV OVOAOYL
LE TNV KOTAGTOON TOV aépa, OAAG Kot ¢ faon yia moMtikn dpdon» (Calvillo 2011). Xe
HETOYEVESTEPO OTAOW0, €va UEAOG TNG OUAdNG TOL €PYOL OVEMTLEE OVTOCYESIOVG
aloOnpeg v T pOALVGN TOL aépa, Ol OToiol UTopovv EMioNG Vo YPNOILOTOIOoVV

YL TOV EAEYYO TOV EMICNU®V GTOLKEIOV.
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Avtd 1o épya PBacilovior oe mopaymyr| 0£00UEVEOV KOl YPTCLLOTOLOVTIOS Lo
oelPd omd YNOELOKEG Kot 0VTOOYENEG TEYVOLOYIES, OTTMOC Ol LGONTHPES, TO KIVNTO KOl Ol
SradkTvaké epappoyéc. H tpéyovoa taon eivar va odnyet avtd oe apnynoels (PA. m.y.
data-stories) mov a@nvovv va avadeydel oAoéva mEPIGGOTEPO TO KABAPA EMGTNUOVIKO
nedlo. o mapdderypa, pe apetnpio ) xpnon OedouEvVOV Kol TNV ORTIKOTOINGN
TANPOPOPLOV, £Vo TETOLO0 £PY0 aPNYEiTal (o 16Topiot TOV amOPAETEL GTNV KOAVTEPN
KaTavonon evog BEHatog, pe oKomd Vo UTOPEGOVY Ol UEXPL TPOTIVOG «KOTOVOAMTESH
TOV TEPIEYOUEVOL TOV HECOV EVNUEPMOOTNG VO €EEPELVIIGOVY T CTOXELO-TNYES OO
pévot toug (PA. m.y. http://www.digitalnarratives.net/).

H diepedvnon tov tomoypapikdv SedOUEVOV VIO TNV OTUOGOALPIKT POTOVGT
enéTpeye o€ avOpOTOVE TOL dev NEEPAV TIMOTA Yia TN LOALVGT TOL AP GTNV TOAN Vol
TNV aVOYVOPIGOVV GE OPIGUEVES TEPLOTAGELS, OMMG GTO YPLGTOVYEVVIATIKO YAOVIN, GE
T0d0GPAPIKOLG ayaves, v [Ipwtoyxpovid, aviihapfovopevol £tol T emidpacn g
010 owocvoua g ToAng (Calvillo 2011). Extéc and tic ancwkovicelg, 6to épyo In
the Air onuovpyndnkav epyoieion ywoo tn OtevkOAvvon NG oOpdomng Pdoel TV
dedopévmv, Onmc 1 «mu&ida HoAvvVeNGy, N omoia EMTPENEL TV EVPECT TNG TAYVTEPNS
Stdpopng SoLYNG omd pi LOAVGUHEVN TTEPLOYN, 1 TO VIOKPITIKO TToyvidl, OTOL Ot
YPNOTEG LITOPOVV VO SOVV TO OMOTEAEGLO TG TPOCMTIKNG 1 TNG ONUOGLOG dPACGNG OTIS
UETPNOELS TOV cvoThratog. H ypnon kivntdv cuckevmv kabiotd duvatn v tpdcsfaon
OTIG TANPOPOPIES, YL LOVO GTOVE YDPOLS, OTOV YIVOVTOL HETPNGELS, OAAGL KOl GTOVG
ydpovg 6mov Ppickovtar ot ypnotec. Ta dedopéva avtd Umopovv va. cuvoebovv e
@opeic Tov AapPavouv otoyyeion ot dadikacio ANYNG amoPdcemv, 0TS eTiong Kot va

YPNOLEVGOVY Y10 TN d1OpOwon TV enionuev otoryeiov (Calvillo 2011a).

Rich Interactive Narratives Technology, Microsoft® Research
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Decades Game

Mo dAAn mAoteoppa dedopévmv dnuovpyel o Bdorn mposopoimong mov £xel 6TOYO
Vo EKTTOOEVGEL TOVS YPNOTEG GE Eva OIKOAOYIKO BENa, OTmG To oty vidl 4Decades mov
avantoydnke oto Kévrpo Epevvag ommv IIAnpopopikn tov Avoiktod I[lavemiotnpiov
™™g M. Bpetaviog amd toug Stefan Kreitmayer k. . Anpovpyndnke yio g oepd omd
oebvn oeuwvdplo  katdptiong oteheydv oto Ilavemomuio tov Kéwumpurl o
YPNOWoTOlEl po Tpocopoimon cevapiov oAlayng tov KAipatog mov Paciletor o€
anopdoelg Tov enyelpnocwv. Etvatl éva avtoymviotikd moryviot yio po opddo péypt Kot
30 mwoukT®V 6TOVG POAOVG TV 1BVVOVTOV Yapaéng TOMTIKNG O OVO EIKOVIKOVG
TAovITEC, OV KaBéva Toug €xel 4 meplpepelokeég KuPepvnoes. e kdbe yOpo Tov
TOLYVIO00, Ol TEPIPEPELEG OMOPOAGILOVV GYETIKA WE TIC EMEVOVGELS Yo TNV EMOUEVN
dekaetio, TPOomab®OVTOS Vo 1GOPPOTNGOVY UETOED NG HElwONG TOV 0gPiOV TOV
Bepuoxnmiov, TG TPOCAPUOYNG OTIS EMMTMOCELS TNG KAUOATIKNG OAAOYNG Ko ALV
napepPacewv. Xpnotponowdvrog éva diktvo omd iPad kot 006veg mpofoing, ot maikteg
OlEPELVOVY TG Ol TOMIKEG amoPdoelg emnpedlovv to mePPAAAOV OAAG Kot TV
OlKOVOUIKY Kataotao™ &v yével. (Kreitmayer 2011)

To mayvidt £xel 6TOYXO VO ODGEL GTOVS CLUUETEXOVTEG 0L EUTTEPIO EPYOTTNPIOL
Kol oyeTileTon pe AALEC aPNPNUEVES EVVOLES KOt aplBLOVE TOL avaPEPOVTOL GTO BEpa
NG KAMUOTIKNG ALy, TpoPdAiovag To TOavE OTOTEAEGLOTO TOV ATOPAGEDY TMOV
TOUKTAOV OGTE VoL TPOoKANBovV Kpioeg oulnNTNoELS Y10 To TPOGOLOooVEVE oevpla. Ot
ovppetéyovteg eivor emmAéov oe Béom vo oAAGEOLY TNV KOTAOTOOYT KOU TIG
TOPOUETPOVG TOV HOVTEAOL, &VM 1 Tpocopoiwon Paciletor otn dvvatdTHTO VO
EUTAOKODV OKOUN TEPIGCOTEPO UE TO LOVIEAD TNG KAUOATIKNG oAAaync. Ot ynelokes
GLGKEVEC TOV YPNOLUOTOOVVTOL Yo TNV eKTédeom TG mpooopoinong (Kreitmayer,

Rogers, Laney & Peake 2012).

6.9.5. 2v{ntnon

O owoloykdc okTIfiopdc mpoomabel onuepa va evBapphvel TOVG TOAITEC Vv

e€epevvioovy 10 meEPPAAAOV, VO eviomicovv TIG KAMUOTIKEG OAAAYEG Kol v
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EMOVOCLVOEDOVV LUE TIG «PVOIKES VNGIOECH EVTOC TOV ACTIKOV YMPOL, EVAD TOVG KAAEL vaL
GUUUETAGYOLV OTO TOYKOGHO Kot onuocta Bépota, Eekvaviag omd 10 OO TOVG
nepBaAlov, o€ TOMIKO emimedo, ywpic va evolopépeTon vo emParel 10€e¢ Ko vo
onpovpyncet omadovs. Avtd eravaeépet T cvinmon nepl axtifiopod o Betikn Paon,
KaBdg ot AvOp®TOol KOTAoKEVALOVV VEEG TPUYUATIKOTNTEG e OIKT TOVG TPWTOPOVALaL,
evd emekteivouv M @oavtacio tovg pe TN Ponfeld TOV YNOPUIKAOV TEYVOLOYIDV.
EmimAéov, o ouoloyikdc aktifiopdg evioybetl pa aicnon g kowvdtntog, n omoia ivot
ONUOVTIKY] TPOKEUEVOD VO OVTILETOTIGTOVV GUAAOYIKA Ol TOYKOGULES OIKOAOYIKES
emPapivoels.

Méow® tov Ty Vidlov, Ta EPyo POIVOVTOL TO EAKVOTIKA YLl OLPOPETIKO KOO
kéBe @opd. Q¢ amotélecuo, TO £pyo. ONUOVPYOLV MO OVOIKTH oLINTNoT Kot
avadlopopPOVOLY TN dNUOcIo ceaipa. Akadnpaikol kot dnupoctoypdeot ypdeovy yu’
aVTA, EVO Ol EKTALOELTIKOL TOL YpMoIoTotovV mg epyaieio. Ouwmg to Tpotlekt avtd dev
glval povo pépog tov mepPdAiovtog oto omoio (el kou Kiveiton onuepa o dvOpwmog,
aAAG Eva O1KOAOYIKO GUOTNUO OO HOVO, TOVG, UE TNV £VVOL0L TNG «OIKOAOYING» T®V
MME (Fuller 2005).

Eivor onuavtikd, emiong, yw tic oOyypoveg KOwmVieG vo avayvopicovv To
yeyovog OTL HE TO EMKOWVAOVIOKE HEGO, Kol 00{TEPO HE TNV YNOLOKN TEYVOLOYia,
(Manovich 2008) umopovpe vo GULVOLLUOPPAOCOVUE TOV TPOTO OlVOUNG KoL
TPOCTELACTG TOV TANPOPOPLOV, GUVILULOPPDVOVTAS EMOUEVIOS EVEPYNTIKA TNV KON
yvoun. H einida elvar 6t1 pe avtoév tov evdgydpevo (aAld Oyt mévto mpoypotikd)
EKONUOKPATICUO TNG TANPOPOPNONG KOl TNG GLUUETOYNS o€ £va €VPVTEPO PACLLOL
fespatov oe moaykdopo kAipoko Oo vrdpéer kKowvn cvumpaln otv mpoomndbeia yio

EMALON TOV TECTIKMOV OIKOAOYIK®V {NTNUATOV TNG ETOYNG.

6.10. To mawyvior evtog e moAnS

Av gmkevtpmBoOE GTOV TOLyVIDON XOPpaKTPo TV TPOTLEKT, EKTOG amd T dlevpLuveon
TOV TPOTOV £KPPOONG Kol TNV KoAMTEXVIKY/aotnTik) Opdom, PAEmovue OTL T £pyal
avtd olvovv véa oV 6 TOMTEC Ko duvaTOTNTEG OPAONG, OVAKTNOTNG OTKOOUATOV,
oAAG Kol Otevpuvong G emkowoviog HeTald KPATOLS, QOPEMY NG TOTIKNG

avtodloiknong, kowotntog kot toiitn. Etot, n onpokpatio pmopel va yivetot mo dpeon
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KOl OTTOTEAEGUOTIKY, TOPEXOVTOG GTOLXEID KOl OVOTTOGGOVTOG Lo OUEIOPOUN GYEoN
HETOED TOMTOV Kot TOMTIK®OV 18uvoviov. Towg potdlel mapddolo, aird Ticw amd Tig

000veg, og avOmonTo YPOVO, 1 EVVOLL TOV TOAITN OVOVOTLATOOOTELTOL.

6.10.1. O oyedi00udS TOAEWV K1 01 ODOKOAIES TOD

Ot obyypoveg moOlelg eivor kévipa NG owkovopiog Kot NG kowvotopiog, OoAAG
Tautdypove, Oho  To  pEYdAo mpoPANpOTO KOl Ol OVOKOMEC 1TNG ONUEPWNS
TpaypatikdtnTog epeavifovror Kat’ Eoynv ota peydia actikd k€vipa. Ot moAiteg mov
embopovv va aArdEovv tov Tpdmo (wng Tovg PLdvouv Tov ONUOGLO YDPO Kol EPYoVTaL
o€ OAAMAETIOpOOT HE GAAOVG GTOV OGTIKO GYESWGUO KOl GTNV OpyLtekToviky. To
Mmuo onuepa etvar Bepeldoeg: o1 mOAelG mpémel v oyedaloviol £€T61 MOTE Vo
IKOVOTOLO0V KOWVEG OVAYKEG, 1 O E100YMYN OTOWXEIMV OTOV CYESGUO TPEMEL VOl
épyetal omd KAT® TPog T mAVe (amd TOvg TMOAiteEG MPog TNV MOMTIKY €€ovoia).
Daivetor ®ot6G0 O0TL 01 TOAELS KOL Ol KOWMVIEG €V YEVEL ONUIOVPYOLVTOL GE L0
Beopntiky] Pdon mov TOAAEG QOPEC TPOCKPOVEL OTIG KAOMUEPIVEG avAyKEG, TNV
TPOKTIKY] Kol TNV TpoypotikoTnTa. To epdtnua givon Tdg o1 ToAiteg cuvepyalovtot pe
TOVG QOpelc MYELS amoPAoce®V TOGO GTO TEPLEYOUEVO MG 060G OGO KOl OTNV
TPAYUATOGCT] TNG.

O1 xowmvikég aAlayés vipEay TG0 SVVOUIKES TIG TEeVTlEG dEKOETIEG DOTE O
AGTIKOGC GYEOOUOG OLOAOYOVEVMG dev umdpece va. cupPadioet pe avtég. Metd tov B’
[Mayxoopo TIoAepo, o kpatikdg Eleyyog 6to MEdI0 WTO Tapayd®pNnoe T Béon tov og
KTNUOTOUEGITIKEG OPOGTNPLOTNTEG Ol OTOIEC 0V AAUPEVOLY VITOYN TO KOO KAAO» Kot
TIG KOW®MVIKEG TOPAUETPOVS TOV GYEdUGHOD, OAAE eoTidlovV o1 HEYIGTOTOINGN TOV
0PEAOVC TOVG HE OTNVA kot Tvmomomuéva oxéota. Elvar moAld ta moapadelypota
oLV, OT®G M ABNva, 6oLV 0 PETATOAEUIKOS OGTIKOC GYEIUGHOG TNG TOANG £YIVE UE
dKpo TPOYEPOTNTA, KoL Y1 OLTO 1) TOAN TOPO AVTILETOTILEL, Ol LOvo ousOnTikd, oAAd
poducd TepPOAAOVTIKA KOt KOWV@VIKE TpoPAnpata.

Ot oyedaotég dev gival kavol amd povol Tovg vo. dMGOVY OVCLUCTIKEG AVGELS
oty tomikn] kKowotnta (Dempwolf 2011). Tivetan caeég O6tL givon avaykaio vo
SLUTEPIANPHOVY KL AAAOL TAPAYOVTEG GTT OLOOTKOGI0 OYESAGHOD KOl ATOPAGEMY, TOV

0o dmdoovv Vvéeg 10€eC KOl TEPLEYOUEVO OTOPEVLYOVTIOG TNV TMEMATNUEV] TOV
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napodoctok®v pebddwv (Dempwolf 2011, Van Herzele 2004). O ocvvepyotikdg
GYEOGOC UITOPEL VO 00N YNOEL O€ KOADTEPT KOTAVON O TOV OHOBainV EVOLHPEPOVIOV
EMEVOLTAOV KOl KOWOTNTOC, VO  ONUIOVPYNOEL VEEG OYECELS OVAUESO OTOVG
GUUUETEYOVTEG KO VO EVEPYOTOMGEL VEOLS UNYOVIGUOVG HAONGoNG Tov pmopodv va
00MYNGOLV GTNV  avadlOTUIMOT TGOV TPOPANUATOV KOl TNV TPOCHPUOYY| TMOV
GUUUETEXOVT®V OTIG HETARAAALOUEVEG OVTIAMWELS KO TPOKTIKEG, ONUIOVPYADVTAG VEOLG
Beopovg mov Ba eEummpetTovv Tig avaykeg avaroya (Dempwolf 2011). o mapdaderypa,
o Brabham (2009) vroompilel, eumvedpevog omd v emttuyion TOL AVOLYTOV LOVTEAOV
TOV TOYKOG IOV 1670V, 6T T0 crowdsourcing, 0 «TAN00TopIGHOG», Uropel va amoderyel

N Bértiomn PEBOSOC Yo TOV GYESOGUO TPAYLATIKAOV YDP®V Kol KTIGTOV TEPPAAAOVTOG.

6.10.2. Mropel o oyedi0ouog va eival d1aokedaon,;

"Hom 1o 1967, o Buckminster Fuller oyediace 1o World Game, £va. motyviol mov okdmeve
va «Pondnoet tov ko6cpo va doviedel 100% ywpic oworoykn Cnuio yioo KovEvoy
(Krausse k. &. 1999). Kabmng n EOvikn Yanpeoia [TAnpopopidv tov H.IL.A. 6edpnoe to
mayviol Tov Fuller «moAd eravaotatiko» yio va mapovciactetl oty [aykdoo ExbOeon
tov Movtpedh, 0 dIMNUOLPYOS TOL EYVE EVOG TPOTOTOPOS TOV TOLYVIOIDV GTOV TOUEN
NG OOTIKNG OVOTTTUENG, AVAVEDVOVTAG To. SOMPVA pE TiG e€eAiEelg otV TeVoLoYin
Kot gpmhovtiovtdg ta cuvexmg pe véeg Bepatikéc. To SimCity epeovictnke yio TpdTN
@opa to 1989 kat éktoTe TPE JAPOPETIKEG €K0YES. O GKOTOG TOL YVMGTOV TTALY VIS0V
glvar vo Bpet ko vo avamtHget po TOAN e tétolov Tpdmo mov va eEncarilel To v (v
TOV KOTOIK®V NG, XPNOYOTOLOVTOG oToryeio Oyl eEmyevn, aAAd dtabécipa evtog TV
ey ®v ™G TOANG. Ilapd 11 moAlAmAEG GLUUPBACELS TOV YPNGUYLOTOLOVCE TO TOLYVIOL,
UTOPOVUE VO TOVUE OTL 1 LOKPA KO GUVEXNG TOPOVCia TOL €YEl KAVEL TOAAES YEVIES
o TOV Vo, eE01KEIMOOVV pE KATOolES 0o TIC GVVOETEG dL0dOKOGIES TNG TOANG.

H mpocopoiwon tov moyvioiwv otnv moOAN Asttovpyel Ouw®g HOVO  ®¢
eKTadeLTIKO gpyadeio. Mmopel va ypnowyomomBel yioo voo PEAETNGEL KATAGTAGCELS,
AMOTEAECUATO 1] AVTUTAPOOECELS TOL UTOPOLV Vo, OiEoVV G€ o SEGOUEVT] OTIYUN TU
umopel va odnynoel o€ omoteAeGHOTIKEG TOMTIKEG Kot aAlayég (Checcini, & Rizzi
2001). Eivon éva epyadeio kavd va cuVOLALEL TIG KOWMVIKEG EMIGTNUES LE TOCOTIKEG

(owovopukég, onuoypagikés k.0.k.) mAnpoeopieg (Duke 2000). Emumdéov, elvan
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TPOoPAGILO Kol KOTOVONTO, KOU EMTPEMEL O UN €OKOVE VO GLUUETEXOVV OTIG
owdkacieg mov Aappdvovv yopo micw amd KAelotéc moptes. To «lvotitovto yio T
Mérhovy [Institute for the Future] (McGonigal 2010) £d€1&e 611 3 d16. doAdpia TV dpaL
damavavtol og online moyvida.

To televtaio xpodVIa, TO TOGOCTO YPNONG OOUMV OMMG OVTEG TOV TOLYVIOLDOV
AL kot Tov social media otov actikd aktifiopd €xel avéndel. Ta kowmvikd dikTva
Oyl LOVO OGYOAOVVTOL TEPIGGOTEPO LE TO KOWMVIKO KEQPAAMLO, OAAL Kol OTOTEAOVV
cuovaupo évav tpdmo vAomoinong g ONUOGLOS GULUUETOYNG KOl TPOYUATOTOINONG
GLALOYIK®V gvepyeldv kot dtakvPépvnong (Dempwolf 2011). To dwadiktvo dev elvar
ATAMG €va VEO HECO TANPOPOPLOKAOV OVIOAAAYDV, dAAE éva epyaleio mov dlepeuvd
VEOLG OPOHOVS VIO YVOOIOKY] GLV-ONUIOVPYIO Kol TAOTYNOT KOl Y10, VEEG KOWVMVIKEG
oyxéoelg (Levy 1999). Ta social media kot o1 @opNTEG GLGKEVES Eyvav dVO KOTAAVTIKE.
otolyelo ywo TV KaToypoey TPoPAnpdtwv, mpoteivoviag AVCES N eKPpalovTog
emboupieg yio TIG YEITOVIEG KOl O1LGLVOEOVTAG TIG TEAELTAIEG YO TV LAOTOINGT ALTAV
TV mpotdcewv. Onmwg dAlmwote €xel vmootnpiter o Harvey (1990), o ypdvog ko o
YDPOG EYOVV GLUMIESTEL Pev amd TIG VEEG TEXVOAOYIES, EMTPEMOVING OGTOGO TAEOV TN
paydaio emKovmvia.

"Exel 1dwaitepn onuacio 6tL «ot oyetikég mAATOpUES TOV tvtepvet Eekivohv amd
KOWOTNTES, OC EPYAAEiD TOL GKOTO £YOVV VO TOPOVGLAGOVV TIG YVMDUEG TOV TOATOV,
KOG Kol amd OveEAPTNTO COUATO TOV OlepeLVOLY NTHHATO TOANG amd GAAN
wpoontikny. H mbavomta va emeépovy Tpaypatiky] aAloyn Kot vo kopicouv 0eTikod
KOW®VIKO 60QeA0g gival cuyva To Pacikd KivTpo TV ovOpOT®V Y10 VO EUTAAKOVV GE
ocvppetoyn (Seltzer & Mahmoudi 2012).

[Ipogavmdg, N oxéon avAapesa 6ToVG YPNOTES Kot TNV TAATEOpUO EXNPEALEL TO
AmoTELECUE GTOV QUOIKO kOGpo. Eumopwcd 1 exkmodevtikd motyviowe cuviBwg
TPOCOUOIMVOLV TIG GLVONKEG TOL TPOYUATIKOD KOGUOL Kot €£eTdlovv evOAAOKTIKG
GEVAPLO, KOU TO OMOTEAEGHO UTOpel dupeca va emnpedoct v mpaypoatikotnto. Ot
EIKOVIKEG TAATPOPUES, EMTPETOVTIOG TNV ovoryT] dadpacn online, gvaicOntomolovv
TOVG YPNOTEG Va. avtoopyavmbovy Kot offline, kadMepydvTog KiviTpo Le «TporyorTikd»

OVTIKTVTO.
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6.10.3. H moAn yivetar koivwvikn

Me v dvodo tov Facebook kot T@v GAA®V KOWOVIKOV SIKTV®OV, TO TEPIOCCOTEPO
oy vidll. Tov aPOPoOLV GTNV OVATTTLEN NG TOANG £YVOV TEPIGGOTEPO KOWMVIKAL,
Kévovtog oAoéva mo obvOetn TN OdpacTikOTNTO TV ToyTdv. [lepimtov ta pod
mayviow tov Facebook ota téin tov 2012 fjtav moryvidia yio to KTiGo g TOANG 1)
mayviowa dwxeiprong (Thompson 2012). To SimCity gival pev to IPAOTO Kot IO YVOGTO
moyviol, oAAd vnpéov mepi Ta 90 maryvidia Topopolov THTOL T TEAevTaio SO y¥pdvia
(Chronology of City Building Videogames). Xta mepiocotepa ond avtd, o xpnotng
npoonafel va dwayeplotel dabéoipovg mopovg Y va eCocpaiicel gvnpepio Kot
mowdtnta {oMg oty moAn. To SimCity eotiale oe évav poévVo TaikTn OV ONUOVPYOHGE
Kol droyeprloTav T1g TOAELS, LETAKIVOOUEVOS amd T pio oty dAAN, £xovtag tnv evBHvn
Yo OAEC TIC OMOPAGELS TTOL ETOUPVOV O ONUAPYOS, Ol GOUPOVLAOL TOV, Ol 1OLOTIKEG
etopeieg, o1 opyavicpol YEITOVIOV Kat Ot U KuBepvNTKéG opyavmacels. Avtd cuvéPatve
¢m¢ kat tov Méprtio tov 2013, 6tav to SimCity5 €éxave to matyviot online.

[Tapott 01 Taikteg avtédpacay mov 1o Tatyviol pmopel mAéov va moiletor pHovo

SimCity5
online, o1 €voTtdoelg TOvg £YOVV Vo KAVOLV TEPICGOTEPO UE BEpaTa acPAAELNG TOV

dwdiktoov Ko e&hptnong amd tovg mapdyovg Tov dSwdiktvov. Ot maikteg eivan
OVOYKOGLLEVOL VO, 1GOPPOTOVV OVAUECO, GTI] «GLVEPYOATIKI» KOl TNV «AVIOYOVICTIKN»
ovuneppopd. O1 15101 o1 AvOpwmol AALDGCTE £Y0VV TOAAES TPOCOTIKATNTES KOl TPOTOVG
CoMg, ka1 o1 EVEPYELEG TOVG £YOVV OPOPOVUEVT] EMIOPACT] OTIC TOAELS: TOALOL AVOpmTOL,
v mopdostypa, mnyoivouv Yy OOVAEWL OE  GUYKEKPIUEVY] KOl KOWN  @Opa,
onpovpydvtog padikn KokAoeoplakn cupgopnon. Kabe koppdtt oty 006vn amoteiel

éva Jl0KPITO KOUUATL TANPOQOPIOV G€ pio. TOAN. Apykd, kdBe moiktng €xer ot
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oubeon tov TOAAG péoa, TOPOVG KOl YDPO, UETAPPOLOUEVO GE Y1 OV UTOPEl va
kT1i60¢el. Emiong ayafd propodv va twinbovv kot va avtadiayodv otny idta teptoyr]. Ot
TOPOL KAl 01 YMPOL €Vl TEPLOPIGUEVOL, OTMG YIVETOL CAPES KOL KOTA TNV E1GAYWYY| TOV
naiktn oto moyviot. H 61dd0pacn avapeco oty mOAN Kot T SEmOQ TOV TOLYVidto0
potalet e VTN TOV EWIKAV EMGTNUOVOV TOV «OCTIKOD EEEVYEVIGLOVY.

Q61000, GTO OVOUO TOV PEOMGLOV, TO Toyviol Telvel va divel AGELS Tov lvarn
BpoayvmpoBeopeg ko Oyt omdAvta  Prooipes. Daivetar OVOGKOAO Kol YOO TOVLG
EMOYYEALATIEG TOL OOTIKOD OYEOOGUOL Vo amoeVyyovy v mayida. To meplodikod
Co.Exist ovvévooe 6 oyedlaoTtég e okomd vo dokydoovy ) véa gkdoyn tov SimCity
KOl Vo, ONUIOVPYNCOLV 0,TL TGTELOV TG MTOV T TPOGPOPO Y10 TPUKTIKT EQPAPUOYY).
Xe ovto To melpapa, aveEapmra and to OGO eMOEEIn Eman&ov o1 OUAOES, Ol TOAELG
amodelydnkav KotadKaouéveg o€ amotuyic. «¢ oYedoTNG Toy VoDV, Pplokm v
ovtomio. KAmwg Papetn, ywoti av emrevydel kdti, dev vmdpyel TAEov mpoOKAnon. Av
TETUY® TNV 1ooppomia, Oev vEapyxel AdOyog vo maifw GAAio», €&nyelt o Librande,

oyedwotng Tov SimCity (McDermott 2013).

6.10.4. «H Peltiowoon ¢ mepioyng eivor oto. yépia pog!»

Etvon peydiog o aptuog tov epoppoy®v mov avoartdynkoy 1 ypnoioromonkoy ard
ONUOVS KOt TOTKOVG QPOPEiS Yo v @uAtpdpovy mpoPAnpate pkpng KALOKIG Kot va
dmoovV 10éeg o TOMKO emimedo. AVTEC Ol €QupUOYEG eivol PEPOS Lo gvpvTEPNS
EQOUPUOYNG TOV VINPECIOV «MNAEKTPOVIKNG OlaKLBEPYNONG» otV TTPOocTAbEln TV
TOMKAOV S101KNoe®V va ouvoebobv pe toug moiiteg (Cegarra-Navarro 2012). Kdémotog
UTopel voL YpNOUYLOTOMCEL £vaL At aLTA T STKTLO Yol VO SNAMDCEL (ol OTEAELD, EAAELYT
N dvodertovpyia (Ba pmopovoe m.y. vo EKPPACEL KOTolog TNV emifupio tov yia B€oelg
@OAaENG ToONAATV). YTapyel €161 po GUUAAC OV OVOTTUGGETOL OVOUESH GTOVG
YPNOTES AVTAOV TOV HEGMY KOl TOLG KOTA TOTOVS ONIOVS KOl POPELS, Yoo TNV €0pubun
Aertovpyio TOLG, OALG KOl TOV ONUOV KOl OPEMV HETAED TOVS, KaBdS dev Ba By va
OTIYHOTIGTOOV amd TOVG YPNOTEG MG mopadeiypoto atosiog Kot KOKNG molidTntag.
opeova pe toug Seltzer and Mahmoudi (2012), avtég o1 meputtdoelg dgv £xovv Gyéon
LE TNV 0VOTYTY] KOVOTOUIO, OAAG TEPIGGOTEPO LE TN GLAAOYN TANPOPOPLOV TPOS XPTON

amo SLPOPOLS UNYUVIGLOVS TG TOANG Kot KowoTikég dradwkacies. [lapadelypata dmwg
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ta SeeClickFix, Neighborland, Verbeter de Buurt, Give A Minute evicybovv 11 onpdcio
ocvoppetoyn ovvovdlovtag to online epyolein tovg pe TIC vEApyovoeg offline
ddkacieg. Ot dradikasiec TG GLUUETOYNS opilovTon amd T doun TS TAATEOpUOC. AV
Kol DRAPYEL TO AOYIOUIKO HIOG TOYKOOUWG EQUPUOYNG, Topadeiypato Ommg To
TOPOTAVED GLVOEOVTOL KUPIMG e Oplopéves Tomobeaieg katl pépm Omov £yl cuykpoTnOei
L0, LETP G KOWVOTNTO Y10l VOL VTTOGTNPIEEL TN OpAGTNPLOTNTO CLTH.

Onwc eEnyel o Stone (http://obvious.com/neighborland.html): «Aev eivon moAd
mOovOV Ol KATOKOL VO TEPTATHGOLV, VO, YTUTGOLV O TOPTO, VO GLGTNOOLV KoL Vo
POTNCOVV TAOG UTOPOoVV va, fonbfcovv. AAAE T0O Vo Kévovv sign in 6T YEITOVIA Kot Vo
ouvdebovuv pe 6oovg Covv Tpyvp® Yy Béuata mov a@opodv TV TOYOTNTO, TNV
avakOkKAmon K.G. eivoar éva mo mhavd cevaplo otig pépeg pocy. Ilpdyupott, to
Neighborland (https://neighborland.com/) gtvon éva start-up pe £dpa ™ Néa Opiedvn,
oV amooKomel va yivel éva Kovmvikd diktvo yuo yertoviég oe Oieg i HILA., o
mhoteopua. mov ovvdvdlel Tig offline dwwdwaocieg pe ta online gpyadeia, 6mov ot
GvBpwmol PUITopovV v KAvouv BETIKEC TPOTACELS Y10 TIC YEITOVIEC — Oyl LOVO YOl TIG
QLOIKES ATOYELS TOV YMPOL KOt TO TAOG UTOPOVV Vo BeEATIB0VV, 0ALL Kot TPOTAGELS Yol
ekONAMoELg Kot GAAeG KovoTikES dpaotnplotntes. To Neighborland ypnoyonolel to
OlkTLO TOL Yo va glaydyel Kol va tpowbnoetl Oepatikég mov yperdlovror vrooTpiEn

KOl YPNUOTOOOTNON.

Hl mr- e —
=1

2
BAins UUmLE

Neighborland

To Community Planlt (http://communityplanit.org) cVYKEVIpOVEL TPOYUOTIKE
ypnpoato yuoo ovykekpuéva mpotlext. ailovtag kavelg éva mouyvidl Kol eKTEADVTOG
OTOGTOAEG, UTOPEL VO GUYKEVTPADGEL TOVTOVS Kol £META Vo amevBuvOel og mparypaTikd
potlext mov Bo ¥PNUTOS0TNOOVV LE TPAYLATIKG ¥PNUOTO, EVE TNV 101 oTiyun ot

TANPOQOPIEg TOL TOPAYOVTOL OO TN CLUTEPLPOPE TOV TOKTMOV EVIOS TOL TTALYVIOIOD
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EVILLEPDVOLYV TOVG EMAYYEALOTIEG OYEIOOTES. ZOUQMVA LLE TNV EMIGT U 16TOGEAMSA TOV,
to Community Planlt avontoyfnke and 10 Engagement Game Lab oto KoAéyio
Emerson kot oKomevel va KAVEL TOV GYESOGHO TTO O10.0KESAOTIKO divovTag 6Tov Kabéva
™ SOV Vo GYESACEL TO LEALOV TNG KOWVOTNTOG.

To SeeClickFix (http://seeclickfix.com) kot 11 0oALovOKT €kdoyn Tov, Verbeter de
Buurt (mov onuaiver «va PBeitiover Kavelg ) yertovid tovy), drteton Bepdtov Oyt
EMElyOLOOG OVAYKNG Kol TPOTEPALOTNTOG GVl TOV KOGHO, HE OKOTO vo. evBappivel
TOAITEG, KOWOTIKEG OMAOES Kol KLPEPVNGELS VO PPOVIIGOLV Kol VO BEATIOGOLV TIG
YEITOVIES, TIC TOAELG KO TIG YMPEG TOVG. Ot QUpLOYES ¥PNOLOTOIOVVTOL OO TIG TOTIKEG
KUBEPVNCELS ®G AMOTEAECUATIKO €pYaAeio Yy TNV Kotavopn tov Ogpdtov mwov
eumintovv ot dwkoodocia tovg. To Verbeter de Buurt (http://www.verbeterdebuurt.nl)
dgv avagépel Povo mopdamova, oAAG Kot OMHOVPYIKES TPOTAGELS, ONADVEL LAAMGTO OTL
10 70% TOV KOWOTIKOV Kol TOmK®V cLuPoviiov ot OAlovdio €govv dmdoel
ovyKatdBeomn Tovg Yo va dteEayBovv avTéG 01 avaPopES LEGH OO TNV TAATQOPLAL.

To Banopticon sivan éva eAAnvikd moryviolr mov Ppioketonr oe e£EMEN and Tov
Iavovdpo tov 2010 oto0 mAaico tov gvpomaikoy mpoyphupotos MIG@net
(http://www.mignetproject.eu). ZKomdC TOV TOYVIOOL E€ivOl VO CLYKEVTIPMOOEL
TANPOPOPieg amd ePELVNTIKA TedioL Kol YMPOLG, VA TO OPYOVMDCEL MG GTOLYEin
T VIO100 Kot TEA0G VoL TaL Katatdéel 6To Koo evpmmaikd npdypaupo MIG@NET. To
Tpdypappo. €pELVA Kol €EETALEL O1APOPES OYEIS TOV TPEYOVOMV UETOVOCTELTIKOV
TOMTIKAOV Kot TOV {NTNUATOV 0L TPOKVTTOVV OO TIG GXECEIS OVALEGO GE LETAVAGTEG,
TOTIKES KOWOTNTES Kot 180vovTteg, mov OAot pali cuvueaivovy Kol GUVILIUOPPHOVOLY
TOV €VPOTOIKO KOUPA TOL VEOL TEDIOV TAANG OVAUESO OTIC JSLAPOPEG KOWVOVIKEG
OAOES.

To Banopticon, mpOyLOTEVETAL KOWMOVIKEG KOl TOMTIKEG KOTOGTACELS OV
AVOQPEPOVTOL GTN POT| TNG UETAVAGTELONG Kl AAUPAVOUY YDPO GE AGTIKES TEPLOYES KO
diktva, oAl Kupimg ota avOpodmva copata. Kabng ta copata givor ta vrokeipeva
Kol TOVTOYPOVA TOL AVTIKEILEVA EQPUPUOYNG, TAPAUEVOLY TO POcikd onueio avapopdc.
Avtipetonifoope ™ pnéBeln avdpeca ce copato o kivinon (VAKOTNTO) Kot Ynelokég
teyvoroyieg (ADAGTNTA): TO GO HE TNV DAIKOTNTA TOV YIVETOL TTNYN TANPOPOPIOV Kol
ocuvlpo vrokeipevo eAEyyov, aAAd TOLTOYPOVO Ol TTANpoYopies yivovtor otovyein
vukotnTag kot copota. Onwg opiler pe toon akpifeta 1o Aebvéc Tapatnpntiplo

Mertakivnong IIAnBvcuodv: «Enedn ot petavdoteg kovfarodv pali tovg ta Oplo og
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oLVOPO, EMEWN] EVOOUATMOVOLV TNV £VVOl0 T®V GLVOPMV, KLPIOS OTN HOPPY| T®V
OaKkTOA®V, dgv umopoHv va Ta dlacyicovv. Avtd mov Kavouv dpmg givol va Eemepvoiv
Ta cHVOPA TNV 1d10L GTIYUT TOV TO EVEOUOTDOVOLVY.

To moyyvidr €xel oxedwotel —mpog 10 mapoOV— ®G €va amokAeloTikd online
Tprodldotato moryvidlt Bivieo kot cvumepilapfaver Bivieo, HoyviTOQE®VAGELS YOV,
16TOGEAIDEC, QOTOYpaPio. Kot Keipeva o€ O01oKedAoTIK) Hopen. To vAikd kot to
OTOTEAECUATO TNG £PEVVOC EVOOUOTOVOVIOL OTO TESIO TNG £PELVOC OVOPOPIKH UE
GUYYPOVES KOTAGTAGELS TOV OVOPEPOVTAL GTN) UETOVAGTEVGT, PUGIKEG 1] NAEKTPOVIKES
LOPOEG EAEYYOV KOl GUVETMG TOV OPIGUO TOV YEMYPOUPIKAOV OAAL KO TOV YNOLOKOV
opiov. Ava@épovial 6€ TOTOVG TOPAYWYNG Kol EpYAcioc, OTMG EMIONG KOl GE EVEPYELEG
amokAelopov Ko Plag M avtibeta oe THMOLE GUVOLTOPENG HE TOVG ETOVOUOLOUEVOLG
«wopovg katoikovey g Evpodnne. Amotelel éva modd 1dwaitepo video-game mov €yve
elebBepa mpoosPdoipo ota €A Tov 2013, yopig Kavéva KOGTOG Yo TOVG PNOTES, Kot
Poaciletar oe epeguvnTikd oTolKEl KO TPEYOVOEG TANPOPOPIEG AVAPOPIKA E
LETOVACTELON. XTOYOC TOL OgV &lval PUOVO Vo EUTAEEEL TOVG YPNOTEG OE TPEXOVTO
Oépato, aAld vo guvonocet T oddpacn pe dALOLG Kot va BEcel epoTiHaTa GE Eva
nepPdArov, 6mwg 10 EAANVIKO, OOV M Kpion kot 1 peTdfacn cuinTovVTUL EVPEMS EVHD
0 patolopog kot m EgvopoPio amoktovv (oPepEs SOGTACELS GE ML KOW®VIOL TOV

Bpioketon oe dtopk aAloym.

6.10.5. Evalloxtikol Tpomol GOUUETOYNS OTO. KOIVO,

>1ig morelg tov HILA. pe minfoopd dveo tov 100.000 avBpdrmv, o d100£c10G ydPOog
nowiddel petalo 19 ko 25% g cLVOAKNG TEPLOYNG, VO OTIG TOAES pe TANOVGHO
dvo tov 250.000, o ydpog mov anopével o ktaon yng elvar peta&d 12,5 o 15% g
ovvolkng meployng (McPhearson 2012). H actikr dwobeoipdtnra amoterel Eva Oéua
oL umopel va e€etaotel oe pkpr| kKMpoka, and £vo GLALOYIKO GUGTNO EAEYYXOL TTOL
Ba evepyomotet ek véov kdBe popd OAa T GEVAPLAL.

To SQFT (http://www.yoursqft.com/) «ov 10 (IM)possible Living
(http://www.impossibleliving.com) &ivalr mlateopueg mov mpoomabodv va eetdoovv
akplPog v EAdelyn dwbeciuomtoag oe vrdpyovia Krtipa. 'Etol, mpoomabodv va

GLVOEGOLV OLOKTNTEG TTOL SLBETOVY AOEIOVE 1 VTOYPNGUYLOTOLOVUEVOVG YDPOLS LLE
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mOovoOC YPNOTEG TOV UTOPOLV £0T® KOl TPOSMPIVA VO, TOVG gvepyomomjcovv. To
Meanwhile Space, pe €dpa 10 Zav Ppavoicko, amoteel eKTOG ard TAATEOPLLOL KO Lol
emyeipnon He oKOTO TO K€POOC. Xmv 16T0GEMON TOV
(http://www.meanwhilespace.com) dnA®veL OTL oV KOl «1) ¥P1ION TOL £ivol ACOAANG Kot
VOLIUN Y10 IO10KTNTES OKIVATMV TOL BEAOVLY Vo LELWGOLVV Ta 6004 TOVG. AV £yovv dogla
aKivnto Tov dgV YPNCUOTOIOVVTAL, EIVOL TPOTHOTEPO VO TOL TOPOYWPOVV GE TOATES
OV UTOPOVV £GTM® KO TPOCOPIVA VO TOL EVEPYOTOCOLV, OCTE Vo, ETOUIloVTal EKEIVOL
TOVG AOYOPLAGHOVG OAAGL KOl TV ACPAAELD, EVA TOVTOYPOVO ETOPEAEITAL KOL 1) TOTTIKN
Kowmvia kot 1 otkovopio. H Meanwhile Use eEac@aAilet 6Tt pe Tn ¥pnomn ToL oKIVITOL
0. T0c00TA Pavdalomoinong eAoyIGTOmO00VTAL, TPOGEAKVETOL BETIKY] TPOGOYN Ko
umopel £tol va, Bpedel evKOAOTEPO LOVILOG EVOTKOCY.

To Popularize (https://popularise.com/ ) eivar pio TAatdpua mov WpHnke and
VoV KTNUOTOUESIT ¢ €PELVNTIKO gpyaAelo Yoo TNV KOwoTNTo KOt Tpocmodel va
ocoumepAaPel Eykoipa TIC KOWOTIKEG emBupiec o€ éva TPOYO GYESOGTIKO GTAOLO.
[Tpoxertan yia éva epyareio mov emBupel voo TPOPOOOTHCEL TNV TPOYUOTIKT avATTLEN
NG KTNUATOUESITIKNG avalntdvtag Tt eivor KaAvtepo yuo kdbe axivinto. Me v gdpeon
[ ETXEIPNONG, Ol TOMIKOT QOPEIS aVATTLENG UTOPOVY VO AVIYVEDGOLV T YVAOUTN TOL
Kowov. O ypNnotg umopet eniong vo KAVEL TPOTAGELS KO VO YNPIGEL VITEP TOV «KKOAADV
WEDVY, TOPEYOVTAG £TCL LU0 OVETIOMUN €PELVA OyOPAS GE ONOOV GKOMEVEL Vo
avantoéel v mepoyr. To Popularize dev vmécyetonw oOTE  SOCEOAILEL TNV
TPAYLOTOTOINOT TOL TPOTLEKT OV £XEL GLYKEVIPMOEL TOVG TEPLGGOTEPOVS YNPOLG,
aAAG BonBd oto va o KAvEL KATL ONUOEIAEG Kol Pudoo, Kot cuyvd odnyel otnv
VAOTTOINOT AVATAVTEX®V EPYMV.

To Invisible Artaffects eivon €éva  woadlMteyvikd mpdTlekt «emavinuévng
mpaypatikdtnTacy (augmented reality) oTov ONUOGLO YOPO GO L0 OULAOO KOAAMTEXVAOV
pe v enovopio Manifest. AR. ExtéOnke and 11 13 Tovviov €mg tig 25 Avyovotov
2013 won amoteAel o ékBeon épywv oe €EEMEN, OV OMOKPIVETOL GTO EPAOTNUA TNG
avaoTpoPns Becuod Kol GOUOTOS, GLVOEOVTAS TO eEMTEPIKO OMNUOCIOV YDPWOV LE TO
ecmtepkd tov FACT (exBectaxod yopov o610 AifepmovA g AyyAlag). Ztoyeio tov
EYKEPAAOL KOl TOL CAOUATOS TPOPAAAOVY otV TOAN, v 1 TOAN ov TEPPEALEL TO
FACT amotehel Tov Koppd yio to €pyo ko 6ca Ppickovror evtog tov. 'Etot tehovv vid
OVOKOTOOKEDT KOl ETOVOTPOGOIOPIGUO T SITOAN HVAAO-COUN, OeGUOC-QUOT|, TOAN-

EIKOVIKOTNTO.
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H «augmented reality» eivor éva péco 1o omoio GLVIGTA OVOGTPOPN KOl OEV
yvopilel puokd opia, aAAd eravompocdtopilel cupPoiud kot ympikd tov Beopod. To
FACT ypnowonoteitol v TPOKEWEVD OC VO, LEGO Y10 TEWPALOTO [LE TOV VOV, TNV VAN
Kot v Kowotnto. H dnuocia téyvn €161 Ommg v mapovstalel n opdoa Manifest. AR
oV €kBeon avTN OV SOTVITOVEL ATADG OLTOTIKO OPOLO. TEXVO-LOVIEPVICUOD, OAAL
UdALov  StappnyvOEL EVVOIOAOYIKA TIC GUGTNUIKES YPOUUES. AV TpOUNVLEL &va
eE100VIKELIEVO LEAAOV, TO KAVEL YELOVOVTAG TO 6TO TTpoPAnuatikd mtapodv. H mpotaon
mov cvvoyilel T1g dpdoelc twv Manifest. AR, «ta ateOnpata tov kovov ennpedlovv Tov
KOGHO», aVOdEIKVDOEL TN OOVOUY TOV VELPIKOD GCULOTNHUOTOS GE £vav  Ynelokd

umepdepévo koéopo (http://manifestarblog.wordpress.com/turning-fact-inside-out).

Manifest. AR, Turning Fact Inside Out, “Biomer Skelters”, 2013

To. Biomer Skelters (biome + helter-skelter), 0nmg deiyvel n ayyhkn €Tvoporoyio
™G OVOHOCInG, OLVOEOLY  TOVG €0MTEPKOVS Propvbupovg pe ta  eEmTepiKa
owoocvotiuota kot v avantuén. Kabog mepratd xovelg otovg OpoOHOVS TOL
AiPepmovd kot eoépyetanr oe €va EeKovpaoTto TMEPPAAAOV, TO GUGTNUO 7OV EYEL
avamtuydel va dwaPdler Tovg Proloyikodg puORovg TG KopOdG avTopaTo dnpovpyel
Kol Qutevel PAdotnon «emavénuévng mpayuatikoéttoy. Io Biomer Skelters 0o
kabopicovv Tov kapPd ™¢ TOANG Kot To ol poper| PAacTnong kuplapyel. H doviewd
avt avtiel v éumvevon g and T Potavikny totopia Tov AiPepmovA, Tov TOMIKO
KNTO Kol TIG TPOSTADEIEG O146M0NG TOV SacMOV, GAAL KOl 0d EPOTALOTO Y10 TO KA
6TO Ol Kot TOGO HOKPIVO PLEAAOV.

To FACT evBappivel Toug emokénteg Tov va yivouv pétoyot twv Biomer Skelter

G€ TPOYPOUUATICUEVOLG ¥POVOLS KATA T dtdpkela TG £kBeomnc. Ot fonboi g £kBeong
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OelyvVOVV GTOVG EMOKENTEG TMG UTOPOVV VO KAVOLV £VOL SOKIUACTIKO QUTEUN EVTOG TOV
FACT xou émeita mpoo@EPOLY o UIKPN TEPUIYNOT OTOVS OpOUOVS Yo Vo
ocuvelopépovy ot PAdotnomn tov AipepmovA. Té6co evidg 6co kot ektog tov FACT,
omotog €xet kvntd Android 1 iPhone pmopel va koteBdoet éva Biomer Skelters Viewer
KoL VoL O€L TIC TPLEOLAGTATEG OEVOPOPVTEVGELS GTOVS OPOLOVG TOL AiBEPTOVA.

To mpdtlekt ovTd dev eivon gaming, «mwoyvidw, aAld T€xvn € SNUOCLO YDPO, Kol
oLVOEEL TNV TEYVOAOYia e TNV TEYVN Kol TV €kppaoct). Exel evolapépov 6Tt n €0V
OLTH] GUVOEEL TOV YMPO TOV HOVGEIOL HE TNV WIOTIKOTNTO TOV GUVLQOIVETOL LE TOV
neplpdArovia eEmtepikd ydpo. Emiong ocvvdéel apgidpopo kot ovaoTpEYUd TOV
yneko e Tov UKo ydpo. H ékBeom éxel Gueca tomkd yopaKTnpo Kot mTopaKivel
TOV EMOKENTN Vo U petvel Beatg, aAdd péoa amd To VAIKO, TIG TANPOPOPieg Kot
YPTON TOV TOV TOPEYOVTAL, VO LAOEL YloL TOV YDPO GE TOMKO EMIMEOO Ko Vo avaAdPet

opdon.

6.11. Avaxepolaiwon

H opyitektovikn kot 1 6T avaTTuEN GLVOEOVTOL AVATOPEVKTO LE TOVG YMPOLG KOt
To EW0IKE YOPOKTNPLOTIKE TOVG, KOL LE TNV KOWOTNTO MOV OVOTTOGGETOL YOP® Omd
avtovc. Znuepa, N Tpdkinon oto medio avtd givor ta offline diktva vo apopoHv Tomikd
Oépata, oyéoa Kot emionpua apyeio, yPNOLOTOUDVTOS MO EAKVOTIKG Kot TPOGPActiLo
nepiPdAlovia o online mouyvidlo Kot pHECH KOWMVIKNG OIKTO®MONG. AVIIGTPOQ®S, TO
online diktva TPEMEL Vo apopobV BEUATA KOl EPMOTHUATO TOV GLVIEOVTAL LIE TNV TOTIKN

KOWOTNTO.

