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Europa was a Phoenician princess who was abducted by
Zeus. He appeared in the form of a bull and swam, with Europa
on his back, to the island of Crete, his birthplace. She became the
first queen of Crete. Her son Minos would later build the Mino-
taur's labyrinth, and many other myths proliferate, but they don't
tell us much more about Europa'’s life. The continent Europe may
or may not be named after her; either way, the Council of Europe
and the European Union have embraced her image as a symbol
of pan-Europeanism, putting her on various stamps, coins, and
banknotes.

The story of Europa’s brother Cadmus is longer and more bro-
ken and rambling. After his sister’s abduction, Cadmus is sent off
to find her. He's told by his father to not return to Phoenicia with-
out her. He fails to track her down (or he chooses not to, because
he doesn't want to upset Zeus?) and after a while, he heads to the
oracle at Delphi for guidance. There he is told to give up on his
quest for Europa, and to instead find a cow with a half-moon mark
on her side. He's supposed to follow the cow wherever she goes
and then build a city wherever the cow lies down with exhaustion.

He does as he’'s told, and when the cow he has found and
followed lies down, he sends his men out to get water (maybe to
quench their thirst, or maybe for use in the ritual sacrifice of the
cow for Athena?). The men find a spring, but it's the sacred spring
of the god Ares and it's guarded by a dragon who kills them all.
Cadmus then comes along and slays the dragon single-hand-
edly. Athena then tells Cadmus to sow the dragon’s teeth in the
ground. Then a full army of warriors suddenly sprouts from the
teeth in the soil. Shocked, Cadmus throws a rock at them, and
then the warriors start fighting each other. It's a bloodbath, and
in the end, only five warriors are left. They then help Cadmus to
found Thebes, which is still standing in Central Greece today as



one of the oldest continuously inhabited cities in the world.
Cadmus becomes the first King of Thebes. As a Phoenician
immigrant, he introduces the Semitic writing system of the Phoe-
nicians, which is adapted to become the Greek alphabet. But he
also has to atone for slaying the dragon, by being in service to
the god Ares for eight years. He marries Harmonia, and all the
gods come to their wedding. One of the gifts Harmonia receives
is a necklace, but it turns out to be a cursed necklace, and, as a
result, Harmonia and Cadmus’s family suffer many misfortunes.
Eventually, Cadmus and Harmonia turn into dragons (or ser-
pents?), maybe as a belated punishment for Cadmus'’s slaying
of Ares’s dragon, or maybe because of the cursed necklace that
continues to wreak havoc, or maybe because the couple want
to grow scales and become beasts, and it's a metamorphosis of
their own choosing.

It's a weird myth; it keeps splintering, trailing off, and looping
back. It's like trying to keep up with a story told to you by a young
child or someone on psychedelics; normative causality is a bit of
a mess, and there’s no real momentum or climactic culmination.
Even by Greek mythology standards, it's extremely fragmentary
and tangled, and while there are some very specific details, there
are also many loose threads. If people know of Cadmus they
probably know him as a dragon slayer, but his story continually
offsets any sense of heroic triumphalism. He's a guy who failed
in his quest and, as a result, he could never return to his home in
Phoenicia. He becomes a king but he's also cursed by a neck-
lace, and in the end, he turns into the beast that he ostensibly
defeated.

What remains consistent throughout the various versions
and retellings of the myth is that Cadmus accomplished two
major things: he brought the alphabet to Greece, and he founded
Thebes with the help of warrior men who sprouted from drag-
on's teeth planted in the ground. For the media theorist Marshall
McLuhan, these two achievements went hand in hand - in a way
that shows us how alphabetic literacy is historically connected to
militarization, empire-building, and, ultimately, modern bureau-
cracy. In Understanding Media (1964), McLuhan suggests “The
old Greek myth which taught that the alphabet produced milita-
rism (‘King Cadmus sowed the dragon’s teeth, and they sprang
up armed men’)” reminds us that “the phonetic alphabet was the



greatest processer of men for homogenized military life that was
known to antiquity.”

McLuhan argues that while pre-alphabetic writing was diffi-
cult to master and remained confined to the realms of “stationary
temple bureaucracies,” the alphabetic system, together with the
invention of cheap, transportable papyrus, led to “the transfer
of power from the priestly to the military class.” When Cadmus
planted the dragon teeth in the soil, he was sowing the alphabeti-
zation from which his army and his empire would grow. McLuhan
emphasizes the symbolic significance of teeth as a part of the
mouth (organ of speech/language); as units that are arranged
in a linear order (like letters); and as potentially violent tools (for
biting and devouring): “Languages are filled with testimony to the
grasping, devouring power and precision of teeth. That the power
of letters as agents of aggressive order and precision should be
expressed as extensions of the dragon's teeth is natural and fit-
ting. Teeth are emphatically visual in their lineal order. Letters are
not only like teeth visually, but their power to put teeth into the
business of empire-building is manifest in our Western history.”

Landform Instrument, Danae 10’s first solo exhibition in
Greece, presents a series of new works that have come from the
artist's long-term engagement with the interrelated histories and
functions of bureaucracy, mythology, and nation-building. The
myth of Cadmus and the city of Thebes are central to this body
of work, which includes two short films that have sprouted from
lo’s regular visits to Thebes over the last three years: Sprouts of a
dragon’s teeth (2023) and Seven Types of Dust (2023).

Featuring texts written in collaboration with the poet and
professor of comparative literature Stathis Gourgouris, both films
look to contemporary Thebes as a place of multi-layered histo-
ries. The divinatory cow that Cadmus followed has given way to
the livestock of contemporary agriculture. The soil that sprouted
the mythical army of men is now highly polluted, following ex-
tensive, ecologically destructive industrial activity in the twen-
tieth century (when Thebes was a centre for the production of
textiles, Tupperware, cement, plastics, and batteries). Abandoned
factories and industrial ruins now exist alongside the overgrown
ruins of antiquity. The city that was founded by an exiled, immi-
grant King is now a centre of agriculture that is largely dependent



on migrant labor (with many workers coming from Bangladesh,
Pakistan, and Syria, and many of them being undocumented in
Greece). The grandness of classical antiquity — with Thebes be-
ing remembered as the city of Antigone, Oedipus, Dionysus, and
Heracles - is worlds away.

To retell ancient myths is to enter into a very long and ongoing
process of selecting, repeating, interpreting, omitting, twist-
ing, opening up, and finding new resonances across time. The
historian of ancient philosophy Pierre Hadot once wrote that
“to write the history of thought is to write the history of misun-
derstandings.” This was in a book about one of the Heraclitus
fragments, the one that says “phusis kruptesthai philei,” which is
often translated into English as “nature loves to hide.” But Hadot
follows the fragment over many centuries and shows that these
three words have meant very different things at different times.
The point of the book is not to set the record straight and show
what Heraclitus really meant once and for all. Far from it; Hadot's
argument is that there is value in the proliferation of retellings
through creative misunderstanding — and that maybe it's a testa-
ment to the power of an idea if it can keep lending itself to further
misunderstandings.?

With Heraclitus, there is a singular author to whom the words
are attributed (even if those words come to us only in fragmentary
and mediated form). In the case of the ancient myths, however,
we are dealing with histories of misunderstanding through many
different versions and translations and versions of versions and
translations of translations, all coming out of a largely oral history
that spans a lot of time and defies singular attribution to any
individual author. The Greek myths have fed into many retellings
from feminist, queer, anti-colonial and other non-hegemonic
perspectives (to give just one example: Derek Walcott's 1990 epic
poem Omeros). But, as we know, there is also a long history of
nationalistic and fascistic instrumentalizations of ancient Greece
and its myths. The fascist engagement with antiquity always
depends on distortion and omission. It isn't one form of misun-
derstanding that can exist among many misunderstandings;
it's a selective instrumentalization that has to repress all other
retellings in the pursuit of an imagined “return” to the fixity of an
untainted original.



In the case of the Greek neo-Nazi criminal organization Gold-
en Dawn, for instance, the leader (whose first book was a collec-
tion of poems on the ancient Greek gods) once gave a speech
in which he celebrated the arrival of Cimon’s Athenian fleet in
Cyprus in 450 BC as an event that liberated the “Greeks” from the
Phoenician “Semites.” As Eleftheria loannidou has observed, this
was a framing that “subsumed different ancient ethnicities under
a common ‘Greek’ identity while dividing the ancient world with
the introduction of insinuated antisemitism.”® Historians generally
agree that the myth of Cadmus contains at least a grain of histori-
cal fact, in that the Greek alphabet was actually adapted from the
writing system of Phoenicia (a Semitic civilization primarily locat-
ed in modern-day Lebanon). But you won't hear fascists selecting
details like this in their triumphalist and isolationist invocations of
ancient Greece; invocations that have to deny the fact that Greek
culture has never been purely “Greek” or “Western.”