"Hon to 1961, n Jane Jacobs tovile 11 onuacio Tov aoTIKoD KEQPAAAIOL Kot TNG

avantuéng kowotntwv. Ipopavac, avtd woyvel ko aviiotpopa. Oco TEPIGGOTEPO O
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dvBpomotr acyorlobvtar pe Bépato TG YEITOVIAS TOVS, TOCO IO OIKTVOUEVOL Kot
ouvdedepévol acBavovtal, 1060 cuVaIcONUOTIKE OGO Kol Y®PKd, Kot Taipvouy Béon
oe 0,1t ovuPaivel. Méoo amd tétolec Owdikacieg, M évvoln NG 1Bayévelag
aVOOLOLUOPPAOVETOL  GTO  TAMIGIO NG  YNOOKNG  ONUOKPATIOG, EVVOOVTIONG TN
CUUUETOYIKOTNTO KOl TNV Gpeon evacyoinon pe t Aqyn onopdcoewv. To gaming
mpocOétel o GAAN SIGTACT OTNV  TOVTOTNTO TOL TOALTY, TPOGOIOOVTIAS TOL
YOPOKTNPIOTIKA O1Ad0PaoNG Kol AUESOHTNTOS, KAVOVTAG TOV VO EUTAEKETOL GUECH OTO
KOwd, va £l QUECT] YVAOOT KOl Aoy, Kot TEAOG VAL TaipVEL ATOPAGELS LOKPLY OTTO TOV
Kovomé 1 amd HEGO TEYVOLOYIOG TOL TOV AMOUAKPVVOLV OO TO PLGIKO TEPPAALOV Ka,
TpOTO TIVA, amd TN Propévn tpoypotkotnta. H avantuén kowvotitov pe m ypnon tov
VEOV LEC®V, TOV gaming Kol NG TéxvNng 0ev umopel mapd va £xelg Oetikég —kan offline—

EMNTMOCELS GTO UGTIKO TEPPAALOV.
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MEPOX B’

Texkunpioon: Téyvn Kot teYvoroyia 6TOV ONUOGLO YOPO, Projects Kot

EPEVVITIKO VAIKO
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Ewcayoyn

To mapdderypa e EALGSaG kot 1 d1eBvng gpmerpio:

MebBoodoroyia Epgvvag Kot GUUTEPEGUOTOL

H epyacia avtr] €rel og 010)0 Vo d1EPELVNCEL TMOG N TEYVN OTIG UEPES Hag aAAdlet
VTOGTOGCT, HE OO TPOTO TPUYLUTOTOIEITOL EKTOG TMV TLAMV TOV HOVGEIOD KOl TG
EMITAEOV TO KOWO OVTATOKPIVETOL 0) GE OPAGELG TTOL APOPOVV TIC VEES TEYVOLOYIES Kat
oyetiCovtarl pe ) 01ddpacn Kol To aoTIKO Tomio, Kot ) o€ OpACELS TOV APOPOVV TOL
KOWd, €v €l0€l KOAMTEXVIKOV OPOUEVOV TOV TPAYUATOTOOVVTOL GTOV ONUOGLO YDPO
ekppalovtag avnovyie avaeopikd HE TOV OoTIKO YMpo, TN ONUocldTNTO, TNV
KowotNnta, T dmpayrdrevon aSidv KAT.

2roeio Tov a@opovv TV £pevva £xovv Tapatedel oe avTd TO SeVTEPO PEPOG
™G epyaciog g mopiopaTo EMTOMIOG £PEVVOC, GE M0 OmOTEPA BVOYPAPIKNG
pocEyyong npotiekt oto e£mteptkd, mov petapépbnkov Enctta otnv AOMva (Rider
Spoke), xor pdtlext mOL APOPOVV OPAGCELS GTOV OoTIKO Ywpo otnv ABnva (Urban
Digital Narratives kol GAAo. — 6€ OAO AVTA TaL TPOTLEKT Elval APIEP®UEV M TPATY KO
EKTEVESTEPT €VOTNTA OVTOL TOL 0gvTEPOL pépovg, Kepdrowo 1-3), kabog won
YOPTOYPAPNONG TOV TOTIOL KO KOTAYPOUPNG TV KOAMTEYXVIKOV OpAce®mv Tov Ehafov
yopa ) Terevtaio mevtaetio otnv AOnva (devtepn evotnta, Kepdiato 4-5).

®é\noa, 61060, 6TO TAAICLO TNG EPYACIOG QLTS VO DM EMICNG PWVY GTOVG
KOAMTEYVEG MOV OGAAOTE pe VEN pécO Ko GAAOTE HE OPACEIS OTOV «VvEO», VTO
avadTPAYUATELOT OMUOGIO  Y®POo, BETovv EumpokTa TOPOHOIOVS BemPNnTIKOVG,
KaAMTe VKOS Kol moAttikovg mpoPAnpaticpots. [T cvykekpéva, mpaypotonoinco
petald 2012 kan 2015 po oelpd cuvevtedEEmV o) e KATOEIOUEVOVS KOAMTEYVEG VEDV
péowv kot ) HEe KOAAMTEXVES TOL OPOCTNPLOTOOVVTIOL EWIKA GTOV ONUOGLO YMPO
YPNOUOTOIDVTOG VEL PEGa, BEAovTOG va udbm g PAETOVV TN GYEoT TOVG LLE TO KOO,
av Kot TNV dmoyr| toug Ko Pacel g gumelpiag TOVg TA VEQ HEGO EMITPETOLY TNV
avAmTTLEN €VOG VEOL TOTOL SLASPAIOTG, KOl TG VEEG LOPPEG TEXVNG cLUPadilovy pe Ta

véa HEGO.
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AmotéAeco QVTNG TG TPOOTAOELNG TAV 01 GLVEVTEDEELS TOV TOPAPTHILOTOG LIE
KOAMTEYVES OO SLAPOPES YDPES, Ol 00101 Ko 01 oToie Katéheosav v gumepia Tovg,
v Gmoyn TOvg Kol T GLVOICOMUOTO TOVG G OYEOT HE TN OOVAEWD TOLG KOt
tomofetOnKav ce 0,11 aPopd TV eEeMEIUATNTA TNG TEYVNG YEVIKA KOL EWOIKOTEPO TNG

TEYVNG GTOV INUOGI0 YDPO PEGH Od TIG VEES TEYVOLOYIEC.

I. H d1e0w|g epmerpia: MeBoodoroyio Epeovag

Mo 11 ovykekpléveg CLVEVTEDEELS, TAPOTL CLYKEVIPOONKAY KATOW OTATIGTIKA
otoyeio TOL APOPOLY TO PVAO KO TNV NAIKIK TOV KAAMTEYV®OV, OEV €IVOL EVOEIKTIKA
YL TO KOAATEYVIKO ToTio Tng media art. Z1dy0o¢ AAA®MGTE dEV NTAV VO YoPTOYpapnOel
TO TOTHO TNG TE(VNG UE VEES TEYVOLOYIEG GUVOAIKA, OAAG Vo avTAnBovv TAnpopopieg
Ao ToLG 101006 TV KOAATEYVES. Ta ovOpHOTA TOV KOAMTEYVOV Kot Ta floypoeikd TOVG
otoyeio elval yvootd kot ONUOGLOTOMUEVO, Kot EUEOVICOVTOL OTIC GULVEVIEVEELG,
KaO®O¢ 10 Bépa mov dtepevvartal Oev amonTEL ATOKPLYT TAVTOTNTOG TOV EPMTNOEVTOV
K0l TOV GTOLYEIOV TOL TPOKVTTOVV EMMVVLA OO TI GUVEVTEVLED).

Ot ovvevrev&ualdpevor dev emA&ydnkoav pe dGALo €01KO KPUINPLO TEPAV TOL
OVTIKEWEVOL NG OOVLAEWAG TOLG. Mmopeli ®otOcOo Vo yivel Hiow TPOTN YEVIKN
TOPOTNPNOT €V €10€L Kprrnpiov emAoyNg TV KaAMteyvov. H 1€yvn otov dnpocto ywpo
Kol Kupimg M TEYVN LE TN YPNON VE®V HECWOV OV EIVOL WOTEPWG YVMOOTN GE YDPES TNG
Méong AvatoAng 6mov o OMUOcLog YMPOG LIOKELTOL GE TOAAOVG TEPLOPIGLOVS KOl
OeoUEVOELS, TOMTIKEG, KOWMVIKES Kol Opnokevtikés, kobmg emiong kot AOY® TOv
KMUOTOG KOt TNG OOpOpO®MONG TMV TOAEWV, KOl TNG TEPLOPICUEVNG Oleicduong Kot
avATTLENG TV VEOV TEXVOAOYIDV (01 0TToieg eV aKUALOVY GE YDPES OTOV 1) OTKOVOLLia,
OmmG emiomng Ko 1 GLVOEST TEXVOAOYIOG KOl EPOUPUOYADV, OEV EMTPENEL TNV KOTAVON O
VEOV TOMTIGHUK®OV TPOKTIKOV). [' avtdv tov Adyo, oe ydpeg g Kevipikng xot
Avatolkng Aciag, g AepiKng OTMG Kol 6€ YOPEG OTOL TO PlOTIKO EMIMEO Kot M
owkovouio Bétovv GAAeg mpotepadTNTEC dEV TOPOLGLALOVTOL OElypaTo TEYVNG TTOV
drtovtor G oLYYPOVNG TOMTICUIKNG Oewplog Kol TPAYLOTOTOOVVIOL HE VEES
teyvoloyilag, O mpodkvye omd TV €pguva mediov mov €y Kavel (A@yoavioTdy,
[Maxwotdy, Ipdk, Xpt Advka K.0.K.).

Onwc elvar edAoyo, emA&yOnKoay TeEMKA KOAMTEXVES OO TO TPOCHOTIKO OV

dtktvo, mov €xel dStopoppmbel and emokéyels oe ekBEGEIC 6TO £EWTEPIKD, TN OLOLLOVN
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HOV KOl TG OTOLOES Hov ekel, OAAG Kol cuvEdplo To. Omoio. TopaKoAOVONGO ToL
televtaio ypovia. Ot kodltéyveg avtol eivor emapég pe TG omoieg M yvopiuion ogv
Slopoppminke dtadiktvoKkd, aAAld vanpée drdpacn dd Cmong kot gvubeleg eumelpikég
avtorayés poli toug. EmdéyBnke éva kowd epomnuatordylo og a&ovag, kabmg
0éAnca va SlepeuVCm TIG SLAPOPETIKEG AVTIOPAGELS, AMOWYELS TOVS K.0.K. GE £Va KOO
TAOUG10 TPOPANUATIGUOV, OGTE VO 0®, PACEL ALTNG TNG KOWNG GUVICTAUEVNG, TAOS Ol
Véeg TEXVOAOYiEg Olavoilyovy, duVNTIKA Kol TPOKTIKA, VEoug opilovteg emkotvaviag. Ot
«KAEWOTECGY OLVEVTEVEELS OMOGKOTOVGOV OKPIPMG 6T0 Vo CLAAEE®D KOwvd oTotyeio
avapeco o€  KOAMTEYVEG TOL  OPOCTNPLOTOOVVIOL GE YDOPEG HE  OLUPOPETIKA
YOPAKTNPIOTIKA Kol SpOopETIKE TePPAAAovTa. «AvoryTtég» cuvevTELEELS (OTMG OVTEG
HE KOAMTEYVEG TTOL TOPOLGLALOVTOL, Y10 TOPASELYLO, OTNV TPAOTY EVOTNTU CVTOV TOV
OgVTEPOL UEPOVG, avaPoplkd Opmg pe ovykekpipéva mpdtlekt) Bo mpooébetav
EVOEYOUEVIC ETEPOKANTO KOl VITEP TO €OV KECTIACUEVAY oTOlYEln o€ KABe Tepintwon,
moAhamAactdlovtag TG OgpoTikég Kol To EPOTAUHOTA, Kol £T61  KaoTOVTOGg
TPOPANUOTIKY] TNV OTOKMOIKOTOINOoT Kol epUNVeios TV OeOOUEVOV O Mo, KON
TPOOTTIKY] GOV QVTH TTOL EMLYEPD VAL AVOIEIE® E0E.

H pebodoroyior mov ypnoyomoinca yioo tv opydvmon kot tn desoywyn tov
ouvevtevEemv gumvéetarl and T Aeyduevn Problem-Centered Interview (Witzel 2000).
H péBodog avtr, maipvovrog g apetnpia kot epopunon ™ Bewpia, arockonel 6to va
Slopopemoel kotnyopieg kot véa Ogdouévo péoa amd TG TANpoeopieg mov Ha
wpokOyouv and T cvvevievéels. To Epsiopa tng pebooov ivar ot vmobBéoelg mov BETer
0 EPELVNTNG, APNVOVTAG OUWG €AeVBepo €val Aydtepo mpodiaypappévo medio. Efvar
YeYOVOG TAVTMG OTL VILdpyovy Kdmoleg otabepég mapdpuetpot (sensitizing concepts) mov
Bétovv éva mhaiclo €vidg Tov omoiov Kiveiton M €pevva, OTMG €V TPOKEWEV® Kol Ol
ocuvevtenéels. 'Etot, eotidloviag oTig Katnyopieg g yuxoyewypapiog, g dtddpaong
Kol TNG TPOSANYNS Kot SpOpO®ONG TOV KOWOL, EVTOTIOO TNV £VTOVT dl0(pOopOoToinom
TOV KOAMTEYVOV OC TPOG TIC TOPATAV® €Vvvoles. [a mapdadetypa, 1 yoyoyewypapio
amoTeEAEL OVTIKEILEVO EVOLOPEPOVTOC Y10 0L LUKPY] HEPIdN KAAMTEYVDOV TOL 1 SOVAELN
TOUG GLVOEETAL GLEGA LE TOV OGTIKO YMOPO Kot TNV meptjynon o€ avtdév. H dbopaon
eppaviCetor og Kopiopyn €vvolo GOVOECNG OVALESH GTOV KOAATEYVT, TO LEGO KOl TO
KOWO, HE OPOPOTOMGELS AVAAOYO HE TN QUOT TOv €pyov. TEAOG, o1 KAAMTEYVEC,
ToPOTL OV WAODV GE £VOL «TTPOKATACKEVACUEVO» KOO, avTIAaUBAvovTol ¢ emi TO

TAEIGTOV OTL AEITOVPYOVV GE 0. GLVONKT TOV €XEL KATTOLOL OO TO YOUPAKTIPIGTIKA TOV
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avoEEPONKAY TOPATAVED ®G TPOG TN PVGT TOL KOWOL OV AGYOAEiTaL e TO VEQ PECH
KOl TNV T€YVN 610 ONUOGLo Ydpo. Mepkéc @opég, 10 péco mpokabopilel To koo N
elvor @Toypévo yoo Kdmowo daitepn ovuvOnKn (ecmTEPIKOC 1 €£OTEPIKOG YDPOG
éxBeonc, mpotlekt evpeilag amymons, Omwg oto SldikTvo, K.0.K.). XTN cvvExewn, Oa
EMYEPNO® VO QOTIO® OVOALTIKOTEPO TIG TOPATAVEO GULVORTIKEG TOPOTNPNOEL,
OKLOYPOPOVTOS TO POCIKO GUUTEPAGLOTO TOL TPOEKLYAV OTO TIG GLVEVTIEVEELS, OF

OY£0T UE TIC KEVIPIKEG TPOPANUATIKEG TNG EPYACTOC.

I1. Enelepyacio Tmv ovvevteniemy

H dwopopetikn mpocéyyion givor £va LVTOKEEVIKO GTOtYEl0 OV KABE POPE GLVIEETOL
HE TNV 10106VYKpacio ToV Popéa 0 omoiog mapdysl TO0 £py0 GAAL Kol e TIG GUVONKES
EVIO; TV OmMol®V mopAyeTol ovtd. EeKvoOvtog ond vmobéoelg cov ovtég Tov
KOTOYpAQNKOV oTO. TPONYoOUEVE, OAAG Kupimg avayvopiloviag OTL KpioUUES Kot
KTPOKTIKEG) £VVOLEG O 0 ONUOGLOC YDPOG KoTavoouvTol Kot BecpobeTovvtot moAD
SPOPETIKA, BEANCA Vo aviyveHo® TAOG PLdOVOLV Ot 10101 01 KAAMTEXVES TNV TOPAYMOYT
péca amd covyypova péca M/kal TNV grevbepio TOV OMUOGIOL YDOPOV, e TTOWO TPOTO
TPOOLALYPAPOVY TO £PY0 HUEGA GTIG GLVONKEG TOL KO TAOS TOTOHETOVV TO KOO HEGO GE
avtod. Etvar dgdopévo 6Tt OAeg o1 cuvOnKeg dev apopolV OAOVG TOVG KAAMTEXVEG 0VTE
Ola T £pya: Yo TOPASELYHO, 1| YLYOYEWYPAPio amoTeLel cuvONKn UoVo Yoo Epya TOV
AoTIKOV Kot ONUOGLOL YDpov. QoT060, 0TS Amodelkviovy Tpotlekt cav 10 Rider
Spoke M 1o Urban Digital Narratives (Kepdlowa 1 ot 2 otn ocvvéyela), vadpyel
umopel va dnuovpyndet n ovvOnkn omv omoio 1 yuyoyewypapic ®¢ BewpntiKd
emotéyaocpo dvvaton vo cuvomdpéel pe ™ media art. Eivon evolagpépov otoryeio 011 n
GLUVONKN TOL EMPEPEL, | TOVALYIOTOV GLVETLPEPEL, OV OEV TPOKOAEL LOVOOLTIOKA, T
oVLeVEN TG TEYVNG LE TNV EMGTHUN KOt TNV TEYVOAOYiO UITOPEL Vo ONOVPYNCEL VEOLG
Opovg cLVLTTOPENG Kot OPACNG OTO EMIMEDO TNG ONUIOVPYING KOl TNG EKOPOCTC.

Kdamoleg amd tic mpokeipevég pov  emPefordbnkoav kot kdmoleg GAAEG
dtevpuvinkoav. Metad tov cuvevteLElooHEVOV GUYKATAAEYOVTOL OPKETOL KOAMTEXVES
ot omoioV omoieg Eexivnoay and cupfotikd KoAAMTEXVIKA Héca, Bedpnoav ®otdco OTL
01 VEEC TEYVOAOYIEC dMUIOVPYOLV €val VEO TTEDI0 EKPPOONG, TEPAUATICHOV, SOKIUNG KOt
e€éMénc. Emiong, moAholO¢ amd TtOug KOAMTEXVEG HE TOVG Omoiovg UIANGO TOVG

amocyorel M ektéleomn Epywv oe dNUOGIO 1 aoTikd Ydpo, kabdg Bewmpodv OTL
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npooeyyilovv €161 éva dALo Koo Kot BAETOVY T dOLAELL TOVG va. doKipaleTal o€ €val
N «oKoOMUATKO»  «OOKIHO» KOl «OmOoTEPOUEVO» TePPdAiov. Ot KaAMTE)VEG,
NAMKLOKG Kot DQOAOYIK(, KOADTTOVV £va LEYAAO €VPOC eUmeEIpiag amd TV eEEMEN TV
VEOV HEGMV KOl TNG TEYVOAOYING, 0AAL Kol TNG AvTIANYMG TtEpT TG TEXVNG GE AVOLYTOVG
YOPOLS. Bepovv OTL N avTinyn avtn dtevpbveTan PEGH O TIG VEEG TEYVOAOYIES, AV
KOl GE€ CLYKEKPUEVES TEPUTTAOOCELS TIGTELOVY OTL €PYALOVIOL TEPIGGOTEPO VTEP TNG
Oepotikiig mov B€hovv va  avomTOEOLV TOPA LIEP TOV HEGOL TOV  eEVTNPETEL
TPOGPOPOTEPQ TO £PY0 GTNV eKTEAEST, (PA. Ta Tapadelypota twv Jameson kot Norton).
Amd mv GAAn, o Latham Oswpeitor évag amd TOVE TPMOTOVS KOAMTEXVES TOL
aoyoANONKaV pe EVVOLEG TOL APOPOVV TNV TEYVN UE VEEG TEXVOAOYiEG O ald T pEcal
¢ dekaetiog tov 1980.

[ToArol emonpovay SOQOPETIKA HECH GTNV TPAYUOTOTOINGCT TOV EPYOV TOVG:
10 Bivteo, yio mopddetypo, anotedel £vav cLYKEPUOUO GAL®Y HEGMV Kot £VOV TPOTO VoL
arotun®OovV, TPOTOV TIVE, HEIKTEG TEYVIKEG 0 éva eviaio mepiPdAiov — performance,
yAontd, Coypagiki. Me avtdv tov Ttpdmo, emonuoivetor agevog OtL 1 €vvola TOL
ek0eG10KOD YDPOL AMOKTA VEQ JLUCTUCT Kol APETEPOV OTL Tapdyetal Eva TeptBdilov
oV €€l TN SLVATOTNTO VO VITEPKEPAGEL TNV TPOPANUATIKT, TOVG TEPLOPIGHOVS KOl TOV
Oviopo Tov YpOVOoL Kot Tov Y®dpov (Norton).

H évvown tov «dnpoctov» yevikd Kot Tov ONUOGLOL YDPOL EWOIKOTEPO EMEPEPE
TOAAEG KOl GNUOVTIKEG Otapopomonoels. To Pacikd cvunépacpo eival 6Tt 0 SNUOGLOG
YDPOG YIVETAL AVTIANTTTOG SLOPOPETIKA. L& GYEGN LLE TN OOVAEL TOVG, AALOL KOAAITE)VES
ekBétouv o€ KAEIGTOUS YDPOVG, EVED AALOL o€ dNUOGLOVS/AGTIKOVG YMPOLS. BEPata, kot
TO HOVOElD, 1W10iTEPO HE TNV EVVOLL TOV KPOTIKOV HOVGEiov, yiveTton emiong avtiinmtd
oG OMuoclog ympog, eved Olyetor kol M TPOPANUOTIK TOL MUWONUOCIOL YDPOV:
ekkAnoiec K.0.k. (Richardson).O ompocilog ydpog eivor xdpog avtmapabeons Kot
avtiBécewv — GAhote avtd ta otoyeia eivol mpopavny Kot Gueca, GAAOTE EUpECO.
Evdwgpépov éxouv emiong, ektdg amd TG EPNUEPES OPAGELS, Ol EYKATUCTACEL GTOV
omuoco yopo. O Stern, otnv aviictoyyn €PMTINGCN, OVOOIEIKVOEL £vol £PY0 OV
TPAYLOTOTOWONKE G GLYKEKPIUEVT TomoBesio oty omoia 1060 M 16TOPIKOTNTA OGO
KOl 1] KOW®VIKY OVTUTOAOTNTO €vol GTOLEID OTOTUTOUEVO GTOV OOTIKO OXESIAGUO TNG
nepoyns. To épyo, mov mpaypotomomOnke He TN CLUUETOYN €0EAOVTMV/KOTOIK®OV
avéoelte, dueca ototyeia OAAG Kol EUUESH, TOV APOPOVV TN GUVOEST LE TO YDPO G

vootoAyia KAT. H évvola tov dnpdciov yia kdmolovg givor cOpeTN o0Tmg 1 dAA®G pe
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TNV €vvola TOL SLOSIKTVOV, e TNV EUEAVICT) TOV OTOI0L APYLoE Kol 1 EVACYOANGN LE
™V EKEPOCT HECH TOV VEMV TEYVOLOYIDV (Jameson).

Ot meplocOTEPOL amd TOVG KOAMTEXVEG OV gpyalovTol N €xovv €pyaoTel o€
neplPdAlovia Kavovplo emonuovay akpipdg ™ OvokoAlo epyaciag oe €va véo
nepPdArov. Oewpovv avaykaio vo yvopilovv Tovg TEPLOPIGHOVS TOV, KOWVOVIKOVG,
VoLKo¥g Kot NOuons, vo £(ouv KAVeL Epeuva Kot va £xouv AdPet yvaon, yopis ®oTtdc0
Vo OTOKAEIOVY TO OTL 0 ONUOGLOG YMPOG EVEYEL TOV Kivouvo mavta va Bpebodue mpo
eKTANEEV. e KATOEG TEPUTTOCELS, LAMOTO, OTOL TO £PY0 EXOVV TOALTIKY)/KOWVOVIKY|
duloTtaon, o OMUOCIOg YOPog ®G TePPEALOV TpaypoTonoinong &ivol to HovVadKo
EVOLLPEPOV: YaPOKTNPLOTIKO givor TO Tapadetypa tov Aceti, 0 omoiog evromilel Oyt povo
TO TOAVTOIKIAO TOT{O TOV EVEYEL O ONUOGLOG YDPOG MG TETOLOG, AAAG KO TO OPOPETIKO
duvapkd avé yopa. O Ertan and v dAAn exepdlet v avnovyio 0Tt Ydvovue tov
ONUOGLO YMPO, TIG JVVATOTNTEG OIKELOMOINGCNG TOV, TOPAAANAC HE TNV OTOAEW NG
elevbepiag pag. Oewpel oV MMUOGIO YDOPO KAOOPIGTIKO TAPAYOVTOL MOTE VO, UTOPECEL
n 0w N téxvn va amedevBepmbel amd TIC emrTayEg TG ayopds Ko tng Propmyoviog g
KovAtovpac. [Totevel pdhota 6t 10 KOwd €xel €vav TpOMO Vo EKTOOEVEL TOV
KOAMTEYVN HE U] CLUVEWONTOVG KOl U1 avOUEVOUEVOVS TpOToVS. Evolapépov €xel amd
avT TV amoyn 1 eykatdotacn tov The Cube (http://thelm3.net/en/). TIpdketton yio
£va NN UOG10 £pY0 TOL MG BELOTOPOANKOG CLVOIEEL TNV YKOAEPT LLE TOV dNUOGLO YD PO.
To épyo avtd éxer extebel ot Tovpkio ko tnv OAAavdio, cvovoeduevo pe TV
TPOPANUATIKY] TOV OP®V TOV SNUOGLOL KoL TOV WIMTIKOV, Kot e TNV avaAoyn HeTabeon
Kot enavatomofétnon Twv opimv HETOED TOVG.

O 1810g 0 TpOTOC e ToV omoio draywpileTon 0 WOOTIKOS Amd TOV ONUOGLO XDPO,
0 Babuog mpocPaciudtrog oTov ONUOGIO YDOPO Kot TO TOGO Umopel KATO10G va, yivel
evepydg UETOYOG o€ auTOV QaiveTonl OTL OPOPOTOOVV TNV avTiinyn péca oTOovV
onuocto xdpo (Rosenberger). H diddpaon eivar Bacikn oe épya tov omoiwv o1d)0g
glval 0 KAAMTEYVNG VoL OVTANGEL TANPOPOPIES YLl TN GYECT GLUUETEXOVTO Kol EPYOV.
Avtd ovpPaivel kat’ e£oynv 6To GLUUETOYIKA £pYa, OTOV Ol TANPOPOPIEG AVTEG Eivat
ovvoedepéveg pe tov otoOyo tov épyov (Simpson). Onw¢ emonpoaivetolr 6e TOAAES
oLVEVTEDEELG OMUOGLOG YDPOG gival aVTOC TOV aviKEL 6 OAOVG XWPIG TEPLOPIGLOVG.
[TpocHétm €dd O0TL M €vvola TOV «OA®VY» KOl TOV «YWOPIG TEPLOPIGHOVS» UTOPEl va

eumePIEYEL EMioNC O10LPOPOTON|CELS.
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2uVvOE0VTOG TOV ONUOCIO YMOPO LE TNV YOYXOYEDYPOPIo, OLpPOivETaL apyIKA T
TPOPANUATIKY) TOV YOPOL TTOV dev Exel oTeYOVA. O YDPOG Ol LOVO YIVETAL SOLPOPETIKA
AVTIANTTOG-016ONTOG, OAAG Ko TO €PYO0 AOKTA 01K TOV VTOGTACT) GE AVTOV KAOE popd
OPOPETIKA, TO 1010 KOl O TPOTOG e TOV 0moio To avTapuPdvetal To kowvd (6lot ot
KOAMTEYVES GLYKAIVOUV G avTO). Ao TV GAAN, 1M dNUIOVPYiD GE CVOLYTOVG XDPOVG,
IMNUOGIOVG/MUIONUOGIOVG 1] KO AGTIKOVG, eV apopd OA0VG Tovg KaAltéyves. Kdamotot
ekBétouv péoa oto dedopévo TepPdrArov Tov povoeiwv N Tov ykoiepi (Velonaki), oto
omoio ®oTOGo M évvola TG dadpacng amoterel Tov Pacikd mapdyovto NG TPUTANG
oxéong kaAlMtéyvn-épyov-kowvod. H o1ddpaon emiong yivetor ®g tétolo evieAmg
OLOLPOPETIKA OVTIANTTY. X€ OPICUEVES TEPIMTMOELS, O KOAMTEYVNG Ocwpel Ot TO €pyo
Aertovpyel aveEdptnta Ko avtovown (Aceti), v OTIG TEPIGGOTEPES Ol KOAAMTEYVEG
Bélovv va dnuovpyncovy o oxéon amd TG dvo TAEVPES (€PYOL Kot KOvoV) Tov
KaBioToTon TEYVOLOYIKA EPIKTN VO HEPIKEG POPEC OmanteiTal Kot amd to 1610 T0 €pyo,
a@OoL 1 TOPOVGiO TOL KOWVOL Elval amapaitnTn Yo vo Tpoypotonoindel, 6€ GLVOLOGUO
BéPara pe aAlec evépyeteg. Ot meplocOTEPOL KOAMTEXVEG BE@pPOV OTL evd YTilovv T
YVOOT Kot TOV TPOPANUATIoUO TOVG Amd TO KOWd, OV €YOLV Tapd TaVTO GTO HLOAD
TOVG TO KOWO OTaV dNUIOVPYOLV £va €pyo, KaBMG KATL TETO10 O NTOV TEPLOPLOTIKO Y10
™ onuwovpyio tovg. Oewpovv O6TL 10 TPoPddicpo avinkel oto €pyo. Idwitepog
TPOPANUATIGHOG EVTOTLETON GE TEPUTTAOGELS KAAMTEYVDOV TOV 1] SOLAELR TOVG £fvart Ko
EKTTOOEVTIKO EPYOAEID /KO GUVOLOVTOL LLE TOV EKTOOEVTIKO KOl EPELYNTIKO YDPO. XN
TEPIMTOON AT, TOL APOPA OAMS WNTEPMS TO VEL LEGA, PAIVETAL VO XPNGLOTOLOVV
TN GLUUETOYIKOTNTA MG €PYOAElo, OAAG emiong €yovv pabel va unv emdidovtal o€
TOAVTTAOKO KOl OUGKOAN KATOVON GO TPOTLEKT.

H Oonwovpyla poag ovvOnkng owddpaong, OAAGL Kot TG Odpaons g
TpodmoOhEoN g TNG KAAATEYVIKNG Onovpyiag, KabioTobv To £pyo TOAMTIKO, TapaTnpEl O
Rosenberger, 'eppovog Kahltéyvng pe eumeipio KaAlrteyvikng opaons oty Kiva. Oa
NOeia o€ avTd TO oNUElO VO 6TOOD GE 0VO GLVEVTEVEELG: M TPAOTN €lval TOV EMPUEANTN,
pe apykn KapEpa og kaAltéyvn, Scott Mc Govern (Kavaddc), o omoiog divel Eppaon
og ototyela Onwg ot apBpol cvppetoyikdrag 1 to feedback Tov kovov. Xe kowmvieg
Omov 1 €YV givor cuvoedeUEVT UE TN YPNUOTOSOTNGN SUUOPPDVEL £V GAALOL TOTTOV
alokd mhaiclo erevBepiog N avehevbeplag, avaroyo pe v mepintmwon. H dedtepn

ouvévtevén etvar g Itaridog epevvitplag Roberta Buiani, 1 omoia (et kot epyaleton
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€00 Kot TOALA Ypovia 610 Kovadd, Kot g omoiog 1 KOAMTEXVIKY TPOKTIKY GUVOEETAL
LLE TNV EPEVVNTIKT TNG 1010TNTA KOl GVUPASILEL LE avTY.

H Guin didotaom tov aotikov tomiov (BA. T GYETIKN TPOPANUATIKY GTO TPMOTO
HEPOG NG €PYACING), OVUOEIKVOETUL GE GUVEVTEVEELS HE KOAMTEYVEG TOV OTOlWV Ta
épya oxetiCovion pe Tov Mo kKo v 6cepnon (Marrangoni kot Ravat avtictoyya). Ze
OLEC TIC MEPIMTMGELS TOV KAAATEYVES ONAMVOLV OTL O GYEOAGUOG TOV £PYOV G TPOG
TNV VAOTOINGY| TOV KOl TNV TEXVIKT] TOV O1ACTOCT TPOTOPEVETAL TOV TEPLEYOUEVOL TOV,
QOITOVVTOL GUYKEKPIUEVEG OEIOTNTEC YOl TN GLUUETOYN, TOAAEG OO TS OMOLES
aPOPOVV TNV TEYVOYVAOGIO. X& TEPUTTMGELS TOV TO TANIGLO VAOTOINGONG Kol GXEOOGHOD
glvor mo €hevBepo, mopatnpeitor OTL GTNV AVTICTOYYN €PMTNON Ol KOAMTEXVEG
avaQEPOVTOL GE GTOLYEID OTTMOC KIVNTIKOTNTO, EVOOLGIAGUOG, EVOLOPEPOV, TEPLEPYELD Y10,
KATL VEO, TOPOTNPNTIKOTNTA KAT.

Kdanoleg epowtoelg dev a@opolVv TovG KOAMTEYVEG KOl HEVOLV OVOTAVINTEG,
OTMG OE MEPMTMGELS OTIC OTOIEG 1) OOVAELD TOVG OeV EKTIBETOL GTOV dSNUOGLO YDPO M/Kait
dev oyetileton pe TV yuyoyemypoagioo M TIG VEEC TEXVOAOYIEC. X& EPMTINCEL TOL
aopovV T0 KOO, Ol KOAMTEYVEG TV omoiwv 1 dovAeld oyetiletan e kATl avorytd
(Y®OPOG TPOYLOTOTOINGNG, GUUUETOYIKOTNTO KAT.) Bempovv OTL T0 KOO dgv glvan
TPOOLALYEYPAUUEVO KOL OVOUEVOUEVO, KOL TOVS EVOLAPEPEL OKPIPDOG 0VTO TO GTOLYKETD.
Otav t0 péso mpoodopilel 10 €pyo, OM®G OTN TEPIMTOON TOV VEDV TEXVOAOYLDV,
KOTOYPAPOVTAL OTOVINGELS TOV APOPOVV £V OVOLEVOLEVO KOWVO, TO OTOI0 GUVOEETAL
He TNV TEYVN Kol TIG VEES TEYVOAOYieS M/Kot mapakoAovBel povogtakols, ekBectokons
YDOPOLS Kot TIG TOMTIOTIKEG eEeli&elg. Ot kaAMTéyves ®GTOGO, OKOUO KOl GE QTN TNV
TEPIMTOOT, OEV INUOVPYOLV EYOVTAG GTO HVAAO TOVG TO KOO GTO 0Toio amevfivovtan,
OAAG EVOLOPEPOUEVOL VO TIPOCAPUOGOLY TO £PY0 OTIC OGLVONKEG TOvL OPOPOVV TOV
O€JOUEVO YDPO KOt TN OEGOUEVT YPOVIKT GTLYUN.

H évvola g duddpaong eaiveTor va givor KEVIPIKN GTOVS HIGOVG Omd TOVG
ouvevTeLEIALOIEVOVS. XE  KAMOEG TEPUTTMOGELS, OEV EVTOMILETOL G OMNUOVTIKY.
AvtiBétmg, evromileton n évvola NG SAOPOONG AUEGO GE £PYO. TOV £YOLV TEXVIKOVG
a1oONTNPES KOt AmOIToOuV HEGM QLTAOV TNV EMKOWVOVIL LLE TOVG GUUUETEXOVTES 1)/KOL TO
kowod. Opmg n dddpaocn pmopel va eivor mapodoo Kol o €pyo oto omoio dev gival
mpopavég OtL Aapupaver yopo, O6mwg cvpPoaiver pe v aen HE Eva HOPpUAPLVO

AVTIKEILEVO OV EMIoNUAivEL GTNV avTioTolyn cuvévtevén o Marrangoni.
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Evd 1o péoa 61’ gvromiopov (locative media) emtpénovy v mTporypatomoinon
TEXVNG LE VEQ LEGH GTOV OGTIKO 1) ONUOGLO YDPO, KATOL01 OVTIAAUPAVOVTOL AUEGH OVTN
™ obvoeon M/KoL Tn YPNOUYOTOOVV OTO £PY0. TOLG, TOL E€iVOl GULUUETOYIKE Kot
CLUVOEOVTOL LE €vav KOWMVIKO TPOPANUATICHO, €V O OAAEG TEPMTMGES Ol
KaAMTEYves avtilapupdvoviol tov dnudcto /Kol acTikd ympo aveEdptnTo amd To véa
péoa.

Y& KOMOlEC MEPWTMOOELS, QUIVETAL Ol KOAMTEXVEG va apvoOVTOL KOQTO Kot
APOPICTIKA VO TOVTICTOLV e pior katnyopion N 1010TNTO, G KOAMTEXVES TOV VEDV
HEG®V 1 TOL ONUOGLOL YDPOL, OTOTOLOVUEVOL £TCL TIG KTOUTEAES) KO TPOTAGGOVTOG
Vv TeEmoidnon tovg OTL VANPETOVY TNV TE(V MG TETOWN, MG GLTOCKOTO, KOl Ol TO
(epyoretokd mpoorapupovouevo) péco (Aceti). ITloAdol woAAitéyvec avrtiBeta
tavtilovtor kot pe TG 0vo katnyopies, avayvopiloviag tov €ovtd TOLG KOl TNV
TPOKTIKN TOVG 6€ apeotepeg (Jameson, Smith, Stern, k. d.). AAhot mdA TomoBeTovVTOL
oV Kotnyopio tov véov péowv kot povo (Velonaki, Psarra «. @.). Xe apketég
TEPUTTAOGELS, 1] SIETOTNHOVIKOTN T KaBOopilet T OOVAELL TOVE GTNV TEYVT, TNV EXCTHUN
Kol TV TeYVoroYia, eV Ge GAAEC GUVOEEL AUEGOTEPU TNV TEXVN LLE TNV OKOOTLOIKT
¢pevva (Buiani).

O eprocdtepOl amd Tovg epmTNOEVTEG POV TOL VEX LEGO LEPOG TNG 10TOPING
™G TEXVNG — OV Kal, GOUPOVO e pa 0&udepkn mapatipnon (Buiani), dev éxet 1dwaitepo
vOnUo va. JUAGUE TAEOV Yo «VEX» UECH, TPOKELTOL ATAMG Yo «puécay. 'Exel onuacio 1
TapoTPNo OTL WOAAEC @opég M Tepdotia ehevbepio Tov pécov pmopel vo
onuovpynoet Oyt uoévo o véa TUMOAOYIDL TOL EVOMUOTOVETOL, 1 KOl OEV
EVOOUOTOVETOL OTOPOATNTO, ©E OVTH TNV 16ToPIKOTNTO, OAAG emiong umopel va
petotpomel avTioTpOP®G o€ o véa cuvOnkn oveilevBepiag (BA. ™ YOpAKTNPIOTIKN
dwtdnwon tov Richardson: «People become trapped in a kind of Panopticon where
they are both prisoners and guards» — «Ot dvBpomol kataAnyovv vo mayldedhoviol 6€
éva, €100g ITavomtucod dmov eivar Kot LAAKIGUEVOL KOl POUAAKES GLYYPOVMSY»). AALOL
KOAMTEYVESG oLYKAIlvouv otnv €ENC ovumukvouévn dwrtdmworn ¢ Smith: «The
production of communication media has become the economic base of the late 20th
century and early 21st century. New media art is crucial for the celebration and critique
of that reality and will eventually be a part of mainstream art history» («H mapaywyn
TOV HECMV EMKOWVOVIOG €Yl YIVEL 1 OIKOVOUIKT PAOT TOV TEA®Y TOV 20 kot ToV

apydv Tov 21°” audvo. H téxvn tov véov pécmv givor kpictun yio tnv €Edpvnon kat T
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KPLTIKN 0TS TNG TPOYUATIKOTNTAG, KOt TEAIKA Ba yivel LEPOG TOL KUPLOL PEVUATOG TNG
otopiog g téxvne»). Kdamowor kaAlitéyves dev oxoAALovY TN GUYKEKPIUEVT Aoy,
VD AALOL GoiveTOL VO U1 LTOPOLV Vo 0ELOAOYNGOLY KPITIKA Lo aprynon NG omoiog
etvar kKou ot 10101 kKowvovol ko pépog. O Rosenberg amavté otnv epOTNOT GYETIKA e TN
GUUPBOAT T®V VE®V TEYVOLOYIDV GTNV 1oTopia TNG TEYVNGS (U0 OLOAOYOVUEVMG OPKETEL
oVVOETN Kot YEVIKY], TANV OU®G KOUPIKNG oNUOGIOg EpOTNON) HE TOV TOPAKAT® TPOTO:
«The past is not fixed or stable, we always perceive it anew via the media of our time.
Our perspective towards it is therefore certainly also permanently changing. Art history
is by no means a dead discipline, but can provide a precious distance to the present.
While we cannot reconstruct the past, we will always rediscover it in new ways» («To
mapeABov dev elval mayltopévo 1 otabepd, to avtilappavopacte Eavd ek véou pe Ta
péca tov kapod poag. H omtikn pog yU' avtd emopévog olyovpo aArdler kol ot
ocuvey®s. H 1otopio g téyvng dev elvar em’ ovdevi évag vekpdg kAAdoc, pmopel
avTIfET®mG Vo mopdoyel pio mToAOTIUN amoctactonoinon ond to mopov. Kot eved dev
UTOPOVLE VO AVOKOTOOKEVAGOLLE TO TTapeABOV, Tavta o 1o avakaAvTTovpE EOVO e

VEOLG TPOTOVGY).

Tov Iobvio tov 2013, petd oamd mMPOGKANGCT TOL YEPUOVIKOL KPATOLS, KOl 7O
ovykekpipéva tov vrovpyeiov TloArtiopod tov opdomovoov kpatwdiov ™ Bavapiog,
dpydvoca otov yopo Signalraum v muepida Glob-art Perspectives e
TpookekANUEVOLG opintég tovg Maurice Benayoun (I'aAAio / Xovyk Kovyk), Lewis
Kaye (Kavaddg), Ekmel Ertan (Tovpkia), Sue Gollifer (Hvopévo Baoileo) kot Ana
Carvalho (IToptoyoiia). H muepida, O6mwg kot 1 oepd TV cLVEVIELEEWV TOV
TpoEkvyav omd avtr, €lye okomd va avadeifel Tov TPOTO HE TOV OMOI0 Ol VEEG
teYVoLOYieg CUUPAALOVY OTN SLAUOPPMOOCT) TOV EIKAGTIKOV KOl TOATIGUKOD TOT{OV, Ko
VO OLEPEVVIICOVV MG O VEEG TEYVOLOYiES avaBe®POVV TOV «aLTICUO» TNG TEXVNS Kot
AVOOEIKVOOVV VEEC VTEPKEIUEVIKEG YwpkOTNTES. Ommwg PEPata eivan opatd, mapoTL ot
101eg o1 VEeg TEXVOLOYIEC ONOVPYOVV EVaV VEO TOTO GUVOLNALAYNG WOEDV, TOV £YEL TN
duvatodTTo. LLEPPOACNG TOL EUTMEPKOD YOPOL KOl YPOVOL, M TEYXVN, MG TPOIOV
TAPOYyWYNS 00O KOl KOTAVAA®ONG LG TPOKTIKNG, ¢aivetar va eviomiletor o€
CLYKEKPIUEVO OTKTLA aVOpPOTOV KOl YOPES TOL, OKOUN KL 0V OgV £YOVV 1dl0iTEPQL
TPOVOLLLO, UITOPOVV VO ATTOAAUBAVOLY TOVAAYLGTOV KATOL0 TOMTIGTIKA aryafd Ta omoia

GALeC ydpeG dev dhVavTaL 0UTE VO TOPEyOLV OVTE VO KATAVOADVOLV.

158



‘Exovtag n 10w po Propatikn epmepio tov diebvov Siktoov vEwv pécwv (LEoa
amd TIC CLUUETOYES LoV oTa GLVVESPLA International sumposium of electronic art, media
art histories, subtle technologies ko RC21 Amsterdam ava@opikd pe tov OMudclo
YDPO), YVOPLGO KOAMTEXVES KOl EPEVVNTES OTO TEOIO TO OMOI0 PEAETD — e TOAAOVG
amd avtovg cLVOEONKa péca amd mPOTlekT Kot GLINTACELS, Kol TopakolovONca T
O0VAELd KoL TN S10dPOUT) TOVG Ta TEAEVTALN €T TTEPimov ¥povia. H evivmmwon mov &xm
Slpoppmoet elval OTL 1 €YV oL TpaypuaTomoleital pe tn Pondela Tov vEwv pécwv
Kol TOV VEOV TEXVOAOYI®OV glval emiong «Katavadl®ouyun» eowteptkd. Tlapodtt ot véeg
TEYVOLOYIEG OMOTEAODV QQOPUN] YO VO TOPOLClOcTOVV Bépata Mon smopéva 1
ocu{nmuéva (Bépata eOALOL, TepPAALOVTOG, O1KOAOYIOG K.6.) e VEO TPOTTO KO LE Lo
KovoOplo. LOTd, GTNV OLGIN Ol EMIGTHUOVES, Ol EPELVNTEC OAAG Kol Ol Oeatég moL
yivovtor kowvevol avutoh tov €100V¢ TEXVNG TPOEPYOVTAL AMO KOWMOVIKEG UEPIOES LE
poépemon  TovAdyiotov tprtoPfduag exmaidosvong, pe eredbepo  ypodvo Kol TNV
TEYVOYVOGIO, TTOV TOLG EMUTPEmEl vo yewpilovtal Tig véeg TeYVOAOYiec M/Kol va

OPECKOVTOL GE VEEC, EVPNUATIKEG LOPPES TEXVNG.

II1. H eAdnvuc] kon 1) o1e0viig epmerpio: vunepdopato

H épevva otig kovovikég emotueg amodeikvoeton otabepd 0tL dev umopel va givan
amOALTY), OEIKTIKY], APOPLoTIKY. Ta epwtiuata wov Bétel dnuovpyodv kabe Popd via
gpotuata. AAlwote ot eEgliéelg eivar 1000 paydaies Kol OPACTIKEG DOTE TOAAES
(QOPES TOL 10100 TOL EPOTNLLOTO EMIKALPOTOIOVVTOL KO LETATOTILOVTOL, LETATPEMOUEVO, OFE,
N 0étovtag, véa. H épeuva avadopel tov mpofAnuatiopd mpog véeg katevfivoelg. Ot
BempnTiKég TOPAUETPOL GLTAG TNG €PYOCiag, M Yuyoyewypoeio, m Owddpacr, M
TPOCANYT TOL KOWOL KOl 1) EKTEAECT] TV £PYOV, OTOTELOVV TUADVEG Ol OTOT0l OUMG
yivovtor Ka0e popd SopOopETIKA OVTIANTTOL Kot SLUHOPPAOVOVTOL SLPOPETIKG GE KAOE
avTiAnym, npdtlekt, oe KOO PAVTACIOKO KOAMTEXVI] KOU GUUUETEXOVTO, OVAAOYO UE
mv mepintoon. H 0w n téyvn eEdAhov otdy0 €xel va mpookorésel oe Evav VEO
TpoPAnpaticpod, vo pnv gival avedevBepn Kot «oTEVI», 0ALA v SloKkaTEYETOL OO Vol
aicOnpa ehevbepiog wg TPOG TNV KATAVONON TOV GTOYWOV TNG K.0.K.

Eivon yeyovog 011, Omw¢ @dvnke 1060 amd TIG AMOVINGCES TOV Oedvav
KOAATEYVOV 060 Kol and mpdtlekt cav to Rider Spoke ce ABMva kou Aovdivo kot

Urban Digital Narratives, 10 Kowo givar o€ éva Badud npodiayeypappévo. Kat’ apyds,
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TO HEYAAVTEPO UEPOG TOL €xel TPOGPOCT OTN TANPOPOPIN KOl TNV TEYVOYVAOGIN, £6TM
Kol Bacikn], Tov vémv texvoloyldv. Etiong, o1 mepiocdTEPOL £ivat KATOYO1 VTTOAOYIGTOV
Kot smartphone, eved TéA0G VITAPYEL KOt 1] TOAVTEAELDL TOL EAEVBEPOV XPOVOL 1)/Kal TOVL
YPOVOL TOL UTOPOVV VA OPLEPMOGOLV GE OPOUEVE (OC GULUUETEXOVTES, €KTOG 1TNG
gpyociog Tovg. To mo onuavtikd PEPata ival OTL 01 GUUUETEXOVTES OLTOL, TO «EVEPYO
KOWO», EVOLAPEPOVTOL Y10l TO KOVOUPLO, TO TPMOTATLTO, TNV EXAPT KOl TN SAOPOCT HE
po wéa, puroaivovtag og pio 01001Kacion Katavonons 060 Kot EmOQNG e TOVG AAAOLG
GUUUETEXOVTEG, OE OMAdKA TpOTlekT OMpoOclag tévng, ywo mopddetypa. O Paduodg
TAVTIONG TOV OTOYOV TOV KOAMTEXVAOV 1)/Kal TOV KOAMTEYVIKOV OPAd®V TOKIAAEL, Kot
ol mopdyovteg mOv eUmAEKOvVTOL €lval mOAAOL: €AMAMTNIG 1 TANPESTEPT EVNUEPWOT,
TOAVTAOKOTNTO, TOV TOLYVIOOV, LITOKEEVIKOT TTAPAYOVTEG, OMMG EMIONG TPOKVTTEL
1660 amd TIG AMAVINGELS TOV OEBVAOV KOAMTEYVOV OGO KOl OO TIG TOPATPNCELS LOV
oe épyo ota omoio cvppeteiya n dw (Urban Digital Narratives, ABMva) 1 omAdg
napoakorovdnca (Rider Spoke, ABMva kot Aovdivo). Téhog, eaivetar 6Tt 1 d M
teyvoAoylo umopel vo eivorl mEPLOPIOTIKY] KATOlEG Qopéc, kKot €tol va 0€tel éva
OTEVOTEPO 1 JECUEVTIKOTEPO TPOKATUPKTIKO TAAICIO KaTOvVONoNng (1 Un) TOV GTOXWV.
Ev yével, pmopel kaveic va mer 6t o1 véeg teyvoAoyieg €xouv T SvvaTOTNTO VL
napovctdlovy Bépata NN cvinnuéva Le Evav PPEGKO, AVAVEDTIKO TPOTO, Kot £TCL VOl
TOPOKIVOUV LEPIdEG avOpdTTwV Tov dev Ba lyov S10POPETIKE GYEON HE KOAAMTEXVIKA
pOTlekT N £€pya TEYVNG VO GLUUETAGYOVV, VO HOIPOGTOVV OMOYELS KOl 10€EG, Vo
avtpdoovy ce KATL Tov gv TéAEL TOVG «a@opdy». Etvor yeyovdg 6t n téyvn yivetan
aglomomoiun oto mePPEALlov Tov dNUIOVPYEL 0 PUVOIKOG YDPOS 1| 6T0 TEPPAALOV TOL
ONuovpyeitanl HEGO Amd TIG VEES TEXVOAOYIES: amOKTA £TGL LITOCTOCT, OYL aBVLTTOPKTA,
aAAG povo oe oxéomn pHe Tov OBAOYO TOV OTOil0 EKKIVEL Kol HE TO KOWO TOL TNV
napokorovBel 1/kor mov ovppetéyet. Xopig ™ onuovpyia oyéong (axoua kot otav
avt 0gv €ival CLUVEIONTA KATOOKEVAGUEVN), TO £pY0 Ogv Umopel va vrapEel kol va
vonuatodotnOel. H apgidpoun oyéon kaAltéyvn-épyov-0eath)/cuUUETEXOVTA/KOIVOD
OG OmOOEKTN amoTeAEl éva KOTOANKTIKO oynua. TToAAEC @opéc, m 10 M ékppoon
dmoyng N yvoung oe éva ocvppetoykd mepBaiiov amoterel pia TpdEn dbdpaong Le
oV GALO, ETOPNG LE TO KOWMOVIKO, guoicOntomoinong yuo ta Kowd n/Kot éva vedua
0LGLOOMG TOATIKO TN PVGT TOV KO 6T GKOTELGT TOV.

"Evvoteg mov agopovv v moAN kot TV TpoPAnuatiky) e (ong evtog ouTnG, 1

avoQopEéG Kol VOEES OTNV KOWMVIKN KOl TOAITIKY EMKopOTNTA, Hotdlovv va
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Bpiokovtar Ta televtaia €€ xpdvia oe E€apon. To tomio g AOMvag aiidlel paydaia,
70 1010 KO M OIKELOMOINGT TOV AT TNV TEYVY, O TPOTOS LE TOV OMOI0 1| KOAMTEYVIKN
ékppaorn Kot onuovpyio cvvoéeton pe owto. TapdAinia, ot 'EAAnves koaAMtéyveg
VOGN TOTOVVTAL MG TTPOG EVVOLEG TTOL OPOPOVY TOV dNUOGLO YDPO, KOl TAVTOXPOVAL
EEvol KaAMTEYVES, Opades N/katl dlopyavdoelg gaivetal va tpofAnuatitoviol Eviova
Y. TNV KOTAGTACT] £KTOKTNG OVAYKNG otnv omoio. Pploketal O0pkdg 1 YOPO T
terevtaio ypovia (VO TNV ETOVLUIN «OTKOVOULKT] KPioT)») KoL Y10 TO TMG EVIVTOVETOL
AT GTOV AGTIKO Kol dNUOGLO Y®dpo, KaBMG Kot Yo Tov TPOTO e TOV 0moio 0 AOYOG
EVTOG OLTOV TOL YMPOL UTOPEl vo. avakivioel cul{nmoels. Aev eiponr BéPoam av o
owahoyog tv EAMvav xoAlrteyvav «ovvavtiétow 1 cvopPadiler pe tov oebvn
O1AA0Y0, TAVTMOG TPOKELTOL CAPMG Y10 SIAAOYO KO EMKOIVOVIO, £6T® KOl OVTICTIKTIKY|.
Ocpd OTL Y10 TOVG EPEVLVNTEG KO TOVS KAAMTEXVES OO TO £EMTEPIKO 1) KATAGTACT TOV
cuvavtovv oty EAAGOa w¢ emokénteg €xel epyactnplokn popen. [a tovg 'EAAnveg,
amd v GAAN, ot omoiol avTIAAUPAVOVTAL OGEAAMG KOAVTEPO TN TOALTAOKOTNTO TNG
ocuvONKNG, €xel JPOPETIKN 1oTopikn afio. Xe kabe mepimtmorn, Ol OMTIKEG CLTEG
KATOYPAPOVTOL GTO OEVTEPO UEPOG TNG EPYUGING, GE L0 TPOSTADELD VO AmOTVTMOEL TO
yeyovog Ot ta. teEAEvTOi XPOVIOL O TPOPANUATICUOS YOP® OO Lo TOAN/Y®PO. TOV
vo@épel, voiotator Plo KOs popeng kot mapdAinAia aAraler pe tpdmovg GALOTE
KMUOKOOUEVOLG Kol dALOTE parydaiovg kat Plotovg amoturtdveTot o€ Evay aplud Epywv
Kot pdtlekt omuoctlag opdaonc. Kdébe ypowvid, axopo kot amd xkaboapn opOuntikn
oKOTd, Yivovtor oAoéva TeplocdTEP EPYA GTOV OMUOGLO YDPO — OVTOGYES OGO Kot
opyavouéva kot Begopikd. To amoxopvwve Mtav M ypovid 2016-2017, pe 1
dopydvoon g ékBeong Documenta: Learning from Athens oty AOnva, 1| omoia, 1660
HEC® TOV dNUOCT®V TPOYPOUUAT®V TNG 0G0 Kol HEGH TOV KOAMTEXVIKAOV TNG OpAcE®MV
(ko PéPora pe tov peydAo aplBpd EMOKENTOV-KOAMTEYVOV KOl OKOAONUOIKAOV TOL
evémiele), é0ece mpoPAnuaticpods mov agopohv TNV TOAN KOl £PEPE OE EMOPN
KaAMtéyveg ektog ABNvag kot EAAGOag pe 0,t1 cupPaivel /kan ivar 1 wOA, pe avtd
oL onuaivel Proveo aAAE Ko eEMTEPIKEV® TNV ay®Viol Kol TIG OKEYELS LoV UECH TNG
KOAMTEYVIKNG EKPPOCTG.

O mpoPAnpatiopds YOp® amd TV TOAN Kol TOV SNUOCLO YOPO aval®TVPOVETOL:
T0 BEp0 TNG O1KELOTOINOMG 1] U1 TOL OVIKELY, OTTMOC KOl TV 0PIV TOL OVIKELV KOl TNG
TOMTIKNG-KOW®VIKNG TPOPANUOTIKNG TOV GLVOEETAL PE TO €YM Kol TO €UElc, givar

Kaiplo OTIC KOWOVIKEG EMICTNEG, OTIS OTOleS Kapio epdTNON Kot Kopio amdvinon o€
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umopel va glval oToova@OPIKN Kot 0eS0UEVT), TapPd HOVO AyOTEPO 1| TEPLOCOTEPO
OEGEVTIKT KOl ONAMTIKY Y10 TNV IGTOPIKT KOl KOW®OVIKY GLVONKT TOL TapdVTog HOC.
Mo cuvOnk”n mov gival pe T Gepd ™G HETAPANTN, OAAG TOAAEG POPEG Oyl OVTIANTTTN
amd Tov e€MTEPIKO TOPATNPNTY], KOl TOVAGYIGTOV O)L 6 XpOvo eveotmdta. H mapovoa
épevva emTpénel va BEcovpe vEOLg TPOPANUOTIGHOVS, PAETOVTOG TV EYYOPLO TEPI0dO
TOV TEAEVTOI®MV ETOV € oYéomn He 0,TL cuuPaivel 6T0 TOYKOGHO TAOIG10: TMG KOl TOGO
TEMKE 01 VEEC TEYVOAOYIEC GUVILOLOPPDOVOVY TOV TPOTO EKPPOOTG-CUUUETOYIKOTNTOGC
TOV TOALTN, KOl LE TTOLOVG TPOTOVG UTOPEL N TEYVN VA AMOTELEGEL £vol EpYaAeio Kooy
wpofAnuatiocpoV; Me molovg TpoOTovg dlevpviveTat 1 dNUOGLO GPaipo LECH Ao TIG VEEG
EMKOWVOVIOKES KO TEYVOAOYIKEG duvatotnteg; [IOg 0 xdpog otV VAIKT TOL O1dcTOCN
GUVOLOLOPPOVETOL [LE TNV AVAN vTocTaon Tov; 11660, Téhog, faphvouy epoTiuata Gov
TOL TPOTNYOVLEVA GTNV KAAMTEYXVIKT (0AAG Oyl pdVo KoAALTEYVIKT) Bewpia Kot TPOKTIKT;

Elvar onuavtikd og kabe mepintwon 1o yeyovdg 6tL n t€)vn dev evtomilovion
TAEOV GTa Oplol TOL HOLGEIOV. Eemepvd Tr CLUPATIKOTNTO OVTN, OOLXEETAL GTNV TOAN
péca amd OPACEIS OV EMITPEMOVY, YWPIC KOUIGTPO/EIGITIPLO, VO, TPOCKAAEGOLV TOV
OlepyOUEVO, avLTOYIOoTO EMGKENTN UE OPOVG KATACTOGIOKOVS, Onw¢ Bo to £€0ete 1
LOTOPIKY YUYOYEWYPAPIKN opdda, aArdlovtag dpdnv To tomio ™G TOANG, euPdAiovTag
T0 otoryElo ™G EKTANENG Kot TOV ampOOTTOV GTO TPOOLAYEYPAUUEVO. AVTO GAADGTE
anotelel PaoiKO GLOTATIKO TOV TOAE®V, KOl LWTOPOVLE VO TO TAPUTNPNGOVHIE OAOL LOG.
Onwc mpokONTEL MO TIG OIKEG LOV TAPUTNPNOELS MG EPEVVITPLUG OTY SLAPKELN TETOUDY
TPOTLEKT, 1 KOLWVMOVIKO-OIKOVOUIKY] TOWKIAOHOp®io. Tov Kool aAldlel Gpdnv 1o
KOTOYEYPAUUEVO OC KOWO T®V YKOAEPT, T®OV HOLGEI®V N TOV EKONADGE®V LE
pdoKANGT. O «avoryTOo» AVTOG YOPUKTIPOS TOV KOAMTEXVIKOV OPACEDV EUTAEKEL VL
Koo kdBe nAkiag, OAOL 1| LOPPMOTIKOV emmédOV. Ot GVINTNGEIS LoV UE KATOL0VG
amd oVToVS POV eMETPEYAV v LAB® OTL KAmolol oTabNKay amd mePEPYEL, TuYaia 1
amo TV aevidto avalomdipwon evOg EVOLAPEPOVTOS TOL Kot Ol 13101 01 EVOLUPEPOLEVOL
t0 ayvoovoov. Eivar emtuyio 6t avtég o1 pepovopéveg 0pacelg otov oMpoclo Yapo
€XOVV OC OMOTEAECUO. VO TPOGEAKVOVV £VO «OTPOGKANTO», UN OVOUEVOUEVO KOWO;
Awovotyovtog Tig mOpTES TV HOLGEI®V (£0TM TEPIGTAGLUKE), TOCO JAVOLyEL 1 TEXVT
Kot Ta Optlo Tov TPoPANUaTIcHo TG Mmopel ev TEAEL Vo KOTAPEPEL, e GUVETELN KOl
oe Pabog xpdvov, vo KAVEL KOWVOVO TMV 10V KOl TOV CKEYEDOV TNG £vo. OAOEVOL
OlEVPVVOLEVO, UM OVOUEVOUEVO KOWO, OmeELOIVOVTIOG ELPVTEPO EPOTINUOTO KO

dtevpvivovTag T cPaipa evTog TG omoiag evIomifovtal avTd;
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Kepdhao 1

To npotlext Rider Spoke

Tov Mdptio tov 2008 éhaPe ydpa otnv ABnva to tpodtlekt Rider Spoke ¢ opdoog
Blast Theory pe é6pa to Mapdutov tov Hvopévov Bactieiov. To npodtlext aArd kot to
event avtd mpaypoatomombnkav otnv AOfva o€ ocvvepyacio pe to Bpetavikd
SoppovAlo, OV MTOV KOl O GTOVOOPOS KOl OVTO OV TPOCKAAEGE TNV OHAON GTNV
EAMGSa votepa and cvotaon g Evag Kékov, 1 onoia foriOnce ota opyavotikd Tov

event Ko empeAnOnke éva pépog tov TpoTiekt oty AbMva.

H oudda Blast Theory

[Ipodxettar yo po deBvodg erun opdda 1 omoio ¥pNOYOTolEl S10dpacTIKG HEGO LE
GKOTO VO, ONOVPYNGEL VEOL TUTTOL TEPPOPLLAVG KOl OLOOPUCTIKY] TEYVN UE UEIKTA PECO-
avapeESH 6TO Koo, TO d1diKTLO, TN (OVTOVN TEPPOPUAVS KAl TNV YNPLOKT LETAOOOT).
Baowoi cuvtehestéc g opddos kot Wputég g eivon ot Matt Adams, Ju Row Farr ko
Nick Tandavanitj. H opdda avt diepevvd T S100pacTKOTNTO KOl TIG KOWMVIKEG Kot
TOMTIKEG TTLYES TG TEXVOAOYiag. OAa g Ta mpdtlekt oTpéPovTal YOP® amd To PHECO
EMKOWVOVING Kol TNV TpOTOoKaOedpian TG «AAIKNG KOVATOVPAG», EVA YPNOLUOTOLEL TNV
TEPOOPUOVG, TNV EYKATAOTOCN, TO Pivieo oAAd Kot TG KwNTég Kot SLoOIKTLOKES
TEYVOLOYIEG LE OKOTO VO, BECEL EpOTALLATA YO TIG 10E0A0YIEG TTOL pHag TEPIPAAAOVY GTNV

EMOYN TNG TANPOPOpPiOC.

o 70 10T0p1KO THS OUAOOS
Ta mpata £pya g, Onwg ta. Gunmen Kill Three (1991), Chemical Wedding (1994) kot
Stampede (1994) Bacilovtor 6Ty KOLATOVpA T®V club e GKOTd Vo dNUoVPYNGOLY a

TEPPOPLOVG TOAVUECMV, GUYVA GE acLVNOIoTA PEPT, OTTMOS SLAPOP KIVILATOYPAPUKL

GTOVUVTIO, KOl L€ GVVOJELN amd ORAdES N HEPOVOUEVOLS dj, O1 0TTOi01 TPOGEAKVOVY Kot
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™ ovppetoyn. H eykatdotaon Invisible Bullets (1994) mopovcidotnke apykd otnv
nepionun ekdniwon «A Fete Worse Than Death» oto X6&tov. To Something American
(1996), Baciopévo o yoAryouvtiavad @A, TpoPAndnke ce 006vn mpoPoAing billboard.
To 1997 anotéhece 10 £t0G-0TAOUO Yoo TV opdda: 1 evvidunvn residency g opdoog
oto Kunstlerhaus Bethanien oto Bepolivo cuvémece pe po mep@dpuovg pe Titho
Succumbing, mov perovopdomke oe Kidnap (1998), katd v omoio dvo HEAN TOL
KOOV omyOncav Katomy KANPWOONG Kol TO OMOTEAECHN €yve OL00EGIHO  GTO
dwdikTvo.

To Desert Rain (1999), o eykatdotoon PEYEIANG KMUOKAG GUVATOTEAOVUEVT
and TEPPOPUAVS KOl TOUYVIOl, ONUATOSOTNGE TO TPAOTO PUOTO GLVEPYONCING WE TO
Mixed Reality Lab tov [Tavemiompuiov tov Notyyap. H dadpactikn eykotdotocn An
Explicit Volume (2001) ypnoyomolovoe €va GUGTNUA YO VO, EAEYYEL TOPVOYPAUPIKE
BAla, eEepevvdvtag, HEGH SASIKTVOKADV EIKOVAOV GEEOVOAIKOD TEPIEXOUEVOD KOL TNG
avTIoTIENG TOVG LE TO TVTOUEVO PiAlo, TNV EMOpOC TOV HEGMOV GTOVG TPOTOVS OPACTG
kot O0éaong. To Can You See Me Now (2001) Mtav éva peteeArypévo moryviol
«KpLETOL» Ko akohovOnbnke and to Uncle Roy All Around You (2003), to omoio
0VLCLOTIKG amotelovoe o PiEn otolyeimv online gaming 6mov o1 maikteg emdidovTat
o€ éva €100¢ Yynerokng avaltnong 6€ Hol EIKOVIKT TOA.

To mpotlext I Like Frank (2004) ocvuvéBete (o HEKT TPAYUATIKOTNTO Y0l
moyviow kvntav 3G. To Trucold (2002) frav éva 13Aentd maryvidr Bivteo yu v
Mmnievdhe tov Xivtvel, 10 omoio €deryve €YKOTOAEUUEVO TOTTiOL T VOXTO KOl LEGO OE
nwokvn opiyAn. To Rider Spoke, cto omoio Oa avagepBovpe avaAvTIKA GTN CLVEYELD,
elvar éva cvoppeToyikd épyo yuo. modnidates. H oudda Blast Theory €yet 600 poviueg
eykataotdoelg, ™v Energy Gallery (2004) xor 1o Flypad (2008), éva moryviol
dtevpopévng mpaypatikdémrag 11 maktdv ooto vkd Mrpopyovrrs. To moryvidr You
Get Me (2008) ovvédee 8 veapovg ovOpodmovg oto Mk ‘Evt pe ypnoteg mov
emKovmvovcay dadiktvokd pali tovg amd 1o Ktipto g Baocuukng Omepag oto
KoBevt I'kdpvtev Tou Aovdivov.

H opdoa Blast Theory vmpée o Pacwdg etaipog ce dvo peydia epgvuvnTikd
npotlext. To Integrated project on pervasive gaming (2004-2008) mepihdupave
etaipovg 6Tmg To Loundwkod Ivatitovto [TAnpopopikng kot ot etarpeieg Sony kot Nokia.
To Participate, ¢éva ayyMkd mpdtlekt Oepehvnong TwvV KIVNTOV GLOKELOV,

npaypoatonomdnke pe v vroompiEn tov BBC, British Telecom kot Microsoft. H
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opada avémtvée o Wéa Tov kanynt Tanda oto mpotlekt Guess-A-Where (2007),
670 0TO10 £Vag XOPOKTIPOG GTO TNAEPWVO BETEL O18.pOPES EPOTNOELG.

H opdda €xet kepdioel, avdpesa oto dAAa, Eva Bpafeio d1odpacTiKng VNS 6TO
Prix Ars Electronica, énwg kot to Maverick Award, apepucovikd Bpafeio yio oyedtootés
oy violdv. ‘Exel emiong kepdicel péypt onuepa t€0oepic O10KPIGES OTA PPETOVIKA

BpaPeio BAFTA.

H mpocéyyion

H opdoa &xer kabiepdoel o GuVEPYOTIKOD TUTOV OLEMIGTNUOVIKY] OOVAELD 7OV
OLKPIVETOL Y10 TO TPOTOTOPLOKO YOPAKTIPO TNG CAAL Kot TNV gkTéAeon tG. [ va
dwmpnBel avT M TPOKTIKTY, ATOITOLVTOL UEYAAES TePiodol mov akolovBovvtal amd
oefvn event 1o omoio £YOVV GLYKEKPYEVO Kol GTOYXELUEVO Teplexopevo. H opdada
Eexyopilet yia ) Bepotikn Tov TpoOTleKT TNG, Y1 TN PO TOV VEMV TEXVOAOYLOV, OTMC
Koty ) pebodoroyia mov axorovbel. H ypnon locative media kot pewctr|g teyvoroyiog
oe épya 6mwg 10 Can You See me Now? (2001) xon 10 I Like Frank (2004) elye ko
ovveyiCer va €xel peydAn emidpaomn. H opdda avayvopiler 6t  xowvotopio amortet
pioka kot e&axolovfel va avtamokpivetol o€ VEES 10€eG KoL gvKoupieg ovvepyaciog,
EMOEIKVOOVTOG 0EVOEPKES KOl OVOLYTO TVEV L.

H ovvepyaoia tov Blast Theory pe 1o [Mavemomuo tov Notyyop amoterel v
O HOKPOYPOVY] GLVEPYACIH KOAMTEYVAOV HE OVOTATO EKTOOELTIKO dpupa péypt
onuepa. O O1dAoyog OavAPESO OTNV EMGTNUOVIKN KOl KOAMTEXVIKY] €pevva £xel
Slupopemoetl e PABOC TNV TPUKTIKN TNG OUAOAG. XMUAVTIKO GTOXEIO0 OTN OOLAELL TNG
amotedel m Ogpevvnomn tov poOAOL TOL KOowov, Yo mapdderypua oto Can You See me
Now? (2001) xou oto Day of the Figurines (2006), 0Tov 10 KOWO KOTOWKEL GE iaL
QOVTOOTIKY TOAN. X& 00VAEEC Onwg T0 Rider Spoke (2007) xon 1o Uncle Roy All Around
You (2003) xpnoOYoOmO0UV TV TPAYUOTIKY] TOAN YO VO TPOCKOAEGOVV TO KOWO OE
VvEoug pOAoVG (01O TeAevTaio owTO TPOTLEKT, Yoo TOPAdELYO, TO KOWO KOAgiTon v
EPEVVNOEL KKPLUUEVOUG» YDPOVG GTNV TOAY, Omwg Ktipta, ypapeio kot dAla). Ola ta
pOTLEKT NG ORAdAG BETOVY oNUAVTIKG EpOTAUATA TOGO Yo TNV 101 T d1ddpacn 66O

KOl —TTPOTTAVTMV— Y10 TOVG TEPLOPLGLLOVS TNG.
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Rider Spoke

[Tpékertar v pio SOLAE TOONAATOV TOL GLVOLALEL TO BeaTpikd mayvidol pe TO
gaming. To npotlext mpoekTeivel TN dlePELYNON NG OUAOAG YioL TV TEPPOPUAVG GTNV
EMOYN NG SOTPOCMOTIKNG EMKOIVOVING, OVOTTOGCCOVTOS TV TPOPANUATIKY EPY®V OTMC
to Uncle Roy All Around You (2003). To Rider Spoke xoAel TOUG GUUUETEXOVTEG VOl
KAvOLV TOONAOTO GTOVG OPALOVS TG TOANG. To TOINAATO PEPEL EVaV LKPO VTOAOYLOTY).
Ot modnAdteg avalnTovv pio Kpuyava Kot nxoypaeovv kel éva pkpd pivoua. ‘Ereita
YAXVoLUV Yo To. PEPN OTO. Omoia £XOVV KPOWEL Ol AAAOL GUUUETEXOVTEG T OIKG TOLG
UnNvopoTa.

To cvykekpiuévo €pyo dev KpLPEL TOV EVOOLCIAGUO TOV Y10 TO TAG TO TToLY VIO
KOl Ol VEEG EMKOWMVIOKEG TEXVOAOYIEG UTOPOVV VO ONUIOVPYNCOLV VEX LPPLOKA
KOWOVIKA TEPPAALOVTO KOl Y10 TO TAG TO ONUOGIO EUTAEKETOL OAOEVO TEPIGGOTEPO LE
70 WV1OTIKO. OVC106TIKE KOAEL TO KOO VO, GUUTOPOYAYEL TO £PYO E L0 OPOTY] ONAMOT
TOV: KaOADG 01 GUUUETEYOVTEG KAvOuV TOdNANTO YOp® amd TN TOAN, Kdbe @opd, Kot
avéAioyo to PEPOG Omov AQUPAVEL YOPO TO OPMOUEVO, SLUHOPPAOVEL £V SLOPOPETIKO
nepleyopevo. O TPOMOG CULUUETOYNG OTO €pyo €xel €vav  1WO0H0pPOo, apeionuo
YOPOKTN PO, TPOGMOTIKO KO LOVOLYIKO.

To Rider Spoke mopovcidotnke yio Tpdtn @opd oto Barbican, 6to Aovdivo, Tov
OktmPpro tov 2007, katl ot cvvéyela otnv ABnva, 6to Mrpdrtov ko ot Bovdaméotn

10 2008, Kot akoAoVOwS 6To Xivrvel kot otnv Adeidida g Avetpaiiog.

To event otnv ABnva

To event otnv AOMva dopyavodnke oe cvvepyacio pe 1o Bpetavikd Zopfovio oty
Anva, tovg «Didovg tov Tloonidtov» (Bnoeio) kot v €Belovtiky opydvmon
«AvBpomoc». To event éhafe yopa oto Onoeio, otovg dpdHovs YOp® amd TNV 000
EntaydAikov. [TodnAata propodoe vo Savelotel 0 KAOE CUUUETEY®V LE TNV OGTUVOLLKN
TOVL TOVTOTNTA OO TOV GVAAOYO «Dilwv tov [TodnAdtov» Omov &gixe ™ Pdom tov TO
event. EvoAlokTikd, Hmopodoov Ol GUUUETEYOVIEC VO YPTOUOTOGOLV OIKA TOVG

modnAata. Yrevbuvor tng opddag Blast Theory Bpickovtav emitomov yia va vrodeytovv
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TOVG GUUUETEYOVTEG HE 0OMYieg Yoo TO TayVidl, OTMG Kot Yo Vo TOLG Kafodnyncouvv
OYETIKA ME TOV TPOTO Acrtovpyiag Tng ovokevns. EBegloviég Ponbovoav oty
TPOGAPTN O TG CVOKEVTC GTO TOONANUTO KOl G O,TL AALO TV OVOLYKa{O.

v évapén Tov moryvidlov, SvOTaV Lo EpMTNOT TNV omoid 0 K&Oe CLUUETE WV
KaAoOvTav va poayvnroeovicel. H 006vn) ot cvokevn Aeltovpyovoe apyikd g
cVOTNHO TOTOBETNONG GTO YDPO, divovtag evoeitelg yio 10 Tov BploKdTay 0 TOINAATNG
KOs Qopd ko Yo mbavd pépn-Kpuydveg mov Ppiokovtal kovid. Otav Ppiokdtov Eva
Kpueo péPog mov Oev elxe avakoAlvedel amd kdmoov maiktn vopitepa, 1 GLOKELN
avafocPnve ko €dwve v gpoton. H epdmomn, pe dqueco M €upeco tpomo,
TOPOKIVOVCE GE EVOOCKOTNOT Kol 0pOPOVGE KATL TPOCOMIKO. ZOUP®VO, E TN AOYIKN
tov mpoOTlekt, kéBe pépog ovvovalel dvo otoyeio: ™ QLOKY Tomobecion kol TNV
NAEKTPOVIKT TOmOBEGTIO TOV OVAPEPETAL OO TH GLGKELT, Kot YU aLTOV TOV AOYO 1) 101 1)
0¢on pmopet va petafAndel. Avtd sivar adnbeta, kabng to TTavemotipio Tov Notryyou
€xel oyeddoel Kol VAOTTOGEL £vO. GUGTNUO TTOV YPNOUOTOLEL TO acVPUATO diKTVO KO,
avéloya pe ) mpdsPacn tov, opilel To onueio oto omoio Ppickerar 0 kKAOe TOIMAATNG.
Emiong, kéBe ovppetéyov korovvtav va Ppet 1o onueio 0mov giyov «kpoveted» dAla
pnvopato. To punydvmuo €otve MynTik) €0omoinon («Umum») Omov LINPYAY GAAL

unvopoto.

>10 dmuepo event mov Olopyoavodnke to ZapParokdplako 29-30 Maptiov 2008,
ocoppeteiyav 62 dtopa, ek t@v omoiwv 40 xopitown kot 22 ayopioa. I[lorotukéc
ouvevtenEelg oeénynoav and guéva e Pepido GCLUUETEYOVI®V, LE OKOTO VO EEETACM
TOG avTIAMEONKaY To TTayvidl Kol TOUG GTOYOVS TOV, OAAL KOl VO, KOTOAAP® pE TOlo
EVOLOPEPOV KO O KIVITPOL GUUUETELY OV GTO TTOYVioL.

211g ovvevtenEelg ovppeteiyav 30 dtopa, ek Tov omoiwv 21 kopitowa kot 9
ayoplo. Omwg mpoékvye omd tv avdivon tov ovveviebéewv, 10 60% TOV
GUUUETEXOVT®MV aviKE 0T NAKLokn opdoa 18-26, éva 30% oty opdda 26-35 kot Eva

10% otv nAkiaxn opdada dve tov 35.

o 01 pWTHOEIS THS TUVEVTEDSHS TPOS TOVG CUUUETEXOVTES:

1. Tlow eivor m oyéon cog pe TV €YV, HE TOMTIOTIKEG OPACELS Kol GAAM

dpdUEVA TTOL £XOVV VO KAVOLV LE T1 KOVATOVPOX;
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2. Tlow eivonr M oyéomn oag pe TG VEES TEXVOAOYIES; (AemPNTIKE Kot TPAKTIKA,
Y. XPNOYLOTOLEITE EQPAPUOYEG SLOOKTVOV KO TEXVOAOYIONG GTO KIVNTO GAG;)

3. [log pabate y1” awtod to event;

4. llog Ba agloloyovoate v gumelpio amd T GLUUETOYN COG, GE [0 KApLoKo
CKOKT)Y, «UETPLOY, KCUVOPTOOTIKT?;

5. Qewpeite 011 o1 odnyleg mpwv amd TNV Evapén Tov TAXVISOL NTOV
IKOVOTTOINTIKEG;

6. Avapépete KATL TOV GOG SUGKOAEYE GTN OleEayYT TOV oy VIO10V 1)/Kot KATL
T0 01010 TAPATNPNCATE MG TOAD BETIKO GTN SLAPKELL TOV TOLYVISLOD.

7. TTowog NTOV KOTA TN YVOUN GOC O KEVIPIKOS GTOYOC TOL Toyvidloh M/Kat ot
EMUEPOVS GTOYOL TOV;

8. Ilog motevete O6TL TO MO VidL awTd pmopet vo Pedtiwbet;

9. Oa mapakorovdncete v e£EMEN g dovAeldg twv Blast Theory 11 cuvaemdv
npotleKt;

10. o) To ovykekpiuévo mpdtlekt ol mPoLTpeye va Oeite TNV TEPLOYN OTNV
omoia élafe ydpa N v mepoyn oty onoia Ceite 1 peyoddoate pe dAro PAELNa; Zog
TPOETPEYE VO, OEITE T LUKPE 1) HEYOAN LVOTIKE TOL TOTOL G€ GYEoT e €60G Kot T (on
G0G;

B) To modmAato ¢ péco petaxivnong mola Béomn €xel oty KabnuepvoTNTA GOC
KO, 0V TO YPNOILOTOLEITE, TG GVUPAALEL 6TV gumelpia oag omd TNV TOAN 1| TN YELTOVIA
coG;

v) Zog elvan yvooTéG £vvoleg Omms 1 yoyoyewypaeio kKot to derive; Av Oyt, 0
mpotlext avtd Bewpeite 0Tl cag mapakivnoe apketd mote va avarpéete ot Oewpia
otV omoia Paciletal, 1 0ev Bewpeite avaykaio Kt T€T010;

11. o) ®a ocvpperdoyete oe GAlo kadlteyvikd mpdtlekt public art 1} locative
media;

B).®a cuotvate 6e AAAOVG PIAOVS GOG TN GUUUETOYT TOLG GE TOPOLOL0 event;

v) Av vai, yia oo Adyo Bewpeite 6TL 1| cvppetoyn sivar oeélun; Ko pe moto
TpoOmo Bewpeite OTL LTOPOVV VAL GUVEIGPEPOLY OVTE TOL TPOTLEKT GTOV TOMTIGUO, GTNV
KOVATOUPO KOl GTNV £PEVVAL,

0) Av 0y, cNA®OOTE Y10 TO10 AOY0 Ba AmOTPEMATE KATOLOV OO TO VO GUUUETAGYEL

KoL oo etvan To Pacikd emyelpnud Gog EvavTiov avTtdv TOV TPOTLEKT.
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o  O1 epTHOEIS TS TVVEVTEDCHS OTHV OUOO0. KOALITEYVOV TOD 0PYAVOCOY KOl
extédeaay 1o mpotlext (ek pépovg g opddag Blast Theory amdvincav ot Ju
Row Farr xon Julianne Pierce. @empndnke amd tovg Blast Theory 611 ot

Béc€1c KO 01 AMOYELS TOV EPMTNOEVTOV AVTITPOGMOTEVOVY TV OUAN)

1. Ilog mpotoocyoAndnkate pe t media art, tv public art xor TIg
GUVETAYOUEVEG EVVOLEG TOV YMPOV Kot TNG performance oty opdoa;

2. Tlowot Atov ot oviikeevikoli otoyor tng oudoag Blast Theory o6tav
GYNUATIOTNKE;

3. Ta tpotlekt Goc avadlopopeOONKay 1/Kot AvVASILILOPPDOVOVTOL ETELTA OO TO
feedback kowvo?, cuppeTexdVTOV, GLVOLOPYOVOTOV 1| GAADV KOAMTEXVAOV;

4. Tlog Ba meptypapate TOV TPOTO LE TOV OTOI0 OVTOTOKPIVETAL TO KOO GTOVG
6TOYOVG Kol TOLG OGKOTOVS TV TPOTLEKT GOG;

5. To xowd ocog amaptiletor omd KaAMTéYVeS, avOpdOmOVS TG TEYVOLOYiNG,
QOUTNTEG TEXVAOV KOt TEYVOAOYIOG 1 0md GAAO GUYKEKPIUEVO KOl TOPEUPEPT] OIKTLO KO
KaTNyopieg atou®v;

6. a. [Tiotevere 611 T€T010V €1dOVE TPOHTLEKT EIvVaL OVOIKTA GTO KOWVO;

B. Ecelg and v mhevpd cog o1oxedeTe 6€ KATOO GLYKEKPIUEVO KOWO Kol OE
GLYKEKPLULEVOUG GUULUETEYOVTEG;

7. Tt Ba Béhate va adrhdEete (av vrapyel kdtt mov Bo BéAate va aArdete) og
oyéon pe to TPOTLEKT KOl TOV TPOTO LE TOV 0Toio amevfHvouy ToVg 6TOYOVG TOVS GTO
KOO TOVG;

8. Me motov 1poémo moTELETE OTL Ol KOAMTEXVIKES, TEPPOAAOVTIKES, TOMTIKES
oAAaYEG KOl Ol TEYVOAOYIKES €EEAEEIC MOV GvvTeAoUvTaL onuepa emnpedlovv 1O
TEPLEYOUEVO OGO KOL TNV TPAYUATOTOINGN TOV TPOTLEKT;

9. llog Ba meprypdpate To Koo cog pe 10 Aééelc;

10. Oewpeite 611 N ékPaon kot ta amoteléopata Tov Rider Spoke (copuetoyn,
evolpépov, amynon otov THmo KAT.) fTov IKAVOTOMTIKA OTIC YDOPES OTOV Ta&ideye TO

npoTleKt;

o Avdivon TV OTaVIHEEDY TMV CUUUETEYOVTV

Onwg mpoékvye amd TIC CLVEVTELEELS KOl TO EPOTNUOTOAOY10, OAOL Ol GUUUETEXOVTES
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eVOLIPEPOVTAV TOGO Yoo Bépata T€yvng/moATiopod 6co Kot texvoroyioc. Qotdc0, N
Katovonon tovg ywo ta Bépata avtd frav dweopetikny. To 1/3 tov cvppeteydviwv
MMAwcav 6Tt Tapakorovfodv ToMTioTiKd dpdpeva kot public art events kot dtafdlovv-
EVILLEPDOVOVTOL Y1O-0.GY0A0VVTAL HE BEUATO KOVATOVPOG KOl TOMTIGHOV. 3 amd TOVg
GUUUETEYOVTEG ElY0V OTOVOESG G€ KAAOOVG TOV GLVOEOVTAL AUESO LE TOV TOMTIGHO. OAot
Ol GOLUUETEYOVTIEG £KAvaY  YPNON KWNTOV TNAEQPOVOV  Tpitng  Yevidg, &V
YPNOOTOOVGOV UE EVYEPELD VITOAOYIOTH. To 1/4 tewv cvppeteydviov dMAwcav Ott
TapoKoAoVOOVV TIC TEYVOAOYIKEG £EEMEEIS KO OVOVEDVOLV AVAAOYMG TO TEXVOLOYIKA
eCapmuotd tovg. MdAAloto, 2 amd Ttovg cvuuetéyovieg epydaloviav oe etapeieg
TANPOPOPIKNG KOl ONAWGAV OTL £X0VV KAVEL CLVOPEIG GTTOVOES.

A&loonueioto givatl 0Tt 01 picol amd ToOVg GLUUETEYOVTES NTOV TOONAATEC. 4 amd
aLTOVG ONAMGCAV OTL YPNCLUOTOOVV TO TOONANTO ®G PaciKO PEGO peTaKiviong, VO
Kdmolot dAlot gimav 6tL Kévovv TOodMAaTO To ZaPPOTOKVPLOKE KO GUUUETEYOVV OE
EKOPOUES [LE TOONANTO.

To 1/3 1v coupeteydVIOV evnuep®ONKaY amd MAEKTPOVIKO pnvopo amd tnv
opdda «AvBpomocy, eved 4 ocvupeTEXOVTEG evnuep®OnKav amd TV  €BehovtiKn
opybvaon «®Dikot tov I[Modonidtov» kot dAAol 3 amd TNV MAEKTPOVIKY AloTO, TOL
Bpetavikov ZvpPoviiov. 2 and avtovg fpbav pali pe pidovg, petd and evldppuvon tov
televtaiov, Kol ot vmolowmor evnuep®dnkav amd tov ToOmo. Avo amd TOLG
GUUUETEYOVTEC NTAV TEPACTIKOL TTOV €100V EMTOTOV T O10PYAVMCT TOL event.

Koaveig amd tovg ovppetéyovieg oev yvopile m dovAeld tov Blast Theory, kat,
Ommwg dNAlmcav, ovte glvar Bewpntikd e€otketmpévol pe Evvoleg 0mmg public art, media
art kot locative media. @edpnoov ®oT060 T0 TPOTLEKT 110iTEPA KAVOTOUO, KOl ETIONG
TEPLGGOTEPOL OO TOLG MICOVE EMONUAVAY OTL TOVG TPOETPEYE VO, SOLV TNV TOAN UE
dAro BAEUA KOt VO GUVIECOVV TIG SLOOPOUES TOVG LE KPLUUEVO HVGTIKA KoL EVOOLUYES
oKEWYELS, Tpaypa mov 10 Plowoav Kot ®g otéXo Tov OAov TPOTlekT. Avo amd TOVG
GUUUETEXOVTES avEQEPAY OTL NTOV EVOG OOCKEOAOTIKOG TPOTOC VO OvOOEMPNGOVY TIC
ATOYELS TOVG Y10, TO TOONANTO KOl TN HETaKivnom pésa otn mOAn, Bedpnoav dev 0Tl
aLTOG MTav Kot 0 EUUEGOS 6TOYO0G TOL TPOTLeKT. TEAOC, 3 GUUUETEYOVTEG EMICT|LOVOV LLE
evBovolaopd OTL 1 GUUUETOYN TOVG G €vo TPOTLEKT PE TOGO TOAAEG JLOPOPETIKEG
TTuxéG (Téxvn, TeXVoLoYia, gaming) tovg evBAPPLVE YOl TEPAUTEP® EPELVO GE GLVOPT
TPOTLEKT KOl KAAMTEYVIKEG TPMTOPOVALES, 060 Kat Yo T Oewpia Tiow amd avTd.

OAlot YopaKTAPICOV GUVOPTAGTIKY) TNV EUREPIOL CLUUETOYNG, KOl OTADG 2
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GUUUETEYOVTEG ONAMGAV OTL GLVAVINGOV OLCKOAIEG Le TN YA®ooo (oTig odnyieg mpv
and Vv évapén aAld Kol 6T OIPKE TOV TTaLyvidoL, kabdg avtd delayotav ota
ayyAkd). And tovg id1ovg 2 ouupetéyovieg Bewpndnke 0Tt £va T€T010 TOYVIoUTPHTLEKT
Ba NTav Mo EUAMKO TPOG TOVG GUUUETEXOVTES OV OECAYOTOV KoLl GTO EAANVIKG 1] OV N)TOV
éoto diyhwooco, onueio 10 omoio kor egmeonuovay ®g mlavhy Peitioon. Qotdco, N
YA®GGW, TPOcHeGaY, 0V AEITOVPYNOE OMOTPEMTIKA OVTE Y10 TN CUUUETOYN OVTE Y10 TNV
OAOKAN PG TNG CLUUETOYNG TOVG GTO event.

Olot MMhowcav 0Tt Bo. GLVIGTOVGAV OVETIPVANKTO £VO TOPOLOL0 OPMUIEVO GE
@iAovg, KaBdg eival d100kedaoTIKO (OTWG TO XOPAKTAPIGAV 3 amd AVTOVG), KOVOTOLO
(6mwg 10 YOPaKTPIGOV 4 GUUUETEYOVTEG), EMUOPPAOTIKO (0TS TO Yopoktiploav 10
GUUUETEYOVTES), KOWVOVIKO, Y10Tl 6€ TPOTPETEL VoL BYEIS Ad TO OTITL KO VO «OEI» N VoL
oKeQTElG TOV TEPIPAALOVTO YDPO GE GYEOT UE TOV €0LTO GOV KOl TIG OAAAYEG OV
voeiotacot kabhg kiveicat (0mmg ONAwaoe 1 cuppetéymv/epwtdeig).

17 and tovg cuveviev&lalopevovg MNAmoay, télog, 0Tt Ba Tapakorlovfodv
opaon g ouddog Blast Theory péoo amd v 16100€Aid0 TG, Ko pAAGTA EKOVOV

EYYPAON Y10 VO EVI|LEPDOVOVTOL Y10 TIG OPAGELS TNG OUASOC.

o To uéln s ouaoog Blast Theory uilovv yia v mpayuotomoinon tov Rider
Spoke otnv AGnva

— Ioio fTaw n avIamoKpLon TOL KOIVOD OTIS O1GPOPES TOAEIS,

[ToAV dwpopetikn, Kot Ady® kovOVEOV Kol WO0TVTHOG, O0AAL KLplg AOYy® TV

GUUUETEXOVTIMV, TOV GLVNOELOV Kot TNG EUTEPIOG TOVC.

— Iloieg dvoKOAIES OVTIUETOTIOE N TIPOYUOTOTOINGN TOV TPOTLEKT atny AOnva.,

‘Eywvav 6Aa tedevtaio otiypn] kot ftov Alyo meosTtikd, Katd to GAAe Opmg Ppikape v

vrootPiEn mov BEAaLE.

— 2vvavtioote VIOGTHPICH OO TO TOTIKO OIKTVDO, O ETITEIO OLOPYAVOOHS 000 Kal

KOWvov;
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Mog aykaAiocav pe evBovslacpo kot xapd. Hrav mold Bepun n aviandkpion.

— 2vvovtioate TOMTIOUIKES J10POPES LOY®w TV omoiwVy To ToryVviol giye dlln e&eéiiln,

TTIPE OLAPOPETIKI] TPOTH, 00NYNTE G€ J10.popeTiKo feedback,

Avaueca otig dAheg moOAELG kot TV ABMva, vapEav Kamoteg dpopEG GTOVG KAVOVES
YL TO KOmEAO 7OV (OPAVE Ol TOONAATEC, YO TO OMNUEI 7OV EMTPEMETOL V.
ypnowonomBodv, oAld yevikd dgv  Omuovpyndnkav  mpofAnquota, OAot ot
oLUUETEYOVTEG NTOV BeTicol, NOeAay v akolovBncovy T 0dNyieg Kot vo Kavouv KTt

opaAO Ko mpaio.

— g n avaykn xoptoypagnons twv TOLE®V Kol 1] EGWTEPLKN OPNYNCH TOD TPOTPEPEL N
WOYOVEDYPOPIO, TOD TALYVIOLOD TOPEYOVY EVO EGMTEPIKO KIVIITPO TUUUETOYNGS, OLAG KOL EV

TEAEL GTOLYELO Y10 TOV QAOTIKO GYEOLATUO,

Eivar éva péoco 1o mouyvidl yuoo vo ommoKTAGEL TO L0, DTOKEYEVIKY] SLUOTACT KOl 1
1OTOPIKOTNTA TOL VO, GUVAYETAL GE EMIMENO AP YNONG HECO OO TPOCMTIKEG 1GTOPIEG
oL GLVOETOLY TOV KOWmViKO Ydpo. H ecmteptkdtnta Tov KOvevikod Ydpov 161 Ommg
avadveTol péca amd TV aenynon Ponda Eumpokto oTov oYESOGHO TOV TOAE®V, 1O1MC
OTOV TOPOUOLD TTOY VIOl YPNOIUOTOOVVTOL OTO TAMICIO HIOG 7O GLYKEKPUUEVIC
otoyofeciag.

Elvar Aoyikd péco amd TV TPOCHOTIKY apynocn Ot YOPOlL VO GLVOEOLV TOV
ATOUIKO LLE TOV KOWMOVIKO YMPO Kol £TCL VO ETTVYYOVETOL 0L GOVOECT] TOV ATOUOV LE

TOV TEPIPAALOVTA Y DPO.

— Ilcdg ovavemvetor n Evvoio, TS TEPINYNONS UEGO OTTO TNV TOONAOTIKY OLOOPOUT] KOL YIOTI

emiAéCate owTo TO UECO (TO TOONAGTO) OTO TTOLYVIOL,

To modniato eivan éva kate€oynv mepmyntikd PEGO 6TO0 TAAIGLO TNG OWKOoAOYiag TV
TOAE®V, e OTL QVTO OMUOLVEL Yo TNV TOAN ¢ TEPPAALOVTA YDPO. ZVVOEETOL EMioNG LIE
TNV OIKOAOYIKY] GLVEIONON 7oV TGTELOVLE OTL Oa EMpeme va €€l TO ATOUO GTNV EMOYN
LG HEGO OTOV AOTIKO YMDPo. AvTdg eivar Kot 0 AOYOS TOL TO EMAEENLLE.

Mog Gpece 1 10€a 1| TEPMATNTIKT KO 1] YUXOYEWYPAPIQ VO ATOKTHOOVV £va VEO
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mepleyOEVo, OTmG ival 11 6VVIEST] TOvg pe TNV otkoAoyia. To modAarto divel TaydINTO
Kol GAAN @Bnon ot mepuynon. Bonba emniong ota cvuykekppéva eEaptripato Kot GTov

eEomhiopd mov ypetdletan yio to oy viot.

— T1 Qo Oédate vo Tav O10OPETIKO YeVIKOTEPO. (v LTTGPYEL Katl) Kkal Ti Oa Aafete vTown
yia 1o uérrov, Ilo ovykekpiuévo, vmopyel katt wov Ba Oédate va eiye eletrybel alliwg

aotnv AGnvoy

Nopifovpe 611 OAa Tyav Kord. Oa B ape euokd va elxe €pBet To TOADG KOGLOG Kot
va glyape peyaAdvtepn ompocidtra. EwdomomOnkape dpmg televtaio otiyur, Kot €161
&ytvav OAo TOAD ypnyopa, oxeddv Practikd. Xvvibwg €yovpe mePocOTEPO YPOVO!
[Tavtog elpacte gvyapiotnuévol. Tlepdoape dpopea kotd ™ Sdpkel Tov TPOTLEKT,

omwg emiong mpv Ko petd. H ABfva givar puo vépoyn moAn!
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Rider Spoke
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Kepdioo 2

To npodtlext Urban Digital Narratives

[Tpoxertan ya €va epyactipt (workshop) 1o omoio cvotdOnke émetta and mpdtaoT TG
Eboc Kékov oe ovvepyooio pe tov wodltéyvn/xobnynm Martin Rieser amd 10
[Movemomuo Nte Movepop (DeMontfort) tng MeydAng Bpetaviag. T
mpaypatonoinon tov npotlext avtov, N Eva Kékov, og opyavotpia, empeinpio Kot
emoTnUoviKd vevhuvn, cuvepydotnke pe 1o Athens Information Technology (AIT) kou
10 Bpetaviké ZvpPoviio oty AOnva, ot omoiot Nrtav €tapor oto mpodtlekt. To
workshop mpaypatomromfnke otn meproy tov Kepapekod Kot To amoTeAEGUATE TOV
TOPOLCLACTNKAY G6TO op®vupo cuvédplo «Urban Digital Narrativesy, Ampidiog 2011,
"E6vico 1opopa Epgvvov, AGvva (http://dacathens.blogspot.gr/). To cuvédpro cuinnoe,
extdg omd to amoteAéopata tov workshop kot tng enideéng g mhateoppag Empedia,
Bépato mov agopovv v empeinteio otnv ymoewokn enoyn (Fuopyog TCptliddxng), tig
TAQTQOPUES YOPTOYPAPNONG Kot SAdpacS GTNV TOAN TNV EMOYN TNG YNOLOKOTNTOG
(ANEEVOpOG PuyoOANG), ™ SEMOTNUOVIKOTNTO GTNV TEYVN, TNV ETICTAUN KOl TNV
teyvoloyia pe Eppaon kot aviikeipevo peaétng tn moAn (Roy Ascott), kot téhog to web
30 (Ztéhog Thwopopéhog).  To  ouvédpro @uo&éviioe  ®G  KEVIPIKO
opAnty/mpookekAnuévo tov  Marcos Novak, apytéktova kot OpuvTH|  TOL
Trandmedialab ot Zdvta Mrapunapa g Kaleopviag (H.IT.A.).

To workshop =paypatomromnke pe ™ ovppetoyn 16 eoumtdv e
SlEMOTNUOVIKO VTTOPaOPO KOl GTOVIES (LLOVGEIOAOYMV, UNYAVIKOV TPOIOVI®MV GYedioong
KOl CUGTNUATOV, OPYITEKTOVOV, GYEONCTMV, E£VOG KOWMOVIOAOYOV, WYLYXOAOY®V, €VOG
YPOPIioTO, EVOG KAAATEYVN O1UOPACTIKMV EYKOTAGTACEMY KOl EVVOIOAOYIKNG TEXVNG, KO
4 emoyyeApatiov — evog xaptoypdeov, €voc vmevBuvov povoeiov tov Ymovpysiov
[MoMticpov, &vog YopToypAeov Kot KOAMTEXVY VEOV pécmV, upiag O1040KOVGOC
dwyeipong moMticpov). To workshop mpaypotomombnke ce tpion oTadI0. ApYIKA,
oe&ayOnke pio nuépa cuvavinong dpkelg S wpdv 6mov culntOnkav ot oTdyYol, Ol
OKOTOol, TO TEPLEYOUEVO TOV TPATLEKT, KAODS Kot 0 TeXVIKOG e€omAiondg tov. Emiong,

péca amd web conference, £ywve M yvopyio pe Tov cvvepydtn/ KoAlrtéyvn Martin
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Rieser, 060nkav oOmoteg Odlevkpwvicels Bewpndnkav avaykaieg Kot omavtiOnKov
gpotuata. Téhog, ocvlnmnke m MOwm odotoon kot mpooéyyion Tov TPOTLEKT.
AdBnKe €va EVTLTO GLUVOIVESTG Y10 TOVG GUUUETEYOVTES, KAOMG Kot TO £VILTTO TO 0Moio
popalotav 6Tovg GLVEVTELELALOUEVOVGS TG TTEPLOYNC.

210 TéAOG TNG MUEPOS, OOBMKOV YpOmTEG 0d0Myieg Kol CLUHEOVAONKOV TPELg
GUVOVINGELS GE CLYKEKPUEVEC Muepounviec kar mpeg otov Kepapewo, yuo epyacia
nediov. To workshop ywpiotnke 6€ opddeg Kot vroopddes £tol dote va deaybodv ot
oLVEVTEVEELS e TPOTO Mo amoTerecoTIKO. Ot OpadES EMpene Vo GLVTOVIGTOVV PETAED
TOVG, KOU HE OVTOV TO TPOMO £OTENV OodIKTLOKAE VEEG OMAOEG Kol SLoOAOVG

EMKOVOVING, KOl LOIPAoTNKAY GTOLKEID EMKOIVAOVING OADV TOV GUUUETEYOVIMV.

[oa v emdoyn tov dpdumv deloywyng e £pevvos cLUUPOLAELTNKOUE TN HEAETN
vopadtkng apyrtektovikng g EAévng TGptlihdxn (BA. avaAvtikdTEpO GTN GUVEXELD,
Kepdrawo 3, omnv vrogvomta yua o tpdtlekt «To kapdtom kot «Aayavoknmocy) yo
™ ovykekpiuévn meproyn. O kevipikdg opopog mov odnyel otn TeyvomoAn oto I'kalt
CLYKEVIPAOVEL BOUDVES UmOp KOl KOPE, ETXEPNUOATIEG Kol ETEVOLTEG OTN TEPLOYN,
TaVTOYpOVa e TAN00G avOPOTOV TOV GLYKEVTPMVOVTOL GTOV OPOUO YOP® Otd TO PETPO
g onueio ocuvavnong (KATOKOoL TS TEPLOYNG) N ATAMDS OLEPYOVTOL LEGM TOV PETPO OO
KOl TPOG TNV TEPLOYN].

To amotéleopo ¢ epyaciog mediov Moy 56 cvvevievEelg péca amd Kvnto
TMAEPOVO Katl 3 HayvnTOQOVNUEVES GUVEVTEVEELS GTIG OToleg Ol Guvevtev&lalopevol
ATOVTOVGOV OVOPOPIKEL LLE TIC TTOPAUETPOVS TOL YMPOL KOt TOV ¥POVOL Omd TNV EUTEpia
011 cvyKekpEVN mteployr]. Ot cuvevtenEelg iyav wg apetnpia epmoels Omwg: Tt cog
apécel o€ avtn T TepLoyn; ['a mowo Adyo PByaivere/ emevovcate edm; Tt €xel aAhder o
AT TN YeErrovid to. Terevtaia ypovia and 10T mOoL MPOate €0/ AMO TNV EMOYN TOL
peyolooate/rpotoavoifate v emyeipnon ocog €6®; AVTEG Ol avolktoh TOTOL
epomoelg giyov g oamotélecpa va SetvArBel avaloywg €va  peydAo kovPapt
aPNYNOE®V UE O0UTEPO EVOLAPEPOV YO TNV TEPLOYN], TNV EUTMEPIN TOV KOTOIK®OV Kol
TOV ENCKENTAOV GE QVTY).

Ot ovveviedéelg  mepildpPovoav  por  HEYAAN TOAETO  SLOPOPETIKMOV
TPOCOTIKOTHTOV KOl YOPOKTNPOV TOV OpOVV, AEITOLPYOVV Kol OAANAETOPOLV TNV
TEPLOYN: TAPAVOLOL UETOVACTES, €PYOLOUEVOL UETOVAOTEG GE TOTIKEG EMLYEIPNOELS,

epyolOpevol o€ 0OikOvG OVOYNG, WIOKTNTEG MWKPAV EMYEPNCEOV OINV  TEPLOYN
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(pavaptlidwo, mepintepa kol pivi HEPKET, 0ALG Kot WO10KTNTES E0TIOTOPIMV KOl KOPE-
umap). Eniong siyopne cvveviedéelg amd katoikovg mov peydAmoay otnv meployrn, omd
VEOLg emevOLTEG, Bopmveg Kot epyalOUEVOVS GE UTOP, POITNTEG TOV GLYVALOLV GTNV
TEPLOYN], LIKPOTTMANTES, TOLVPIOTES KAT.

Ot cuvavtoELg Le TOVG GVVEVTIELELOLOUEVOVG TV TLYOIEG Kol Koo amd avTég
dgv €ytve petd amd €dkn ovvevvonon. Ta otoryeio OA®V Tapapévouy yio AOYOUG
EPEVVNTIKNG OEOVTOAOYIOG UM KOWOTOW OO, OAAG MOG emTpannke va tpafnéovue
QOTOYPOOIES YO TIG OTOlEG LaG £0GOV GOELD OMUOGIELONC. AAUTOVL POTOYPUPLOV KO
Bivteo and v épevva mephapfavovtar ce CD-ROM mov mapéyetor 6oV TOAVUESTKO
TopapTNUe TNG HEAETNG avTtc. Evoeiktikés potoypagieg amd Tic ocuvevtevéelg otnyv
meployn mapotiBevion apESmG O KATM

To mpdtlekt avtd €dmwoe v gvkapio 6e Katoikovg, Bapmveg, emevovTtég va
EKQPPACOLV TN YVOUN OTIG Y10 TNV TTEPLOYN £TGL 6TIS TN Bupovvtal, £Tot OTwg T PLdvovy
Topa Kot £tol otig Oa v Nfelav Wavikd. To KOAAL avTtd TV aPNYCEOV OTOTELECE
éva. €100¢ Ynoukng yoptoypdonone péco omd TV €koOva, TOV MYO, TNV
QPN YNUOTIKOTNTO KoL TO VEQ LEGA.

Ot ovppetéyovteg tov workshop katavéncav tovg otdyovg Tov workshop kot
avtamokpidnkav o avtoHs, OTMS TPOKVTTEL OO TNV EBVOYPAPIKN TOPATHPNOT KoL TNV
dueom eumiokn g yphoovcag pe to mPOTiekT, KAOMG Kol amd TS OMOVINGEL OE
GYETIKO EPOTNUATOAOYIO TOV HOIPACGTNKE Ko £TVYE KaBoAkd OeTikng avtondkpiong. Ot
oLvevTeLELLOUEVOL GTIG TEPICCOTEPES MEPUTTMCELS KatdAafav £miong Tovg 6TdHYOVS Kot
avtoamokpidnkav pe evlovolacpd. Mdaiota, evolapépOniay va pdbovv meptocodTEPA Y10
T0 TAQIC0 dpdong, Yy TG VEES TEXVOAOYiES KOt TIC €QapuoYES Tovg. [ToAv Alyor to
OVTILETOTICOV [ OLOTLOTIO KOl KOYLTOWI0 MG TPOG TO TEPLEYOUEVO OAAL Kol TN XpNon
tov. [lpdkettor yio 6covg, HETd TN CUVIOUN E1G0YMYN HOC, OEV TMEIGCTNKAYV VO oG

dMGOVY GVVEVTELEN KOl VO, GUUUETATYOVY GTO TPOTLEKT.

To npdtlext avtd oAoKANPOONKE Pe TN ONpovpYio EVOS avoryTtod YNeloKoH LOLGEIOV
ot pépn O0mov Eywvav ot cuvevtievéelc. 'Etol dnuovpynnke éva avolytd povoeio, pe
okond 660t 10 emBupovcay, HEGo amd Evo GKOVAPIGHO TV KVNTOV epappoymdv QR
ota onueio mov &ywvav ot cvvevtevéelg otig meployés Kepapewov xor 'kalion, va
UmopohV  va  ovaTpEEOLY  OTIS GLVEVTELEEIC/APNYNOES Yo TNV TEPLOYN Kol Vo

nepuynBovv og avti.
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Urban Digital Narratives — ®otoypa@ieg amd tTv £épevvo. TEdiov
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Kepdioo 3

Apdoelg t€xvng oty mOAN g ABnvag

e avtd 10 pépog g dtpPng Ba eetdoovpe TpodTiekT TOL TPAYHOTOTOWONKAY 0T
ta T€AN 10V 2010 €mg kou Tov Iovvio tov 2012 otnv mwOAN ¢ ABnvag, oe dNUOGIOVG
YOPOVG OAAL KOl YOPOLG LTO KATAANYM, BEAOVTAG Vo EKEPAGOVY TN S1AdPAUCT] GTNV
TOAT, TNV EVGLVEWONTOTNTO TOV TOATAOV KOl T TAGT TOVG VO EXAVOKTIGOLV TOV YMDPO
og emimedo MOAMNG KOl VO OlEKIIKGOLV TO ONUOCIO YMPO ¢ onueio cvvimapéng,
£KPPAOTG KOl GUVEVPEGELS OTOYEMY KO OMLovpyiag.

Etvon yeyovog 0t1 o1 mepiocdtepec amd TIC OPAGELS OVTEG TPOYLOTOTOONKAY
670 TAAIG10, 1] OPUOUEVES OO TO KABESTMS, TNG «KPIGTC», OIKOVOUIKNG, KOWVOVIKNG Kot
aglov. Miag kpiong mov 0dnyel avamdPELKTO 6€ aAAay] Kot € o tepiodo peTapaong
vy o kowvevia 1 omoia Ppioketar o ad1E£000, Oxt LOVO OIKOVOUIKO OAAL KLPImG
nowd ko a&lokd, Ko KoAeitor TPOTOPYIKE Vo OAAAEEL TOV TPOMO pe TOV OmOoio
OKEPTETOL, OPO, EMKOWVOVEL ENVTOV KOl GTOYOVS, OAAL KOl VO ETOVOOPOGTNPLomon el
e Mo VEOU «TOTOLY) TOAN KOl GE €vov JELPLVOUEVO ONUOGLO YDpo 0 omoiog Ba
evBappuvel TV Ekepaocn kot TV oAAnAenidpoon petald tov avipodnwv mov {ouv Kot
OpPAGTNPLOTOLOVVTOL GTOV OGTIKO 16TO.

TéNog, Lo TPOKATOPKTIKY) ONUEIMOT: 01 TPELS KOAMTEXVEG TOV TTaPOoLGLALovTon
avaAvtikd otn ovvéyewn (B. Tlamadomodriov, E. TCptlikaxn, A. Zkovptng) €xovv
acyoAnfel ektevg pe €vvoleg TOv APOPOLY TOV ONUOCIO KOl NUONUOCIO YDPO, GE
OLOLPOPETIKES YPOVIKEG (QACELS, KOl HAMOTO EYXOVTAG «OOKIUACE &va HEPOG TV
pdtlekt Toug o Ao mepBdAiovta, 6To e£MTEPIKO. AVIIOTIKTIKO EVOLPEPOV £XEL
eniong OTL ot &V AOY® KOAMTEYVES OEV YPNOLLOTOOVV EKTETAUEVA TIG VEEG TEXVOAOYIES:
evTomi{ovV TNV TOAVTAOKOTITO KOl TOV (LAO YOPOKTNPA TOV SNUOGLOL YMDPOV LE L0 TLO
«YEPOTOCTNY, AUEST TPOSPacT o€ avtdv, Tpoceyyilovtds Tov ympig ™ xpron GAAwV

HEC®V.
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I. Buried Words

To np6tlext Buried Words amotelel Eva KaAMTEYVIKO £PYO TOV EVTACCETOL GTNV Urban
land art kKot 6TOYEHEL 0TO VAL GLVIESEL TN TOAN LE TN VO™ KOl TOV TEPPAALOVTO PUOIKO
xopo. To ocvykekpiuévo €pyo mpaypatoromdnke pe mpotofovAiios TG KOAMTEXVIOOG
BapBapag [Mamadomovrov, n omoia guteye AéEelg otov omudcto ympo. To mpotlext
onuovpynnke péca amd v avalnnon TapTEPIOV UE YOUL GTOV ONUOGLO YDPO TNG
TOANG Ko yevvnOnke otov m IlamadomrodvAov dpyloe va omépvel omopakio Ypooidton
oynpotiCovtag ypappato kot Aécels. Me avtdv tov TpOmo, OTOV Ol GTOPOL APYIGOV VO
QLTPMOVOLV, TO Y®OUO YEHoE Kelpevo. Onwg ONAmoe 1 1010 1 KOAMTEY VIS 0€ GUVEVTEVEELS
g oTiG epnuepioeg Athens Voice xou H Koabnuepivy, 0o otnv omoia epeidetol to
épyo g etvar 6tT1 «ekaToppvPLo. AvOpmToL TEPTaTOVV KAOE PP PlocTikd OTIG TOAELS,
HE TG OKEYELS Ko TIG emBupieg TOVS Vo alPOVVTIOL GTOV 0EPA YOP® TOVG». AVTEG TIC
okéyelg Ko embopieg maipver n [HomwadomovAov Kot TG ELTEVEL, £TCL MGTE 1 YN VO TIG
amokoiOyel apydtepa. To cvykekpyévo mpotlext tatideye Kol 6e GALEC YDPES, Kot
mPEe PAMOTO OKTIPIOTIKO YOpaKTNPO OTOV TPOUYUATOTOWONKE G dpAon UTPOsTH GTA
ktipua tov Evpomaikov KowvoBoviiov oto AovEepfovpyo kar oto Bélywo, Omov
QLTEVTNKOV AEEEIC OTMOC KTOAUNGTEY GTO TOPOKEILEVO TOPTEPLNL KOl GTOVG KNTTOVG TWV
KTIplov.

To npotlext viomomOnke PEPata kot oty ABNva. Ot AéEelg «amhdyepa», «dEoy,
CUTOP®Y, KTOPUY, «KAPOPOY, KOPUN», «POYUN», «Baduoy, «pali» eUTpOoAY Gg Kpicla
onpeia, kKdmov dimAa poc. Xtnv «gvaicOnty» meployn tov Ay. IHavrelenuova Ayapvov,
OTO TOPTEPL UTPOCTA OTNV €{0000 TOL VOOV, TAV® GTNV TAATELN, PULTELTNKE N AEEN
«Goofay, pe T okéyn 01t avtn givor 1 o tapract oto puépoc. H Tamadomodriov eiye
Eexwvnoel ) dpdiom g avtdvopa Kot avtofovAa ¢ guerilla project 2 ypdvia vopitepa.
To mpotlext TG vAomomOnKe VO TV aryida tov EBvicod Movoeiov XOyypovng TExvng
Kol 0€YTNKE TN oTNPIEN TOL KOGHOV, 0 0moiog evemhdkn dAAlote eBehovtikd Kot GAAOTE
ce duadpaocn He To vIapPYOoV £pyo, 10 omoio e€eMacdtav Kabe popd wg «lmvtavd Kot
CoTikd KopPATL TNG TOANG KOl G ONUel0 avaQOopds Kol EKQPACTS» Y10 KATOTKOLG Kot
TEPAOSTIKOVS Tov evtomilov v Vmapéy tov. Xxkomdg ¢ [Nomadomoviov Mtav va
onuovpynBet «évag peydhog tamnrog, éva €idog vmepkeévov (hypertext) mov Oa

euTpOVEL Kot Bo avadveTon péso amd T YN, OmOTEAMVTOG £T61 évav KaBpEQTn TV
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OKEYEDV HOg 1 10m¢ KOl o, LIEVOLLIGN TPOYHATOV TOV Kol popd Eeyxvape» (amd Tig
000 mpoavapepBeiceg cuvevtedEELS TNG KAAAMTEXVIONG).

To npotlext g [amadomobAov GuVIEEL TN dPACT GTOV KPLGIKO» YMPO TOV EXEL
amopeivel amd v dvapymn Kot dtoktn d0unomn 6to k€vipo s ABnvag pe dpacels otov
QULY®OG OGTIKOTONUEVO ONUOGLO YMPO, KOt £XEL VOV TOAD ETIKOIPO YOPOKTNPA AoV,
€XOVTOG G LEGO TOV T YAMOOH, TOPAKIVEL TO KOO TNG VO GKEQPTEL, VoL AAANAETIOPAGEL
pe to épyo. Emiong to xdBe vrokeipevo Eeymplotd KaAeitor voo aAANAETIOpACEL e TOV
YOPO o€ OAEG TIC EKPAVOELS KOL JOOTAGELS TOL (MG PLGIKO YMPO, ONUOCIO YDPO,
KOW®VIKO ¥®PO Kol TOMTIKO YDPO), VO EXAVOTPOCOOPIGEL TO EYD TOV KOl TO TAPOHV
TOV, KO VO Emovovonpatodobet oe oyxéon pe o dvvntiky véo cvAloyikdtnta. Elvol
ONUOVTIKO G€ aLTO TO £pY0 OTL O1 AEEELG EXOVV EVO GLVOETIKO YOPAKTIPO AVALEGO GTOVG
avOpodmovg (mg VAN Kot a@eTnpic TOL KOW®VIKOD TOMTIGUOV), AETOLPYADVTIOG
TOAPIAANAG Kol ®G PECH ETKOWVOVIOG LE TN YN ®G apeTpia Kot TPpoéAevon g VANG.
Eivor 10 onpeio 1660 g onuaivov 660 Kot ¢ onuatvopevo avtd mov opilel v apyn
KOl TNV ovokKOKA®O™N TS VANG, NG €VEPYEWG KOl TOV avOpOTIVOL SLVOUIKOD 7OV
naipvel vidotaon péca amd tov Adyo otn Kowwvikn (on. H dpdon eumepieiye to
QOTENO CTOPMV KOl OO GAAES TOAELG TOL EEMTEPIKOV, GUUTEPIAAUPOAVOLEVIS TTPOPAVADS
Ko ¢ dwag g Abnvag. O cvpPoloudg anéPrene ot petapopd oyt Lovo avlpommv
péoa amd T HETAVACTELOT), OAAL KOl «OTOPWVY», LE TNV TOAVCYION KUPLOAEKTIKN KO
LETOPOPLKT] EVVOLL TOL OPOV.

AxolovBel pia ekTEVIIG GLVEVTELEN TIOL TOPAYOPNGE M KoAATEYVIC BapBdpa

[Momadomovrov otnv Eva Kékov.

— Ilag apyioe 1o mpotiext Buried Words;

Hekivnoe omd po wéa mov Bo pmopovice va elvarl £vo aoTikd mopopvot.
Kabe pépa, kabmng mepratdpe pévol pog HECO OTIG TOAELS, TO KEQPAAL LLOG
elvar yepdro omd AéEelg — AéEelg amd okéyels, cvvarsOnuata. Eivon
duvatdv OAeg avtég ot AéEelg Tov ecmTePkol pog Pilov, mov yepilovv to
KEQOM HOG OTIG MHOVOYWKES pog  mepdofdostg  Kadnuepwvd, vo
eCapaviCovtay, E, Aouov, oyt povo oev e€apavifovrat, aArd aiwpodvtal

OTOV 0€pa Kol TEPTOLV 6Tadlakd otn yn. H yn 1ig anoppoed, kot Kamov-
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KAmov WHAG TG OMOKOAVTTEL UTPOCTO OTOL MUATIOL WHOG MHE TN OKN NG
YADGGO: TO YOPTAPL.

O Aé€erg, onraodn, elvarl Bappéveg ovtmg 1 GAAwS, Ppiokovtal péca
ot YN, KOl €YD ©G KOAMTEXVNG AETOVPY® oav £vag EVOLIUESOS
KOTOADTNG MOV TIG OMOKOAVTTEL OV U0 OOTIKY VEPAOO TOL LE TO

pafodit g ayyilet T yn kot Kavel vo omokoAvmTTovTan AEEELS.

— Lol eméleleg TIC OVYKEKPIUEVES YDPES Y10, VO TEPOYUATOTOINOEL TO TPOTLEKT,

>10 Bepoiivo, mpdto otabud tov mpotlekt, (o €0 kot Atyo ypovia,
omtOTE NTAV O TO TPOPAVNG TOTOS Y10 TO TPWTOETLYEPNO®. 'Y GTEPQ, KL
emedn €va onuaviikd otolyeio tov mpotlext elvar m Sddpaon He TO
Kowo g WOANG, ot ['eppavol €govv piar TOAD 1daitepn oyéomn pe T YN
Kol T QOoM YeviKOTEPO, TOL oxeTileton pe ™ Pabdd popavtikn TOLg
eAéPa. Emiong, o ouodc1log actikdg xdpog £XEl TEPAOTIO. ONUACIO TN
ocvveidnon tov I'eppavav. ASoroyeitor og peilov Koo ayado.

H AOnva elvar m yevétepa mOAN pov. Amaé Kot mpe UmTpooTtd To
TPOTLEKT, LoV EOVOTAY OOLOVONTO VO UMV TO OOKIHLAC® Kol GTNV TOAN
omov peydAmoa. "Yotepa, e TNV OIKOVOULKT] KPioT VO £YEL XTUTNGEL TNV
EMGdo kot dwaitepa tqv AOnva, n ouyKekpiuévn mOAYN, TEPAV TOV
TPOCOTIKAOV, GLVAICONUATIKOV AOY®OV, OVOOEIKVLOTAV GE Lo 0VTOG M
GAA®OG TOAD TPOKANTIKN TOAN Yo évav KaAMTEXVN, Wwitepa pdAioTo
évav KoAMTEYVYT TOL 0Toiov M doVAELd cuvicTatot 6€ TapPeUPACELS GTOV
OMUOG10 YDPO TNG TOANG. Av Oyt otnv ABMva ¢ kpiomng, T0TE TOV;

O&hovtoc vo TAATUVO TO TPOTLEKT, KOl OEOTOUDVTOG EMUPES LE
avBpomovg mov  evBovoidommkay amd 10  TPOTLEKT YWpig va
yvopiopoote, PBpédnka oto BéAyo, 10 omoio €xer emiong peydio
evOLPEPOV, Kabmg eKel oLYKEVTPOVOVTAL To KEVIPO ££0VGI0G OAOL TOL
EVPOTATKOD OKOSOPNIHATOS. Oepd piot amd TIG TAEOV GLVAPTACTIKEG
oTLYHEG oV otopia tov Buried Words v guerilla dpdon pov axpiog
otV &icodo tov Evpornaikov KowofovAiov 1 dimia oty Kopciov.
Méoco oe 5 Aemta elya omeiper ™ AéEN OSEZ  umpootd o710

EvpokotvoBovrio kot t AéEn JUSTE oty Kopioidv. Mn Béhovtog va
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emkevIpoB® povo otig BpuEéhheg, eméheéa va mho ot Pacikdtepn
QAOUOVOIKT) TOAN NG Y®pag, TNV ApPépoa. Exel pov pavnke yontevtikd

VoL TEPAUATIOTO GE U0 YADOOO, TOV 0V YV p1la.

— Tloio yrov n avramokpion tov KowvoD, MTopeis vo avapépeis KAmol0 TEPLOTATIKO,

KAToL10 GOUPAV;

H avtandkpion tov xotvod moikike avd ydpa oAAE Kot ové ETUEPOVG
nepoyn. Xto BepoAivo, 1 CULUUETOYN] OopYIKA NTOV GUVOPTOCTIKN:
E&volaoto muiyopva moddkie vo Tpéyovv Ko pe evBovoiacud va
veuilovv  to.  moTwoTHPlO,  €VAAIKEG Tmov  emiong  PonBovoav,
potovoav, mopatnpodoay v e&éMEn  kdbe  pépa. M
Avotolkoyeppovida yopw ota 60 mepvodoe KaOMUEPVA, LE POTOVLGE
kol yaleve moveo and to ERINNERE MICH («Bupdupowy). Agv épowale
Vo EUTAEKETOL GOPOaPA 0E VTO TOV EKOVO, LEXPL TOV WL LEPO TNV €100l
VO KOVTOOTEKETOL OKEMTIKY] TAV®O amd Tn CLYKEKPWEVN AN mov
eUTpOVE og éva maptéptl. [IAnciaca kot v dkovoa va povoloyei: «Ba
npoonmodncw, Ba mpoomadnom va Bopdpoy. NiwbBovtag v Pubiouévn
ot OAlym, evoTIKT®OMG, Yoo va TG oAAGE® T O1dbeom, tng &ima
«Eépete, pepcéc popég otn (o1 etvan oo va Egxvdiel KIOANG KAVELD, Kt
exelvn pe daKkpva MO GTO HATIOL AmOVINGE: «Uo 6€ OAN pov T Con
npooTadd va EexGomy.

Y115 yerrovieg g AOnvag, to mo avfopunta EUTAEKOUEVO KOO
NTaV aVTO TOV PETOVOCTOV. Zov ot EAAnvec va unv eiyov oyeddv Kopio
neplEpyea yo m dopdon. Otav mwoi emavérafa ) opdom pe to EOvikd
Movoeio ZOyypovne Téyvng katd unkog tov melodpounuévov d&ova
KOTO omd TV AKpOTOAT, eKEL paivetal Twg 1 youyoloyia tTwv avlpomwmv
o€ avtd 10 onueio POATAG Kol avoyLYNG NTAV EVTEAMG SLOPOPETIKT), KO
exel OLTONATOG AmEWPOog KOOUOG HayvnTillOTaV Kol EUTAEKOTOV GE
ocv{nmon kot odpact. Mvnueunodels, pobictopnuotikés cvlntioelg
é&xovv AdPer yopo maveo oand to «Oappéva Adylo» pHE TOLG TIO
€1EPOKANTOVG OvOP®OTOVG: amd €vov kaBnyntn ZvoTtnuikng (KAAO0g NG

dlocopiag tov Mobnuotikdv) £og amhovg cuvtasiovyovs, évav Kwvélo
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ONUOGLOYPAPO KOl 1GTOPIKO TEYVNG, MO VEOPT KOTEAX TTOL WHOALG elxe
OTOPOLTNCEL OO TO TAVEMICTNUIO Kol £VOOVCIAGTNKE TOCO TOV £yve
eBeldvipla cuvepydatpla oto mpodtiekt. 'Evag amdoTpatog oTpaTimdTikog
yontevTnke kepavvoPora otn duipketa TG oropas s OPMHE ko €yive
e€apyng ovaooyoc OAmv tev Aéfewv mov éomepa £ and to EMXET.
Kabe pépa yéule to motiot)pt amd 10 SwIpfdvi 610 AydApo TOL
Tpovuav, dtéoyle tov dpopo katl TOTICE TIG 4 AEEEIC TOV PVTPOVOV GTOV
vraifpro xdpo tov Qdsiov AOnvav, ™g Tpocwpivig £dpag tov EMXET.
Avtd eivar 10 ovvapractikd pe 10 Buried Words, 6t1 dniodn
Aertovpyohv Gav Evag KataAvtng, po yEeupa emkovaviag. Kdamotog mov
avTIMOUPAVETOL TOV €0DTO TOL MG OTOAVTMG GLVINPNTIKO TEPVAEL
Képmooovg pnveg g Cmng Tov yepilovtag éva moTiotiptl o€ €va dSNUOGLO
owtpidvt ko «motilovtog AEEEISy), umAeKOUEVOC €V TEAEL GE oL 01K

TOV TEPPOPUAVS LEGO TNV TTOAN.

— Ila¢ koTavoel To Kovo oot ) opdor;

‘Eva «pompévo» koppdtt tov kotvold ovTIAOUPAVETOL OVTORAT®S TN
opbon og Téyxvm. 'Eva peydio woppdrtt tov kowvov dgv avayvopilet
eVBEmc ™ Opdon ¢ KOAMTEXVIKY, EUTAEKETAL OOTOGO Kol UAyEVETOL,
omote Povtdel péoa oy kobovtd Asttovpyio g Téxvng, n omoia dev
npobmobétel va v avayvopilelg g tétola, Tapd Povo va apedeic Kot va

AEITOVPYNOELS LE TO KGTOUAYD> GOV, LE TO EVOTIKTO GOV ONANOT).

— oo n ovpueToyikn d1aoToon TOL TPOTLEKT,

H ovppetoyn eivor avamdonacto koppdtt tov mpoOTtlekt Kol KOUPIKNG
onpociog oe OAN v €EEMEN TOL: amd TN JSOIKAGIN TNG OTOPAS TV
AéEewv, mov eivor o Paotkdc KopUOG NG OPAONS, TEPVAOVIAG OTNV
Kadnpepvy epovtida (motiopa) kol o PAdotepa tov AéEewv. H dpdon
dev e€avtheitar oto momtikd / land art / ewooTIKO NG KOUUATL.
AVTIBETOC, OAOKANPOVETOL LEGH OO T GLVEYN ETKOWMVIO [LE TO KOO

— o emkovevia pe 600 okEAN: o) emKovmvia TG ovadLOUEVNG Omd TN
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M AEENG HE TOVG TEPOOTIKOVS Kol ) EMKOWV®VIOL TOV KOAMTEYVY LE TO
Koo TG mOANG. To £pyo €pyetan LOVAYO TOV GE GUOMNAN ETAPY LE TOV
TEPUOTIKO TOV TO OVOKUAVTTEL GTOV OPOLO TOV, YEVVMVTOS TOV TO. OO0
cuvasOnuata, okéyelg, avtidpdoelc. TlapdAinia Op®G 1 GLGTNUOTIKY
O pov mapovsio £E® 6Tov ONUOCIO YDPOo, dimAa o€ aVTEG TIG AEEELS,
Omov oKOP® amd TAVE TOVS VO TIG PPOVTIC®, VO TIC ATOALAE® omd Ta
AOYNG OKOVTO10. TOV GLYKEVTPMOVOLV TAV® TOVG, KOl LE £VOL TOTIGTHPL VO
TIG TOTIGM, AVTO OIVEL TO EVOLGLA Y10 L ETKOV@OVIOL e avOpdTOVS amd
T0 OlepyOUeEVO KOO, EMKOWMOVIOL GLYVA EKTANKTIKOD PdBovg Kot
ovciag.

AvBopunra, emiong, £xel TPOKLYEL £mG TOPA Eva OlkTLO BEAOVTOV
cuvepyatdv mov &xel Bondnoet gite omv tekunpioon, eite ot ocvyva
enimovn epovtida twv Aégewv, gite pe feedback kat véeg 10éeg yia To MG
Ba pmopovoe vo eEglyBel 1o mpdtlekt. Olot avtol givar avOpwmol mov
éxovv PBpebel anddg mepaotikol amd 10 €kdoToTE ONUElo NG dpaoNG,
TOVTEADG GyV®OGTOL TOV Yontevovtot omd To mopapvdl twv Buried Words
Kol 7oL 1 16Topio. aVTOV TV (OVIOVOV, avaELOUEVOV AEEe®mV TOVG
dlamePVA Kol TOLG GLYKLVEL.

YxépTropol PdAoTa Vo KviTomoom éva {ovtavoe @OpoLp KATowo
OTIYW] Kol VO TOLG @Ep® OAOVLE avTohg TOvG avBpdmovg, amd
OQOPETIKEG TOAES Kol Ydpes, o€ emaon. Eivor 60ckoAo va tovg
KOTOUETPO® OCOVE £XOVV GUUUETACYEL LE TOV €vav 1 TOV dALOV TpOTO

670 TPOTLEKT, AAAG TOVG LTOAOYILW G€ Kol Tevnviaptd avlpdmoug.

— 20VavTnoeg EUTOOL0. GTNY TPOYUOTOTOINCH TOV TPOTLEKT,

[Mpoxktwkd, Oxl. Extdég amd 1t Opdon é€w amd v Kopiowdv otig
Bpu&élieg, movbevd aldob dev emevéPT Kavelg yia va pe amotpéyet omd
70 va KGve 1t Opdon. EAdyiotor Pavdaiicpol Exovv onueiwbel. Otav
O0VAEVELS OUMC OTOV ONUOGLO YMOPO, OVTOUAT®G TPEmEL vo  eioon
TPOETOWOCUEVOS  vo.  dgxTeElg TOL TAVTO:  OpVNTIKEG  AVTIOPAGCELS,

BoavoaAcopovg KA.
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— Oa umopovoeg vo, avapepleic dieCodika. ato eAANVIKO TPOTLEKT;

v ABfva, ékava tn 0paon dvo popég uéxpt topa. H mtpd NTav tov
Aexcépuppro tov 2010 ko n dgvtepn tov OxtdPpro-Noéuppro tov 2011.
Tnv mpd™ Popd, 10 2010 axorovOnoa v guerilla taxTikn pHov Kot
gkava v TopEUPact| Hov 6€ SAPoPES YEITOVIES TNG TOANG, VIO TOV OPO
0Tl Yo k@0e AéEn OBo vapyov avdooyor mov Ba T EpoOvTiLav oTn
oLVEYELD, 0E0OUEVOL OTL €Y® dev (o otnv ABnva. 'Etot, tovAdyiotov 7
dvBpomol evemAdknoav cg avt T ddkacio Kot TOTILoV GUGTNHOTIKG
TIG AEEELG OV €0TEPA KAl TIG OTOIEG TPOAKTIKA, GTI CLUVEYELD NTAV GOV
va tovg TiG yapilm. Eekivnoo pe 4 AéEeig otov Kepapewkd, avt) v
IGTOPIKY, EEMECUEVT YEITOVIA TNG TOANG LLE EYKOTAAEYUUEVE OIKOTEDD KO
naptéple mov  ta  kobdpoav okTifiotég  kdtowkot. ‘Eomepa  to
AIIAOXEPA «at petd to TQPA, xou oariov 1o MIIOPQ wou AEZX.
Yotepa avtamokpidnko oto KAAeouo €VOG  EVOLLPEPOUEVOL VO
GUUUETACYEL, 0ev TOV Yvapllo oAAd evBovoldotnke pe TNV 100 OTMG
NTav Kowvomompévn, petald dalmv, oto Facebook, kot ffeie va yivet
avadoyos. [IMya €tol oto Thov, ™ yertovid tov, kol £omelpa T AEEELG
ANAZAINQ kot QY. AvAdoyog NTav HEV 0UTOC KOl 1) OIKOYEVELL TOV,
OAAG ot 000 AELelc yivave KOUUATL TOL OPOUOL KOl TNG YEITOVIAC.
AxoAo0Bwg ékava po TapéuPocn pe TEPIGGOTEPO TOATIKO YOPOKTNP,
otov Ayio IMoviehenuova, mepoyn mov €xel avadeybel ta tedevtaio
xpovie oe Béatpo ovykpovoewv petald veovall, ebvikiotov Ko
petovootdv. Eomepa exel ) AéEn ADOBA, Bewpovtog 6Tt 0 e6fog
etvar exetvo mov kabopiletl kKot Tig dVO TAELPEG KoL AVTO Elvar TPAKTIK
ov gumodilel T cvVOTAPEN TOV AVOPOTOV Kol TPEPEL TIG EVTACELS KOt
TIG GLYKPOVOELS. AKPIPOC emedn N dpdon dev kvnnke yopw amd kAT
SLVONUOTIKA TOMTIKO, CLYKEVIPMOE Eva €TEPOKANTO TANOOC KaTolKmV:
petavdotes, EAANveg, e€tpeliotéc. XV apyn He apnyavie, 6T cuvEXElo
EVEPYNTIKA, GUUUETEYOV EVIEADG OLPOPETIKOL AvOpwTOL o1 Opdon:
dAAog €okafe AlydKi, GAAOC €pepve Alyo yopa, GALOG QOTOYPAPILE.
[Ipotaywviotéc, dvo Agyavakia, Evac MoAdapog kot évag ‘EAAnvag pe

eEtpepotiéc dwbéoerg. H opaon mnye ommv Koyéln, otov melddpopo
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™G AtOAov ot0 KEVTPO, evdd ota EEdpyela, €€ amd éva oyolelo oe
neCodpopo, n tproyic «OPMH — POI'MH — ®AYMAY», petd omd
ouveYY EmOAVOCTOPA AOY® EMOPOUNG TWV TEPIGTEPIOV TOL £0KAPOV Kot
£TPOYAV TOVG CTOPOVG, KATAPEPE TEMKA va Bepréyel kol va emPidoet
aKoOu Kol pHéca 6To Kovutd abfnvaikd kaAiokaipt. Ovdeic Pavodiice Tig
evlpavoteg avtég yoptapévieg AEEelg, ovte kav €@ amd avtd 1O
Yopvaclo otnv moAvtapayn mepoyn tov Efoapyeliov. H emioynq tov
AéEewv powalel va NTav Koaiple kot vo Gyyiée to veapd KOwo TV
podntov. Tekevtaic dpdon Mrav avt mov £ywve avBopunTo Kot
anpoypappdtiote.  ommv  Illoteio  Biktopiag, Omov, mepaoTiKy,
EVIVTMOGIAGTNKOA OO TNV OTUOCPOIPO TOV ETMIKPATOVCE £VO, OTTOYELLOL
exel. H mhatela Mrov katdpeotn amd A@yovods HETAVACTEG: OVIPEG
Kuplowg, Ayeg yovaikeg kot mdpo moALd modid mov émonloav. To modid
dgv wovoav AEEN eAAnvikd okOpo, Opmg Emounlav otnv  afnvaikn
TAaTelD Kot P EKOVOV VO OKEPTM OTL TEMKE aKOUOL KU oV TOV LLOKPLEL
OO TOV TOTPOYOVIKO TOVG TOTO, akOpa K av dev NEepav AEEN eAANVIKA,
YU autd teMkd matpida Tovg Tav To pépog Omov Emonlov kdbe pépa
KPLOTO Kot Kuvnyntd, dnAadn ekeivn n mhateio otnv Adnva. Me oot
okéyn eméreCo vo oneipo ™ AEEN EAQ — 10 «€dd» €vvooluevo ™G
oYOMO Yoo TV €vvola NG TaTpidas Omwg avtn Pidvetal and £vo pkpod
nondi: matpida eivor EAQ mov nailw, o pdévog témog mov EEpw, avtdg Tov
QTWYVEL TO CAOUO TOV OVPLVOV HOV OVOPVAGE®V ¢ eviAika. H
GUUUETOYN TOV TOOLDOV OVTAOV TOV TPOSPUY®V Ard TO AQYOVIGTAV MTOV
evBoLG1HONG KOl 1] GUVOALKY| EUTTELPIN GUYKAOVIGTIKN.

Tn devtepn @opd, 1o 2011, éhapa mpéokAnom and to EMET va
KAvo TN 0pdon 610 TAAIGLO oG GEPAG TapeUPAcemy Tov ETUEAOVTOV
10 Movceio otov dnuocto yopo g moAne. H cuykvpia Ntav mo moid
SlpopeTikny otnv mOAN. H owkovouikn kot cuvemakoiovdn kotvmvikn
Kpion o yopa glye KATOyloTIKY enintoon ot (oN Kot 610 KAipta g
noAng. H ABnva ovclootikd eiye mdpet potid. Nte @dakto, 6,1t KU av
éxava Bo TposAdpPave o TOAITIKNY O146TOGT Kol TAVIMOS gV UTopovGa
Vo ayvofom TV mePppEovca atpudsealpa. I' avtd Kot n emAoy TV

AEEe@V €yve Yo TPOTN QOPA LE OMOKAEICTIKY] AVAPOPH GTIV TOALTIKN
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Kol OWKOVOKkn ovykvpio otnv EAAGOa, epovtiloviag ouwmg vo peivo
HOKPLY amtd T0 OTEVE TOMTIKO, TO TPOPOVES Kol TO PNTopKo. Adieéa
AEEElG mOL VO HITOPOUV VO AELTOVPYNICOVV GULYKEKPUUEVO OAAG Kot
e elBepa, oe mowila medla, TOGO GLALOYIKA-TOMTIKA OGO KOl
TPOCOTIKA-VTAPELOKAL.

Avt| ™ @opd pe évav Beopd mo and Mo Hov, Kot UETA omd
ocvvepyooio pe v empeAntpo tov EMET, anoedoica vo emAéEw éva
SLPOPETIKO HOVTELD OVAELAC: avTi TNG O10GTOPAS TV AEEEDY OV GE
LAPOPES YEITOVIEG TNG TOANG, QTN TN POPE EMEAEEN [0l OLLOPOUT KATAL
unkog g omoiog fomepa 12 Aégec. [lepmatwvrog wavelg, Tig
avakdAvrte pio-pio oto 0dPa Tov, Ki av Nele, kotéypaps KaBe AEEN
Eexyoprotd M T1g cuvovale HETAED TOVS PTIVOVTAG TTOKIAo cuyKeipeva
(contexts).

‘Eto1, xotd pfkoc tov peydrov melodpopov g Atovuciov
Apeomayitov kot Tov AMBO6cTpwtov [likuidvrn, avneopiloviag mpog
Aovumapdidpn, éonepa 12 AéEeig og 2 pépeg d1adoykd Kot akorloHwg
bAheg 4 AéEeig otov vraiBplo ydpo Tov Qdeiov ABNVdV, TG TPOCOPIVIG
é0pag tov EMXT.

To evolapépov Tov Kowov yia tn dpdomn frav anictevto. Ta wodud
éuotalov vo avtilopupdvovtor oe peyaivtepo Paboc kot o doncHNTIKA
avtd mov £kava. [Tdve and ™ AéEn GAPPOX kovtd oto Hpddeto, évag
EVIIAIKOG atO TO GLYKEVIPOUEVO TANOOC pOTAEL, TPOPUVMOG GE apmyovioL:
«xon Tt Ther va met @APPOX;», v va Tov amaviiost ev00¢ apéomg n
eEhypovn Daidpa: «@APPOZX eivor 6tav dev pofdcory.

Mo 2 pMveg épeva otv AGMva kot Bpiokodpovy kdbe pépa oto medio
g Opdomng, o€ cuveX] AAANAETIOpaoN LE TO KOO, KATL TOL LoV £dMGE
TEPAOTIOL €VEPYEWDL KO TOwTOYpova e otpdyyiée. Eivar tpopepd
OTTOLTNTIKN 0T 1] CLVEYNG EKOEON Kal 1] OVCLACTIKY AAANAETIOPAOT).

Avapeca oTlg dekdodeg HUMGTOPNUOTIKEG GULVOVINGES OV LE
VIEPOYOVS avOp®TOVG oL TvpodotHONKaV amd To Buried Words,
Eexyoproav dVo GvOpmmolr Tov avéAaBav tn epovtida Tov AéEewv OTav

mo Oa Epevya amd v AdMva.
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Exo otid&et £éva pmAoyk yio o cuyKekpiuévo mpdtlekt 6mov Ppiokel

kaveig 61e£0d1kd vVAIKOS: http://buriedwordsurbanlandartproject.blogspot.

— T'10. mo10 10Y0 eml€yels o1 AEEeIS va «puTEDOVTOLY OTH YAWDGOO. THS XWOPOS OTTOV VIVETAL 1]

pOTELON;

O Adyog elvor amiog. Aegv Béhm va KAveo KATL KPpumtikd, 06A® va
Aertovpynoel ovtd TOv KAV, BEA® TO KOO va Umopel v EMKOWVMOVEL
avepmoolota Ko o Pabog pe tig AéEelg pov. H emhoyn g exdotote
vtomog yAwooog eivor povodpopoc. Ki avtd yuwrl otav emiéyst va
doVAEYEL KavEIG Pe TN YADOGO, Kol Kuplwg OTav ypnoipomolel ) Aéén
OTOCTOGLOTIKG, OmTOKOUUEVT, OTOov dnAadn tn petayewpileTtor pe v
TOMTIKY NG SIOTACN, TOTE 1 UNTPIKN YAMGGO TOL KOWOoU NG TOANG
glvalr M povn mwov pmopetl va ypnoporomBel. IMati, xot’ e&oynv otmv
TOMTIKN XPNON NG, N YAMOOoO AETOVPYEL e TEPACTIO. GLUTVKVMOOT], UE
ATONXOVG GLAAOYIKAOV PLOUATOV, P UVILEG KOl LUP®OLES, OAO QVTA TTOV
Kkévouv v moinon apetdepaoctn. Etol, 6tav onépve ™ AéEn PHEH 7
AAMA, épovv pia AN Suvopukn 0Tav TIS avVTIKPIiLEL VoL UTPMOVOLY EVOG
‘EMnvog o’ 0,1t o1 AéEeig LEAP 11 RUPTURE. Ao mpdypoto
avokoAel n AEEN OTNV EKACTOTE UNTPIKY] YAMGGO, OKPP®G YTl m
tedevtaio €xel €va eoPepd mAovoo Propatikd @optio CAAL Kot Lo
SPOPETIKN POVNTIKY SLVOUIKT. Bewpd oe évav Babud ontikn moinon

ovtd TOV KAV®.

— Me mo10 tpomo ovvoéoviar uetald tovs To. TPOTLEKT GTIC OIAPOPES YWPES,

Me 600 TpoOTOVG: 0 évag elval i 10w 1 yn pe TV omoio SOLVAED® Ko M
omoio etvon pio kKo eviaio. O GALOC TpOTOG, N KaAVvTEPA OPOUOG, Elvar N
emMAOYN TV AéEewv Tov Khve. Av kot Kotd Pdorn Asttovpyel povadaio
kaBepio amd T1Ig AéEElg OV OMEPVM, MOTOGO OAeG aWTEG Ol AEEEIS oF
SLPOPETIKES YAMGGEG UTOPOLV v cLVOEBOHV HETAED TOVG PTLAYVOVTOG

ouveYmc véa ocvpepalopeva. Motdlel pe momTikd Kelpevo mov Eyet
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TPOKVYEL A0 QLTOLOTN YPAPT, OLTO TOL TPOKVTTEL OV GLVEVOBOHV AN

OVTA TO OTOGTAGLOLTOL.

— Me moi0 kpitipio emiAéyels tig Jéceis oov;

Aovykpalopevn gpéva, Tov KOGUO TPIyLP® HOL KOl TN YN GTNV OToid
onépvm. X10 BepoAivo, 6T YEPUOVIKN POUAVTIKY Y1, AEITOVPYNGO TO
TOAD ®G PORaVTIKO vrokeipevo (GAAwoTE, OA0 TO TPOTLEKT dromvEeTon
and 1o mvebpo tov Popavtiopov, pe 10 KateEoynv YopaKkInpioTikd Tov
NG OMOCTOGUATIKOTNTAG OTN HOpeN Kot T0 Pacitkd concept Tov, TOL
elval 1 amokaAvyn TV YiBHpwv TS yNe.

Ye o Eevopofikn yettovid g AbMvac, enepPaiveo moMtikd, oAl
EMAEY® VO E0TIAC® GTOV POPO, OKOVUTMOVTOS £TGL GTO GTOUAYL Kot Oyl
o1 AoYKn TV avlporov. Xt «atiBacoa» EEapyeta, apovykpalopot 1o
KOO TOV VEOV avOpOTOV Kol T 01d0eon Yol ovOTpOTY), Kol KOTOAY®
oto0 OPMH-PQI'MH-GAYMA. Ztg Bpu&édies, €& amd 10
Evpoxowofoviio, axodm ™ ¢@ovi Ttov moAMt®v ¢ Euvpdmng kot
KaToANY® o€ 0Vo mpootoktikés, OSONS («og toAuncovpe»), OSEZ
(«todunote»). Zmmv ABnva g «kpiong, emdéyo to MAZI 11ng
CLVTPOPIKOTNTOG Kol TG aAANAeYYOng, to ®APPOZ, qv EY®YNH, 10
TQPA, ™ PHZEH, to AAMA. O tomog givor ac@aidg évog odnyog yo
mv emioyn tov Aécewv. Tomg va unv éomepva moté to HOOX av dev

NTAV TAVE GTO LOVOTATL TOL 0dNYEL OTN PLAAKN TOV ZOKPATY.

— Yrapyel kamo10¢ avuflolioudg, Kol av vai, TS TOV OpIiels;

"Exet 1660 cupfolopd 660 telikd £xovv OAeg 01 KAAMTEYVIKEG OOVAELEC.
Ey®d dev Ba emépeva mhviog 1660 610V GUUPOAIKO YOPAKTAPO TNG
dpdong pov. Emépve Tov Adyo, Kt avTd oV KAve givol vo avTIGTPEP®
OLTY TN HETAPOPA Kol VO TN HETATPEN® o€ Kuplode&io. Metatpémovtag
oe KvpoieEio T omopd Tov Adyov, vouillw Ot dived véa mvor| otn
petopopd. Emyelpd vo ddG® VTOGTACT, GTO 00pOTO, VO KAV® Vo

eovepmBohv OAeg avtég ot AEEglG MoV €yovpe HEGH GTO KEQPAAL oG
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kabhg meproatdue kdbe pépa Ko mov eyd Aéw 6t dev eEapaviloviat
OAAG clpohVTOL Kol TEPTOVY TN V1. AAMAG UG avTd dEV EMXEIPEL Vo
KAVEL M TEYVN KOl Ol KOAMTEYVES O OAEC TIC €MOYEC; N POVEPDGOLV

avTd TOV NON VILAPYEL, TO YALTTO TTOL £ival LEGO GTNV TETPOL.

— Tloiog €ivor 0 polog 6ov WG KOALTEXVH GTO GUYKEKPIUEVO TPOTLEKT, OTH YEVVHOH TOD

TPOTLeKt, otV eCEAIEH TOD, KAl TOL0G O GUUPOAIGUOS TOV KOAMTEYVI EV TPOKELUEV®,

Tov péio pov tov avtihapPdvopor ®g poro evolbpesov, ®g pOAo
KOTOADTN TTOv GLVTIEAEL 0TO Vo @avep®BoLY OAeg awTEC o1 AEEELG OV
elval kpoppéveg péoo ot yn. Onwg Eoavaeima, €ipor cov po aoTikn
vepdida mov Kpatdel Eva pafddkt Kat, oyyiloviag 1o youo £d® Kt ekel

HEGO OTIG TOAELG, KAVEL VO POVEPDOVOVTOL AEEELC.

— Ocwpeis 011 10 TPOTLEKT el TOMTIKO yopokTipa, Av voi, mwoio ival § TOMTIKH TOD

0100T00N O€ ayéon ue Ty oy e Adnvag;

[Temoinon pov eivor mwg 6,T1 KAVOLUE GUVIOTA TOMTIKY TPAEN Kot
emAoyn]. [ToAA® 0 paALov dtav OOVAEVEL KAVELG GTOV ONUOGLO YDPO MG
KOAATEYVNG: eivan adOvotov TOTE Vo Un AEITOVPYEL TOMTIKA, €iTE pE
npoBeon eite yopic. Mmopet va un cuvérafa to tpodtlekt og pia Kivnon
OULYDS TOMTIKNG TopEUPaonsg, o0AAG GLYVE, OTMG TNV TEPIMTMOOTN TNG
ABMvag kKo tov BpuEeAdhav, eiye évav €KONAO TOMTIKO YOPAKTIPO, EVOD
oto Bepoiivo mhpe mo mowmtiky Owdotoon, Oa  Eleye  koveic.
Xpnowonowd 1o amAid xopTapt cav m YAwcsca g yne. H yAdooo avt

OAAOV €YEL IO TPOPOVT] TOATIKO YOPOKTHPO Kot GAAOD AlydTEPO.
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II. To Kapotor — Aayavoknrog — Aiktvo «Nopaoikiy Apyitektovikn»

a. To Kapotor

H o6pdon To Koporor («Apdon yio v avOpaOTivn KOTAoTOoT», 0VOPOpE GTOV TITAO TOVL
BipAiov g Xavva Apevt H avOpawmivy kordotaon [The Human Condition. Vita Activa))
npaypoatonomOnke oty mhatein Kotlid to ZapPoato 7 Ampikiov 2012 otig 12 1o
peoNUEPL, 6TO TAAIGL0 TOV dpmdpeVoL-cu{NTNoNG «Athens in Trans-IT-ion! — AGMva: o
O o€ petdPfaon;» mov dopyavodnke and v Eva Kékov oto CAMP (Contemporary
Art Meeting Point), 1o omoio Ppioketon otnv mhoteio Kotid.' Tt dpaon ovth
emyelpnOnke vo onpiovpyndel po cuvoeon avlpeso oTn PUVAUN Kot TO OGTIKO KEVO,
YPNOLOTOUDVTOG TNV TEPPOPLOVS KOl TNV TTEPWYNON. AVAUESH GTO onuaivov Kol TO
ONUOLVOLEVO TTOV PEPEL M TEPYNOT 01N TAATEL, TO {nToduevo NTav éva EavaKoitaypo
™G 1010¢ ™ TAatelag HEG® TG amayyeMOg OTiy®V Kol TNG TOOTIONG TOV TEPPOPLEP
(EAévn TGptlihdxm, Ztépavoc XavoéAng) Le Evov LETOVACTN TOV TEPLPEPETAL UE EVOL
KOPOTGL TO 07010, OVTL VO GLAAEYEL AEITOVPYEL, AVTIGTPOPO TPOCPEPOVTOS PPOVTA, MG
ONUASL TPOGPOPAS, SLUPIMONG Kot GLAAOYIKOTNTOG.

AxolovBel p meprypaen tov TPOTEKT amd TNV TEPPOpuEP, Op. EAévn

TGptlhaxm, apttékTova/KOATEXVN, O1KTLO «NOLOOIKN APYITEKTOVIKIY:

Mviun. H mhateio Kotlid, 1 mateio Aovoofikov 1 EBvikng Avtictaong,
elval pa wotopkn mioteion g ABMvag pe onuovtikd aotikd ktipla,

OVAUESO TOVG TO KTipto Medd ot yovia Atolov kot Kpativov, ekel 6mov

' Zmv nuepido avth, mov mpaypotomonifnke to TaPfoto 7 Ampihiov 2012, cuinthdnkav 1
1OTOPIKOTNTO, 1 YPNON KOl Ol TPOOTTIKEG TOV 16TOPIKOL KEVTpov. Emiong diepguvndnke n évvola
NG KKEVIPIKOTNTAG) OTNV TOAN TG ABNvoG, o€ avTISIGTOAN UE GALEG EVPOTAIKEG TOAELS, T
OIKELOTOINGT TOL «AAAOL» KOl TO €TEPOKANTO Tomio NG TOANG. H npepida eiyxe diemotnuovikd
YOPOKTAPO: OTO TAAICO TG, e&iyov wAnbel woAMtéyvec pe okomd vo  katatebovv
TOAVTIPIOUATIKEG APNYNOEL TOL GLUVOETOUV TN TOoALVYpOIio Tov abnvaikod kévrpov. H
ov{Ntnon OVAUESH GTO KOO KOl TOVUG OMANTEG NTOV PAGIKO YOPAKTNPIOTIKO TNG NUEPIOAC.
KoAeopévor opntéc nrov ot EAévn TCOptlilakn (opyttéktovag, KOAATEYVNC), NEAAN
Kopmovpn (kowvmvikn emoTRovaS, 01K o BEUaTo LETAVAGTEVONC, 1| OTTOlo [WANCE Yo TO
SIKTLO LETOVOOTOV KOl TH) GYEGT TOVG LLE TOV OOTIKO YOPO), Anuntpng AAnOewvoc (kaAtéyvng,
dpdoelg 6Tov ONUOGLO YDPO, O OTOI0C TOPOVCIACE TN GEPA KAAMTEXVIK®OV dpAGEMY GTO KEVTPO
™¢ ABMvag pe titho Amo-kpdwerg) Ko Xp1otog XpuoodmovAog (Guyypoapéas, o omoiog ddface
amoondouato and 1o PiAio tov Poaxog oo oTOU, TOV AVOPEPETUL GTO KEVTPO TNG ABNvac).
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Bpiokdtav dAlote to Anpotikd Ofatpo, €pyo tov Toilep, mov &iye
euo&evnoet 150 owoyéveleg mpoopuywv ko katedapiotnke 1o 1933 and
tov onuapyo Kotlua. Ta dévipa g mlateiog NTav facikd ototyeio ™

aoONTIKNG TG,

Aotiko Kevo. Zqpepa o ydpog anoterel Eva Aotikd Kevo, kabng vrdpyet
puovo o ykpilo mAakooTpmaon yopig 6évopa, KahoTiKd, OopUopPOCELC.
H onuepwvn mhatela otidytnke to 2004, moAd Puotkd, yopic
OPYLTEKTOVIKO SOyOVICUO 1) LEAETY), KOL 1) OPYLTEKTOVIKY TNG OEV €VVOEL
TNV TOPOUOVH] GTNV TAATEIN. ZVYKEVIPMOVOVTOL EKEL KUPIOS HETAVAOTEG,
YPNOTEG OLOIOV KOl TEPUOTIKOL 7oL  KatevBvvovior ota  YOpw
kataomuota. To Zappato, oy mhevpd g Atdrov yivetat éva maldpt
Koopnudtov. Evdeépov kot dtaypovikd otoxelo g mAateing

OmOTEAOVV T, OVO KAPEVEIQ.

lepimiavnon ue évo kapotor. TlpoOketor yioo v mepurldvnon pe €va
KOPOTOlL OO GCOLTWEPUAPKET YEUATO @OPOVTA KOU TO HOIPAGUOL TOV
QPOVT®V GTOVLG TAPEVPICKOUEVOLS otn mAateio. Eivor po copfoiun
Kkivnomn, vVIOUVNoN HOG KATAGTAONG TOL Topatnpel Kaveig moAd évtova
TO TEAELTOHO SUAGTNUA GTO OOTIKO TOTO NG AOMVAG: UETOVACTEG WE
KOpOTGlo. KvoOvIol ovAapesd pHog Kot KotevBovovior o KAOovg
ATOPPUUATOV o’ Omov GLAAEYOLV pEToAAa Kot yaptid. Efvar xupimg
avtpec pehoyoi — vdpyovy Kot AAYIOTES Yuvaikeg, amd T Zpt Aavka,
10 Mmayklovtég, v Aepikn. AavOouy HEYAAES OMOGTACELS, Y0, VO
KataAn&ovv oty 06 IIétpov PaAAN, 6mov TwAOVV T0 EUTOPELILA TOVS pE
10 KIAO. Efvarl avtol mov pe peydio komo, péca oe cuvinkeg meivag Ko
EYKATAAEWYNG, KAVOLV TNV  avakOkKAmorn ommv Adnva kepdilovrag

eAdyLoTO, PN LOLTOL.

Bruoazo. Aradpoun. Metogépm 10 KOpOToL amd TO GOVTEPUAPKET GTNV
000 AOnvdg ddeto, to yepilm pe epovta amd v Kevrpwn Ayopd kot
OTI GULVEYXEWD TA TPOCGPEPM GE OVTEG KOL OVTOVS MOV GLVOVT® OTNV

mhoteio Kotlua.
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To owpo. To copo pov damepvator, TpovtdleTor omd T cLYVOTNTU TOV
KOPOToloD TOV® ©T0 €00po¢ — Ao@aAtog, mAdkes, KvBoOABor. Ot
oLYVOTNTES AALALOVY, O YOG TOL KAPOTGLOV KOt 1 Kivion TOV GAOUATOG
ovvtovifovtat. To chpo okOPel, avaonkmvetal, topdletat... moOvaeL M
mAatn, PByalo ta momovtold, pEVEO ELTOANTN VO TEPTMOTCH OTNV

mhateio. To méApaTa £pyovtal o Emapn UE TO £00.(POC.

To Awpo. TIpoceépm T0 QPOVTO GE WHETAVAGTEG TOL GULVOUAOVV,
HETOVACTEG HE KOPOTGLO OV Olacyilovy TV mAATEin, HOVOYIKOVG TOV
TEPTOTOVV TAV® KAT®, GTOV QUANKO TOL TAPKIVYK, GE YUVOIKES LE TO
ool Tovg mov TAilovv TO MEPLGTEPLN, XPNOTEG oL eivan kabiopévol
dimho. oe ocopoto CoamAopévo oTo Ypaoiol, TOANTEG KOOUNUAT®V.
Awpalo 1o moinna «Kapdtowa tadve Kato otn moAn pocy. Atpdotnke

emiong, and TOANTEG Koounuatov ko and v Eva Kékov.

AxorovOnoe ocvlnmon oto CAMP. Zvppeteiyov ot NéAAn Kopmovpn, Anuntpng
AnBewvog, Xpnotog Xpuvoomovrog, EAEvn Tptliddkn. Xvvtoviopog: Eva Kekov.
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To Kapotol - Dotoypo@isg

203



Ddotoypagiss: Nikog Kalépog
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p. Aayavoxnmog (A va, KEVTPO)

H oavalnmmon evdg xevod ydpov oto kEVIPO NG MOANG Yo TN Oonpovpyion €vog
AVTOSLOYEPLOUEVOL KOVOTIKOD AOYOVOKITIOL NTOV Lo 1060 Tov glxe EEKviioel TOAD
Kapd TPy, amd Tovg community gardens oL VILAPYOLY 0D Kol XPOVIOL G€ GAAEG TOAELS.
Apyloe vo. moipvel odpko Kot 00Té peTd TO TOEIOL KO TN GUUUETOYN TOL OIKTLOV
«Nopadkr] Apyurektovikn» o€ o dpdon otov knmo Parajiso oty meproyr] tov
Mavydtov oty Néa Yopkn (Lower East Side). ' mepiocdtepeg AemTOUEPEIEG OYETIKA
pe ovtod to 1pLTIKd TpoTiekt, PA. https://goo.gl/91a5L7.

Inuovtikn emidpoaon elxe 10 avtodlayelplopevo mapko g 0dov Noavapivov
KkaBdg Kol dALol ay®dveg Yo Tov ONpoGo xdpo otnv ABnva, 0Tmg ToV aKkTIPIoTOV Yo
va peivel elevbepog o AO@og tov Plomdnmov, Yoo to EAANvikd, yia to mdpko Kompov
ko [amoiov, yia to mapko ot Bika Apakoroviov K. 6.

Ot KowoTtiKoil avTodtoePILOUEVOL AaYAVOKNTTOL GTO 1GTOPIKO KEVTPO TNG TOANG
amoteAOVV €va oTolynuo, Hio CNUAVTIKY OlEKdiknon kot g cLUPoAkn kivinon
GLYKOTOIKNONG TOV O0POPETIKOTHTOV TNG GE L0 TEPLOYN TOL OLGTLUVOLOKPOTEITOAL KOt
mov M avlpomoyewypagio TG ofuepo opobeteitor amd AGTEYOLS, UETOVAGTES TOV
KpOPovTat Yy vo unv Toug KAgioovv og otpotdmedn, opobetikég mov euiakilovral,
LUETOVAOTEG ME KOPOTGLOL TOL (OLV HE OVTA TOL GLAAEYOLV KOl TOAOLV Omd TO
okovridla. Ot doteyol avEdvovtal GLVEXDG, OTMG Kot Ol VEOL AvePYOL, Ot O& PloTEYVES
OVIIGLYOVV Y10 TNV ETOUEVT LEPQL TOVG. . ..

Ot xowvotikol avTodaEPLLOUEVOL Ay OVOKNTTOL GTO KEVTPO GLVOETOLVV Lo GAAN
ddpoun otnv O, evlvtio otov oo mov €xel eEomlmbel oto KEVTpO TS ABnvac,

€xovtag ®¢ 6TdYo va dmcovy {on Kot {ovidvia oty TEPLoyN.

[MapatiBevion ot cuvéyela mAnpoeopieg amd v EAévn TCptlihdxn, n omola eoTilet
TO 1OTOPIKO TNG GLYKEKPIUEVNC OPAGNG KO TIG GVYKPOVGELS LE TOVS TOTIKOVS POPEIS TOV
cuvavtnoe M viomoinor ™G AKOAOVOOVV OPIGUEVEG EVOEIKTIKES QMOTOYPOPIES KO,
apéoms, petd po ovvtopn ocvvévtevén mg E. Tptlihdxkn avagopikd pe to diktvo

«NOUOOIKY] APYLTEKTOVIKT.

O Tp®OTOC AaYovOKNTOG GTO 16TOPKO KEVIPO TNG TOANG, TOL £YVE GTO
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KEVO 01KOmEdO TG 0000 ACOUATOV, OmOoTEAEL pio GLUPOAIKT| Kivnon Yo
M ovyKatoiknon oty moAn. Embopuet va givar €vog yopog mov pmopodv
VO GUUPETEXOVV KOl VO GLUVEVPICKOVTOL Ol OPOPETIKOTNTES TNG TOANG,
vo KoOAAepyohV ko, HEGO amd TNV EMAQN LE TOL QUTA KOl TO YOO, VO
oAAGlel m emBeTIKY, GLYVE KOTOGTPOPIKY] GLUTEPIPOPAE GTNV OToia 1
TOAN ot TovG £xel €bioel, va eEacpaiilovv ppéckia Tpoen HE T 1010
o, xépe. touc. Eiyape €to1 ko t0 MPAOTO OMOVAKL TOL TO TNPE
LETOVAGTNG Y10 VOL TO PLALYELPEYEL. ..

AwBéoipa Kevl 01KOTESO TOV OVIKOLV GTO ONUOGLO GTNV TEPLOYN,
HETA amd £pevva TOL KAvape, NTav HOVO TO, OIKOTESN GTNV ACOUATOV,
ov an’ 0,Tt udBape avikav oto Ymovpyeio [oMtiopov. To owoneda
avtd NTav eykatodepéva, yoplg mepippaln, uHe ayprOxopto Kot
axabopoies.

Ymv katdinymn tov Bedtpov EMIIPOZ, tov punva ®efpovdapio,
mpaypatorombnkayv and v Kivnon Katoikwv Poppn 600 cvinmoeig
pe 0épa «Kowotwol xnmor oty mwoAn». To mpoto XdapPato tov
Maoprtiov, and v Kivnon Kartoikeov Yoppn Eekivinoe n onpiovpyio tov
AayavOéknmov oto 0KOTMESO NG 0000 Ay. Acopdtomv. XZLUUETEXE M
opdoa «Néa IN'ovvéay, mov acyoleiton pe T QLOIKN KAAAEPYELD, KOt
TOAAEG Kol TOALOL oL eiyav pdbel yuoo tnv TpwtofovAia avt) amd TV
Kivnon Kartoikwv kot and 1o Facebook.

To owodmedo Kabapiommke amd ta aypldOYopTa, Ol TWETPES Yivave
AOQOL, GPBOAOL pE OTMOPOLG QLTEVTNKOV GE KUKAO, CKETACTNKAV WE
dyvpo, omdPol PLTELTNKAV GE YAaoTpdKia, £yve To Koumoot. Embupuia
pog eivor otov Aayovoknmo va €xovv mpdcPacn OAol Kot OAES, va
UTTOPOVV VO GLTEVOVV, VO OTOAAUPAVOVY TN QPESKLN TPOPT|, Vo BonBncel
0 KNTMOG TNV KAALYN TOV OVOYK®OV, GTNV EMIKOWVOVIO, VO KAVEL TO
OO TNG YELTOVIAG, KO O GUYKEKPLUEVA OO TO YELTOVIKO ONUOTIKO
oxohkeio, va. pdbovv va KoAAepyobv ™ yn. @élovpe o Aoyavoknmog vo
BonBnoel v mOAN va pmel og o dtodkacio oAAayNS, ylotl €govpe To
dwcaimpo vo v aALGEoVE.

Yvveyioaue va PBplokouacte otov Aayavoknmo kdbe Xdappoto. ‘Eva

24pPato mov MUacTAY GTOV KMo, TEPACE 1 OGTLVOLLN, LG POTNCE Tt
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Kévape €d®, otn ovvéyelo NABav amd v Apyotoroyikny Ymnpeoio (I
Epopia Apyarot)tov) kor pog {nmoav va kévoovpe aitmon. H aitnon
ntav ovAloyikn pog ) I epopia, (ntoape vo pog mapoympndel to
daiopa Yoo TPOoWPV] YPNON TOL OKOTEOOL MG Aayovoknmov. T
Meydaan IMopackevn, Oyt tuyxaic, KoOOG moAhol kot TOALES amd eUdG
élemav, o Aayavoknmog tepippdydnke ond 1o Ymovpyeio [loAtiopov pe
CLPUHOTOTAEYHO, aYKAO®TO OTNV KOTAANEN TOL, OTMC GTO GTPATOTEDA,
KO UTTNKE AOVKETO.

Tnv Ilpotopoyid pmikope otov  KNTO,  OQOPAOVIOG  TO
oupHaTOTAEYHOTO Kol omalovtag To Aovkéto. Dutéyape, moticape,
KOWYOUE TO TPADTO CTOVAKL, OAANAOKEPUGTNKAUE KOl GLLNTHCOUE YLl TN
ocuvéyela. [ToAdol kot moAAég mepactikol MABav otov knmo, kabmg o
Y®Opog Ppioketar oe BEon-tépacyia.

Tnv emdpevn pépa, n mepippaén kou dimha Aovkéta prnkav Eova. H
dtevBuviplo g vanpeciog Tov Yrovpyeiov, Otav TNV EMICKEPTNKOLLE,
pog ovokotvmoe OtL out) TV evolaépovy Uovo Tta apyoia, Oyt ot
dvBpwmot ovte ta eutd. Eine 411 1 e1omynon g oto Zvpfoviio Ba nrov
apvntikn. Mog onimoe EekaBapa OTL TNV EVOLOPEPEL VO TEAEUDVEL LE TOV
Aoy avOKNTTO Kol e OAESG KOl OAOVG EULAG.

To emduevo ZdaPPoato mov myope, elye aeopedel kor 1 EVAvn
mvakida mov elyape OTAEEl Ko elyape TOomoBeTCEL GTO YDOUO, KOt
gypape «Knmogy. X 0éom g vanpye Ho TEPAOTIO TIVOKIOO TOV Eiye
otepemBel pe toévto ko Eypape «YIIIIO, I'" Epopio Apyoottmwy.
Maog ewdomoincav 01t Oa pog cvAddpovv av Eavaraue. Hrav eoavepd 0Tt
elye avoi&el TOAENOG OVALETE LLOGC.

Epeig ocvveyiCovpe, Bpickovpe TpOTOLS VoL GUTEDOLLLE, VO TOTICOVLLE,
vo okaAilovpe T QUTA. ALEKOIKOVUE TOV YDOPO TNG ACOUATOV Kot

Eexvape vo eLTEVOLLE G€ GALN KEVE O1KOTTEDOL.

Almotovetot 6Tl SIAPOPES IKPES OLADES KOl GLAAOYIKOTNTEG OPUCTIPLOTOLOVVTAL Y10
Vo dMCOVV TEPLEYOUEVO GE OUAOIKESG OPAOGELS KOl VO GLGTIEPADOGOLV TIG OLVAUELS AALOTE
LE OMNUELOAOYIKO-CUUPOAKO Ko GALOTE pe TPaKTIKO mepteyouevo. Ommg givar gvAoyo,

TOAAEG Oomd auTéG TIC OUAdEG €pYovTol O GUYKPOvon He OAAeS, Oeopukés Kot
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OPYOVOUEVEG — UEPIKEG QOPEC, OMMG OTN  CULYKEKPWEVN TEPITTOON, eAlelyet
a0€1000TNONG OAAL Kol AdY® EAMTTONG TANPOPOPNONG Kot cVVOEOTG He TIg apyés. Etvan
yYeYovog ®otdco OTL ToL TEAELTOiN ¥pdvia M avalmoyovnon NG TEPLOYNG TOV KEVTPOL
Bpioketar og peydho Pabud ota xEpo TOV KOTOIK®V TNG €KACTOTE TEPLOYNG N TOV

TOAMTMV €V YEVEL
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Aayoavoknmog — DOTOYPUPiES
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y. Zovévrevén ue tqv EAévy Téiptlidoaxny

— Mropeite vo uaS OVOPEPETE GUVORTIKG TIS OPGOEIS TOL OIKTOOV «Noupadikn

OPYITEKTOVIKN Y,

H Nopadwn Apytextovikn Eekivnoe Tig dpdoelg g to 2005 oto I'kdlt
LE TN OpACN-EPEVVOL 20G IKETEDW, UNV KOTEOOPILETE TOV KOGUO WO, OTO
YKPAEITL €VOG TOd00 YPOUUEVO GTO. TOVPKIKO, OE £vav TOlYo. X1n
ocuvéyxeln axorovOncav to mpdtlekt Amoiig, Madre Terra: Emigrant
Tree, | dpdon otov motapnd Kneisd, to diacyilovrog tov Elouwvo KA.
Eniong, n épevva «To xévipo g ABnvag kot o petacynuatiopds Tov.
[Mog pmopet n 1éxvn va copPdre, 1o Pivieo diaayilovrog ta opia, Koi
énerta o1 OPAGELS OV APOPOVV TNV TPOPY], O KOWOTIKOG GLUUETOYIKOG
Aayavoxnmog, To Koaporoi. Oleg o1 0pAGE VILAPYOVY GTNV 1GTOCEAIDN

T0V O1KTHOV, http://nomadikiarxitektoniki.net/.

— Ilote ouoBovOnkoze Ty avaykn va onuiovpynoete owto 1o oiktvo,; Me molo. apopun xat

yiati;

Anpovpynoope 1o diktvo «Nopadikry Apyrtektovikn» to 2005 pali pe
v [Iéyxv ZaAn, mov petd épuye, Topa Cet Kot omovddalel oto Aovdivo.
Hekivnoe yu péva oG avaykn vo Kaveo katt mépo omd v ouddo
«Aotiko Kevoy oty omola coppeteiya (tnv elyape etidcer pali pe tov
Niko Kalépo), va otiaytel éva Aiktvo Tov vo acyoreiton LE TIG OOTIKES
KOTOGTAGELS, VO DITOPYEL 1| ETAPN LLE TIG KOWOTNTES TOV KATOIK®V, LE TNV
avBpomvn katdotaon. Ev oAlyolg, va evvoel v apyltektovikn Kot v
éxvn ©¢ ToMTikn Tpaén. Exnpedotra and 1o Osservatorio Nomade, to
Stalker pe to omoio cuvvepyalopoactav ekeivn v €moyf mAV® G©TO
Egnatia Project ka1 yw. T Opdon O6TOV KOATOWAIGUO TPOGPUY®V GTO
Aovpro. Emnpedommka emiong omnd tov  Mata Clark, tovg
Koataotaciokovg, tov I'kpotogokl, Kamola otoryeion g land art, aArd

Kot amd ovOpOTOAGYOLS KOl AGTIKOVG YEMYPAPOLG,.
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— Iotevere ot1 oty Y emoyn €ivor avaykoio 1 DToPEN T0V €V A0Y®W OIKTDOV, KOl GV Val,

UTOPEITE VOL TO OIKALOLOYNOETE GUVOTTIKA,

Nat, eivar avaykaio, yoti omovtd oto onuepwvd TpoPANUATa, TOL
S ®PIGHOV, TOV 0pimV, TNG EYKATAAEWYNS TOL ONUOGLOV YDPOV, OTAVTA
otV avaykn yia o kowd. Eniong eivan avaykaio og pog tovg idovg, yuo
VO EMOVOTPOGOIOPICTOVUE HESH OTOV aoTIKO Ydpo. Efvor €kdnin ko
&vtovn M avAaykn Yo GUUUETOYIKO GYESOOUO, OAANAEYYDT, ETOPT TOV

OPYITEKTOVA-KOAMTEYVT LE TIG OLAUPOPES KOWVOTNTEC.

— Iloi01 amoptilovy t0 diKTVO TOG,

Yrapyovov ot otofepol ovvepydteg kot GAAOL 1 GAAEG  mOL
dpACTNPLOTOLOVVTOL Y10 KATO10 GLYKEKPIUEVO TPOTLeKT: | Mopia Zappn,
N Avva Toovrhoven maidtepa, o Ztépavog Xavoéing, o Nikog Kalépoc,
n TCAv Tpayavov kot GAlot. Eivar apyitéktoveg, eikaotikol, yewypdeot,

avOpwmordyol.

— Ilo101 eivou ovvortika. o1 facikol aToyo1 T0V JIKTDOV GOG;

Noa onuovpyel poypés, vo @EPVEL OTNV EMPAVELD KOTAGTUCELS TNG
TOMG, Vo PETAoYNUOTICEL EPNUEPO KATAOCTAGELS, VTOOEIKVOOVTOS £TGL

TOV OVGLACTIKO POAO TNG TEXVNG KO TNG OPYLTEKTOVIKNG GY|LLEPOL.

— Bpiokete ovtamokpion amd TI¢ apyés, TIS ONUOOLES DTNPETIES, TOVS KPOTIKOVS POPELS,
Towa eivor 11 ovTomoKpion 100 Ko1vobd OTIS KOAMTEYVIKES ETIOIMEELS KOl OTIC TVALOYVIKES

opaoeis oog;

Amd 1tovg emionuovg @opeig M avtamdkplon elvar eAdylotn, ov oyt
avorapktn. Kdanote eiyoue oyxedidost pe to moudid tov 87°" Anuotiko
YyoArelov €vav TOUOOTOTO WHE CULUUETOYIKO OYEOOUO: &va YPOVO

npoonafovcape ywo. TV VAOTOINoN TOv, OAAG dev vmnple Kapia
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avtondkpion. Avtifeta, vmapyet {onpn avromdkpion amd TO KOWO,
CLUPUETOYT, ovlntnom. Av glyope avtamoOkpion kol amd TS apyes, Ha
umopovGaV Vo Tpox®wpnoovv ToAAA {ntiuoto. Agv  amevBuvopaocte
dAoote oTIS apyég mopd povo Otav avtd givor amapaitnto. Bpikapue
avtomdkpion oto wapeABOV  amd Tov ANHO  ZTOUPOLTOANG O
®eccarovikn, amd tov Anpo tov Lower East Side ot Néa Yopxn
BéPara, amd tov Anuo Xaviov. Kotd kavéva oev €yovpe kopio
YPNLATOOOTNON Kot deV cLVEPYULOLAGTE LE WOIDTES YOPNYOVC.

And tov Anpo AbBnvoiov, dev vmnpée Kopio avtomdkpion oTig
opboelg pag. Ocov apopd tov Aayavoknmo MO GULYKEKPUEVA, OEV
vpée avtandkpion ovte amd v Apyaioroyikn Yanpecio ovte ond tov
Anpo, mov otV mpoypatikdtTa. 0gv cuvepydotnke koborov. ‘Hrov
avTiOéTOc peydAn m ovtomokpion omd TN YEIToVid OmMG Kol omd
TEPUCTIKOVE, GLYA-GLyd OU®G ATOOLVALM®ONKE 0rd TOVG EKPOPIGHOVS TNG
Apyororoyikng Yanpeoiog.

Oewpd 0Tt givar ToAd micw ot Bsopol oty EAAGS oe 0,TL apopd
T£T010V €100V¢ Opdoets. To Kapotor ftav pa dpdorn O1kNG OV COUOTIKNG
KOTOVONONG Kal £€vol oYOAL0 Yo [io GUVONKN OV EMIKPATEL GTNV TOAN
™mg AOnvoc. ‘Htav évag 016A0yog e TOLG TOPEVPICKOUEVOVS OTNV
mhatela, €vag OlA0Yyog Tov YywoTav HECO Oomd Tr OpAcmh Kol TNV

TPOGPOPA TOV PPOVTMOV.
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II1. Polypolis — This is a Poem!

a. Polypolis

[Ipoxettat yo Eva wayvidl epmvevcpévo amd v 1Wpvtpla ™ opadas SARCHA Mapia
®e00mpov. To mouyvidl avtd avarTucoeTOl TAVE OTn W0 OTL Ol TOUKTEG TOipvoLV
poOLoOLG KOTOIKOV HioG VTORAOGHEVNG TTEPLOYNS TOV KEVIPOL NG ABNvag, TG 0000
I'epaviov. To mayviol ektvAicoetal avapeso o€ OUAdEg EMYEPNUOTIOV (LETAVACTOV,
Kwélov ko Toxkiotavav) aAdd Kol Katoikov e Teploymg Kol WO10KTNTOV, TOV 0ToimV
TOL GLUPEPOVTA EIVAL AVTIKPOVOUEVO APYIKA OALG Kol cVVOEOUEVA GE O,TL £YEL VAL KAVEL
HE TO OPELOG TNG TEPLOYNG GLVOMK(A KO TNV OUAAN AglTovpyia TNG. XTO Ty vidl avtd
pdAioto dev Agtmovv ot porol Towv avépywv aAld kKot Tov MKO, énwg kat o poAog Tov
OMUAPYOL MG PLOGTN Kol TPOCSAHTOL TOV ATOPAGILEL Y10 SIAUPOPES KATAGTACELG.

To ovykekpipuévo maryvidl £xel 6KomO TNV VOGO TOTOINGN Yo TNV TEPLOYN Kot
T TpoPAnpatd te. Ot dp@vtes vTOdVOVTAL TOVS POAOVS TOV AVOPOTOV TOL KATOIKOVV,
Couv kol JpaocTNPOTOOVVIOL GTO HEPOC, OE UL TPOOTADED KOTOVONONG TV
TpoPAnudToV Kol TG YeEVIKOTEPNS TPOPANUATIKNG oL BETEL pa T€Tow vToPaduiopuévn
neproyn. E&etalovron tavtdypova dpdoelg mov B propovoav vo vAomomBovv yio v
enidvon Kaipiwv Bepdtov. To moyvidr Asttovpyel pe €va GOGTNUO  GLAAOYNG
BaBuoroyiog, kot péco amd TV emyelpnuatoroyion KAOe OHAdOS OVOOEIKVOETAL O
TeAMKOG vikntig. [Ipokertan yroo éva mouyvidlt aotikod ydpov, 6mov 1 dadpacn Kot
GUUUETOYIKOTNTO  OTOTEAOVV  amopoaitnto  otoyeion kot mpodmobécselg vy v
TPOYLOTOTOINGTY| TOV.

To mayvior avtd €xer mpaypatomombel oty Kpnm (Xavid, oto miaicio tov
TOMTIOTIKOD QecTIBAA), otn Poun, omv Ava (TexvomoAn), alid kot oto Aovdivo,
oto mAaicwo g IMoMtiotikng Olvumddag. O idog o Anpopyog Adnvaiov T'idpyog
Koapivng mapevpédnike oto moryviolr mov mpayuatomrombnke otig 10 Moiov 2012 oty
Teyvomodn tov Afpov AONVAV, GUUUETEYOVTOS LE TNV TPOYLATIKY] TOL 1010TNTO. GTOV

pOLO TOL dNUEPYOV.
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p. This is a Poem!

[Tpdkertar yio évo TPOTLEKT MOV EKTLAICOETAL GTO KEVIPO TG TOANG TG ABnvag, and
toug ®eddwpo IMomabeodmpov (dwddktopa [MAnpopopikng) kot Iwdvvn Anuntpiadn
(LeTOPPOCTY| KO TOMTN).

To ev AMyw mpdtlekt omnpiletar ota QR codes Kot v amoTOTOOTN TOVG HECH
o1évolh o€ Toyaia onueio ot TOAN. Kabe QR code otoyevel, péoa and 1o okavipiopnd
Tov and kvnto 3G N and epappoynq Android, va amokarivyel éva moinpa. To diktvo TV
QR codes mov éxer ompiovpynfel amd ta OTEVGIL TV 000 INUOLPYDOV TEPIEXEL
KOTOYOPNUEVO TOHOTO VEaP®Y Tomtdv omwg 1 Katepiva Huomovriov, o Anuitpng
Evotafibong k.a. [Ipdkertar wotdc0 Yo pio avoryt TpdGKAN O, Kol TONTEG KAAODVTAL
va 6TelAOVY TO TOMUOTE TOVG HE GKOTO Vo KataywpnBovv kot avtd oe QR.

210106 TV 000 dNUOLPY®OV Elval va cLVOECOVV «Eva aVOLYTO AVAYVOGTIPLO Kol
VoL YPNCLULOTOCOVV TIG VEEG TEXVOAOYIEG MG EVaL KOVOTOHO HEGO evOdppuvoTG VEDY Va
dwpdoovv moinom, eumiovtilovtog TOLTOHYPOVO  TOV  OMUOCLO  YDPO», OTMG
YOPOKTNPLOTIKA £YOVV AVAPEPEL GE GLVEVTEVEELS TOVS GTOV MpEPoto Tumo.

To npotlext Eexivnoe 6tav katd to 'Etog Odvocéa EAvTn didfacav momjpato o
onueia Payovidv Tov petpd, Bempdvtag 1o avtd pia wpaic W€a pdnong oty moinon.
Apyroav €101 VoL GKEPTOVTOL EVPAVTACTOVS TPOTOVE MGTE VO, SNUOVPYNGOLY EVAV XDPO
moinong wéco otov aoTikd 1610. Metd amd v e€étaom Spdpwv  oyedimv
(KOAMTEYVIKNG E£YKOTAGTAONG, VEOV LEGOV K.4.), KATEANENY GTNV TPOAYUOTONOINGT) TOV
ovyKekpévoL pdtlekt, 10 omoio BEAoVY va e€amAdcoovy Kol 6 GAAEG TEPLOYES Kot
wpodotio. TG ABnvoc, pe eriodolio va dovv KAmolw oTiypn Tov Toiyo €vOg UEYAAOV
Kevpkov Ktipiov kelvppévo and £va QR code/noinpa.

[podxettar yo pio oo TEPIMTMOOT EVIGHVONG TOV VEOV VRPIOKOV/ YN OLOKOV
YOPOV TPOS TNV KATELHVVOT TNG EMAVAPEVPESNG, TNG AVAKTIONS KOl TNG 1GYVPOTOINGNG
TOV ONUOGIOV YDPOV KOl TG AAANAETIOpaoNC TV TOMTOV pe avTtov. Ommg paivetal, M
ABMva, Tov £yel NON T0 TPOTEID GE TAYKOGLO EMITEDO GTNV «TEYVN TOL OPOLLOVY (street
art) Kot oTnVv TV TOL YKPaQitL, KveiTtan Le yopyoug puBrovg Tpokeévon vo KaAvyet
éva. oKOpO KEVO, auTO NG VvEOG TEYXVOAOYIOG TOL AETOVPYEL EVIGYLTIKA Yo TNV
TOPOY®YN VEOV EpEOIGUATOV TOOELOG Ko TOMTICUOD, LETUTPETOVTOS TOV TTEPIPAALOVTA

YOPO o€ eVIoYLOUEVO HECO eKmoidgvong (amd TOmOBETMON TV KOAMTEXVAV OF
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ouvévTevén| Toug oty epnuepida Kabyuepivn).

http://el.codepoetry.gr/about/

codepoetry
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IV. Austausch/Exchange/Avrailiayn

[Ipdkertar yuo éva ekaotikd mpdtlekt mov mpaypotonomdnke and mm Xooio Ntova,
APYITEKTOVO GE GLVEPYOGTO e TO peTamTuylakd mTpdypappa «Téxvn otov dnuodcio xdpo
Kol véeg KoAMTEYVIKES TpakTkée» Tov [Tavemotnuiov Bauhaus tg Baipdpng kot v
vrootpiEn tov Ivoetitovtov I'kaite. To eyyxeipnua otdyeve otV avafioon g XT1odg
Mmnpovtyovain, &vog moAvy®dpov TEXVNG Kot moAlTiopoy ot Kuyédn otov omoio
oteybdloviav ywoo oelpd etdv payalid (160Y€10), KEVIPO avayvyng (TpdToc 0popog)
B¢atpo (0ebTEPOC OPOPOG, Aettovpyel akoOpa kot onuepa vd T devhvvon ™ Kdrtiog
AavOOVAGKN), £€VOC KWVNUOTOYPAQPOS HEYOANG YOPNTIKOTNTAG Kot £€vog  Beptvog
Kinpotoypdeog (topdtca). O molvydpog avtdg Oev ypnoiLomoteitar Ty TeAgvTOin
dekaetia, pe eEaipeon évo LIKpO KaTaoTNUHo/EmyEipnon pHe vdpavAkd 6to 16oyelo. To
dAAote KTiplo-KOUPOG Yo TO TOMTIGUO £xel EpnU®OEL.

Me ddeto Tov 1010kt TapaympnOnKe otnv apyltéktovo Xogio Ntdva, Kot tnv
epoopdda 11-19 Iovviov 2012 @uro&evibnkov exel dpdoelg 29 kailteyvaov omd
OaPopeS YOPES, TOV OmolwV T KoAATEXVIKA TPOTLEKT €lyav O10POPETIKO EVIEAMG
TEPLEYOLEVO.

To ocvykekpyévo eyyeipnua gixe peydn emoxkeypotro. Exatovrddeg droupa
wpoonABav, 1daitepa T 000 TEAELTAIEG NUEPES, LE OKOTO VoL OOVV TO TPOTLEKT KOl TIG
TPoPOAES, KL O AAAOTE AYPNOTOG XDPOS AMEKTNGE TAAL AOYO VTaPENG Kot GUVOEANKE LIE
TNV €MOYN NG KPIoNg: améKTNoE ONAAOT VOV ECOTEPIKO YOPUKTNPO, £TGL OTTMG PLdbnke
amd TOVG HOVIHOLS KOTOIKOLG TNG TOANG KOl TNG TEPLOYNG, ARG ko Evav eEmTeptkd
YOPAKTN PO, O 0T010¢ OmMOTLIIMONKE GTA TPOTLEKT TV KOAMTEYVOV TOV EMIGKEPTNKAV

v ABfva amd dtdpopa onpEia TOL TAAVITN.

AxolovbBel  meptypapn kKmolwv emMAEYUEVOV TPOTLEKT, KOOMS KO LU0 OTTOKAEIGTIKT

ouvévtevén pe 1 BopetoipAavon kadlltéyvida Zdpa Mak Kipep.
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a. Sujin Lim, To Eloidiado (Searching for German Olive Oil in Greece)

[Ipocwpvi eykatdotaon, pe to €€Ng VAKAE: UTOLKAALL EAOOAAOO TOPAY®YNS TNG
vepuovikng oaAvcidag covmepudpker LIDL, yvdAwva pmovkdiio yopig papka,
EPEVVNTIKTY TEKUNPIOGCT), CNUELDCELS GUVEVTEVEEWV.

Ta umovkdAa and ta LIDL kpepdotnkay avdmoda o€ £va dOE10 KOTAGTNO OTY
2106 Mrpovtyovain. Eni dvo pépeg, to ehatdrado Emepte apyd, otoydva-cToyoOvVa, GE
UTOVKOALD YOPIG HOPKO OTO TATMOMUO, TO. OTOlo £MELTO HOPASTNKOV o€ vTOmovs. H
EYKATACTOOT] 0T EMOIOKE VO SNULOVPYNCEL L0 GTASIOKT] OVTIOTPOPT HIOG APVGIKNG
Katdotaons, kabmng n EALGda eiodyet kébe xpovo to 11,8% tov ehatdAado0 g amd
Ieppavia.

H gpevvnmikn texunpioon kot ot cuveviedéels ywvav oe eEAAMVIKE yopdolo
elaodevipmv oe pia mepiodo Tprmv efdopddmv. H tekunpioon avt extédnke poli pe

TNV £YKATACTOON).
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p. EAévn Movaroov, Kaizy

ZoppeToXIKO €pyo. Ommg ypaest M KOAMTEYVIC: «Xe ouvvepyacio pe tov Ogoydpn
TCloPdapa kot v Aveprave Kadlpomovdlov opydvaco d00 dpaoels-avTaAlayEg amoOyewmy
pe portntég kat epyalopevouvg tov EAAnvoapepikavikod Mavemotpion (HAUV) kot ta
uéAn tov City Project. Ot ep@moelc Tov Tposkvyo amd T cu{NTNoT Tov aKoAoVONCE
anotéhecov T Pdon ywo v gykatdotaon g Kdizng. To €pyo avtidiaotéAAel
CUUUETOYN TOV TOMTOV HECH OTd €Vo TPOSIOYEYPOUUUEVO TAMIGIO EPOTATAVINGEWDV
TOMOV YKOAOTT otV avaliTnon Kot Tov mpocdlopicpd poG TEAEImG SPOPETIKNG
otdong. Metd v gykatdotaon g Kaiang, or mepaoctikoi {nmonkav va ymeicovv
OAAG Kot VO aVTIOPACOVY aVOPTAOVTOGS TIG ATOYELS TOVS EMLTOTOLY.

Svppetetyav ot: ABnvé TordhoPa, Xpiotiva Mavordtov, Eiprivn Mavpopdrrn,
Xpiotog Toakovag, Mapiva Todkova, Mativa Taptapn, EAévn Ztapomoviov, ['dpyog

BAayoc, Zappiva [Toammd.

[V

e
o
|
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7. Xdpa Mok Kipep, To Poior

2O0ppove pe TNV TEPLYPOPN NG KOAMTEYVIOOG: «XpMolponoumvtag opelatikd
avappnNTIKO €EOMMOUO KPEUAGUEVO Omd Tnv 006V TOL KIVNUOTOYPAPOL TOL
Mnpovtyovain, Ba xpNCHOTOGM TO GAOUN LOV YL VO AVATOPUSTHCM TIS 0EcEIS TV
OEIKTMV TOV poroylov. Me éumvevon 1t olapovi pov otnv Adnva, cuvovdlm tov apyaio
06 Xpovo pe 1 popen €vog oAvumiakov copatog. [Ipdkertar yio po mepedppavg

OVTOYN Y.

221



Yuvévrevén pe 1) Sarah Mac Keever, Bopewa Ipravoia, 2012

1. a) llwg ovtiloufavecar v «avialloyny o€ TOMTIOUIKO TAOLOLO;

Avtneinko ™V «avtoAdoyn» o€ TOAAG €mimedo, ooV QOUTNTPIL OE
npdypappo ovtodiayng and v IpAavdoio oto IMoavemomuo Bauhaus
kot and ™ [eppavia ommv EAAGSa yoo Tic avaykes evog mpdtlekt

OVOLPOPIKE [LE TNV KOVTOALOYT.

p) Tt onuouve yia oéva «ovtalloyny otnv mepintwon s 2t04s Mmpovryovoin

otnv AGnva

Metéppaca ) «avioAlayn» ot Ltod Mrpovryovain og «ypovoy, € ov

KoL 0 TiTAoG ToV TPOTLEKT Hov, Poldt.

2. [1ote Cexivhoe avto 10 TPOTLEKT KOu 10Tl oVYKEKPLUEVO. TNV AONvo. (oTthv mepioyn g

Kowéing kou e1dixotepo. atn Zrod Mrpovryovain),

Q¢ gpoutntpn oe wpdypappo avtorroyns oto Ilavemotiuo Bauhaus,
NTav NON mpokavovicévo to mpdtlekt mpwv EpBw otnv Abnva, £tct OTOV
pov {ntonke va coppetdoym, Ehapa ypnuotodotnon and v EQUITY,
TNV EMAYYEALATIKI] HOV £VMOOT TOV TEPPOPUEPS, OTOV elpal PEAOS MG
emayyeAaTiog TEPPOPUEP KAl £Y® ACPAAIST] KO XPNUATOOOTNON Y10 TIG

TTNGELS Lov otnv ABnva.

3. T evidmwaon eiyxes yio v AOnvo, v wOAN, ™V KAAMTEYVIKY THS OKNVH KOl TH
vootporio twv avlpwrwv, kol TS 1 evivmwaen ooty eleAiyOnke uetd ™ dauovy cov

otV TOAN KO TNV TPOYUATOTOINGN EVOS TPOTLEKT ONUOTLOS TEYVHS oty Kowéln;
H evtonwon pov yoo v ABMva cuvdeotav pe v Orvurio, kobodg pov

elye (nmOet va eipon n Pocikn TEPPOPLEP GTO EYKAIVIO TOL OAVUTLOKOD

eeoTBAA Land of Giants ot Bopewa Iphavoio. ApviOnka opmg yo xépn
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™mg ABMvag, yati Bedpnoo 0Tt otnv ABfva 10 KOAMTEXVIKO TAAIGLO
oxetllotav meplocoTEpo pe TN dovAeld pov. To Bedpnoa emiong
onuovtikd va gipon otnv EAAGSa yio Tic eAAnvikég ekhoyég [tov 2012],
kaBdg 10 amotélecpd toug Bo pmopohoe Vo EYEL CNUAVTIKO OVTIKTLTTO
oV maykoouia owkovopio. [Tioted® 6tL 1 dovAeld pov oty Abnva pe
evioyvoe koAMteyvikd, kot o OieBvég emimedo, o€ 0,11 apopd TO

TPOTLEKT TEXVNG OTOV ONUAGLO XDPO.

4. [oieg dvokrolisg ovvavtnoeg atnv Adnva,

H poévn odvoxkorioa mov avtyetomioo nMtav 1 (Eotn: dgv MUovV
cuvnOGEVY, OTN YOPO LOL KAVEL TOAD TEPIGGOTEPO KPLO, KATA T GALL

oG dev glya Kavéva TpdPAna, kapio Suokoiia oty ABMva.

5. a) Ilo1og nrov o ato)os oov Kot To {NTOVUEVO GO,

O 010%0G oL NTAV VO, SNULOVPYNO® EVA £PYO EGTIAGIEVO GTOV YMPO TOV,
HE VYNMAEG TPOSLOYpapES, Yo va Bldc® v avtaiiayn pe dAlovg EEvoug

Kot EAANveEG KOAMTEYVES Kot VO KAV ETAPES KO SIKTVMOELS.

p) Llétvyes tov 6T0)0 G0V KAt TO {NTOVUEVO GOV e TO TPOTLEKT GOV

Nat, o amotéreopo Tov TPHTLeKT pe tKavomoinae moAy, Ba to Bempovca
pdioto  emitvyio.  AwcBdvopar 0Tt ékova KOAN OovAEld kot OTl
ocuvavinoa Otk vodoyn, Ekava KOAEG EMOPES KO TALPOLGIOCO TOV

€0VTO LOV €101 OTTMC NOEAQL.

6. Mropeis vo. meprypawels 10 mpoOTtLeKT, GO O10PYOVATPIO. § GOV KOLAITEXVIG,
To mpdtlekt Gpyloe pHe TIG MPOETOWAGIES TPV omd TV APEN Lo,
wpdyuno mov Porinoe moAd. Otav éptaca, enéleéo v tomobesio Ko TIc

EMOUEVEG HEPEC £GTNGO TN OOVAELN OV UE TOV TEYVIKO LoV €E0MAMGUO.

Mov mapeiyov katdivpa kot yeopata, kot 1o fedpnoa ToAd onuavtikd
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ott yevpotilape Olor ot koAMtéyveg poli, EAAnveg ko Eévol, kot
ocv{nrovcape oe &va yorapod mepifdarov. H mapovcioor| pov kpdinoe

O00 HEPEG.

7. To K01vo Ta¢ sumAéytnke,

To xowod ovupeteiye eni dvo VOYTEG, KOl TPOCOTIKA TOTEH® OTL M
Eevaynon oty €ékBeon Mtav mOAD mETLYNUEVN, KOOMG GLVEVOCE TO
KOWO, KOl TO EXIKEVTPO TNG TPOGOYNG TOL KOGLOL GTPAPNKE £TGL G€ KAOE
épyo Eexwplotd, OmOv TO KOWO UTOPOVGE VO OAANAETIOPACEL LE TOVG
KoAATEyvec. Nopilo 01t Astrtovpynoe kaAd ovtd, ywoti 1 Xtod
Mmnpovtyovain givor éva peydlo ktipto Kot U owtd, xwpig kabodnynon,

10 Koo Oa pmopovce va yabei 1 va un SdoEL TPOcoyY| oTa £pyal.

8. Allnlemiopaoes ue koauo Katd v wapouovy aov oty Adnva ko €101k0tEPa. KOTA TN

o1apxeio, ¢ EkBeong «Avtalloyny;

Not, pilnoco pe k6Gpo kotd ™ OdpKeld TOV YELUATOV OTN XTOA, UE
KOAMTEYVESG OAAG Ko ME KOTOiKOLG. Xtnv AOMva, yvoOploo Kol puo
OMovoela, v omoia cvvdvinoa kdavoviag PoAta ommv Abdnva.
Yvvavinoo emiong o cvopeotrtitpid pov ond v Iplavdio, po Kovadn
nmov (et oto Begporivo pe tov Ayylo obOvipopd g (ovomdvteyn
Exminén!). Xyetiotrko emiong He TOVG KOTOGTNUOTAPYES TNG TEPLOYNG
omov éueva. Ta Ppadia, ot dbpkel g €kbeong ot Xtod, piinoa

emiong e KOGUO LE TO KOWO, e KaAMTEyves, kot BEPara pali cov, Eva!

9. Eyvav katavontoi o1 atoyol tov mpotlekt oov, Me mo100¢ TpOmovs TV EPUNVEDTE TO

Koo,
[Motevm 6T enédpace oNUAVTIKE TO YEYOVOS OTL LINPYE TETON TOIKIAN

HOPPAOV KO EPY®V TEXVNG, OTWG KOl TOIKIALO TTOMTIGUIKT] KOl YAMGGIKN.

Nouilo 6tt avtd 10 oTorKeio €kOvE TOVG KAAMTEYVEC KO TO KOO Vo
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EUTAEKOVTOL TTO EVEPYA G AAANAETIOPAOT, VO KAVOLV EPMTNCELS KoL VO,

Taipvouv evepyd LEPOC.

10. 2vvemag, oia kola, Eioar axoivta ikovomoiquévn,

N, yevikd eipon ToAd yapoduevn pe to mmg e€ediybnkov ta Tpdypata,
HE TN OOVAELD POV KOl PE TNV avTamdkplon mov elxe. Oewpd OTL MOV

peyaAn emruyia.

11. Oa n0eies va. ovveyioeis avthy ) ooviela, otny AOvo n allod;

Nat, oiyovpa Ba 10ha va ) cvveyicw, kot oty ABMva kot aALoD, ALY
10 (Amuo pe ™ dovAeld pov glval 0Tl av TPOoTaOcm® Vo TNV
OVOTTOPUYAY® GE SLUPOPETIKO PEPOGC, Ba £xel OOPOPETIKES GUVINANDGELS,
ywti n tomofecio eivan oo péva e€icov onuavtikny pe to 10 10 €pyo
téyvne. [V awtd motevm Ot 1 dovAeld pov eEghicoeton pe kébe véo Epyo
Kot pe kabe véa tomobecio. Kot yu’ avtd Bpiokm avtn ) popen t€xvng
TOL OCK® TOGO CLVAPTOGTIKN Kot OEA® va apralm kabe svkapia yio va

mv e€eMoo.

12. I1o00 1010itepn Gewpeic v AOnva oav moAy, oc ayéon He TO GUYKEKPLUEVO TPOTLEKT

oov,

IMa péva, to yeyovog 0Tl avtd 1O €pyo TEXVNG TPOyHOTOTOM|ONKE OTNV
ABMva eiye kabBoprotikn onpacic, Oyt LOVO ENEWN £YIVE GE 0L LOTOPLKN
ocvykvpio amd TV dmoyn Tng otkovouing, oAAG Kol 6€ o emoyn Alyo
mpv and tovg Olvpmakodg Aymveg tov 2012. 'Etotl, cuvédeoca v
TPOPANUATIKY] TOV ¥pOVOL pE TNV eAAnViK poBoloyio. Xto EAANVIKA,
«POVOC» omuaivel dVO JSPOPETIKEG apyYES, TN YPOVOAOYio Kot TOV
«kopd». H ypovoroyio dnidverl Tov apBuntikd, nueporoylokd ypdévo. O
«KopOg»  onuoivel kotd KuploAeSion TNV «KATOAANAN OTyp» Kot
OUVOEETOL GUYKEKPIUEVOL LE TOV HETAPLOIKO 1) Beoloyikd ypoOvo. X1n

Beoloyia, 0 «kopdcy elvar po ToOwTIKY €vvola, dtoympiletor and tov
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T0GoTIKO Ypovo. Et1ot, 10 yeyovoc 61t 10 £pyo pov Ntav Eva EpYo avToyng
GTOV YPOVO, OTOL OVOTAPIGTOVGO TOV XPOVO, GYETILOTOV AUEGO LE TO
yeyovog 0Tt mpaypatorombnke oty ABnva ooty n abAntikn popen

TEYVNG, KOl LOAMOTO G TEYVT GTOV ONUOGLO Y MDPO.

13. Iowa ocio Oewpeis 011 Eyovy Tté€T010. TPOTLEKT TEYVHS OTOV ONUOGLO YDPO,

To onpaviikdtepo mov mpémetl var BLUONACTE AVAPOPIKA e TNV TEYVN
oTov dNUOGLo Ydpo eivar 6Tl dev mEPLOPIleETOl GTOVG TEGGEPLS TOTXOVG
pog ykadepi. O oNpociog xmpog eivar akpPmg 1o otoryeio mov divel a&ia
o€ &va TE€TOl0 €pyo TEYVNG, ONANON TOGO 1) GYXECT TOL €PYOL UE TNV
tonofecia, pe 10 mePPAALov Tov, OGO KOl 1| GYECT TOV LE TO KOWO TOL
Bpioketar otov ekdotote onuoclo ympo. 'Etotr epunvevetor Kot To
oamotélecpa, 1M amotuyio M M amotuyin evog Ttétolov €pyov. To
amotélecpo pmopel va TPoeEoPANDel oVCIUOTIKG amd TNV £peEvva. TNG
tonofeciog: av 1 emAoyn yivel aoLVETA, TO ATOTEAECHO UTOPEL Vo gtvat
amotuynuévo. Eivor oAl mo mepimAokn, TPOKANTIKY KOl GUVOPTOGTIKY

vdOeoT, KATA TN YVOUN LoV, VO SNUIOVPYELS Epya TEYVNG GTOV dNUOCLO
YDPO.

14. H kpion n n uetdfaon eivor kevipikd otoryeio. o€ onto 10 TPOTLEKT, AV VO, DO TOLO

wpiouo,

Kpion 11 petdPfaon; H xpion ocvpPaivel yio kdmoro Adyo, dev vadpyet
kpion ywpic Aoyo. Mo kpion dev cvuPaiver mhvta emned| yperdleTon
Kémol petdfaocn, oAAd omd o Kpion TPOKVMTEL TAVIO KATOLN
petdpaon. Opoimg, av Exelg o epaTNo™ Kot dgv TNV Kavels, Ba peivelg
whvTo pe TV amopia. Av Kévelg v epdtnon, Ba TApELS Kal amdvTnon.
Agv givon KGBe amdvinon n oot amdvinon, Tivimg Exel cuuPel o
petdPfoon katd tn Swdkacio. Emopéveg miotedm Ot givar mhvta
TPOTIUOTEPO  va  yivetal o UETAPOOT, OOCTE VO  UTOPELS Vva
enavaglohoyeic N va Advelg Lo kpiomn. Oa Edeya 0TL KAOe Epyo mpémetl va

Bpioketan o petdfoom, oe eEEMEN.
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15. H avtallayn eivor pia moAtiopikn petadoon otolyeiwv, 1 ouoifaio. kKotovonon
OVOUETO. OE O10POPETIKOVS TOMTIOUODS LUETO OTTO THYV KOALTEYVIKN EKQPACH, 1] UTOPEL Va.

avaAvOel ka1 o€ TEPIOTOTEPQ, GTOLYELN, TE TEPLOGOTEPES TOPOUETPOVS,

H AéEn «avtorloyn» €xel mOAAES OYELS, OMMG KOL 1 UETAPPOCT &€V
moAloic. H avioAlayn etvor kdtt kodo, ywri OAOl €lpocte Atopo
SWHOPOOUEVA OO TO TOMTIGUKO LG VTOPabpo, amd To KOW®VIKO oG
neplPdAlov, amd TG eumelpiec Hog, to PLOMATE Hoc, TNV avTiAnyn HoC.
Méoa and v £Kepaocm TG KAAAMTEYVIKNG ovTaAlayns, Ppiockovpe évav

10oVIKO TpOTO Vo TAoLTILOVLE KOt VO OTICOVE £VVOLEG KO OTTTIKEC.

16. Ag emotpéyovue oto mpotlekt. was Bo t0 yoapokTipIles ¢ OTOTEAEGTUA, OTO THV
OTOWnN TS OAOKANPWONS TOV, TS GLVEPYATIOS GOV UE THV TOTIKH KOIVOTHTA, UE TOVG

O10PYOVIITES, LUE TOVS OPUOOLOVS POPELS, K.0.K.;

Onwg eina, amd T 01K LoV OKOTLE, TO OMOTEAEGLO NTOV TETVYNLEVO.
Nouile avt nTav n yevikn aicnomn kot tov dAlov KoAMteyvov. Otav
enéotpeya ot [eppavia, palevtrape dapopotl EEVoL KAAMTEYVEG Kot
ocv{ntoape yuoo v «Avtailoayn» otnv Adnva. Olot coppdvncoav Ot
elye oxkdnpn OovAeld m OAn éxbeon (e v woAn évvowr BéParc),
nepdoape PEPEG OAOKANPEG KOl DPES TMOAAEC 0T XTOd Kot Ogv elyope
Topd LOVO pio HEPO PETO Y10 VO TAUE Y10 UTAVIO — KOL TNV EKTIUNCOUUE
deOVIMG TN TN pio HEPQ, EMEON HOG E0MCE TNV EVKALPIO VO TAPOLLLE
[ yeuon Kol amd T YOpa, KTOG 0md T0 vo. SOLAEYOLE otV ABMva.
To yeyovdg 011 giyape avTOV T0 KOO YDPO Yo vo, dovAEyovpe OAot pali
odnNynoe o€ véeg ouvepyaciec, mov dev Bo NTav EQIKTEG av OV elyape
Bpebel ot Xtod pe dAAOVE CLVAOEAPOVG Kol pe VTOmovg, ‘EAAnveg
kaAMtéyves. H ocuvimapén pog ékove moAd mo €OKOAN Kot GVETN TNV
emkowvovia petald pog, Omwg €miong Kol He TOVG SlOPYOvmTEG, TNV

TOTIKT] KOWVOTNTO, KO TOVS OPUOSIOVG POPELS.
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17. Oa umopovoeg va mePIypoYELS KATOLO0 TEPICTOTIKO 1] GUUPAY TOD OUYKPOTHOES KOTO
T OLOPKELQ TOV TPOTLEKT 1| KOTO. THY TOPOUOVH oov oty AOnva yevika,
H yprion tov ydpov t0v Begptvod kivnuatoypdeov £dmoe {wn 610 UEPOG
Katd T dwbpkel tov mPOTLEKT, KOTE TO GTAGO TOL KOl KOTO TNV
napovciocn tov, kdbe voyta pahota. Onwg katdloPo, Kamote NTOV
évag ympog yepatog Lmn, TOv CuOINGE UE TOV ¥PpOVO, £TGL NTAV TOAD
avalmoyovntikd mov €ida va yepilel Eova Cmn, ovTtdg 0 KIVIATOYPAPOG

KOT® Ao T0 GMS TOV OGTEPUDV, NTAV KATL LAYIKO.

18. Mropeic va. pog 0maers Evay yeviko yopoxTtnpiouo T00 TPOTLEKT UE TEGOEPQ. ETLOETA

UOVO,;

ZVVOPTOCTIKO, SNUIOVPYIKO, avekTiunTto, (eoTd!
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V. Ayyehog ZKoOpTIG

O Ayyehog Xxo0ptng eivor ewaoTikog e omovdés oty Itorio ko moAlég debveic
ovppetoyés. To 2012 Bpapedtnke amd v Evoon Kpitikdv Téyvng yuo 1o €pyo tov g
neprodov 2009-2011.

O 1010¢ 6TV TOALGYLOT SOVAELD TOV OGYOAEITOL [E OPACELS GTOV ONUAGLO YDPO
Kol TEPQOPUOVS OV OYeTilovTol pe KOWmVKE kot moAlTikd Oépata. Me avtiy v
aPopuT, Kot BEAOVTOG VoL SOVLE TTOLES EIval O EUTEPIES KO OL TPOPANUATIGUOL TOV OF
oxéon He TOvV dMNUOCIO Y®OPpo oty ABNMva, TPOYUOTOTOMGOUE TN GLVEVIELEN TOL

OKOAOVOEL.

— T eivar onuocLog Yawpog yLa. oeva,

IMo péva, dnuoclog ydpog pmopel va givat, ektdg amd Keivo mov péypt
topa opiletar €101, kot éva BiprlontmAeio, Eva yAmedo, €va Batpo (To
«EBumpogy, v mapaderypa, Tt givol) M €vog EYKOTAAEUUEVOS YDPOG.
Exel 6mov pmopel va ovykevipwbel koopog ywpig ewotmpro. Toti
ToTEV® OTL €xel aAldEel pe tov ¥pdvo TL onuaivel TeAKd dMUOclog

XDPOG.

— [1o16¢ OVOKOAIES EYELS OVTIUETWTIOEL GTH OOVAELC, GOV KOl OTIS OPAOELS GOV,

To 1983, d6tav mpaypotomoinca Hio £YKOTAGTACN-OpAoT)/TEPPOPLLAVG
otov EBvik6 Knmo, otovg opduovg g AOMvag ko amd ekel omnv
ykoAepl «AeGUOC», 01 OLGKOAES NTAV TEPAGTIEG. AOY® YPOPEIOKPATIOG
Kopilmg, ywoti, Yoo mapaderypa, kavelg tote dev NMEepe MOV OAVAKEL O
EBvikodg Knmog, axdpa kot o d1evbuving tov to ayvoovse. Amd tote,
OTOQACIo0. VO TPAYLOTOTOL® Opdoelg yopic va ameufivoual 6Tovg
«wmevfHvoLE» Yo va Toug {nTMo® Vv ddgta, yloti £To1 OAN 1 evEPYEL
OV €YEG HECO GOV KOTOVOAMVETAL TPOSTAOMVING VO TEIGES TOVG

vrevBovovs. Katd to Aowmd, o oyedaoudg pog mepeopuavg eivon
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AeMTOUEPNG, XOPIG PLGIKE VO AyVO® TN SVVAUN TOV €XEL TO TVYOLO M

ampoonto GLUPEY TV dpa TG dpdomng.

— Il avtiloufavetar to K01vo T OVAELD. GOV GTOV ONUOCLO YWDPO,

Ev avtiBéoer pe moAhég evpomaikéc yopes, o 'EAlnvag Oewpel tov
OMUOG10 YDPO KATL TOV deV givan atnv W10kt oia Tov. Eivan tov dAAwv,
Kat €totl Tov Bpopilet 1§, 6TV KOADTEPN TOV TEPUTTOCEMV, AO0POPEl YU

oTov.

— Ileg pog ovo Aoyia. yio. Tig dpaoels aov, Kol TIG 1010UTEPOTHTES TOVG, OV DIHPYOAV, OTHV

Iazeia Bixropiag kot arov Iepoud,

dvowd K1 €0 oev (oo adsw. Ov dpdoelg £ywvav yopig va
EVIUEPMO® YU OVTEC YVOOTOVS Kot pilovg 1|7 avBpdmovg Touv YHhpov
pog, ovte TS ovakoivwca movbevd. Ot dpdoelg avtéc £ywvov pe
GUUUETOYN TOV avOpOT®V Tov Mtav palepévorl (ko NTav ToAlol) 6Tovg
OUYKEKPIUEVOUG  YDPOVS, KOL Ol OVTWOPAGES TOL KOGHOL MNTOV

GLYKIVNTIKES.

— oo 1010dtepa. aroyeio fpiokels oty AOnva ws t0mo dieCoywyng twv opaoewy cov,

[Tapa moArd elvar ta wWiaitepa otoyeio. Mn Eexvdpe 6TL TOLAGY IGTOV
O0éka unveg tov xpovo, AOY® kKoplikav ovvinkov, Covpe €Em. To
EVOLLPEPOV Y1 Eva KaAMTEXVN deV ivat 0 INUOCLOG YDPOG MG TETOLOC,
0AAG TO TUL €xEl VO TEL, aVTO elvarl oL peTPdEL. AvoTuy(dS, S1dpopeg
QOPUOAOTIKEG 1| YEVTOYOPEVTIKEG TEPPOPLOVG Elval aviapEg Kat xwpic

voOnua, Kot To Kowvo 1o Katalapaivel avtd kot adtopopel.

— Iowa givau n KOIWVWVIKH KO TOALTIKI OLAGTOGH TV OPAOEDY GOV,

Ot TepPOPUAVG OV GUVOEOVTAL AUECO LLE TO KOWMVIKE KOl TOL TOALTIKA

yeyovota mov Hag amacyorlodv OA0VG. O KAAATEXVNG OTIC HEPES MG eV
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etvar aBwoc. Tlpéner pe 1o €pyo 10UV Vo GLUPAALEL GTO KOWVOVIKO

yiyvesOai Tov TOTOL TOL Kol TNG ETOYNG TOL.

— Me moiov tpomo ovvdéovtar uetald tovg o1 dpacels oov;

‘Eva xowvevikd yeyovog, a@ol dovAevtel apkeTd HEGH LOV, GYeEOOOTEL
KOl TOPOVGLOOTEL e 00MYel otnv emouevn opaon. ['a mapdaderypa, ot
Opdoelg oTIc PLANKEG TOL ZOKPATN, GTOVG dpdovg ™G ABMvag, 6to
HeTPO Kol oTo Aew@opeio. 6to otpatdémedo Xaidapiov pe titho «H
emotpoen tov Oppéa otov AdN» Kot ovTEC pe OEpo TIG YUVOIKEG
LETOVAGTPIES [LE 0ONYNOAV OTIG TEPPOPLOVG «ZVYVE Ol dECTOVIOES TNG
APwiov éBhemav v TpaPidrar ko oty dpdon «Ilog va eEnynoeig v
TOMTIKT) G’ €va YOapUEVO Aayd», Tov oav BEpa giye TIC aVTOKTOVIES, TNV
YUYOAOYIKT] KOl OUKOVOULKY] KOTOPPEVLOT] GUUTOAITOV UG AOY® TNG
Kpiong mov Pidvovpe. Av Aomdv dovUE TIC OPAGELS aVTEG TN Mio dimAa

otV GAAN, Ba dovLE Kot TN oXEGN TOVG.

— Avo L0y1a y1o. 0. ETOUEVO GYEOLG GOV,

Enitpeyé pov va pun cov no akodpo timota. Mnv Eexvac mwg yia 0,Tt
Kévo dev maipve adswa and movbevd. ‘Eva povo Ba nbera va mw: 6tL 0
‘EMnvag givatl avoiktdg kot déyetor ot givar aAndvd ko dvvatd. To
TpOPANUa Oev givor 6e avTOV, OALL GE HOG TOVG KOAAITEXVES, OV OEV

elpaote £TOHO01 Kot Kaiplol 6€ avtd oL OEAOVILE VO KAVOULLE.
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Kepdiaio 4

Anpoota téxvn/téxvn pe véa péca oty Adnva, 2012-2016: Mo covoyn

Ta televtaio t€éooepa ¥pdvia, 0TO TOTIO NG ONUOGLUG TEXVNG/TEXVNG ME VEQ LEGU OTNV
ABMva  €yovv mpootebel Opdoelg WwTIKNG mpwTofoviiog, OT®MG 1 OpACT TOL
opyaviocpov NEON kot 11 dwopydvoon tg DOCUMENTA: Learning from Athens. 10
TAOIG10 TNG TEAELTOLOG, £XEL TPOYPOAUUATIOTEL Vo, dopyavwBolv dpdcelg Kat dStaAéselg
mv avoién tov 2017, pe ovppetoyn KoAMteyvov ond 1o eéotepikd. ‘Hon oto 1010
miaiclo mpaypartorotovvtot to. «Mabnuata Edevbepioc» oto Ildprko Edevbepiag, dimia
010 Méyapo Movoikng AOnvaov.

Yto téhn Xemtepfpiov tov 2016, n koAltéyvig-mepedpuep T'ewpyioa Zoaypn
TPOYLOTOTOINGE oL TEPPOPLOVG SLAPKELNG OYEOOV €VOG EIKOGITETPAMPOL HE TITAO
Anomepo. — Elo. H dphon npaypotonomdnke oto [ldpko EdevBepiag, oto mlaicio tng
dwpyavoong g DOCUMENTA. Emiong, dpdoelg o€ oNudcto 1 mudnuocto ympo
mpaypatorombnkay  emyyopnyovpeveg omd tov  opyavicud NEON. Evdewktikd
avapépovpe v €kBeon A Transfer/Metofifacny o©TOV  OpPYOIOAOYIKO YDPO TOL
Kepapewov, pa ékBeon g Moapiag Aoilidov oe empérern Xvpaywng Towgpa (9
YentepPpiov-31  Oxktwfpiov 2015), xobBbdg Kor TG €KOOTIKEG €eKBEoE TOL
npaypatoromOnkov to 2013 ko to 2014 avrtictoyo otovg knmovg ¢ ['evvadiov
B1pAoOnkng kot g Biprodnkng g INoAdiknig ApyotoAoyikng ZyoAfng mov LITayEToL

oto ['oAAikod Ivetitovto ABMvac, ent g 060V Xiva.

Eniong, 1o tehevtaio ypoévia, O0pyavdvovtal OAoEVO TEPICCOTEPES OPAGELS TOL
aQOPOVY TOV OOTIKO YDOPOo KOODSC Kol TapeuPAcCES 1 €pyacTHPlO. UE OKOMO TNV
avamAaoY, TNV AVOLOPP®OT] TOV TOomiov Kot TNV mopéupacn tov moAitn og avtd. To
YuvAOnva (http://www.synathina.gr/el/) wotr 1o Imagine the City ©g WwTiKn
npwToPfovAia Kivodvtal ce avtn ™ kotevBvvon. Afoonueiot eivor emmpocHeta M
opdon ¢ opddag veapmv apyltektovov BeforeLight. Avtikeipevo g 00vAeldg ToUg
elvar o @o¢ kol n ovadellr] tov, pe éupaocn v mopéupacrn oto aoTkd tomio (PA.

ocuvévtevén toug ommv E. Kékov, http://popaganda.gr/beforelight-urban-lightscapes/).
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Mmnopovpe EVOEIKTIKA VO AVAPEPOVILE TO €PYO TOVG Zvv-oikia, otnv 006 [Tittdkn oty
neproyn tov Poppn, 10 omoio mpayparoromOnke to 2013 e cvvepyacia pe to Imagine
the City. To npdtlekt mpaypatoromOnke (pe emrvyio Kol LEYEAAN GUUUETOYN) LEGO OO
€va KOAEGLO TOPAYDPNONG TOMADV QOTIGTIKMV LE GKOTO TNV £YKATAGTAOT) TOVG GE £VOL

OpOUEVO TOANG LKPTG SIEPKELOS, MG EIKOCTIKO GUUPAV GE aVOLYTO YDPO.

>10 mhaioclo g olopydvwong Sound Development City, 13 oebveic kalhtéyvec oe
dwotnua 3 BOOUASMV TPAYLATOTOINGOV TO ATOUIKA TOVG TPOTLEKT TOV ZENTEUPPLO TOV
2015 ommv ABMva Kot Tavtdypova oto BeArypddt.

H xoAMrteyvikn omootoln Eexivinoe and 10 Sound Development to 2012, pe
OKOTO VO TaPAcYEL KOAMTEXVIKN €AevBepia oe koAMTéxveg mov epydlovion o€
dupopovg topeis. Kabe ypdvo, oto téhog g Bepiviig meprodov, to Sound Development
City opyovavel o omocsToA] TpLev Rdopddwv og dvo evpomaikég morels. To 2015, n
KOAATEYVIKY 0T0GTOAN TpaypatonomOnke oto Belypddt kot tnv AOMva, amod t1g 9 £wg
Tig 27 ZentepPpiov. Ot kKaAMtEyveG emAEYONKaY £melTa amd AVOIKTH] TPOCKANGT OV
anevfHvOnke oe KOAMTEYVEG dLOPOP®V TOUEDV GE OAO TOV KOGLLO.

To Sound Development City omotehel €va PEPOG YO MEPOUOTIOUO Kot £val
EPELVNTIKO £PYAOTNPLO. Alvel GTOVG KOAMTEYVES ¥ POVO v TPAEOVV, VO TEWPAUATIGTOOV
Kol vo. Tépovuv vEo HOVOTATIO, OTMC €TINS KOU YMPO YO VO OVIYVELGOLV KOl Vol
avOKOADYOUY TO un avapevopevo. Xty ABnva, n Pdaon nNrav 1o Synergy-O
(http://www.polyplanity.com/eng/synergyo).  Ilapakorlobnca 10  cLYKEKPLUEVO
potlext, TG epyacieg Tov kal Ta amoteléopatd. MdAota mpa cuvEVTeuEn amd TV
koAteyvioa Klara Ravat, g omoilag t dovied (SmellSCAPES) Bpnko 1dwitepa
evolwpépovca Kot v eméhelo avhueco o€ GAAEC Yoo TV wpwtotumion ™. Ta
TEPLGGOTEPA £PYQ £XOVV MG AVAPOPE TOV ALGTIKO YDPO, TN TEPMYNON. XLTO GLYKEKPIUEVO
KOAMTEXVIKO €pYO, M €VVOla TNG TEPUYNONG KOl TNG avakdAvyng T TOANG péca amd
mv 6cepnon mpocdidel pio axdpo mowdTnTe. otV AQUAN Oldotoon g moAng. H
ovvévtevén pe tv Klara Ravat PBpioketon oto moapdptnuo. o mepiocdTepeg

mAnpoopieg: www.sound-development-city.com/now/en/participants-2015.
Mveiag ypnlovv emiong ot dpacelg ¢ Athens Biennale, 1 omoia evepyomoince tov xdpo

TOL TOAMOV YPNUATIOTNPIOV OTN ZOPOKAEOVG HECH amd o €kBeom Kot OMALES,

EMTPENOVTOG GTO VPV KOO vo emokepBel auTOV TOV YOPO Kot TOPdAANAL v
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GLUUETACYEL O OUIAiEG €V €1del ayopdg KaTd TO apyaio EAANVIKO TPATLTO TNG GUECTG
onuoxpatiag. Tn otiyuq mov ypdeovior avtég ot ypappés (tédn 2016), n Athens
Biennale Bpiocketon og €£€MEN otov yopo Tov Eevodoyeiov-peydpov Mrdykelov otnv
mhateio Opovoiag, evepyomoldVTAG VOV YMPO KEVIPIKO TOL OUMG NTAV UEXPL TOPOL Un
pocPaciuog oto Kowvd. Alvetar £tol M evkaipion TOALOTL YDPOL KEVIPIKOL aALL Oyt
alomomool vo. wapovv (N péoa amd KOAMTEXVIKA, OKTIPOTIKE OpdUEVH Kot
oL{NTNOELG OKAOTLOTKOD TEPIEXOUEVOU.

X710 1610 mhaicto, amd T 19 Tovviov 2015 evepyomomnke to Green Park oto
[Tedio Tov Apewg, amd por opddo KOAMTEYVOV Kol OKTIPLOTOV Tov Kabdpioav Kot
TPOTOV TV, OVOKOIVIGOV TOV YMPO TOL €Ml OEKOETIEG YVMOGTOVD KEVIPOL YuYOy®Yiag,
ONUOTOO0TAOVTAG Lo VEQ ETOYT OPACTC Kol YPNONG TOL YDPOL Yo EKACTIKEG ekOETELS,
TEPPOPUAVS, SLAEEEIS Kol akadNaikd cuvEdpla. AT apketég amdyelg, To Green Park
eatvetor va €xet drodeyBel to «kivnua Mafidn» kot v (akdpo evepyn) KATOANyn TOL
AoV Bedtpov «Eumpdcy (http://www.embros.gr/) omv mAateio Poppn, ond opddeg
TOMTIKES, KOAMTEYVIKES Ko aKTIPIOTIKEG, e Waitepa Evtovn dpdor v mepiodo 2007-

2015.

[MoapdAinia pe avtég TG OpACES, KOAMTEXVEG OmO TO €EOTEPIKO Kol OKTIPIOTEG
EMOKENTOVTAL TN YOPO KOl TPOYUOTOTOOVV OPACEIS GE OVOLTOVG YMOPOLS (Yo
mopdoetypa, ot opdcelg tov Ai Weiwel pe midvo, ot Bopewo EAAGOo kot ot
Motiavn). Me kaBodnynon kot yopnyia tov opyaviopod NEON npaypatonomdnke to
2016 to ovvédpo «lIdeasCity». O opyoviopdog NEON kot 10 New Museum
ocvvepydotnkav otn mapovcioon Tov «IdeasCity AOfva», pag Sopydvoong mwov
OlepevVA T0 HEALOV TV TOAEWV, LE KvynTipla SOvoun v T€)vn Kot Tov ToATiopo. To
«IdeasCity Abnva», pe emkepaing tov Joseph Grima, devBuvtr| tov «IdeasCity»,
TpaypatonomOnke 1o owdotnua 19-24 Xentepfpiov 2016 oto Qdeio AOnvav, to omoio
olpopemdnke avaddywg oe yopo @uhofeviog Ko gpyacioc. XTO0 TAOIGIO  TNG
TpOTOPOLAING, PLAOEEVIONKOY EMGTAUOVESG, KAAMTEYXVES Kl OKTIPLOTEG amd O18popES
YOPES, KAl TO GLUTEPAGHLOTE TOL TPOEKLYAV OO TNV TOPALOVY| TNG GTNV TPMTELOVGO.
TOPOVCLACTNKAY GE GLVEOPLO TOL TPUYHOTOTOMONKE OTO TEPICTOAO TOL dgiov
Anvov otig 25 ZenteuPpiov 2016. To ocvykekpyévo mpotlekt eiye oG otOXO VO
oLVOECEL TIG TOAELG HE TNV TEYVN KOl TOV TOATIGHO, MG OPPNKTIO OTOLXEIO Yoo TN

Blrooipdmra TV TpOTOV.
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Onwg mpokvmTel, 0 OMUOGLOC YOPOS HE TIC WOOUTEPOTNTES OV EUTEPIKAEIEL KOl TO
010UTEPO YOPAKTNPIOTIKG TOL YIVETOL OVTIKEILEVO OlKEOTMOINoNG péca amd &va VEO
GUGTNUA OPACEMY OV TPOEPYOVTAL OO TNV WIOTIKY TPOTOPOLAIL, TAPAAANAG UE
avTOPovieg dpdoelg KaAlteyvmdv otov onuocto ympo. Eival evdtapépov to yeyovog ot
TapOAO TTOV 0 dNUOGLOG YDpog otnv EALGd elvar MydTepo KAVOVIKOTOMUEVOS Atd TOV
onuocto ymdpo ot yopeg g Bopelag Apepikng, yoo mopdderypa, 1 6€ OVTIKEG
EVPOTATKEG TPOTEVOVOESG, UEXPL TOAD TPOCEAUTO OEV AMOTEAOVCE OVTIKEIEVO gVpeiag
dpdiong yia kKoAATEYVES. BAEmOVUE MOTOCO OTL T TEAELTALN YPOVIO OVOTTUGGOVTOL VEEG
HOPQEG  KOAMTEXVIKNG Opactnpdtntog, MHe mpoéievon Wimg amd 10 €mTEpKo:
KoATEYVEG emokénTovtal TV EALGOa oe kabeotmdg residency, dovAehovv Kal dpovv
€00, Katafétovtag v eumelpio Tovg. [ToAhol pilodv Yo éva €100¢ VEOOTOIKIOKOTNTOG
OV OVOTTTUGGETOL 0T0 Tedlo TG TéYVNGg Kot Tov moltiopov. To @oawvopevo avtd
amodidetol otn Ppoyeion EMOKEYIUOTNTA TOV KOAMTEXVOV, 0AAE Kol TN PN oOvoeon
TOVG pe TV Kowdtntd g AOMvag. Ipdxertan motdc0 Yo po dtudikacio mov Ppioketan

oe TP eEEMEN, GLVETMG Eival voPIG Yol ol GUVOMKT] ATOTIUNOT TNG.

Téhog, a&ilet Wwaitepng avapopds po dpdon ev €1d€l eykataotaong 1 onoio PpiokeTon
og e€EMEN v mepiodo 2016-2017: n eykatdotaon H Hopdaoracny tov Zapov Eayopdpn,
£pyo 1o omoio evtdoceTon 610 TAiGlo Tov mpoypaupotog EPT'O XTHN ITOAH 2016,
tov opyavicpod NEON, ce empérern Katepivag I'péyov. O ZEayopdpng eunvéetor ond
NV oTtopikn mapdotacn To ueyalo pog toipxo Tov oMy, BeaTpikoy cLyypaPéa, Kot
ocevaploypaeov ldxkmwPov KoapmavéAin, n omola mpwtomapovsidomnke oto BEatpo
Abnvaiov, enl g 0dov IMatncimv, to 1973.

H mopovoiaon g eykatdotaong oe évav ydpo otdbusvong micw omd 10
gpemopévo mAéov Béatpo ABnvailov amotedel v apemmpia tov mpodTlekt, mov Oa
oAokANpwBel v avoién tov 2017 pe o tovia kot va Pipiio. To €pyo mpoxkarel TG0
otovg meCovg OGO Kol OTO OEPYOUEVO OVTOKIVITO U0 OTUYHOi0 Oovoryvoplon Kot
TAVTOYPOVO, VOV OLOVIOOGUO TOV OVOGTEALEL T1 QVGTIGTIO KOl YEQPUPAOVEL ATPOCLEVOL
10 mopeABOV pe to mapov. ‘Exel evolapépov va onpewmbel 0Tt mpoketor yio Eva
nuonpoclo épyo tov omoiov Oeatég pmopel va elvol OlepyOUEVOL KO TEPACTIKOL.
[Ipayuatonoteitar ®ot6c0 og éva mAPKIVYK Tov PploKeTal G€ YPNOT, KOl OPIGUEVES

Opeg ™S NUEPOS M €16000G TOL KAgIvEL YO TO KOWVO.
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A1l Weiwel

240



BeforeLight (photo: Nikog Avumeptdic)
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Maopia Aoilidov (photo: Nikog Mdapkov)
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«IdeasCity ABnvay» (photo: Nataiio ToovkaAd)
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ZApog Zayopapng
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Kepdioo 5

H éx0eon véwv péowv Point ZERO: RE-START

H éxBeon véwv péowv pe titho Point ZERO: RE-START, mov dwopyavodnke oe
empérea Evag Kékov tov @gfpovdpro tov 2016 otov XOAAoyo EAAMvev Apyatoddymv
(®noeio, 010 16TOPIKS KEVTIPO TG ABMVOG), amoTELEl £vaV GYOMAGUO TNG OIKOVOUIKNG
Kpiong Kot TV SIPOPETIKMY QPNYNCEDV TOV ONUOVPYEL QLTI GE TAYKOGHO EMITEDO.
Yuvoéel v otkovopio pe ) {on tov avlporwv, BELOVTAG TG VO, AGKNGEL KPLTIKN
GTOV TPOTO OV OMOVPYOVVTOL GYECELS OAAAG KO avTIPPOTES SVVAUELS OVAUEGE TOVG.
H 0w n emloyn 100 Y®OpOL Yy TV TOPOLGiaon avtig TG €kbeong véwv pécmv
OTTOGKOTEL VO AELITOVPYNGEL MG GYOMAGUOG Kot ovTioTiEn (apyatoloyio-véa péoa), Kot
TOPAAANAL OC TOPOTPLVON YLl KPITIKY) GE O VEQ —OTO KOWVMVIKY], OTKOVOUIKT] KOl
TOALTIKT) Aoyn— mePiodo TG omoiag eiacte OAOL KOWMVOL Kot EVIOTE GYOAMAGTES.
A&iler va otaBovpe yuo Alyo oto B€pa Tov Ydpov Oyt LOVO MG EVvolag oALY Kot
g mAaiciov culntnong. Amd avti Vv droymn, Exel Wwaitepo evolapEpov OTL 1 EkBeon
Point ZERO: RE-START mpoaypoatorombnke otov XOAAoyo EAAvev Apyotoddywmv.
[Ipdkertar yio €va apykd 1010TIKO KTiplo (TpdONV KOTOWKiO OWKOYEVELNG TNG OGTIKNG
TaENG) oV TEPAGE GTO EAANVIKO OMUOCIO KO, ETELTA A0 OEVEEELS, KATEANEE VoL OVIKEL
oto vrovpyeio TToATiopov kot va Bpioketal v TN SKEIPIOT TOV OPYALOAOY®OV TOV
vovpyeiov. XoapoKTNPoTIKO €ival TO «OoKNVIKO» ©T0 omoio Ppioketon onuepa
tomofetnpévo 10 Krtiplo. Xtov dpeco mepifdAlovia yopo Tov PpiokeTor o
APYOLOA0YIKOG XDPOS Tov Kepapeko, evd kat 1 yertovikny eBpaikn cuvaywyn/cuvorkio
GUVEICQEPEL GTO YNEWOWTO TOov ToTiov oL TEPPAAAel to KTipro. H mpoavapepbeica
KEVIPIKOTNTA TOV KTIPIOL GLUVEPAAE GTO VO TPOCEAKLOTEL LEYOAOC aplOUOG EMOKENTOV
oV £€kbeon, Ommg emiong kol To oTolyeio g ehevBepng mpdsPaomg xwpig ecitipro.
[ToAhoi emokénteg NTov mepaoTKol mov €idav v €kBeon cav €va YoyoyeEWypPoOIKO
impromptu copPav. Avopeifoia, £xet peydlo evolapépov 0Tl og Evav Yopo UEBeENG
OLOLPOPETIKMY 1GTOPIKMOV S0GTAGEMV (OO KOWVMVIOAOYIKY, 1GTOPIKY, YEMYPOUPIKT KOl
OPYOLOAOYIKT) OKOTLA), T VEX LEGH £PYOVIOL VO ONULOVPYNGOVY VEOLS OEGHOVG Kot

AVTIOTIEELS [LE TNV 10TOPIKOTNTO, OLAVOTYOVTOS TOAAUTAEG AVOPOPES.
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Evtdccovtag to mpobepa re- otov titho, N £kBeon yivetan pia Eppecn ovaeopd
oty emavévapén oG veéag €moyng, M omoio dopeiton eviog (Ko Oyl €ktdg) TNG
1GTOPIKOTNTOG, OAAG KOl HEGO amd OvoPOpPEG oT0 TOPeABOV, o€ eminedo KOWMVIKO,
aykoouo kot wavavdponvo. H ékBeon avt mpaypatomromnke oty EALGSa, o€ o
cvykvpio. ovoKATOTAEEWY O TOYKOOUI0 €mimedo, Kol @rioceviOnke oty AOMva —
GUYKEKPIUEVO, GTO 1GTOPIKO TNG KEVIPO— GE U0 YPOVIKY OTIYUn Omov HalkES poég
TPOSPLYWV Katapedyovv otnv Evpdnn pécm g EAAGOaC, kol og pia emoyn OTov ot
ocu{Noelg TEPIOTPEPOVTAL GE OEHOTO OWKOVOUIKOD EVOLOPEPOVTOS KOl OVIGLYIOG:
oEVAPLOL KATAPPELONG TNG KEVIPIKNG €VPOTOIKNG Ttpdnelag, capital controls, Grexit,
aVOOLOTTPAYUATELGT TOL YPEOVG, acPaAoTikd. Ot vopol tng kabnuepvoOtnTdg pog
eoivetol va. €yovv avatpamel — owovopkoi 6pot KatakAvlovv To KaOnpeEPVO LaG
Ae&hdyo kot paivetar va PBpickovtar oe amdAvtn cvvaptnon pe ) {on poc, aAld Kot
o€ amOALTO EAEYYXO OLTNG KO TOV TEPLEXOUEVOD TNG.

Méoa og avtd T0 TAAic1o, £ kadtéyveg (o1 Roy Ascott & Elif Ayiter, Max
Moswitzer, Selavey Oh, Maurice Benayoun kot Scott Kildall) pe Swgpopetikn
vewypagiky] Bdon (AyyAia, Avotpia, Deppovio, Tarria, Teppovio, Hvopéveg
[Molteieg, Tovpkin) Kot apetnpios KATAYPAPOLY VTN TNV gUREPia, dALL TAVTOYPOVA
OVOGLYKPOTOVV TNV EVVOLN TNG KEMAVEKKIVIIGNGY KOl O,TL QVTT) GUVETAYETAL, EXOVIOS MG
KapBd Toug ko dynua Tic véeg texvoroyieg. To maykooutomompévo avtd meptPdAiov
AVTIPOCMOTEVETO € OCLUPOAMKO emimedo Oyt HOVO Oomd TOVE KOUAMTEYVEC TOV
CGULUUOOVV» KOl GUVOLOAEYOVTOL GE QLT TN YOVIUN cvlnTnomn, oAAd Kot péoa omd To
SLUPOAKS eMimedo TOV ONUIOVPYEL 1 EVIADL YPTLLOTICTNPLOKT YADGGO Kot 01 POl GTOVG
omoiovg mapaméunovy Epya Onwc to Occupy Wall Screens kon Emotion Forecast tov
KaAATéyvn Maurice Benayoun, aAAld kot 1o Equitybot tov Scott Kildall. O tithog £xet
emheyOel oxkdmpa vo ypaeel ota oyyMKd, TOpUTEUTOVTOG TOCO 6TO debvomoinuévo
mhaico g €kbBeong 660 kol otovg €€MTEPIKOVS TAPAyovVTeEG TOL Ppiokovial Gg
apeiopoun ox€omn STPAYUATELONG HE TIC TOTMIKEG KOWMVIEC KO TOVG ovOp®OTOVG TOV
T amoterovv. [lapdiinia, amd to onueion otiéng mov ypnolwomolovvIol, © Kol -,
aPevog Ta OOALTIKA AEITOLPYOVV G EMTAYY], TPOTPOTH TPOG TO KOWO, Kot
GLYKEKPLUEVO TOPAKIVOUV TOV KaBEVA amd ERAS, Kol OQETEPOV TO EVAOTIKO TOPOUTEUTEL
HOPPOAOYIKA GTNV £VVOla TNG QPOIPEONG, GTO VO ool 1 vo eEadeipel Kavelg kATt
amd eKel TOL NTAY TOTOOETNUEVO KOl TPOGAPUOCUEVO — EV TPOKEUEV®, GTNV £VVOLd, TNG

emavekkivnong.
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Elvar yeyovog 011, meptocOTEPO amd MOTE, 1 OKOVOUIOL KO 1 TOALTIKY £YXOLV
AEITOLPYNOEL OO KOWOU ONUIOVPYADVTAS OPOUOLOTIKOVS TOMTICUIKOVS KDOKEG.
EminAéov, £govv katopbmoetl vo petatomilovv dlapk®dg T0 evOlapEpov NG culnTnong,
YPTCLOTOUDVTOG TO LEGO, KOL TN TEXVOAOYiO G COULOYO, Kol €V TEAEL KODIGTAOVTOG TOV
TOALTN YEPOYOYNOUO Kol modnTkd, eviote oe kataotoAn. To maykoopomompévo
OKOVOUIKO Kol ToMTIKO TepBailov amodeiydnke otig puépec pog OTL 0ev amoTeAEl
10oVIKO Kol adtopgiepnmro dtakvevua. ‘Evvoleg mov agpopolv otopkd Kot KOVmVIKA
dwanopato kot Bacikég ehevbepieg KAvdwvilovtat. Xe onueio poiota va Bewpovpe —
eviote— 0Tl ayyifope 10 Inueio Mndév, mov omortel TV avaGLYKPOTNOY 1OUVIKOV,
oTOY®V Kol TOTODETNCEMVY LE OKOTO TNV EMOVEKKIVNOT (LLE OPOVS TEYVOKPOTIKOVG OALA
Kot NOKOTANGTIKOVG).

2mv ékBeon autn Koataypdeovtor tpaypatikd dedopéva (actual data) amd to
TEPPAALOV TOV YPMUOTOOIKOVOUIKOD KOGHOL Kot petagpdloviol o€ cuvvoicHnuara,
Omm¢ ovyKekpéva mapovotdlovtor ota €pya tov Maurice Benayoun. H éxfBeon
OTOGKOTEL VO OOTVTTAGEL, OAAG KLPI®MG Vo OLEPEVVICEL TN GUVOECT] EVVOLDYV TOV
aPOPOVV TO «EEMTEPIKO E TO ECOTEPIKON», TO TAYKOGUIO LE TO £BVIKO, TO ATOUIKO LE TO
KOW®VIKO. XKOTAC TG eival va Bpet éva Kowvd onpelo avapopds, EVOVOVTOG 0VTEG TIG
aeNYNoES péoa omd TIG OMTIKEG TOLG KOl OVOOEIKVOOVTOG VEES (TPO)-OMTIKEG,
AVOOEIKVDOVTAG TN UETAYADMGGO EKTOG TOV GLUPOAKOD EMITESOV TOL UETAPEPOLY TOL
épya.

Xvvdéovtog TV aenynon g £kbeong pe v 10 TNV aENYNUOTIKOTNTO TMV
véwVv pécmv, Tapabito v eEEMEN Tov épyov La Plissure du Texte. Kanoleg dekoetieg
npwv, o Frank Popper mpookaiel Tov Roy Ascott va kdvel Eva mpOTlext yuo pio peyoin
ékBeon pe titho Electra,. H ékBeon diepevvodoe v 10T0pict TOL NAEKTPIGHOV GE OAO
10 @bopa Tov texvav. To mpodtlekt avtd otnke e daPopovg kKOUPovs avd Tov
koopo to 1983, oe Avotparia, Xapdan, Biévvn, Auctepvtap K.o. Xe pia mepiodo TpLov
gfoopdowv, oevphivinke n NN VIEPYOLGH APNYNOT, TOL UTOPOVCE Vo Elval oTa
ayyAMkd 1 ota YoAMKA. Agrtovpyovce pe 6povg moapapvdiod oe Evav cOyxpovo KOGHO
omov o «oaBévag pmopovoe vo ovpPairer oe avt. To mepeyduevo MrTav
QVTOTPOPOOOTOVUEVO, KOl VINPEAV  SAPOPOl  CLUUTOPAY®YOL TNG OENYNONG Kot
cuvdnuovpyol pe poywod tpomo. To épyo mov mpoPfaileton oty éxbeom eEeliyOnike pe
OPOLG YMOKNG avorapactacns amd 1o Second Life. Onwg axppmg cvuPaivel Ko ot

Con, M 0aQNyNom OomoTEAEL GLVAPTNOT OWPOP®Y TOPAYOVI®V: TNG YPOVIKNG
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SlHeECOAGPNONG, OALG Kol TNG OENYNONG TOV YEYOVOT®V, TNG OVOTUPOY®YNS, NG
apyeoHETNONG Kot TG HETAPOPAES TOLG — KOl UE OWTO TOV TPOTO TO TOMO YyiveTtal
oLVOETOTEPO TNG VIEPKEEVIKNG OAOEI0C.

2aQ®G, 1 GLUTIEST TOL YMPOL KO TOL YPOVOL TOV TPAYUATOTOLEITAL UE TIG VEES
teyvoloyieg, Omm¢ elye emonuavel o yewypdoog David Harvey oto €pyo tov The
Condition of Postmodernity (H xataotoon t)e UETOVEDTEPIKOTHTOS) EVIEIVETOL OTIG
puépec pag. Opumpevor amd T cuvOnkn avty, Bo uropovoae Exiong vo pOTHGOVUE:
Me mowo tpdmo kot o€ Moo Pabud n texvoroyia Kol To VEQ LEGO GLVEIGPEPOLY GTHV
EMKOVOVIR Kol TN Sompaydtevon; Me moto Tpdmo 1 OHOYEVOTOINGT THG TOMTIGUIKNG
Bempiag €xel onuovpynoel véoug morovg eEovaiag; [lowo eivar 1o onueio avapopdg
OTNV OQNYNUOTIKOTNTO KOl TN HETAPAON om0 TO «EYM» OTO «EUEID», Kol oTn
GLVOLLUOPP®OT HI0G EVIOLOG TOVTOHTNTOG;

O Michel Foucault, cto Biprio Tov H apyoioloyio s yvwans, SNAGVEL OTL
EMYEIPNOE PE L0 OTELPOEIN Kivon Vo VONUOTodoTNoEL TN AEEN «apyotoroyion, Tnv
omoio elye apNoeL Y®PIG EVVOLOAOYNON GTO TPONYOVUEVO TOL £pyo. «AEEN emkivouvn,
a@oV @aivetor va ovakoiel tyvn mov &xovv PBpebel ekTdC YpOVOL KOl EXOVV TAYDGCEL
TAOPO GTNV APOCIKT TOVS KATAGTACY, emtonuaivel. Kot cuveyilel Aéyovtag 6t 10 B€pal
dev glvan vo eprypdyovpe Bempiec, aAld va avadeiEovpe to aviypoTikKd GOVOAO TOV
VEIoTOVTOL SIUUEGOL TOL YPOVOL (OTTMG, YO TAPAOELY LD, 1 TTOALTIKY] OwKovopia K. d.),
KoL wap’ OAN TN GYETIKN avTovouio, TV aveSaptnoio Tov Ta SIKPIVEL KOTAPEPVOLY VL
KWvoOvTol 610 dmvekéc. «Movo o apyatoroyio mov EeBdPet pia mpaktiky Tov Adyov
pali pe tig pileg oy, tovilel, «kataeépvel amd o £ Vo ovayveopioel KATL Hepiko,
oL Ba pmopovoe va givarl Kot SIUPOPETIKO, OVTO TOL TPOS T PECO PEPETAL OG OAOVH.
To oavtootoyaloOUevo VeEMTEPIKO VTOKEIPUEVO €XTIOE TAVEO OTO GOUO UG
«OTOGTOCUATIKNG OANOEC», YUPOKTNPIOTIKA AEEL YOPOKINPOTIKE. Me ovtd TOV
TPOTO, emyelpeitonl va avakivnel n culnon. L1o KaoTIKO TEPPAAAOV TNG TOPOVCAG
ékBeomng, {nroduevo eival, pe OPOVG «OCLYYXPOVIG) EMIKOVOVIAG, 1 O1ELKPIVIOT Kot M
Sl0lGOPN VIO TNG OMOCTUCUOTIKOTNTOS GTN TANPOPOPNON, OAAL Kol GTN GLYKPOTNON
NG TOYKOCUIOMOMUEVIG TOVTOTNTOC, Kot Kupimg 1 avachviaén g televtaing péca

Ao TIC SuVATOTNTES TOV JIVOLV 01 VEEG TEXVOAOYIEC.

H éxBeon avt) oyedidotnke ©¢ 10 deVTEPO UEPOC NG €kBeong Ex-change: Risk mov

mpaypotonomdnke oto Xmitt g Kompov, otmv ABnva, v mepiodo lavovapiov-
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Maoprtiov 2015. Xto mAaicto tng ékBeong ekeivng, cvl{ntOnkav Bépata Tov apopovoav
1660 TNV £vvold NG SITPAYUATELONG KOl TOL PIOCKOV GE TEPLOSOOVS OLKIVOVVEVGNG,
onwg to Bétouv o1 Beck xor Giddens, 660 kot TN ovykpOTNON TNG OTOMIKNG KOt
GLALOYIKNG TOLTOTNTOG GE OVTOVG TOLG KOPOVG, KOL TNV TPOCTAOER OvVTOAAAYTS,
cuvoAlayng pe tov AAdo (BA. avaivtikd http://popaganda.gr/ex-change-risk-parelthon-
ke-paron-se-diapragmatefsi/). To Point ZERO: RE-START mov axoAovOnce amotéiece
™ mpdtn £kBeom Epymv debBvav media artists oty EALGO0. KoaAltéyveg véov péowv
elyav NON exBéoel pepovopéva Kot 6To0 TapeABOV, 0AAL Y TPAOTN (OPE TOP
eKTEOMKOV CLUVOMKA €pya TOLG, PEPvovTaG Mo O1EBVI] TPOPANUATIKY] OTT®MG AT TNG
TOPOKUNG TOL O1EBVoVC OKOVOUIKOD GUOTAUOTOS CE &va EMUEPOVS TEDdIO0 TNG, TNV
EAGda (BA. ko ) ovvévtevén pov, oto http:// www.hitandrun.gr/point-zero-restart-
sinentefxi-me-tin-eva-kekou/). Ztn cuvvéyeia, tov NoéuBpro tov 2016, dopyavddnke n
éxBeon Yppioio g Ars Electronica otn Ztéyn Ipappdtov kot Teyvov tov [dpdpatog
Qvéon. H ékBeon avtr| £pepe to vEa PEGA KAl TIC VEES TEXVOAOYIEG GTO EMIKEVTIPO TNG

ov{ntnong, kevrpilovtag 1o EVOLPEPOV Y10, TOV TPMTOTOPIAKS TNG XAPAKTHPO.
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Anthony Schrag

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I have always been interested in the role of the art in a wider social context - i.e., what
role art plays in society. When I started my studies, I was doing photography and video,
but the further I explored the questions that mattered to me, I moved toward processed-

based and other social contexts. This would have been in 2003.

“Media” is a lesser concern in my work: It is always, for me, a mechanistic thing that
helps me document or communicate an artistic event that had already happened. Of
course, it needs to be ‘good’ and it needs to tell the right story and it needs to be the
appropriate format, but it is always secondary to the social artistic event, which is

usually temporal, ephemeral, dialogic and intangible.

2. Can you please tell us about a project you realized in public art space?

Umm... all of them! See my website for more details (www.anthonyschrag.com) and
since I’ve done over 200 works, its hard to randomly pick one! I suppose my Five-A-
Side Tug-of-War is a good example: I worked with Hackney Council and Standpoint
Gallery in London to develop a project that intended to bring an neighbourhood of
many disparate groups together, and somehow and to try to make everyone to “get
along with each other”. I quickly recognised that this was an impossibility, and that
friction is an essential part of a democratic culture, and so developed a public event that
explored how “tension can give us structure”. Here, I invited different ethnic groups
from the local area to participate in a community-day, with an artistic lens, based
around the game Tug-of-War. Additionally, I adapted this game so that there were five
“sides” rather than just two. Because of the physics of the game, there could be no
“winner” but there could a “loser” so the game became about navigating and
forming/breaking alliances in order to defeat a stronger opponent. In other words, the
participants navigated their own tensions and decided if/how/when they were to “get

along with each other” rather than being forced into an ameliorative situation by local
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government and gallery remits.

3. How has audience participation shaped your project and given you feedback?

Audience participation IS the project. The public is always conceived of as
collaborators, rather than the ‘receivers’ of my work. They, therefore, constantly shift
and change the work. They feedback, similarly, is a central tenant of the work, as it is
dialogic, so if exchange is not happening, then the work isn’t functioning as it should,

and I should adjust/change/adapt it so there is more an equal exchange.

4. How central is interactivity in your work?

See above.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the artwork?

I do not assume that the role of the audience/participant is to ‘understand’ my aims, but
rather design a context with which to enter into a conversation where we may begin to
understand each other. In this way, it is also my goal to understand the aims/desires of
the audience/participant too, and therefore it would be counter-productive to have a
fixed idea of the ‘work’ until the conversation begins. Both the audience/participant

must be conceived of as equal entities and must be acted upon equally.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

In my understanding of public art/media art — and from my own personal experience —
this would be highly difficult to conceive due to the practicalities of technology:
conversations within media art and the public are always dominated by the those
practical ramifications of the media, and this sets up a relational hierarchy. For example,
an interactive projection screen in a public square in which members of the public can

affect how projected objects move is not truly collaborative, as the technology has
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delineated the edges of the experiences, rather than allowing the public to have an equal
say in how the ‘art’ is experienced and what the ‘art’ actually is... Technology gives us
borders, be those borders of practicalities (power requirements, cables, etc) or borders
of knowledge (coding, training, education, etc)...And while ALL art has these borders,
these are more delineated and insurmountable borders within media. I do not suggest
there cannot ever be a public/media art project that can be found under the same
umbrella, but only that the practicalities set up up a hierarchy that is prohibitive to true

relational exchange.

7. What does public space mean to you?

I conceive of public space in the same way as Chantal Mouffe: “Public spaces [are] the
battleground in which different hegemonic articulations are confronted. They are plural,
always striated and not smooth. Where there is no undetermined sense of unity: there
always exists a multiplicity of struggle.” (C. Mouffe. (2007) ‘Agonistic Politics and
Artistic Practices’ (Lecture) Glasgow School of Art, Glasgow, 2nd March.) In this way,
public space is always heterogeneous and contested, and any space that does not contain
some friction of different wills/hegemonies in conflict is not a public space. Those are
spaces that are socially homogenous or ameliorative are wholly governed by the

dominant hegemony and (often) highly repressive.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

I do not think public space changes that much between cultures. I would agree that there
are indeed different experiences, cultural expressions and desires, but public space as a
human condition is one that is in-line with Mouffe’s quote above: it only begins to
occur in formulations of difference and via conflict (be that ideological, conversational,
social or violent nature). Some cultures encourage more exchange and more expressions

of difference, and others are more repressive spaces.

9. Which skills (if any) are required for participants/audience to be a part of your work?
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A willingness to enter a conversation and the freedom to be critical as well as self-

reflective.

10. From your own experience, who is interested in public art/media art projects?

I don’t have enough context to answer this question: do you mean which publics?
Which institutions? Which countries? Which kind of public/media art projects? It is too

broad to answer.

11.What role (if any) does psycho-geography and situationist theory play in your work?

They are the lineage of my work, and so they are important to consider in how I do not
‘repeat the past’ or try to ‘re-invent the wheel.” In this way, they are more important to
the ‘art world’ and how I present the work in that lineage to colleagues, funders,
organisations, rather than being important to the ‘work.’ It is important that other art
historical references are credited too, and the contributions of G.R.A.V.; the history of
Community Arts in the UK; the Argentinean ‘social” works from the 60’s; the Artist
Placement Group; artists like David Harding; the history of Performance Art - to name
but a few - should be included in this lineage and should be all be considered as equally

as important as those more ‘art historically respectable’ examples you give above.

12. Have you ever worked/exhibited inside a gallery/museum space? How differently is

it to work in the public space and why are you interested in this?

It is possible that the gallery/museum can be conceived of as a public space, and I have
worked in a few contexts where this is not only possible but also highly productive
(e.g., Atelier Public #2 at the Gallery of Modern Art, Glasgow (2014)), and so I do not
exclude the gallery/museum space outright.

13. Name a project you are working on now.

Several projects: one in collaboration with a community in the North West of England

who live along a canal, and a few research projects that explore the history of
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‘participatory practices’.

14. Would you define yourself as a public artist and/or media artist?

No. I would call myself an “artist’. I do not find classifications useful, and only actually

work to create more silos in the world.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

It is important to include the discussion and contribution of new media in both art
history and human history in general, of course! I think of all art as ways to ask
questions about the world around us: Media art has asked many questions about form,

function and purpose of art, information and interconnectivity in the world today.
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Cara Ann Simpson

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I’ve been interested in public art and media art since high school. I remember
discovering Vito Acconci’s work Seedbed (1972) and being both reviled and fascinated
by it, and it led me to question the static nature of my practice at that time (first year
university, 2005). It was then I started toying with performance work in public spaces,
and using media as tools within my practice. Later, around 2009 or so, when I started
developing Noise Cancellation: disrupting audio perception was when I really came into
media art, and started playing with the divide between the gallery environment and

public space.

2. Can you please tell us about a project you realized in public art space?

One of my more memorable works that engaged with a public art space was something I
started developing at university. This work initially began as A white painting in
public (2006), which was all about shifting a plain white canvas around different public
access locations in my home town of Toowoomba and recording the reaction of people
who walked past it, or read my ‘instructions on appreciating a white painting.’ It was of
course a tongue-in-cheek commentary (and homage!) on conceptual and performative

art from the 1960s.

This work then evolved into You are now an artist in this space (2008) in which I set up
designated areas in public spaces with microphones and speakers projecting people’s
everyday sounds moving and interacting through the space back towards them and at
other people outside of the space.

3. How has audience participation shaped your projects and given you feedback?

I am very interested in audience participation — whether it is in a public space, or a more

static gallery environment. I am very intrigued by the psychology of spaces and how
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they alter and change social atmospheres. The early works mentioned above really
informed my later practice where interactivity and bodily function became the primary

focus.

4. How central is interactivity in your work?

Interactivity is integral to the conceptual development as well as production and
presentation of my work. My work seeks to observe and learn more about how people
interact and engage with sound in different situations, so interactivity is one of my main

focal points.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

Having written quite a number of academic articles, essays for exhibition catalogues
and personal artist statements, I have become more wary of how we (artists, curators,
arts/heritage/cultural interpreters) ‘dictate’ our ideas through the written word that
accompanies artworks or exhibitions. I do like people to discover my work on their
own, and find a sense of play or exploration in doing so, before they read any other

material (if they choose to do so).

Sometimes this has ended with hilarious results where what seems apparent and obvious
to me (e.g. Lie down here and stick your head there and look at that and experience
this), is not at all logical to the non-artist (anyone but me!). This in itself is part of the
work — and most people really want to try to figure out the puzzle to ‘make it go’ or find

the hidden image (which I didn’t think was hidden!).

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work.

Absolutely — refer above.

7. What does public space mean to you?

267



Public space is any space utilized by members of a community — whether it is
something as simple as a footpath or alley, or a more complex space like a community
hall or library. Public spaces are environments for people to travel, communicate, rest

and play.

8. Having worked and lived in different countries (if applicable) how differently is

public space perceived in your opinion?

N/A

9. Which skills (if any) are required for participants/audience to be a part of your work?

I am really interested in trying to develop inclusive artwork, designed for the
experiential, so minimal skills are required from participants — usually some level of

hearing is beneficial and ensures a level of enjoyment / satisfaction from the work.

10. From your own experience, who is interested in public art/media art projects?

The people who experience it and take the time to realize that they are involved with an
artwork! This is the magic of public art and media art projects — many people of diverse
backgrounds and interests can become interested in public art or media art if it is
presented to them accessibly and approachably. I am often surprised at the individuals
who seem to gain the most from my works — often people who have never had an
interest in public art or media art and are fascinated by the idea and want to engage with
the artwork, and find out more — not just about the particular work they’ve experienced,

but public art, media art, sound/installation art etc.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

Both of these play a fairly important role within my practice — certainly whenever I

produce artwork / installations and present them I am also crafting / designing situations
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to lead people in certain directions for an experience. One of my more subtle intentions
(through my decisions in included sound, design etc) is for people to question the
impact of capitalism on society, or at least to question the everyday and inane or

mundane.

Additionally, by primarily using field recordings of cities from around the world, as
well as different rural and remote recordings and bringing them into ‘foreign’ spaces, I
am querying the original intent behind psychogeography, and playing with it through

new media.

12. Have you ever worked/exhibited inside a gallery/museum space? How differently is

it to work in the public space and why are you interested in this?

My artwork is primarily designed for gallery and museum spaces, and I love the
differences between working in the gallery/museum environment and the public space.
There is definitely behavioral psychology that alters the way people interact in different
spaces, which is particularly obvious in galleries and museums.

13. Name a project you are working on now.

I’'m currently quietly working on my interpretation of an artist’s studio with a big build
in the works over the next few years, while I’ve been steadily working on the imagery
and audio for the past 2 years. This work is very much about holistic experience and
transportation of environments through the hyperreal.

14. Would you define yourself as a public artist and/or media artist?

Media artist.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?
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This is a huge question! I don’t think any discussion of recent art history is complete
without new media. What is interesting is that technology has gouged its own genre
after inserting itself slowly for decades. Artists’ have always been fascinated with

technology and invention, so the inclusion of new media seems a natural progression.
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Mari Velonaki

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I am working in the field of interactive installation and robotics, and I've studied

interactive media art at the University of New South Wales in Sydney.

2. Can you please tell us about a project you realized in public art space?

N/A

3. How has audience participation shaped project and given you feedback?

All my experimental art work and robotics research involves interaction between

members of the audience and embodied agents. Audience participation shapes and

informs the next stage of my work.

4. How central is interactivity in your work?

It is in the center of most of my projects, since my work involves interactive systems

and responsive spaces.

5. Does the audience understand your aims and responds accordingly, or gives you

some ideas about an open-space discussion with the art work?
It is not my concern if my audience “understands” my aims or not because I design
interactive environments that invite experimentation and, hopefully, reveal complex

behavioral patterns emerging between the interactants and the work.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?
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N/A

7. What does public space mean to you?

A space where every single member of the public has free access and can participate.

8. Having worked and lived in different countries ( if applicable), how differently is

public space perceived in your opinion?

Local culture shapes and redefines what is “public”.

9.Which skills ( if any) are required for participants/audience to be a part of your work?

No skills required.

10. From your own experience who is interested in public art/media art projects?

I don’t have expertise in this area.

11.What role (if any) does psycho-geography and situationist theory play in your work?

Situational context plays a major role when I design a new robot or environment.

12.Have you ever worked/exhibited inside a gallery/museum space? How differently is

it to work in the public space and why are you interested in this?

My work is predominately exhibited in museums and sometimes in galleries.

13. Name a project you are working on now.

A new responsive robotic system that incorporate touch.

14. Would you define yourself as a public artist and/or media artist?
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Media artist

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

Media Art is simply an integral part of Art History.
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Ekmel Ertan

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I am an electronics engineer by education and worked as an software design engineer
internationally for many years. My entry to art is the photograph; starting from 70s I do
photography, later I opened exhibitions. My interest in art and my educational and
professional background met in “multimedia” as it is called at the time. Then in 99, I
started teaching at Visual Communication Design departments of Universities in Turkey
which I still continue with. Design evolve into art in my courses and teaching, then with
a group of people who later founded amberPlatform/BIS (Body Process arts association)
we felt the need for an independent organization and a new node to create and collect
the community. Hence we started amberFestival. In this process I started creating

artworks as well but mainly I acted as artistic director, curator, and organizer.

Since I started with the utopian approach to the art and technology, that I still believe in,
I always took “new media” as an art movement not a genre or a “technic” of making art
and this movement is revolutionary and against current state of the capitalism by using
its main tool as an artistic weapon. Being as an anti-capitalist I believe art should be
public, should not trapped in the galleries, the contemporary art institutions of liberal

capitalism and neither the market.

2. Can you please tell us about a project you realized in public art space?

One of my works in public space was The Cube, which was an iron cube 0f 80cm with
QR codes cut out on 3 faces looking upward, placed on the corner cut to put on the
floor. It was an object, a sculpture and an interface connects viewer to an online gallery.
Artwork as a gate to artworks. It was a inside-out gallery. It was exhibited in Bishkek,

Den Haag and Antalya.

3. How has audience participation shaped your projects and given you feedback?
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It was not as I expected; at the end it was an art object on the public space which keeps
its distance with the audience. That actually changed my understanding of public art
into say community art or collaborative art. To exhibit an artwork in a public space does
not make it public art. Public art is now I believe is type of art target the public in
general but communities effectively and places a common problematic in its kernel. Art
is to make life better and beautiful in general for all. Art is for good life that means it
has to deal with topics from environmental problems to war casualties from inequality
in every field to hate crimes, etc. There are certain acts that are more artistic than

artworks. ..

4. How central is interactivity in your work?

Interactivity critical for me for two reasons, first it gets the audience involved, invites
the audience to participate, to take an action, to act instead of a passive stance. Secondly
interactivity brings technology into the art. Audience both can easily access to artwork
through its technological component and learn more about the technologies of today and

possible future that leads her life.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the artwork?

See above.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work

These are not conflicting ideas. An artwork in the public space can also be a media
artwork both interactive or not. The Cube that I mentioned above was a public media
artwork but it was not interactive. But of course a public artwork can also be interactive.
An artwork is a public artwork if it is in a public space and it is a media artwork if it

uses information and communication technologies as its medium.

7. What does public space mean to you?
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Public space is the space that is not owned by any person, corporate or a legal entity but
belongs to the public in principal. But in practice public space is the space not owned by
the private sector but the public sector. Public sector is not the public. Moreover public

sector can make decisions about the public space in the name of the public.

We are loosing our public spaces as we loose our freedom or vice versa. Public places
own and either privatize by public sector or converted into pseudo public spaces. Or
police forces prevent you from acting freely and communicate directly in public spaces,

if not thought-conventions of the society.

Public spaces are the meeting places of people form different classes, different
traditions, different background and so on. But it is more and more becoming separated,
coded-places by class mainly or subcultures and groups as the quality of the democracy
decrease. Therefore public spaces are important more than anything for the artist and for
the art to free himself/herself and itself from the rules and relations of the art market and

carry both his/her or the art’s mission for a better life now and in the future.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

It is different in many ways regarding the tradition and the culture of the society in
every country. But the mission and importance of the public art is same! All countries
needs more art in the public spaces, on the streets; art should occupy life in every
respect but not as an object of the market.

9.Which skills (if any) are required for participants/audience to be a part of your work?
It is sometimes needed to have a practical knowledge about daily technological devices,
like smart devices. But some works are more initiative you do not see the technology in

the front, just act normally and respond may give you a clue.

10. From your own experience, who is interested in public art/media art projects?
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N/A

11. Which role (if any) does psycho-geography and situationist theory play in your

work?

N/A

12.Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

N/A

13. Name a project you are working on now.

N/A

14. Would you define yourself as a public artist and/or media artist?

I am a media artist, who also make public art physically or in the network. Above I did
not talk about the electronic spaces, networks, etc. Those are also public spaces. But I
am a curator, artistic director, art manager more then an artist. I replied above questions

mostly from this perspective.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?
A lot! Just refer some names like Edward Shanken, Oliver Grau, Lev Manovich and

some others. Manovichs last work can be considered to be about how to change the art

history with the new technologies.
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Klara Ravat

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

It took me a long time to decide fully for art practice. Once I was out of high school I
enrolled in the school of Medicine in Barcelona, I always loved science and I felt
somehow in responsibility with people’s health, but that goes too far beyond my
background in arts. Anyhow, I’ve been raised in a artist family, my father is an sculptor
and my mother an art restorer. With that comes a lot of museum and gallery visits while
growing up, as seeing your most close people devoting themselves for art. So when I
was a teen I refused accepting where I come from, all my roots, and then deciding for
the med school. However, few years later I couldn’t stop my hands. My partner at that
time gave me as a present a Polaroid camera and a Diana+ (Lomographic photo
camera). | started picturing everything. There was a click inside me. I left the med
school and moved to The Netherlands to study in the Art Academy (KABK). I didn’t
want to study fine arts or design, which is the biggest offer in Barcelona, where I come
from. So in NL I could find a quite experimental department that look like they would
allow me to experiment and investigate with several mediums, and started producing

media arts and experimental films.

2. Can you please tell us about a project you realized in public art space?

While taking part of the Sound Development project in Belgrade and Athens I
developed two methods of smell walks. The idea behind a smell walk is to walk around
the city sniffing all sorts of urban elements one can find in their way: from walls, to
railways, trashcans, people’s fragrances, markets, etc. In Belgrade I met a group of 7
people and walked them thought a established route I prepared while my stay in the
city. I provided them all with a map with the route, latex gloves, plastic sealing bags,
cottons and a 30mL glass bottle to be filled in. I have asked them to recollect the objects
they were smelling in the streets, at least a part of their components. Also I provided
some papers where you were guided to describe the scent of the recollections (location,

scent intensity, impressions...). Later on, in Athens, I offered two one-to-one private
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smell walks. That way I could take my time to converse with the participants and speak

about what we were smelling.

All of this was part of the research for the project smell scapes, which was meant to
investigate the urban scents of Belgrade and Athens, study them and figure out if both

cities have a distinguished smell.

4. How central is interactivity in your work?

Besides producing media works and installation I’'m also an experimental filmmaker.
Regarding to my films there is not much interaction. But when I produce installations
that relate smells to the spectator then interaction becomes a key aspect on the work
delivery. For example, the SmellSCAPES project concluded being a embodied
performance, where the audience will be guided by an audio, to smell the bottled scents
of the trip , as they will be slowly introduced to poor some drops of fragrance on certain
parts of my body, to later, collectively smell them. Can you imagine? That’s real

interaction, 12 people smelling a human body at the same time!

5. Does the audience understand your aims and respond accordingly, or given you some

ideas about an open-space discussion with the art work?

N/A

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

I think public art and media art can be or not find under the same umbrella. There are
plenty of options and possibilities for both classifications of art. In my case, I don’t
think a smell walk can be considered either of both, it’s so volatile and performative

that I’m not sure it stands for public or media art definitions.

7. What does public space mean to you?
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Public space to me means shared space, a place for everybody, somewhere were the

coexistence and the connivance of many persons, animals, things, thoughts meet.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

I have lived in Barcelona city center, Valldoreix and Sant Cugat, some sort of dormitory
small cities (also in the province of Barcelona), The Hague (center and Leidschenveen,
almost close to the farms) and now in Berlin. Public space is perceived so so differently
in each city, even when they belong to the same country. For example, in Barcelona
center everybody hangs out in the public space, it’s part of our lives, living in the
streets. We do what we wish to do in them (even sometimes with some trouble...). The
clearest example is the square in front of MACBA museum, that’s my favorite example
of what public space means to me: there is a great mixture of skaters, people from
Pakistan and India who live in the neighborhood, tourist, students from the universities
across the road. We all hang out in the same space, and it’s fun. In the other hand, in
The Hague I felt public space was only meant to be a route, a path that bring you from
spot A to B, practical to walk and drive through but not pleasant to make you feel like
staying. The contradiction comes when you analyze the amount of public art in both
cities. Barcelona’s art in public spaces are graffiti’s and sometimes performances from
some art collective that works with garbage (they arrange trash), you should see the
garbage collectors, so confused! "Shall we pick it up or not"? In The Hague there are
often lots of sculptures being exhibited in the main streets. All clean, without any
graffiti’s. Then, in Berlin public space is huge, streets are a bit intimidating. I think
public space it’s perceived also as a shared place like in Barcelona but the weather often
is not so warm so you don’t want to be in the street in winter. But wait, only the fact
that Spatkaufs (shops open 24h) have some tables and chairs in front of them already
shows the attitude, the street is for everybody!

9.Which skills (if any) are required for participants/audience to be a part of your work?

I do art for everybody who’s open to unusual experiences. No skills required, only an

open mind.
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10. From your own experience, who is interested in public art/media art projects?

Everybody! I don’t believe in art borders.

11. Which role (if any) does psycho-geography and situationist theory play in your

work (if any role)?

Each space, place and city makes me feel different, so I produce different works

depending where I am. But I don’t go further into psycho-geography theories.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

Yes, I have exhibited in Galleries and Museum spaces. Somehow feels way safer than
public space to me. You don’t need to worry about the materials, weather, unexpected
interactions. I think pieces produced for inside spaces are quite different than the ones

produced to be outside.

13. Name a project you are working on now.

Right now I’'m busy with several things at the same time. I’'m working on a new 16mm
film with the footage I shot in the region of Pelion, Greece. Also, I started programming
an evening of experimental film screening called Photoplay series here in Berlin. It will
take place once a month in a new space called Spektrum. I’'m developing further the
Smell Scapes performance I presented in Athens, so it can be showed in any city and
context. And last but not least, I’'m very motivated by the monthly community meetings,
Smell Lab, I’'m coordinating together with Claudia Mannigel. We aim to build up a

network of olfactory researchers, also we are working on a new work together.

14. Would you define yourself as a public artist and/or media artist?

I always define my-self as an experimental filmmaker and olfactory artist. However, if I

go in detail I always mention that I produce media works. There are some wild
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combinations of mediums in my works that can’t be called anything else but media

pieces since they need the use of new technologies, digital art or biotechnologies.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

How does any medium contribute to art history? I consider new media as a new genre in
arts and as any genre generates dialog with art history. Maybe we are too close to it still
to be able to read how new media contributes to art history. My wish is that thanks to
digital art and the accessibility to internet art history becomes a fairer story teller, not

leaving women aside from it, as many times has been done.
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Ana Carvalho

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I have a degree in visual communication and had almost ten year of experience as
graphic and web design before I started to work in art projects. My first projects had to
do with publications online and gradually these and other, new projects, became more
experimental, to include video, animation, text and photography. I got interested in live
performance in 2004 and after exploring many ways of combining images live by
experimenting with software and experimented in the local club, moving from web-
based platforms to physical spaces. Soon after, the context changed again as I got

involved with various other artists and curators.

2. Can you please tell us about a project you realized in public art space?

As part a group called Art in Hidden Places, based in Cornwall, we developed The
Christmas Project (2005) (http://vimeo.com/26837545).

3. How has audience participation shaped project and gave you feedback?

During a couple of days, the experience of walking on the winter streets of Falmouth
(Cornwall) was different due to the projections on the windows of many buildings. The
act of looking up, by curiosity, motivated others to do the same. The mood of people
interviewed for a video documentary of the event changed when confronted with the

videos.

4. How central is interactivity in your work?

Although the work mentioned above is not central to my practice, audience participation

is fundamental either through inducting a feeling or sensation to something more

interactive. Interaction, especially through technological mediation, is less relevant.
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5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

Depends. On the project mentioned above, it was very clear the impact it caused in the
audience. But this has to do with the nature of the work. On my performance work this
is less obvious. I came to think that the audience express clearly generic likes and

dislikes but is less involved in a deeper argument.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work.

Back to the same example, The Christmas Project, we have used 8mm film and
projectors collected beforehand by the community. From these, some were given and
others borrowed from the local community. Some of the people who lend us the
projectors and films also allow us to use their windows to project on. We have created
an installation, which can be called public art, without new media, but simply media /
technology, in collaboration with the community. If this was a process that suited
perfectly for this project it may not be appropriate to another one. Each project has an
appropriate way of relating media with public or audience, I would say, in a unique

way.

7. What does public space mean to you?

Indoor and outdoor space that people use for common activities (from walking to

playing).

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

Indeed, public space is conditioned by a range of elements from weather conditions to

social codes.

9. Which skills (if any) are required for participants/audience to be a part of your work?
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No skills whatsoever. Perhaps just a disposition to break from the fast everyday life

rhythms and let go.

10. From your own experience, who is interested in public art/media art projects?

Everyone, potentially.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?
The Situationists are a major influence but this is not apparent in any of the works.
Their influence exist in the way of thinking about interrelation with others through art,

not just with audience but generically to affect collaborations and other relationships.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

I have done both and it has been very different in all aspects. I have worked in public
space collaboratively and in the gallery with my own work (performance) which
sometimes is collaborative but follows pre-existent norms.

13. Name a project you are working on now.

Several, actually. One of them is a collaborative performance, which follows a
dramaturgy, developed from the features of a specific space where it will be presented.
It’s a very peculiar historical space and will unveil ancient stories of this space.

14. Would you define yourself as a public artist and/or media artist?

Performance artist. I think all arts require media to convey the idea/thought.
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15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

New media is part of art history. Media is also the basis of documentation and therefore

fundamental to the very concept of history.
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Roberta Buiani

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

I have no formal training as an artist. I do as I go. I am a self-learned media artist but

learnt how to collaborate an now I do a mix of media and public art

2. Can you please tell us about a project you realized in public art space?

Transitions in Progress is the latest. It is a collaboration with 2 other artists. It is a
mobile lab, a performance/interactive installation, an exhibition and an online
repository; you can find more at space-for-place.ca.

3. How has audience participation shaped your projects and given you feedback?

I take in all sorts of participation: donated and found objects, drawings/artworks/poetry,
aural (mostly, as people don’t want to be seen but like to be heard) and visual. Usually
audience participation becomes a part of my work.

4. How central is interactivity in your work?

There would be no artwork without interactivity. That’s also why I do art.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

The audience helps me readjust my work and I welcome their comments and

suggestions.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?
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An example: People contributing images and other material to a Google map or
inserting their messages into an anonymous irate box.
7. What does public space mean to you?

A space for everybody who needs to be understood and respected.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

Here in North America public space is never completely public, it belongs to the city or
the crown (province or the federal government); it is never free to use casually, and you
need to get permission in order to use it (there are exceptions and loopholes).

9.Which skills (if any) are required for participants/audience to be part of your work?
None

10. From your own experience, who is interested in public art/media art projects?
General population likes it as an entertainment and because they are curious. If the
technology used is very sophisticated, they will be attracted by it and the content won’t
be particularly interesting (they think it is a game). If media and other aspects are well

integrated, they will engage more, and more thoughtfully.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

Definitely always been a great inspiration.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

I prefer to work out on the street, but I did 3 exhibitions of my work, and they were very
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different from what I do in other non-conventional spaces.

13. Name a project you are working on now.

The Cabinet Project. I will take over some abandoned cabinets at the University of
Toronto and have artists install their work inside them. Work will involve interaction
with scientific objects from the various university collections. The result will be a
distributed exhibition. It’ll open in March 2017.

14. Would you define yourself as a public artist and/or media artist?

Interdisciplinary artist.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

They are not new anymore. We should just consider them just as “media”.
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Tapio Makela

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

For me, art in itself is not my main interest, but the variety of forms of creative
expression — just as much as in design, documentary journalism or education. However
what I find truly inspiring and liberating in working with art and artistic expression is
that it is virtually limitless, which can take us wherever our imagination allows. Art is a
magnificent vehicle with which to question our preconceptions, look at alternative
realities, to open our minds for unanticipated options. Art is to design what science is to

engineering. And in media art artists and creators need to dip a bit into all these fields.

My own creative work is usually a contribution into a team effort, with a range of
professionals involved, where my role is to implement, interpret, illustrate or express

the plot or story using my own tools and skills.

As an educator again I focus on inspiring and curating aspiring talent to find their own

solutions.

2. Can you please tell us about a project you realized in public art space?

One recent public art project I recently worked with was Hey, Homo, directed by Jaakko
Pesonen, which was a live video that reacted to people moving past it, yelling “Hey,

")

Homo!” to them to catch their attention and raising questions about stereotypes and

prejudices on homosexuality. It could be described as an interactive monologue.
3. How has audience participation shaped your projects and given you feedback?
I think I’ve learned to not try to be too clever with multiple layers of abstraction. It’s too
easy to outsmart yourself in complexity, and depending on where you exhibit you can’t

manage when the audience joins in or leaves the piece. The most rewarding way to

analyse audience participation is by observing, I think it is more telling than for
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example interviewing.

4. How central is interactivity in your work?

It’s a component, one of many. I usually focus on the generativity of a piece and the
experience of the audience first and foremost. Interactivity is can be used as a
component of audience participation to enhance immersion and engagement. The actual
depth of the interactivity into the generative layers of a piece is not as crucial, and I also
find it very interesting to work with projects without active participation, where
audience observation and input happens without active engagement but rather from
experiencing the piece. For example a theatre audience does not consider itself an active
participant in the play, but nevertheless the performers actually observe their audience

and adapt in a variety of ways.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

It varies. Again, I think audience feedback is relevant, but must be interpreted, just as

the feedback is their interpretation of the work.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work.

I don’t think they are mutually exclusive at all. Since our media landscape anyway has a
very public image, it’s only fair that there is component of media art that happens in the
public sphere as well.

7. What does public space mean to you?

A public space is an area which anybody and everybody can enjoy freely, without major

restrictions, expectations or obligations.

8. Having worked and lived in different countries (if applicable), how differently is
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public space perceived in your opinion?

I’d love to have a simple answer to this question, but it would really be a guess.
Referring to my own definition of a “public space’, which is rather idealistic, I think the
local cultural variations have to do with the limitations to the freedoms that make a

space public.

9.Which skills (if any) are required for participants/audience to be part of your work?

Hopefully none. I don’t think an audience should need to have ‘pre-requisites’ to enjoy

an artwork. It’s the job of the artists to make the piece find and fit it’s audience.

10. From your own experience who is interested in public art/media art projects?
Everyone is. Even those who say they don’t care or are critical. Especially people who
are critical. Sometimes it is because art is not necessarily just a pleasant sugar coating of
beauty, but can also expose us to uncomfortable questions about our being. We should
not be afraid of that, but should encourage artists to keep working. Art should be the

vehicle we use to explore our collective boundaries, also in public spaces.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

No particular role.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?
Yes, I have worked in galleries and museums too. The major difference is the
preconceived notion by the audience that they have actively engaged with a ‘work of

art’ while in a public space ‘art’ comes to the people.

13. Name a project you are working on now.
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My most current project is a more traditional theatre production where I built the quad
projector videography for a full two act play for Maa-tuska by Juha Mustanoja.
Augmenting traditional theatre with new technology is quite rewarding since there are
so many layers to draw from, and when everything happens live there is a great amount
of variables and improvisational components at every level, where still everything must

click for the performance to work.

14. Would you define yourself as a public artist and/or media artist?

Since I’'m already juggling between identities of being an artist, researcher or educator,
adding an additional label feels strenuous, but computational media is definitely my

material and mode of expression, so yes, it would be media artists.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

New media is one more step into an even more diverse spectrum of artistic expression,
with an even wider range of variations. New media and media art is not isolated from
art history, but draws from it and includes it’s own past at a continuum. With
computational powers constantly increasing, Al and algorithmic advances it also creates
huge opportunities for artists in this new medium. Different fields are also merging in
unprecedented ways, a visual artist who is working with autonomous Al becomes more
like a director and a curator, without giving away any of the creativity. The technology
is still completely instrumental for artists and designers, as it has always been. Artists
have always been experimenting with materials, and new media is just another

computational material in the long history of art and artistic expression.
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Tasman Richardson

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

In art college I joined a radical group of public performance event / happenings makers
called PO PO. That stands for post post modern modern neo contemporary. It was
violent, absurd, and very much focused in the anarchistic concepts of temporary

autonomous zones and chaos magic.

Around the same time as PO PO (1996), I wrote the manifesto for JAWA (1996) and
formed the JAWA collective (1997). The aim was to transform media, stealing from the
existing discarded recordings of popular culture and then using rapid, entropy inducing
edits, mesmerise viewers into a state of absolute now-ness. The method was founded on
the cut up by Gyson and Burroughs but advanced beyond literature to include sound and
image being cut simultaneously. The resulting jump cuts produced a kind of blooming,
layered memory unfolding in the audience. Rhythmic edits also meant that beats
encouraged the heart to follow while flashes in light encouraged the nervous system to
follow. The synchronising of both biological functions created a high anxiety thrill. This
then, was an effective means for attacking the spectacle with a spectacle, in other words,

a self reflective critique of the medium.

2. Can you please tell us about a project you realized in public art space?

I have numerous public artworks, some are public performance, others are large-scale

museum installations free to the public.

Necropolis was my largest exhibition, consisting of a superstructure complete with
ramps, walls, ceiling, rear projection screens, CNC router wood cut-outs, infra red
cameras, etc. The entire piece consisted of six individual works that linked together
through winding pitch black corridors. Each room would confront the visitor with a
specific experience that focused on the nature of video, in some cases the decaying

generation loss of signal, in other cases the oversimplification of iconic content, or the
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illusion of movement and depth as defined by the lens (space) and the recording (time).
As a whole, the installation attacked the senses with absence and darkness to frame the
actual video elements more sharply. The installation took up the entire available space
in Toronto’s Museum of Contemporary Canadian Art, and required constant security
and maintenance. Because each of the six works were an extensive, complex, piece in
themselves, It’s difficult to summarise here. I would be happy to send you descriptions
for each of the six rooms in order along with video documentation of a full walk

through if you’re interested.

3. How has audience participation shaped your projects and given you feedback?

I prefer to consult with my peers when I’'m making new work because I value an
informed opinion over an uninformed reaction. Rather than make work to catch a broad
audience, I target people that are already knowledgeable and familiar with media art.
This means I can evolve the work further rather then always backtracking to explain the
foundations. In the end, I do try to appeal to a broad universal experience though, by
layering the experience of the work... first contact being sensational, further reflection
being clearly structured and suggesting at further meaning, finally, deeply investing the

work with more absolute theoretical concepts.

4. How central is interactivity in your work?

I believe all art is interactive and that the recent need to categorise electronic media as
interactive is a forced or contrived mistake. My work has always considered the
experience of the audience and very deliberately works to manipulate the memory /
recall / immediacy of the audience. This is true for both my live performances as well as

my installations.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

N/A
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6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

All my installations that involve public access and public funding use media to immerse
the audience in time rather than have them stare at flat screens. I don’t use literal
narratives and instead prefer segments of loops that suggest no clear start or finish so
that people take on the role of a playback head, similar to how a vcr reads a tape, my
audience passes over the constructed path I’ve laid for them, at their own pace, but

guided by my content / distractions / sensations. Necropolis is a prime example of this.

7. What does public space mean to you?

Access for all, without charge.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

Europe has a strong history of squatting and taking over disused space. There’s strong
support, even legislation for people to do this in Europe whereas, in north America, this
kind of freedom to occupy over time doesn’t exist. Europe has a stronger, or possibly
more successful activism as a result. Japan on the other hand, is the most restrictive and

crippling for the arts and activism regarding public space.

9.Which skills (if any) are required for participants/audience to be a part of your work?
Seeing, hearing, remembering, and mobility.

10. From your own experience, who is interested in public art/media art projects?
Children are the best audience, though much of my work is too severe in subject matter
for them to experience. The best audiences are unjaded and willing to risk

embarrassment by opening up to the work, making themselves vulnerable. This trust is

difficult to develop but over time I think people have come to trust that I don’t use irony
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and I am absolutely sincere in my offering to them. I would never induce discomfort for

gratuitous reasons. I only hope to recreate the experience in them, that I myself have.

11. Which role (if any) does psycho-geography and situationist theory play in your

work?

An enormous part of my work is influenced by Guy Debord, Bryon Gyson, Burroughs,
and Marshal McLuhan. My JAWA manifesto, as I stated above, was deeply rooted in
manipulating the unfolding memories of audiences, provoking and altering thresholds
of entropy, and suspending the sense of time and space. From it’s inception, JAWA
sought to appropriate from the existing wasteland of recordings to attack the industry of
both news and film, fact and fiction, high art and low art. Interestingly, many years later
in 2002, my friend that founded PO PO and myself having founded JAWA joined
together to form the international media arts collective FAMEFAME which focused on
a very situationist style approach to manifestos, declarations of war / competitive media
art making and spectacle driven video Colosseum competitions (Videodrome). I
disbanded FAMEFAME in 2007 due to conflicts within the collective and it’s
commitment to the FAMEFAME manifesto. Sadly, part of our mission was to critique
recordings and bring people into the now. This means very little was documented and a
great deal was deliberately and recklessly destroyed as an act of defiance against the

culture of accumulation.

12.Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

Yes, and I treat them the same. In my experience, museums are public spaces. Galleries
are private, but when I’ve shown, I’ve always requested that they be conducted as
though they were public, with considerations for the public.

13. Name a project you are working on now.

I’'m developing a live performance using four vintage cathode ray televisions. The TVs

will be manipulated electrically, by having musical notes converted into raw power like
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a dimmer switch for a light being controlled by a piano. low keys are less power, high
keys are more power. the result is a very expressive, abstract noise on the screen, as the
electron gun fails and shudders. The electrons themselves are highly radioactive and
violent so when I attach a wire to the screen, I can hear the sound of this violence and
then amplify it out of a sound system. The TVs will be piled together and then
surrounded by mirrors so that they reflect forever in all directions. I’ll project this large
along with the sound. as the signal dies, a new unpredictable noise emerges. The only
way to get a truly new signal effect is to cut off the power completely. This cutting and
regenerating of multiple screens inspired me to call it Hydra. It’s an instrument really,
and though I’ve performed with it before this will be an entirely new composition. This
new use is for a group show I’m curating in January 2017 in Toronto. The them of the
show will be artists that produce live abstract expressionism through electronic media.
It’s an attempt to demonstrate the power of expression when signal replaces the limits

of the body. I call this one night only event, The New Flesh.

14. Would you define yourself as a public artist and/or media artist?

Yes and yes, but primarily I am a media artist, regardless of where I exhibit.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

New media are for the most part sophisticatedly evolved recordings. Since this allows
us to record with greater clarity and larger storage, I think the impact is enormous. It
also means that the range of expression and hybrid possibility is vast. the vastness can
result in a kind of option paralysis. What’s worse is that the need to turn the camera on
ourselves encourages a terrifying existential crisis of self. People become trapped in a
kind of Panopticon where they are both prisoners and guards. The anonymity of the
internet encourages parasitic relationships between escalating forms of exhibitionism.
Worst of all, the accumulation of detail and content in mass amounts tends to devalue
the very nature of information since it begins to cease to have relevance and eventually,
like a bad smell in a room, our minds turn away from it, creating an involuntary

information blind spot. This kind of streamlined radicalisation is a terrible side effect.
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Tegan Smith

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art

I was a political activist long before I became an artist. I did interactive mechanical
sculpture at graduate school and got involved with InterAccess Artist Run Centre where

I met amazing technical wizards/ artists.

2. Can you please tell us about a project you realized in public art space?

I have done interactive work in galleries and some performance/participation pieces in
public spaces. More interesting to me was developing a project called Haul Out on

YouTube. Public participation came in the form of comments and stories from viewers.

3. How has audience participation shaped your projects and given you feedback?

After showing work in galleries, I used my website to extend projects in a different
media and then started projects on the internet. Beginning the Haul Out project in social
media came from responses to that work. I chose subjects for the videos based on
emails and comments from viewers as well as topics that came up in social media. Haul
Out has made me see the limitations of doing internet projects without personal contact.
It does avoid the issue of what’s in it for the participant and how much you can you

expect from people in completing your work.

4. How central is interactivity in your work?

Sometimes it is crucial for the completion of a piece such as in the mechanical
sculptures that need people to do something for activation. Sometimes the public pieces
are just performances. Other times I install work in galleries expecting no particular

feedback and people write long narratives in the gallery book.

5. Does the audience understand your aims and respond accordingly, or gives you some
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ideas about an open-space discussion with the art work?

Usually. Occasionally members of the public not used to contemporary art don’t realize
it’s art. With my walking pieces people would ask what was going on or avoid me

completely.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

It can if you are really in a public street or square as I was with my robot dog project,
although the internet documentation has had many more viewers. I’'m not sure it’s
possible to have a real public piece using the internet which is a business and not under

public control.

7. What does public space mean to you?

Public space means publicly owned space where anyone can go and is subject to

democratic governance.

8. Having worked and lived in different countries (if applicable), how different is public

space perceived in your opinion?

I think there are more ideas in common about what public spaces are than what should
be allowed to go on in them. Ownership and jurisdiction over space - public and private

- is contested in all parts of the world.

9.Which skills (if any) are required for participants/audience to be part of your work?
Being clear from the beginning about what is expected of everyone, although in my own
and other artists’ work, there always seems to be at least one misunderstanding or

objection to the process or result. That may be the most interesting part of doing this

kind of work.
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10. From your own experience, who is interested in public art/media art projects?

I think it’s true of all art that the people most interested it are other artists and cultural
workers. If the work has a specific social basis, people involved in the issue might be
interested. But sometimes they think artists have no business doing work about it and
think we should stick to painting landscapes. Other technology workers are sometimes
interested in technical work and sometimes you can’t tell who will be interested. There

are people who are generally curious.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

They are really important in my walking and mapping projects. I am particularly
interested in ideas of home and away. My walking group discussed what gives a person
access to each space, whether it’s a key, an ID card, a credit card or a certain kind of
body. My Floodgates project is based how water and geographies are influenced by a

range of possibilities from astronomical events to human intervention.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

I have found that my projects have different lives in different media. Some have started
as public pieces, been shown in galleries and became web projects or it happened
another order. It is unpredictable where the most feedback will come from.

13. Name a project you are working on now.

I continue to work on several longterm projects with different ideas and in different
media. I have one multifaceted project on measurement and the human body. Other

work involves participatory work about water and climate.

14. Qould you define yourself as a public artist and/or media artist?
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Both. I also do sculpture, installation and bookworks. I am particularly interested in
stuff and New Materialist theory. Through my (fictional) foundation Tender Loving
Stuff I also consider myself a co-advocate with machines, inanimate objects and what

we classify as living things.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?
The production of communication media has become the economic base of the late 20th

century and early 21st century. New media art is crucial for the celebration and critique

of that reality and will eventually be a part of mainstream art history.
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William Latham

1. Can you give me some information about your background as an artist?

I was a student at Oxford University (The Ruskin School of Drawing), then was at the
Royal College of Art in London studying a post grad in Printmaking in the early 80s. In
87 I became a Research Fellow at IBM UK Scientific Centre in Winchester, where 1
was for 6 years and it was during this period really became involved with computer art
using big mainframe computers and started my long term collaboration with the
mathematician Stephen Todd. After IBM I then set up a studio in Soho, London and did
a lot of work with Rave bands and computer games and became pretty commercial,
finally in 2007 becoming a Professor at Goldsmiths in Computing I finally started my

working practice as an artist again.

2. How did you get first involved and interested in a. public art, and b. media art?

Really started around 1985 whilst at the Royal College of Art in London at the stage the
word media art was not really used. The technology was pretty primitive, but still got
interest results, by using a BBC Micro to program very simple software that would
randomly give me rules to produce large scale evolutionary drawings. These
evolutionary drawings lets to me getting a fellowship and IBM and then producing our

fully 3D Software version, changing the core rules as we went.

3. Can you please tell us about a project you realized in public art space?

Many of my exhibitions have been gallery-based, but often would tour to very public
venues. For example my exhibition of my early computer art The Conquest of Form
toured to The Natural History Museum in London and to the Deutsches Museum in
Munich. My Japanese exhibition the Empire of Form toured to The David Jones
Shoping Centre in Melbourne (open to the general public) and my video installation
Organic TV was shown in the main foyer at the Southbank Centre in London. In 2013
in Brighton we projected my Organic Art Videos on the exterior of the Phoenix Gallery

in Brighton as part of my exhibition Mutator 1 + 2 (which is featured in a new Thames
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and Hudson book).

4. How central is interactivity in your work?

Absolutely central, but it works in tro ways, my interactivity with the software to create
art and the publics interaction with our software to shape the organic artworks to their

liking. The underlying idea is that the user becomes like a Gardener.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

Yes, very much so. From my experience it is important to have the events and outreach
opportunities for this discussion to happen. With my work with Frederic Leymarie at
Goldsmiths and the Bioinformatics group at Imperial, on a protein docking, often those

conversations have science content in addition to art.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

Our PC product Organic Art, developed by my company Computer Artworks Ltd
published by Warner interactive around 2005, was a way of people producing organic
art and sharing it. The user could email the genetic code defining the forms to their
friends which would be re-generated on the other peoples PC.

7. What does public space mean to you?

A space where a wide cross section of people enter, numbers higher than 250 per day or

could be an online software space.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

I do not see much difference between countries.
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9.Which skills (if any) are required for participants/audience to be part of your work?

Ideally none, but experience of using a touch screen or a Kinect can help.

10. From your own experience, who is interested in public art/media art projects?

Science Festivals and Arts Festivals that want to have a pubic impact. Music Festivals

less so.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

None.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

Yes, answered above.

13. Name a project you are working on now.

I am working on a range of different projects at Goldsmiths in the Computing Dep, we
are enhancing the Mutator 2 code so that the PC makes evolutionary visual selections of
it is volition, which is proving to be a very hard problem to emulate a human aesthetic
selection process. We are starting to work taking Mutator 2 into the VR space, so the
public viewer will be immersed in an organic space. I continue to work on a range of
smaller games projects in Unity in the area of Cognitive Neuroscience working with
UCL in London through SoftV Ltd (which I am a co-Director of) and a maths education
games through London Geometry Ltd (which I am a co-Director of) working with
Creative SkillSet for which we have just completed a game called Age of Algorithms.

14. Would you define yourself as a public artist and/or media artist?
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Media Artist.
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Jenn E Norton

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

Here is a bit about me: I am an artist who uses video as a starting point, layering media
and meaning to create immersive, often interactive, works. In post-production, my
compositions are comprised of disjunctive imagery that inhabit a shared realm, where
existing landscapes, objects, and activities become unfamiliar. I immerse myself in the
technologies I employ within my studio practice, combining intuitive and formal

Processces.

The first public showing of my work was of interactive kinetic soft sculptures that
invited the viewer to be physically enveloped within. As a young artist, the notion of
immersion and interactivity was electric for me, as I am trying to recreate the
experiential aspects of my creative process, drawing upon imaginative thinking. This is
also what drew me to video as it served as a synergistic medium for interdisciplinary
practices in which two dimensional, audio composition, performance, sculpture, texts,
and installation could come together. In this, I see further culminations of practices

within public space for making and looking at art.

Media really just seemed like a natural progression for me. Like most children, I
enjoyed drawing characters and fantastical worlds, but decided early on that to in order
for them to be complete, they needed to move. I desperately wanted people to
understand these characters and scenarios as I did, and to place the characters on 2D
planes in motion somehow seemed like an empathetic resolve. I explored rudimentary
means of animation, initially using continuous stationary (dot-matrix printer paper) to
reel illustrated 8.5 x 117 frames through a makeshift Moviola made of paper towel
rolls and a cardboard cut-out stage. Then flip books, stop animation, and pixilation
using an VHS camcorder. By the time I reached art school I was already thinking in

moving images as a communicative means of expression, the lens as a prosthetic eye.

When non-linear editing emerged it allotted an unprecedented virtual tactility for

308



moving images. Its interface, a reservoir of video and audio clips that could be infinitely
altered, reproduced without degeneration upon a mutable timeline, changed the way |
thought about information. I began thinking of time differently, making many videos
that were essentially long form gifs in the aughts, deepening my interest of form,
infinite regress, and the materiality/immateriality of data. I suppose shuffling numbers

around to manipulate content was what lead me to media art.

2. Can you please tell us about a project you realized in public art space?

Site Lines was a multi-tiered project unlike anything I had previously done due to its
reliance on public participation. The series addressed the perceived potential for public
spaces to creatively foster social engagement and interaction. By placing a traditional
suggestion box for physical changes to the city of Guelph’s downtown square, the
public was asked to consider the site and imagine it differently; what service,
architectural or environmental design feature would they add or take away to better
serve the city’s inhabitants? It was important that the suggestion box was located within
the exact location in which they were asked to consider, so the participants would have
an immediate physical relation to the site. Six written suggestions were selected,
whereupon architectural renderings were modelled using Cinema 4D and displayed in
the Square’s poster kiosks. The spectrum of suggestions ranged from the fantastical to
pragmatic, eliciting fanciful and impassioned reactions. The large format posters were
revealed over time, beginning with whimsical imaginings, then optimistic sustainability,
followed by more satirical commentary, ending finally with a dystopian fears of poverty
related violence and policing. At first glance the highly visual, vivid series appears
utopian, almost saccharine, but is in fact expressing an infrastructural desire, or a lack
felt, by the public within our lived spaces. It was my hope that this type of project could
open a dialogue about what could be, allowing creativity to shape a city in practical

decision making.

Another public work was a video projection entitled Teetering on the Void (2007),
where I have taken Yves Klein’s place in his famous self 1960 photographic portrait
Leap into the Void. Where Klein confidently hurls himself into the air from a window

of two story building, capturing the moment in which he is suspended between the
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safety of the ledge and the street below, I hesitate in an infinite loop, precariously
balancing on tiptoe at the ledge. The oppositional effect of his frozen grand gesture and
my self conscious, animated trepidation are expressed in two versions videos, using
different approaches. In one version intended for a gallery presentation the background
of the 1960 photograph has been altered in Teetering on the Void. Emphasizing the
endlessness of the hesitation, the wind gently rustles through the leaves of the tree as
starlight replaces the stark overcast sky as as the sun slowly sets and rises in the endless
cycle. The passage of time within the loop occurs in a fraction of our own, yet time is
somehow expanded, like a long play GIF, as this physical mantra of hesitation is
seemingly infinite. The push/pull sensation of the these two realms, the known and
oblivion, the actual compression of time and the psychological expansion of time, are
punctuated by the occasional ‘doubling’ of the artist’s body. The other version of the
video functions as a public projection, in which the performer has been plucked from
the setting of the quiet Parisian street, and is solely projected to scale onto existing
buildings. Here, the risk in the performative gesture is more present, less comical than

the other version.

3. How has audience participation shaped your projects and given you feedback?

It was very direct in Site Lines, and this project was inherently reliant on feedback from
people within the public space where the project was to be realized. More generally, my
understanding of installation and interactivity deepens when looking at works within a
public space. I can see here whether my intentions were discerned, whether the
interactivity was well defined, and so on. Showing in public spaces requires objectivity
and empathy. The work becomes active in the engagement with the viewer, in which
they become an active agent in the works completion. I like to haunt the space in which
I am showing, to hear candid comments from others somewhat objectively. Somehow
seeing it as a viewer amongst others takes the edge off criticism, and distances myself
from praise, but moreover, I can gauge the work’s execution and conceptual efficacy.
Public spaces provide unanticipated readings and reception from a diverse audience,

shaping decisions for future works.

4. How central is interactivity in your work?
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I am trying to recreate the experiential qualities of my processes (the imaginative, the
intuitive), and as interactivity is rooted within the present tense, one does not solely
observe, see or hear the work, but are creating their own experience within its structure.
Reciprocity is a creative and empathetic space in art that transcends language, and is an
area that I wish to develop within my practice more holistically. The creative space
between artist and viewer, where there is room for the art to breath, is where my interest
lies. I was creating a lot of single channel video work for the first decade of my career,
and while I have not abandoned it fully, installation has become my focus. The
experiential goals I have described necessitates the viewer’s agency within the work,
therein completing it conceptually. I find a multi-sensorial experience, as opposed to
single channel video, more stimulating and closer to what I am trying to achieve in
creating reciprocal, experiential environments. The entry and agency of the viewer is

where | draw much inspiration and seems less authoritative as a mode of production.

5. Does the audience understand your aims and respond accordingly, or gives you some

ideas about an open-space discussion with the art work?

I cannot say with certainty that they generally do, as I have made a lot of different
works over sixteen years. I can say, however, that people who have felt compelled to
contact me, or reach out at an opening reception or in a review have reflected many of
my intentions in their observations. I appreciate work that can have multiple readings,
speaking to multiple levels of reference. People are drawn to different aspects of what I

am doing, and I am very happy when to receive responses that I hadn’t thought of.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work.

I think that public art and media art can be found under the same umbrella, just as art of
any medium can. Perhaps its ubiquity and ephemerality allows it travel more easily
through public spaces? I have made satirical work that was broadcasted on public
television alongside ‘legitimate’ programming, and needed to be in order to complete it

conceptually. An interactive work I made in 2015, Abridged, needed to be positioned in
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a relatively public and private sites simultaneously. Within a reflective rectangular
prism, two separate locations are merged together in infinite regress within its centre.
Using live video feeds and reflection there are two sources of imagery that are reflected
within the structure. One comes from an aperture at one end where viewers can peer in
and can choose whether to enter the shape. The other reflected image derives from a
video monitor located at the opposite end, which is smaller in scale, capped with a one
way mirror. The monitor reveals audience seating within a large concert hall. The
receding scale of the structure results in a sphere configuration at the narrow end. The
acrylic used as a mirror has an irregular surface, reflecting non-uniform angles, creating

a watery, crystalline bleed where the distinctive sites meet.

This reflective structure is located at the bridge of a theatre balcony. A large projection
located on the MainStage of the theatre itself explodes the small confines of the prism,
playing with scale, public and private, performer and audience. Cameras and
microphones are located both within the physical structure of the rectangular prism and
within the audience of the theatre, allowing viewers and the audience to inhabit both
sites, to communicate with or observe each other, collapsing the expanse of the concert

hall (an audience) and the small space of the prism (a single viewer), together infinitely.

7. What does public space mean to you?

I suppose the immediate answer is that every site designed to be accessible to a general
audience is public, and, in this, lends itself to diversity in discourse, interaction and
engagement. This could be a physical space, such as a gallery, or square, or an
ephemeral public space, such as an online forum, website or broadcast. But the practice
public art is becoming more known, informed and nuanced as divergent practices
emerge with the increase of opportunity to show within public programming. Public
programming is infectious, and it is gaining prominence even in smaller communities.
In Canada, this is very heartening, as this is creating a bridge of reference and
understanding between the public and the artistic community, and in this, intersectional
communities. [ think artists working within a public space opens an imaginative
communal practice where artists and viewers/participants can imagine what a city or

society could be through art.
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8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

I was born in an automotive town, a city with a core built for cars, commuting and
consuming. At that time, there were no downtown squares to speak of, or bicycle lanes,
or open air markets. It wasn’t until I began travelling in my late adolescence that I even
considered that a city could be wholly traversed as a pedestrian, or that a market could
be a part of the cultural fabric of a community. My, and I would argue many Canadians,
experience with public space positioned me within a world built of corporate
architectures, anonymous in its global enormity. It occurred to me that the city in which
I was born was a place of interiority, of individualism, whereas cities that predated the
automobile were designed to facilitate an exchange that went beyond monetary. It is an
alienating, paradigm shift to realize that one lives in a city built for corporate means,

rather than built for its residents.

In recent years Canada has become more accessible to facilitate cultural experiences in
public spaces. In Toronto, we have seen public art more in the past decade due to a
municipal and corporate interest and assistance, which comes with its benefits,

challenges and criticisms.

I don’t know if I can speak to working in different countries with a great breadth of
experience, as my work often travels without me, so it is difficult for me to really asses
the differences. I co-programmed a public outdoor screening in Tampere, Finland, and
found that the city was very helpful in facilitating access to a venue and promotion for
the event. But I have perceived differences from city to city. One of the most
enthusiastic receptions to a film festival I have participated in was at the Dawson City
International Short Film Festival (Yukon Territory). With a population of
approximately 1,300, every screening I attended had a healthy turnout. Every one had a
program in hand and planned on making it to as many events as possible. Both of these
events were in winter in cities that are nearing the arctic circle. I thought the cold would
equate poor attendance, and was heartening to learn that my pessimism was unfounded.

I think when a city backs its programming and artists, great things can happen
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reciprocally.

9. Which skills (if any) are required for participants/audience to be part of your work?

Some art needs some reference to understand it, but as I mentioned before, I am most
receptive to work that speaks to different levels of experience and try to do this within
my practice. | think curiosity is the only prerequisite, and perhaps as my work is often

time based, a little patience.

10. From your own experience, who is interested in public art/media art projects?

Many people benefit from public or media art projects, depending on the content, of
course. Children are unabashedly interested, but I think that most people are. I have
participated in several Nuit Blanche performances and installations and have not had
overtly negative experiences with the public in regards to the projects I was a part of.
There is also the vested interest is corporate branding and naming rights (up until this
year Toronto’s Nuit Blanche was known as Scotiabank’s Nuit Blanche, and still

Scotiabank Contact Photography Festival, etc.).

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?

I have been showing in gallery and museum spaces for about 16 years, nationally and
internationally. The differences I have noticed is that a museum or gallery is a
destination site, in that the audience has chosen to enter a space known to exhibit art and
they more or less have expectations as to what they will see. In a public space, art
inhabits an environment in which people are not necessarily in the vicinity to take in
anything other than their day to day routine, or needs. There is an element of
unpredictability in its reception and the challenges that arise in showing in public
spaces. Working with a municipality requires a different set of considerations, whether

it be in bylaws, security of equipment and of all participants.

13. Name a project you are working on now.
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I am creating a short video series for an exhibition in Toronto that re-imagines the
iconic architecture of the Cinesphere in various altered states and purposes, such as a
the structure serving as a submerged biosphere with an urban core, for example. The
series is comprised of animated and recorded footage of the Cinesphere and surrounding
area, and will be presented in the Cinesphere itself. The Cinesphere was an IMAX
theatre at a once popular Toronto venue, called Ontario Place. This September, an arts
festival, entitled in/future, organized by Art Spin, will inhabit the space to create new
uses and associations of the site. Art Spin is a curatorial group that activates
decommissioned venues and unique public spaces to produce large scale group
exhibitions. I am also beginning a PhD in Visual Studies at York University and
working towards a solo exhibition at the Robert McLauglin Gallery and KW|AG slated
for 2018.

14. Would you define yourself as a public artist and/or media artist?

Yes, but moreover I am a project-based artist and the media I use is chosen based on the
conceptual needs of a work. While video and installation are predominant within my

practice, I also create sculpture, sound composition, drawings and digital prints.

15. How do new media contribute to the discussion of art history( if there is any such

contribution)?

This is difficult to answer. To clarify, does this question asking whether new media
holds its own in art history or how it functions as a means of documentation of more
traditional art forms? Either way, | was a part of an interesting project curated by Lorna
Mills, entitled Ways of Something. It is a video series that appropriated the audio from
John Berger’s 1972 BBC four-part television series, Ways of Seeing. 113 artists were
asked to choose one minute from the four-part 30 minute episodes in order to create
new visuals to accompany the audio, consisting mostly of John Berger’s narration.
Artists were given full creative freedom to alter, animate, or use appropriated footage,
web-cam performances, or websites to create their minute, with the sole provision that

the original audio remain intact and unaltered. Assembled by Mills, the resulting video
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is a diverse, eclectic dialogue between network-based artists and Berger’s analysis of
European painting and the way they were historically, and at the time of the film’s
making in 1972, understood. Ways of Something will be on view at the Whitney
Museum throughout October 28 - February 5, 2017.
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Lafranco Aceti

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

My practice has always been strictly linked to public events and happenings. Not just
that, is also very political in nature. I believe that there are a lot of misgivings about
contemporary political art — for a long while has been relegated in the realm of ‘not-art’
with critiques — particular in Anglo-Saxons worlds like the US and the UK that range
from obligations to ‘happiness’ to critiques of being ‘educational’. Both critiques than
add the issue that the message is ‘clear’ and not obfuscated — as if this is necessarily a
negative. Since I am ‘quite contrary’ I decided to continue to pursue my practice in the
‘90s and the first decade of the second millennium when it wasn’t fashionable or
glamorous. Public space — since I am someone that loves space as a concept of
engagement and I believe — as Paul Virilio wrote — that space is ‘as you practice it’, I
find it more exciting and somehow more rewarding: there is a middle finger kind of
attitude I think in my public space practice — I am here even if you don’t want me. [ am
here even if you don’t like it. I believe strongly that today it has become important to be

present in the public space just to remind everyone else that one exists.

New media had these space conflicts and interventionist elements, particularly in its
early phases. There was a strong element of activism which has been flushed away as
collectors and museums stepped in to re-construct and re-write the history of art of new
media. That more complex and perhaps raw energy that was part of new media history
as a confrontation between the individuals and the corporations has led to a blatant
defeat. The castration and commercialization of new media art was a consequence. |
find less and less interesting contemporary new media art — and I am using the term
very loosely — the more the aesthetic of new media becomes concerned with
entertaining via beautiful experiences and the ‘awesomeness’ of technology the less I
am interested in practicing in that field. I was in the process of curating a new media
artwork for a city in the US and I was asked to provide something that was ‘not
controversial, not problematic and that was entertaining and would look good.” I

decided to walk away from the project.
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2. Can you please tell us about a project you realized in public art space?

One that I really loved is a strange project, which could have been done in photoshop,
but I decided to do it in real spaces. I have been hanging a pair of ‘70s worker’s brief —
panties as I call them — in front of a series of locations: mainly parliaments, banks and
monuments which are representative of the contemporary financial and social crises.
The artworks took place as interventions in Athens, London, New York, Rome,
Frankfurt and Cyprus. There were so many different aspects to the project — the
performative elements, the audience response and interactions, the institutional push-
backs and the excitement of doing something ‘naughty.” Not sure for what reason, but as
soon as we would pull up the washing line with the panties hanging on it, anyone who
had anything to do with he institutions that we were mocking thought that we were up
to no good. The public as well, and enjoyed very much the mockery. I guess we were

being naughty and really up to no good.

3. How has audience participation shaped project and gave you feedback?

I always say that I couldn’t care less about the audience — a controversial statement in
these days in which one has to respond to and comply with the dictatorship of the
audience and the socio-political obligations of entertainment. In this context and for this
particular audience to which one has an obligation to pander to I have a rather limited
interest. Therefore, I don’t particularly seek audience’s feedback and increasingly rely
on the personal interactions with some members of the audience who have an emotive
an sometime emotional response to the work. For me these people are worth one
hundred thousand and nothing the masses, to paraphrase Heraclitus. This is particularly
true when the ‘audience’ expect a message delivered according to preconceived notions:
optimism is one that I have experienced recently. I was at Art Athina and I had a couple
of people — interestingly from Northen Europe — pointing out and complaining that my
work The Lady with a Revolutionary Parrot was not optimistic. My answer was that
Picasso perhaps in front of Guernica did not feel very optimistic and I had a right — a
human right by the way — to express a message that did not necessarily fit within pre-

conceived notions or expectations. This is a question that goes to the core of what kind
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of an artist one wants to be. I never wanted to be an artist for all seasons, following
fashions or adapting to the audience’s whims. There is of course a price to pay but [ am
happy to pay it. I have done it for a long while now and wouldn’t know any other way

of working.

4. How central is interactivity in your work?

Couldn’t care less? Or better said: in the current post-democratic framework in which
interactivity is nothing more than another collection of data for the enslavement of
audiences to the illusion of the matrix and its neo-liberal forms of exploitation, the
illusory word of interactivity is actually a manifestation of interpassive relations and

forms of subjugation that I cannot endorse or practice.

Interpassivity is all the rage in this age but complex form of participatory interactions
are rather rare and in all honesty the audience is not interested in actively interacting but
prefers to passively consume forms of entertainment which as low or high art are
presented as inclusive, open to all and with an optimistic construct a and perception of a
society that is necessarily democratic. I wonder how long will it take to recognize these
forms of interactions as disguises of fascistic regimes which have substituted and

continue to empty notions of democracy and democratic participation.

5. Does the audience understand your aims and responds accordingly or give you some

ideas about an open-space discussion with the art work?

The audience can choose to engage with the artworks how best it sees fit. It is not up to
me to guide, translate, cox and convince. The artworks are presented with a prima facie
meaning / structure which can be the starting point of a conversation. I have found that
recently there is a communication divide between what the audience wants and what I
am supposed to give them. Or to be correct there is a divide between a part of the
audience which I can geographically identity. Since my work has taken a slant that is
rooted in the complexities of contemporary Mediterranean failures, this divide is more
visible. Nevertheless my works have always been rather divisive. What I find that is

new is the impossibility of communication: there is no longer empathy or willingness to
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see the perspectives of others: particularly if these perspectives are drenched in anger,

sadness and social angst.

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?

In the ‘80s and ‘90s there were gay writers and black writers who after a while started to
complain of being pigeon holed in restricted boundaries and wanted to be called just
writers. My artworks have different components — so public art and media art are just to
facets of it - and as I said to a curator during a job interview: “my artworks use
whatever medium is necessary at the moment in order to convey a message”. That sort
of frankness and brutality, I guess, that unfaithfulness to a medium, may it be oil paint
or new media, performance or video art, made me a pariah and lost me a job. I still stick
by that phrase. Art is art, and the medium or media used to create it are an accident in a
process made of so many different other phases and structures that the medium is one
small part of it. If I had to use a label I would say that I am a really mixed up mixed

media artist.

7. What does public space mean to you?

The universe! For me, public space means freedom, that is why I was so much in love
with the Internet and its possibilities when people were making Internet art. I saw the
Internet as a public space with no restriction in which each one could participate, if they
wanted to... and had some means. It is not a case that the economic condition and
knowledge access in the early stages of the Internet revolution determined the

nationality of the artists that operated within this medium.

For me, public space is like a piazza, an agora, where people can confront themselves
and discuss and dream and organize and realize ideas. It is that sort of Mediterranean
interpretation of living and society that no longer seems to be part of the EU plan. In a
small way that is what my work wants to do: to bring the discussion back into the

squares, into the public realm.
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Public space for me means both life and death, it is an idea of life that is both engaged
and socially aware against a neo-liberal and Northern European perception of life as
regimented, exclusionary, and isolating. Public space is - in what is my romanticized

perception of life - the space in which we exist and practice our lives.

8. Having worked and lived in different countries (if applicable), how differently is

public space perceived in your opinion?

Spaces have rules. Rules differ from countries to countries. There are different rules for
different spaces in different countries. If anyone wants to operate within the public
realm these are basic notions. I find it very different being able to operate in a space in
Boston where everything is highly regulated and processes of engagement are
bureaucratically defined and a space in Istanbul where the freedom of intervention is
characterized by the lack of regulation and certainty of the law. If there is a path that
clearly defined and that needs to be walked in Boston, the lack of rules and the
bureaucratic conflicts of Istanbul provide a freedom that is intoxicating but at the same
time highly perilous. Then the nature of the work depends also on the space within it is
enacted. If the spaces are not so ‘visible’ like major tourist sites, in those cases it is
incredibly easy to create and develop artworks and interventions. Local people may
even get involved and become supportive of the project to the point of identifying with
the artwork if there are political elements in it. It has happened to me in Rome, Athens

and Istanbul for example, but also in the UK.

Public spaces require social skills — they are not for artists who come and impose
structures, perspectives and modalities of engagement in typical neocolonial fashion. I
can think of artists and curators and organizations who use and have used these
approaches in the past and currently creating antagonistic framework whereby the locals

end up with the clear sense of being exploited or manipulated.

The difference between Rome and Athens on one side and Istanbul on the other hand is
that these forms of exploitation become quickly politicized and socially evident leading
to a range of actions and reactions which can make life extremely difficult for artists,

curators and organizations. It is not by chance that the most difficult biennial in Istanbul
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was the one in 2013, which was supposed to happen with a much trumpeted program of
artworks in public space and instead failed gloriously, retreating within the safety of

private museums and galleries.

9. Which skills (if any) are required for participants/audience to be part of your work?

None. I like — better, I love — to use unskilled and untrained people whenever I can.
When I work with my performances I tend to use other people — I never perform
personally. There is a great deal of complicity and camaraderie. I remember in particular
A Dream Came Through for the AND festival in Manchester. The performers were in
underwear and were fanning themselves. The project was focusing on the neo-liberal
exploitation of labour and of people’s dream. We worked together very well and we had
a great time. Another person I have recently loved working with is Anna Sachini for my
Feeding Frenzy at Art Athina. Not very many people would have stood in a plastic basin
with their bare feet covered in maggots. She was so patient and so kind. We have some
good images and footage coming out of that. At times it has been the audience that has
participated in my work - if we happened to have some interesting exchanges. So, it all
depends. My interaction with the audience is not in the traditional terms of the fine arts
or in the new media forms of exploitation via accumulation of data — I dislike the
exploitation of people and data. I enjoy my ‘audience’, which rather grandiosely implies
that I have a following of sort, in my personal interactions when complicity, whim,
madness and a certain mischievous joy of sticking up the middle finger to someone or
something collide. That is when I have the most fun with my artworks. When I know

that I am being naughty and I have someone to truly share it with.

10. From your own experience, who is interested in public art/media art projects?

It is directly related to the projects. People that have loved a piece of mine in
Manchester may not necessarily love a new artwork in Greece or in Italy. I do not
believe that there is an audience that follows one thing and not another. Or at least I
prefer to think that there are people that stumble upon things, events, interventions,
media art and enjoy, criticize, disregard the artworks. Perhaps we tend to think of

audiences as an homogenous body because we - as experts or practitioners in the field -

322



travel from place to place like herds. That is always a feeling — that of being part of an
homogenous audience with an homogenous itinerary — which has always annoyed and
somewhat scared me. It is the idea of falling into line and blending with everyone else.
My work, my life, my audience are all a blend, a part of who I am and I would find it
rather distressing if I would end up seeing the same faces over and over again. People
are interested in things for numerous reasons which are unfathomable to me and
sometime is media art, sometime is public art, sometime is the Sistine Chapel. We do a
range of things and are a range of different things at different times. If the work is
interesting enough — despite the label and no matter what people like — they will engage

with it and will come to see it.

11.Which role (if any) does psycho-geography and situationist theory play in your

work?

An emotive role for which I need an Atlas of Emotion - if you allow me this pun. |
don’t want to get highly academic and recreate an historical understanding of psycho-
geography, situationism and activism — this would not be the place. What I can say is
that these have been concepts — together with empathy and contextualized cultural
understanding of realities, mythologies and hyperrealities have informed my artworks as
well as my curatorial and academic work. I owe my perceptions, theoretical
underpinnings and aesthetic to a wide range of theorists, artists and curators. They have
helped me to give shape to the world as I see it and to find the bravery to present it out
there. Most of my itinerary in life has been characterized by places, the heaviness of
their history (I am an Italian after all) and by the emotional connections that I have been
able to develop in those places. My artworks, my analyses and my understandings are
directly derived from these experiences - both good and bad. This is the reason why I
love to intervene in public spaces, to work with people and to ‘be up to no good’. In
order to create an artwork one has to engage with a reality — even if it is just to refute

and refuse it.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?
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The thrill of unpredictability, this is what attracts me to the public space. The possibility
of talking with people and the opportunity to offer visibility in the public arena to a
message that otherwise would be sidelined or would never make it within the

institutional and institutionalized spaces of museums, galleries, biennials or art fairs.

To this structure there are exceptions and I have been able to work with museums,
galleries, biennials and art fairs whenever there has been a personal relation with
curators and directors. I believe that — in this sense — is extremely important to be able
to find a level of ‘complicity’ within the institutions and working from there in order to

develop spaces of disruptions which afford a multiplicity of messages and art practices.

13. Name a project you are working on now.

These days I am working on a series of projects in Italy that deal with its financial
crisis, social and political upheavals and more importantly with a sense of hopelessness
which seems to be gripping the country. The project range from installations to
performances, from paintings with oil paint (a very traditional medium) to video. The
video I am working on is rather gruesome and deals with the death of a rooster named
Matteo and how he is killed, cleaned, stuffed in the oven and eaten. It is part of a new
series of artworks that I am thinking of developing in the near future and this is a

precursor to what is to come.

14. Would you define yourself as a public artist and/or media artist?

I don’t define myself. And I hate being defined, thank you very much. I have always
found that labels are for faking a quick grasp of the complexity of life — and art for that
matter — without having the obligation to really knowing anything in depth. So, no,

thank you very much but I am not a public artist and I am not a media artist.

Also I never liked to be part of groups, clans, companies, aggregations and
congregations. Because of the necessary fascistic obligation to conform — and it doesn’t
matter if it is conforming to the right or to the left - [ have found it more comfortable to

be outside labels and definitions. I don’t care if one day people will cannibalize the
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complexity of the work that I have tried to put out there and place it in this box or that
box in order to be able to offer pre-digested forms of knowledge for consumption. I am
hoping that if and when that time will come there will be enough records to provide ‘the
audience’ with information that will make them understand that labels do not apply to

art or life — which for me are one and the same.

15. How do new media contribute to the discussion of art history (if there is any such

contribution)?

The contribution of new media in art history is all to be defined. At the moment I have
very serious questions to the contributions that art and art history are providing in a neo-
liberal exploitative framework that has reduced art to entertainment and decoration for
apartment. The globalized framework of contemporary aesthetic have also invaded and
pervaded new media. The institutionalization of new media art has happened according
to criteria that little have to do with history and much more with money and collectors’
interests. In this context — as unfortunate as it may be — those who have pioneered the
field are shunned, sidelined and pushed aside the institutional historicization of the
field. Once a curator in new media art asked me who was Charles Csuri. It would have
been a question that I would have expected from a curator of 19th century art but
certainly not from a new media curator and historian. There are people who are doing a
great job in attempting to historicize new media — Oliver Grau and Christiane Paul are
two names that people should be familiar with. Hopefully at some point someone will
realize what has been missing from the contemporary ‘fine art’ re-presentations and re-
contextualizations of new media art and will discover ‘these pioneers’ - before they die -
and bring them out into the light of world leading institutions from the hovels in which

they have obstinately been hiding.
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Helen Varley Jameson

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?

My background is in theatre and I think of that as "public" even if it’s in a theatre space
where the public pays to enter. But I have also done street theatre and in the past, a lot
of performative protests during my student years. So for me, art is always public in

some way.

In the mid-90s, I was working various jobs to sustain my theatre work, and in 1996 I
worked on a CD-ROM about NZ arts, for NZ schools, as a researcher and writer. The
company producing the CD-ROM was also starting to make websites, for the education
industry, government agencies an business, and they offered me work doing this after
the CD-ROM was done. So I learned to handcode HTML and was making websites at a
time when the internet industry was just starting to take shape. I had always been
interested in photography and video/film as well but it was really this experience that
opened up to me the possibilities of the digital world, and I soon began to discover that
people around the world were doing really interesting creative things online. In 1999, 1
discovered desktop theatre and other artists who were not only using the internet as a
place to document and disseminate their work, but as the actual site for the work, and

from this point on, I began to explore this in my own practice.

2. Can you please tell us about a project you realised in a public art space?

I regard the internet as a public space, so any art that is created there can be in some
way public art. Most of the work that I’ve done on the internet has been accessible to
anyone with basic internet access. Since 2003, I’ve been one of the main people behind
UpStage, a web-based platform for cyberformance (online performance) which allows
artists to collaborate in real-time on performance. Audiences join by clicking a link and
it all happens in the browser. This makes it more accessible and therefore more public

than work in contained platforms such as Second Life (that requires participants to
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download, install and operate specific software) or Facebook (that excludes anyone who

is not a member of Facebook).

As well as creating many performances in UpStage, I’ve trained and supported others to
create their own work, and have collaboratively curated 336 live, online festivals in
UpStage. The festivals involved hundreds of artists and audiences all over the world,
and presented innovative performance work created specifically for the online

environment.

For a completely different example, away from the internet, I’ve collaborated in two
performance installation projects for public libraries, which are another kind of public
space: "let ME go" in Denmark in 2009, and "the salmagundi" this year in the UK. Both
were designed for audience/participants to enter a small space one at a time and
experience a story through a variety of digital media formats; both also required the
audience to interact at certain points and positioned the audience as a protagonist in the
story. "let ME go" was based on the Sumerian myth of the goddess Inanna’s descent to
the underworld, and was intended for adults. "the salmagundi" was a futuristic

adventure quest aimed at nine to thirteen-year-olds.

3. How has audience participation shaped your projects and given you feedback?

Nearly all of my work involves audience participation at some level — from the text chat
input of the audience in UpStage to projects such as "make-shift" (www.make-shift.net)
where the audience was actively co-authoring the performance and operating technical
elements, and "we have a situation!" which used cyberformance to provoke thought and

discussion/conversation around important issues, across European borders.

4. How central is interactivity in your work?

Usually very central, but not always. Normally in my work there is some form of real-
time feedback or contribution from the audience, and when this works well it’s really

satisfying. Live performance means that there is the possibility for the audience to

engage in conversation with the artist. However sometimes the material or other factors
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might mean that I make work that’s intended to be watched and reflected on rather than

interacted with.

5. Does the audience understand your aims and respond accordingly or give you some

ideas about an open-space discussion with the art work?

Often my work includes a discussion element, which allows the audience to give
feedback on any aspect of the work as well as the theme, so they might comment on
parts of the work that they haven’t understood or didn’t like. Sometimes the audience
doesn’t understand, but that is to be expected because my work doesn’t usually follow
familiar or expected structures — it’s experimental. Some people don’t like this, they
don’t like to feel confused or unsure about how they are expected to respond, but others
like to be taken out of their comfort zone. We are developing new art forms, we have to

develop new audience behaviours as well.

6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?

Since for me the internet is the site of much of my work, and the internet is a public

space, then it’s easy for media art and public art to be together.

7. What does public space mean to you?

Anywhere that’s accessible to the public; any space that I can enter — physically or
virtually without impediment. My idea of public space includes lots of places that are
perhaps technically not really "public" — such as shops, churches, council-owned
buildings and land, theatres, etc. — but anywhere that the public is generally invited,

encouraged or able to go can be considered public space.

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?
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I notice cultural differences, such as in warmer countries people often use public spaces
more socially — e.g. sitting outside their houses on the street and visiting between each
other or meeting in public squares to sit, and often in these places there are traditions of
outdoor cultural activities (I'm thinking of regular tango dances in squares in Buenos
Aires and things like that). Some countries are more regulated (e.g. Germany) than

others about what you can and can’t do, and where.

9. Which skills (if any) are required for participants/audiences to be part of your work?

Generally none; for work that is purely online, very basic computer literacy is needed in
order to click on a link and enter the online stage. To have curiosity and interest is the

main thing.

10. From your own experience, who is interested in public art/media art projects?

In terms of large scale spectacular public art there is huge mainstream interest at the
moment. But this isn’t the kind of work I make, my work is quite small scale and
intimate, even when it’s public. My audiences tend to be people who have already been
exposed to digital art in some way — they are artists themselves, researchers, friends,

etc. But when people newly discover it they are usually quite intrigued.

11.Which role does psycho-geography and situationists theory play in your work (if any

role)?

No specific overt role; but I am conscious of the art historical and theoretical forebears

to my work and sometimes there are references or materials that surface.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

from working in the public space and why are you interested in this?
It’s very nice to have people taking care of practical details; for example, one time I had

two carpenters spend half a day building a box that would hold a projector securely in

the precise position that was required. Normally I have to do that kind of thing myself,
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with lots of duct tape and improvisation. It’s also beneficial to be in a space that is
known as an art venue and attracts an audience that wouldn’t normally encounter my

work.

13. What is a project you are working on now?

Tales from the towpath — a multi-modal story trail using geocaching and zappar codes,
culminating with a performance on a canal boat during the Manchester literature
festival. (www.talesfromthetowpath.net - the site isn’t live yet but will be in a couple of

weeks)

14. Would you define yourself as a public artist and/or media artist?

Neither — I’d say digital artist; the term "media" or "new media" is a bit meaningless as
it’s all one form or another of media, and "new" media isn’t always going to be new.
"Public" is also a bit meaningless, as most (but of course not all) artists make art for the

public.

15. How do new media contribute to the discussion of art history (if there is any

contribution)?

All forms and genres contribute to the discussion of art history. What is particularly
interesting with new media or digital media is that artists are exploring and
experimenting with new tools almost at the same time that the tools are becoming
widely integrated into daily life for everyone. I believe that digital artists are
contributing to the development of new codes of behaviour and communication

necessary for these new tools.
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Nathaniel Stern

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?

a. It probably comes from my background as a musician and slam poet, but then looking
for subtler and more participatory ways of public engagement, around humans, nature

and politics with visual and ecological art.

b. I was a visual artist good with computers and so started working with web pages and
simple Photoshop design. Before too long, I found myself at ITP in New York, and was

making art!

2. Can you please tell us about a project you realised in a public art space?

The second in my series of Sentimental Constructions, performance 2 (passage) is a
similarly site-conditioned, publicly performed architectural structure made of rope. The
piece, erected in Joubert Park, Johannesburg South Africa (2007), twists the idea of
‘public space’ by its double activation: first, through the volunteers who stretch its form
outward and around them; and second, through the communal play of the park’s

inhabitants, which gives the structure a performative turn.

Although the design is itself a passage — several doorframe shapes in series, swinging
freely from atop four wooden poles — it can only move between hard and soft, virtual
and actual, public and private, through its contact with people. This is juxtaposed with
the inconsistencies of South Africa’s major inner-city: crumbling art deco buildings
surrounded by crowded streets and busy taxi ranks, all making way for the quiet of the
Johannesburg Art Gallery’s neo-classical architecture, and the leisurely games, picnics
and icecream stands in the inexplicably carved-out Joubert Park. The surrounding areas
of the park have historically been a bundle of contradictions — before, during and after
Apartheid — sustained as civic spaces because of how they’re used by the public. The

performance 2 play fully mirrors the contradictions of this space and its utility, and
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further underpins the tensions between work and play, nostalgia and possibility,

construction and emergence.

http://nathanielstern.com/artwork/performance-2-passage/

3. How has audience participation shaped your projects and given you feedback?

This actually came from an earlier experiment which helped us to decide that working
with kids, and then simpler shapes, would make for better work. After this, it grew to
lakes, bridges, and tornado machines!

See: http://nathanielstern.com/art/tag/sentimental-construction/

4. How central is interactivity in your work?

All my work centers on themes of interactivity, relationality, performativity and ecology
— related though very different terms. Digital Interactive work is one of what I consider

to be five streams of my practice (plus writing).

5. Does the audience understand your aims and respond accordingly or give you some

ideas about an open-space discussion with the art work?

Recently I’ve become more interested in letting go of my intent, over time, as I see what
I initiated become something else; I then go with that otherness and feedback to create
something new. So I’d say the audience (and my environment) shapes the work as much

if not more than my intent.

6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?
That’s a tough one — I think all art uses various media, and all art performs with a

public; so the language we use and spaces and audiences we go after will have the most

impact in seeing their connections.

332



7. What does public space mean to you?

Not at home. (But even then... see, for example, Glasshouse Project in Brooklyn)

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?

Wow, good question. Each public space has its intricacies — a park in South Africa, a
square in Croatia, a parking lot in Montreal. I try to attune to them as I am there and
working, rather than making any assumptions (even if I think I know the space
beforehand).

9.Which skills (if any) are required for participants/audiences to be part of your work?
Movement.

10. From your own experience, who is interested in public art/media art projects?

Given the right content, frame, and attitude: everyone.

11. Which role does psycho-geography and situationists theory play in your work (if

any role)?

It’s ever-present in/with the work, but not a common theoretical frame (I more often

think of ecology than psycho-georgraphy).

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

from working in the public space and why are you interested in this?
Yes, and it’s VERY different: a museum/gallery is an inherently interested audience,

with a specific context provided. Public spaces EACH have their own contexts and

audiences that must be part of the work’s continuity.
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13. What is a project you are working on now?

I just made tornado machines and smell instigators (cinnamon) for a gallery in New

York. And underwater scanner art for Joahnnesburg.

14. Would you define yourself as a public artist and/or media artist?

Artist is good for me. But anyone who wants to claim me (as printmaker, new media

artist, whatever), [ don’t argue with them. The more the better!

15. How do new media contribute to the discussion of art history (if there is any

contribution)?

Usually 10-15 years after the fact...
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Linda Duvall

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?
a. In art school I took the traditional subjects like drawing and painting. But before art
school I had received a degree in Sociology, so I naturally gravitated to creating work that

involved communities.

b. Media art? Media art was a natural progression once I was working with other people. I

see media as a tool to use similar to a paint brush.

2. Can you please tell us about a project you realised in a public art space?

http://www.lindaduvall.com/bigprojects/Visual%20Art%20Projects/Mothers.html

3. How has audience participation shaped your projects and given you feedback?

I find that participant feedback is crucial in shaping all my projects. It is so important for

me to listen carefully to what participants say.

4. How central is interactivity in your work?

Depends what that means. I rarely incorporate technological interactivity. The closest was a
work in which people could add their voices to a series of laments:

http://www.lindaduvall.com/bigprojects/Visual%20Art%20Projects/ LAMENT.html

5. Does the audience understand your aims and respond accordingly or give you some ideas

about an open-space discussion with the art work?

I think that in my work it is crucial to provide a context for discussion and interaction

within the structure of the work.
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6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?

I rarely combine the two, but partly because I often work within a gallery framework. The
work [http://www .lindaduvall.com/projects/Talking Project.html is one work that
involved live streaming, and members of the community were invited to participate in
whatever way they wanted — as active participant or as more passive viewer.

7. What does public space mean to you?

I take a very broad meaning fo pubic space. I might find it easier to define private space, as
one that is controlled and maintained by a person. Everything outside of that including

online, galleries, urban or rural locations are all public spaces.

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?

In some countries, what I as an artist might consider public is more heavily monitored or
regulated. In these cases, it is crucial that the artist respect and inform themselves of these
differences.

9. Which skills (if any) are required for participants/audiences to be part of your work?

Absolutely none. I want any work to be accessible to a broad population. That doesn’t

mean that they will necessarily engage with the work.

10. From your own experience, who is interested in public art/media art projects?

Depending on the work, any person with a natural curiosity is interested in public art. This

also depends on the structure and content of the work.

11. What role does psycho-geography and situationists theory play in your work (if any

role)?
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I am very aware of the special aspects of any space. For example, when I worked in Serbia
and Bosnia, it was crucial that I came to any public art with a respect for the complicated

histories there. http://www.lindaduvall.com/Crocus.html

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it to

working in the public space and why are you interested in this? /|

I do not differentiate between gallery spaces and non-gallery spaces in terms of public art. I
often chose to animate the gallery space, so that the public can participate, and challenge
traditional rules of gallery spaces.
http://www.lindaduvall.com/bigprojects/Visual%20Art%20Projects/gossip.html

13. What is a project you are working on now?

My current project:

http://remaimodern.org/pre-launch-programs/projects/linda-duvall-unacknowledged

Where were the Mothers? 1

lindaduvall.com
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Matteo Marrangoni

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?

My father is a photographer, I grew up going to exhibitions and wandering around with

him while he took photos.

What is public art? Is it art that happens on the street as opposed to in an enclosed
space? I only think of art as something public; it’s true that sometimes collectors stash
artworks away in some secret place, but then art is treated like a luxury item or a
financial investment. What distinguishes an artwork from an ounce of gold is that it
contains a statement that the artist wants to share with the world, once it’s in the world
in becomes public, as long as it can be accessed with relatively simple means, whether
in the form of a book, a painting in a gallery or a stencil on the side of a train,
presenting art is always a kind of publishing, making public an idea or form. Media art
— this is not a category that is really accepted where I come from. In Italy you have
visual arts, or music, or theatre. I became interested in what is termed as media art
because I liked the work of artists that are very conscious of the materials they employ.
That is not always the case, when I go to a dance piece and the performers are
expending an incredible amount of energy on stage reacting to a music track that is
being played back at a very high volume over a pair of loudspeakers. I think it is such a
pity — they just take it for granted that this is the way music is reproduced and don’t
even think about it twice. It’s a pity, though, if instead of questioning habits we just get

into another habit of calling things "media art".

2. Can you please tell us about a project you realised in a public art space?

I have been working for several years on a project called City Sondols — it is a
soundwalk in which I use self-made mobile directional sound projectors to play with the
acoustic properties of the surrounding buildings. A few years ago I was visiting a friend
in London and I had a portable electronic clicker with me. We went for a walk in the

financial district late at night, when the place was completely deserted, it was amazing
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to play with those gigantic glass buildings as if they were just waiting for me to enjoy
them in my own way. It’s somewhat related to what the urban explorer movement is
doing with photography, but I am more interested in the auditory then the visual and
more in the actual experience then working with fixed media. I also think of what I do
as using buildings that were never designed for their acoustic qualities as integral parts
of a musical instrument — a little like what hardware hackers do with electronic circuits,

but then hacking architecture instead.

3. How has audience participation shaped your projects and given you feedback?

I get all kinds of reactions, sometimes people can get very angry, sometimes people are
clueless as to what I am doing, but some people discover a new way of listening... [ am
very sensitive to the reaction of the audience (both informed and spontaneous), but it’s
hard to say exactly how that influences my thinking. I want to share a certain
experience, and mostly I use feedback from the audience to understand if the experience
I intended to share was conveyed by the work. The acoustic domain is particularly
subjective, something that on a basic level also has to do just with where people are
located in space. Perhaps I am exerting a resonance that effects only a certain area, so
the audience must find out where that is, and sometimes they don’t. A lot of it has to do

with being able to direct attention to the right places.

4. How central is interactivity in your work?

I work with things that would be defined as interactive media — sensors and computers,
etc., but as far as interactivity goes I think a piece of marble can be just as interactive. I
work with digital media because this is what is most accessible to me. I do consider my
work as something that exists only at the moment that it encounters an audience, that is
the kind of interactivity that I am interested in. When I am in the audience I like it if |
can chose my own way to experience the work and I can get very irritated with
dictatorial artists that only allow for a very specific way of relating to their work. So I
try to keep my work open, but sometimes that is not easy to do. With my Echo Moire’
performance for example I put the audience in quite a constrained situation. The

audience sits in the dark and listens to a pair of robots slowly moving around the room
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and scanning the walls with acoustic impulses. It’s necessary for that work to put the
audience in this situation, as it takes time to be able to focus on the phenomenon and
learn how to decode what is happening. Still the work is what happens on a cognitive

level in the mind of the audience, so it’s still interactive in that sense.

5. Does the audience understand your aims and respond accordingly or give you some

ideas about an open-space discussion with the art work?

It is not always easy to have a discussion after a performance, often only a few people
want to share something, and it’s mostly just a few words — I think this comes more
from the music world, where a performance is considered entertainment. It would be
nice to have more opportunities for discussion after presenting work, also for people in

the audience to share what they experienced amongst themselves.

6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?

N/A

7. What does public space mean to you?

N/A

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?

I live in the Netherlands, but I am originally from Italy. I really miss the social life that

you have over there. But I don’t have to say much about this that would not be obvious.

9. Which skills (if any) are required for participants/audiences to be part of your work?

No particular skills, but a kind of curiosity, a disposition to observe and to do things that

might be considered unordinary.
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10. From your own experience, who is interested in public art/media art projects?

As an artist you have to do all kinds of things, one thing that I am not able to do is
market research — I would like my work to be for everyone. This is what I say, but I
suppose there are some limitations that are hard for me to see. I am too involved to

answer this question in a sensible way.

11. What role does psycho-geography and situationists theory play in your work (if any

role)?

Here in The Hague there is a building just next to the central station that is called New
Babylon. It’s this gigantic post-modern thing that was under construction for years. I
was going to do a lecture in Cyprus earlier this year, trying to trace a connection
between this building and what Constant wrote in his manifesto for a situationist city.
Maybe it was a silly idea, I never arrived in Cyprus because of an error in the booking. I
almost ended up spending a night in Warsaw instead. But to get to your question.
Drinking wine (or other alcoholic beverages) and getting lost in the city is fun. I advise
it. I don’t think the group of people who popularised this practice care (or would care)
much for all the academic literature (and ugly architecture) that is made in their name.
But it’s nice to tell each other about what we enjoy and find interesting. Once I made a
series of recordings of people getting drunk outside of bars in Florence. That is quite a
prominent side of the urban landscape that people only pay attention to when they want

to repress it.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to working in the public space and why are you interested in this?

I produced an exhibition for the ethnological museum in Berlin last year. I think there
were maybe 1,000 visitors there just in the first week of the two-month long show. A
large part of them were schoolchildren, from public schools, so it was quite a public
space. It was a commissioned exhibition, so I was able to fund my work for a while

after that. I had more control over the presentation conditions in such a space, but also I
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had a lot of restrictions due to safety measures etc. The important thing, I find, is to be

aware of the context and to find a meaningful way to react to it.

13. What is a project you are working on now?

Right now, I am editing a small book on self-made performative media. There are about
ten contributors, many of whom are artists whose work I find very inspiring and
provocative. It’s the first time I’'m doing this, so it’s absorbing a lot of my time! But I
love to do things that I don’t know how to do.

14. Would you define yourself as a public artist and/or media artist?

N/A

15. How do new media contribute to the discussion of art history (if there is any

contribution)?

N?A
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Scott McGovern

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?

I have basically lost my career as an artist as my curatorial practice has become more
sophisticated over the last decade. However my interest in art, like many people’s,
began in early childhood. It became my full-time occupation since starting art college

twenty years ago.

I am fascinated by public art because there can be the best and worst examples of art in
the public sphere. I am fascinated by media art as the electronic medium is now the
predominant means of communication globally and has become an international

primary language.

2. Can you please tell us about a project you realised in a public art space?

Probably the most significant public art exhibition I curated was in 2007 called
‘Edifying Edifice’ which featured ten media art installations installed around downtown
Guelph, Canada. There were videos playing in store windows and projected on
buildings, and audio installations in alleyways. It really animated the downtown area

and was very surprising for the citizens of Guelph.

3. How has audience participation shaped your projects and given you feedback?

Working at an artist run centre, funders wish to know a lot of information about this,
such as audience numbers, response, effectiveness, etc. Presenting art in a small city in
Canada, it is often challenging to find large audiences, although the audiences are very
engaged. I do value the response of the general audience as I feel that art is meant to
communicate and that provoking a response is vital to the completion of the piece. I

equally value positive and negative responses.

4. How central is interactivity in your work?
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When an interactive artwork is good, it can be very good, but often it can just be a

gimmick and the concept shifts to "How does it work?" from "What does it mean?".

5. Does the audience understand your aims and respond accordingly or give you some

ideas about an open-space discussion with the art work?

Sometimes, but different artworks provoke radically different responses in different
audiences so it is difficult to generalize. One assumption that I always make is that the
general public hates art, and that is a good place to start from when predicting how a

piece may function especially in a public space.

6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?

When media art is presented in public, the overall frame of reference that the audience
has to relate it to is advertising. So, it is best to acknowledge that instead of ignore it.
Media art is still underutilized in the public sphere especially as things like video
projectors improve. In some ways, the activist communities make the best use of media
art when projecting on public buildings with protest slogans, etc., and then documenting

it and sharing it online to gain attention for their causes.

7. What does public space mean to you?

It is a blurry line between public and private spaces, as they are legally much different
than they are thought of. Many private spaces pretend to be public (i.e. businesses), and

many public spaces are treated as private (by governments).

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?

Different places have different attitudes towards their public spaces. Mostly, it is driven

by the will of the public, and this guides the laws and practices regarding public spaces.
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It is a complex dynamic guided by many influences — commerce, tradition, politics,
religion, etc. Often it is a indicative of how different people think of themselves — how
they value themselves as individuals may also be how they feel about their public

spaces.

9. Which skills (if any) are required for participants/audiences to be part of your work?

Essentially none, as I assume the audience has no special knowledge when they
encounter a work. This answer would likely be different if I worked at a university, a

gallery or even a museum.

10. From your own experience, who is interested in public art/media art projects?

I think almost everyone is interested, but that doesn’t mean that they will appreciate it.

For example, I love hating a lot of public art.

11. What role does psycho-geography and situationists theory play in your work (if any

role)?

No role directly, but there would be an overall influence as would any theory which

alters art and ideas.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to working in the public space and why are you interested in this?

I ran the Ed Video Gallery for seven years. It was a very accessible and vibrant space
with many different types of exhibitions, events, concerts, talks, performances, parties,
etc. I have never been directly employed by a museum, though I have curated
exhibitions in several. There is certainly a different dynamic that exists. Overall I would
say that museums (in Canada) are so concerned with pleasing everyone that very few
people are pleased by them. The concept of ‘formula’ is valued far more than “vision’.
Perhaps in some ways, a museum is a large, comfortable casket for artwork to die. I

love museums though as a visitor — they are like my churches.
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13. What is a project you are working on now?

I’'m focusing on curating international exhibitions to assist Canadian artists in finding
new audiences and opportunities. This takes the form of low-cost, non-profit art fairs
and partnerships with galleries. Currently, I have an exhibition on at The Art
Foundation in Athens, Greece that I have co-curated:

http://scottmcgovern.com/tomorrow/

14. Would you define yourself as a public artist and/or media artist?

A curator with a focus on media arts.

15. How do new media contribute to the discussion of art history (if there is any

contribution)?

Media, and especially video, is a vessel for many things. So, the discussion of art
history can find new forms using video. However, the internet has created a return to
reading for young people. This is because people can read faster than they can hear
words in a video, and can edit what they are consuming while they read. There is a
rejection of how video dictates time, stories, and knowledge to the viewer. Video is
passive but learning is active. Also, of course, people do not have to spend so much
time and money to find information, so people can have a more comprehensive

understanding of many things, but often not as much knowledge in-depth about topics.
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Afroditi Psarra

1. Can you give me some information about your background as an artist? How did you

get first involved and interested in a. public art, and b. media art?

Ever since I was a small girl I was always interested in art and technology. In primary
school I was taking extracurricular activities that included learning programming (with
LOGO and QBASIC), painting, theatre improvisation and dance. And also, I was
introduced to the world of handicrafts through my grandmother who taught me how to
sew, knit and embroider. When 1 finished high-school I studied at the Department of
Fine Arts and Arts Sciences of the University of loannina in Greece and soon after I
graduated I moved to Spain to pursue a master and a PhD in “Image, Technology and
Design” at the School of Fine Arts of the Complutence University of Madrid. While I
was in my second year as a graduate student I had a Processing class and so I committed
myself to learn how to program, but soon I realised I was missing the tangible character
of my previous work and I needed to start using my hands again for something other
than typing commands on a screen. So, I started doing a series of embroideries that had
a technological theme, but did not have any technology embedded in them. Meanwhile,
I was attending a number of workshops on art and technology at the Medialab-Prado in
Madrid and so I got familiar with the Arduino platform and the LilyPad Arduino micro
controller - that is specifically designed for textile electronics. In the late summer of
2011 I bought myself a kit and I was immediately hooked, as the field of e-textiles

encompassed all my previous interests.

2. Can you please tell us about a project you realised in public art space?

Although I am not involved directly in public art, almost all my work has a public
aspect, as it uses the body as an interface for providing visual, sonic or haptic feedback
of the invisible world that surrounds us. One of these projects is Divergence - a
wearable Electro-Magnetic Field detector that provides haptic and sonic feedback of the
invisible EMFs. The idea behind the project is that one can wear it and explore the

hidden Electro-Magnetic soundscape of the city. Furthermore, this project as well as
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almost every other is developed in an open-source mentality, using open-source

software and hardware and publishing all the steps of the creative process online.

3. How audience participation has shaped your project and gave you feedback?

The project is presented on the open domain and since it was published in 2014 I have
received a lot of feedback from numerous followers. Certain suggestions and comments
of other artists, designers and coders have helped me develop the project further. In
2015 it has developed in a workshop entitled Sensing EMF through textiles taught at the
Bauhaus University in Weimar in the context of The Textile Resistance series of events
and published in a Bauhaus publication as a tutorial on How to create an Arduino-based
textile EMF detector. And in a few weeks a newer/updated version of the workshop will
be presented at the eTextile Summer Camp in Paillard, France - an event where 30 e-
textiles practitioners from around the world are gathered to exchange ideas and

techniques and speculate about the future of the field.

4. How central is interactivity in your work?

Interactivity is embedded in my work in an organic manner.

5. Does the audience understand your aims and responds accordingly or give you some

ideas about an open-space discussion with the art work?

As my work is mainly composed by wearables, e-textiles and sound experimentation, I
feel that when it is presented through a performance that the public can experience
directly and understand it and this leads to very ftjstiferous and meaningful discussions.
But, when my work is presented simply on a mannequin or a dress-form, even-though

the interaction is there, the public cannot empathise easily...

6. How do you think that media art and public art can be found under the same

umbrella? Can you give us an example referring to your work?
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By creating open-source projects that can be replicated by anyone by fomenting

dialogue between creators, makers and public.

7. What does public space mean to you?

A playground of ideas and a place to interact with others.

8. Having worked and lived in different countries (if so) how differently is public space

perceived in your opinion?

Each country/nation has its own mentality about how flexible public space can/ how it

can be used by artists and how this flexibility foments social interactions.

9.Which skills(if any) are required for participants/audience to be part of your work?

In an exhibition/performance context, none. In a workshop context some basic

electronics, programming and sewing are always welcome. The important thing is to be

open minded and eager to make things with their hands and collaborate with others.

10. From your own experience who is interested in public art/media art projects?

Everyone! Public art and media art have no age/race/social restrictions.

11.Which role does psycho-geography and situationists theory play in your work (if any

role)?

I am inspired by the playfulness that they propose and seeing the city as a playground of

ideas.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

to work in the public space and why are you interested in this?
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Yes. Depending on the situation. Public space can be more informal as well as super-
formal. Public space makes the interaction with the public more direct and also

challenges you to think how your artwork will function in a broader spatial scale.

13. Which is a project you are working on now?

Cosmic Bitcasting - A wearable cosmic ray detector in collaboration with experimental

physisist Cécile Lapoire. http://afroditipsarra.com/

14. Would you define yourself as a public artist and/or media artist?

Yes, I define myself as a media artist, although a prefer the term multidisciplinary as I
don’t work only with digital technologies, I also work with traditional crafting

techniques and experiment with sonic composition.

15. How do new media contribute to the discussion of art history( if there is any

contribution)

In media art, theory and practice go hand by hand. The different forms and currents of
this broad filed of practices expresses the current era where ubiquitous computing is
being integrated in every aspect of our daily lives and bits collide with atoms to create
new hybrid forms of art. We cannot talk about art history without including the

technological artistic practices of the last 60 years.
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Tobias Rosenberger

1. Can you give me some information about your background as an artist? How did you

first get involved and interested in a. public art, and b. media art?

I had some good teachers in school. I was lucky to study Latin and Ancient Greek, and
these classes turned out to be discussions about the foundations of European society and
democracy. I was always fascinated by Ancient Greek theatre — its aesthetic qualities,
but also its negotiations with space and its religious and political contexts. This early
public art form became quite an inspirational heterotopia for me. Having never been a
tech kid, I realized during my theatre studies what deep effects the advent of private
internet and mobile communication had on myself and my relation to others. I bought
my first computer and started to learn programming, because I wanted to understand
better how the contemporary world was working. I also soon realized that Europe is not

the world.

2. Can you please tell us about a project you realised in a public art space?

In 2007 a friend and I were commissioned to do a light installation during Ramadan in
Sana’a, the capital of Yemen. We didn’t had a big budget and didn’t know what to do
there before we went there, but for me it certainly became one of the most personally
enriching projects I ever did. I think, ideas at the beginning, but to really listen carefully
to space and people.

3. How did audience participation shape your project and give you feedback?

As artists we were in a constant learning process, but at the very end it was also us who

had to make the (artistic) decisions.

4. How central is interactivity in your work?

I understand “interactivity” as a political notion, so somehow it is always present in my

work, even if specific pieces don’t establish a real interface for the audience. As an
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artist I am always interacting with space, people and situations: I believe that art is less
about expression, but more about the creation and transformation of spaces, where
everybody is invited to discover something from different perspectives and to think on
his/her own. It is certainly not about the creation of illusion. But I am also aware that
some of the basic clichés of interactivity often turn out to be another big illusion. You
don’t necessarily trigger a democratic process if you just let the audience somehow

interact with your piece.

5. Does the audience understand your aims and respond accordingly or give you some

ideas about an open-space discussion with the art work?

It is always more easy to be the grand magician and to label entertainment as art.
Attention is elusive and fast distraction or self-confirmation are always welcome. We all
experience a lot of pressure, so it is always nice to have some anchors. But it is also true
that as artists we should never underestimate our audience. Doing the convenient or
spectacular does not mean doing art. All people want to be taken seriously, and art can
only work if it establishes a non-hierarchical communication process, that questions
perception and triggers a feedback chain. I think at the end, people always appreciate

the open space that art provides.

6. Do you think that media art and public art can be found under the same umbrella —

can you give us an example referring to your work?

Art deals with and also influences our perception of reality. Whenever we approach
public space, we are already surrounded by (media) apparatuses and dispositifs.
Normally, before we go to any place, we have already collected a lot of information
about it. Media are in the centre of the process of perception, both off and on-site. As
artists we do investigate them, take them apart and re-design them. We can not talk
about space without considering media. This was true in the past, and it became even

more obvious in the last twenty years.

I did a couple of works with moving surveillance cameras, that normally are placed in

public space and controlled by motion detection or analysis algorithms, or even by guys
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sitting somewhere hidden & distant. For these cameras I developed my own software
and I started to use them as a kind of purely aesthetic instruments: I used f.e. midi-
tracks to create abstract movement and zooming patterns, and played back the images of

multiple cameras on multiscreen-setups.

7. What does public space mean to you?

There is this old saying: “We all live under the same sky.” As much as each individual
needs his/her private space, he/she also needs the public space. It is between these two

poles that the wonder of society happens.

8. Having worked and lived in different countries (if so), how differently is public space

perceived in your opinion?

People everywhere perceive their private space as different from public space. But there
are big differences in how people do relate to it, in how far they have real access to it
and the experience of being an active part of it. If we want to approach the different
perception of public space in different places, we need to ask anew every time about the
question of power: what are the hidden layers of joy, gaze and control that are working

in the back.

9. Which skills (if any) are required for participants/audiences to be part of your work?

I am convinced that skills can easily be acquired if people are motivated. I believe

curiosity is much more important than skills.

10. From your own experience, who is interested in public art/media art projects?

For me that is the wrong question. We should not ask which people are interested in

public art or media art, but why people could be interested in it. That does not mean that

art should please the people, but it makes it necessary to deal with the context.
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11. Which role does psycho-geography and situationists theory play in your work (if

any role)?

None consciously. But there might be some parallels.

12. Have you ever worked/exhibited inside a gallery/museum space? How different is it

from working in the public space and why are you interested in this?

The audience is certainly different. You also don’t have to think too much about

weather conditions and material durability.

13. What is a project you are working on now?

In the last few months, I programmed some custom software modules that make it much
more simple for me to create visual systems. I am now working on some vj-sets. This is
mainly because I really like to dance and would also like to get in contact with some
new audiences. This stuff will be based on themes and algorithms of intelligence and
surveillance. I am also organizing a lot of video footage that I captured quite
systematically in Shanghai ten years ago. I am re-filming right now at the same

locations, and I am in the process of creating a personal map of this city.

14. Would you define yourself as a public artist and/or media artist?

Public artist sounds strange. I am a media artist.

15. How do new media contribute to the discussion of art history (if there is any

contribution)?

The past is not fixed or stable, we always perceive it anew via the media of our time.
Our perspective towards it is therefore certainly also permanently changing. Art history
is by no means a dead discipline, but can provide a precious distance to the present.

While we cannot reconstruct the past, we will always rediscover it in new ways.
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