The fascist love for an insulated and whitewashed idea of
classical antiquity was of course central in Hitler's and Mus-
solini’s states — and many twenty-first-century neo-Nazi and
crypto-fascist groups continue to draw from an “ancient Greece”
that is constructed as “the origin” of the invented concept of
a unified “Western civilization.”* Recently, for instance, the US
organization ldentity Evropa used images of classical marble
sculptures to promote their brand of white suprematism (the slo-
gan “You Will Not Replace Us!” — which in Charlottesville became
“Jews Will Not Replace Us!” — originated from this group, whose
leader advocated for the “Nazification of America”). In 2018,
Identity Evropa chose the full-scale replica of the Parthenon in
Nashville, TN, as the site for their first national conference, and
the Parthenon also features prominently as the banner image for
the website Stormfront, a major white supremacist hate forum
founded by a former KKK leader. Notably, Stormfront’s Parthenon
is not the one made of broken remnants that can be seen on the
Acropolis of Athens today. Instead, it's pictured as whole and fully
functional, as if the last 2500 years never happened.

In his book The Nation and its Ruins: Antiquity, Archaeology,
and National Imagination in Greece (2007), Yannis Hamilakis
looks at how the nostalgia for unity and wholeness, and the
dream of unbroken continuity, have been central in the Greek
nationalist relationship with antiquity. With the example of the



Parthenon, Hamilakis is critical of practices of monumentalization
that seek to construct a continuous link to the Hellenic nation’s
illustrious Golden Age. In order to turn the Acropolis into a site

of timeless grandeur, Hamilakis observes, it must be “completely
purified and cleansed of the signs of its post-classical life” - a life
which includes its conversion into an Orthodox church in the fifth
century AD; its later conversion into a catholic cathedral; its sub-
seqguent conversion into a mosque with an attached minaret dur-
ing the Ottoman occupation; that time it was blown up during the
Venetian-Ottoman war, when the Ottomans used the Parthenon
as a munitions store for gunpowder; and all the myriad ways that
the site was a part of the life of the city during the middle ages.®

Part of lo’s attraction the Thebes, as a touchstone for her
artistic research since 2020, is that it doesn’t have any of the
symbolic/cultural capital (and associated baggage) of Athens.
Both lo’s and her collaborator Gourgouris’s families are from a
town that is an hour north of Thebes, but they both grew up in
Athens, and while they had passed through Thebes repeatedly
for many years, neither of them had ever stopped there before
lo started this project. The city is largely irrelevant in Greece's
contemporary tourist industry, and already in numerous ancient
Athenian plays (including Antigone, Oedipus Rex, Seven Against
Thebes, The Phoenician Women, and Bacchae), Thebes stood as
the other to the ideal city-state of Athens. As a place for grappling
with the interrelations of ancient mythology and contemporary
social reality, it isn't loaded with the same kinds of instrumental-
izing projections that you have at sites that have come to stand
for an idealized notion of classical antiquity. And as a stage for a
particular misunderstanding/ retelling of the myth of Cadmus, it
became a site from which to explore the historical intersections
of written language, state violence, and the bureaucratic process-
es of nationhood.

The sculptural works in Landform Instrument are related in
various ways to the physical infrastructure of the state’s administra-
tive organs. Noted or otherwise transformed (2023) is based on a
structure at The Hellenic Literary and Historical Archive of the Na-
tional Bank of Greece; an ad-hoc slide that is set up along the stairs
to aid the flow of documents and boxes through the institution,
which has been central in formalizing a history of modern Greece.
The slide structure also resembles the conveyor belts used by fruit



and vegetable pickers in the fields in Thebes, before the produce is
sent off as food that people eat all around the country.

Essay: Working Sheets (2023) is installed outside in State
of Concept’s courtyard, so that the watermarked paper docu-
ments on display — reproductions of materials from the municipal
archives of Thebes — will gradually fade through exposure to
the elements. Formally, this work references the stands that are
installed in state institutions to hold documents, or to provide sur-
faces for people filling them in. These are structures that lo has
become intimately familiar with in recent years, while navigating
the public health system and its seemingly endless demands for
paperwork. Materially, the work relates back to the industrial and
post-industrial histories of Thebes; the structure holding the doc-
uments is made from stainless steel, which depends on Chromi-
um, a substance that has been a major soil pollutant in Thebes as
a result of the ongoing wreckages of the industrial period.

Lining the walls of the gallery’s main space is a series of steel
and paper sculptures — Essay A, Essay E and Essay H (all 2023) -
which reference physical structures that are designed to display
documents in bureaucratic institutions. The A4 pages in these
works hold tracings from various archival documents held at
the Thebes municipal archives, including demographic studies,
economic projections, texts by local historians, and documents
from Thebes factories before they were shut down at the end of
the twentieth century. lo has reproduced these archival ex-
cerpts with inkless hand-tracings — a highly repetitive, laborious
process that counters the ostensible bureaucratic values of
legibility and efficiency while re-enacting and reclaiming the
time-intensive tedium of having to complete endless obligatory
paperwork. Form after form to fill in; word after word, letter after
letter, lined up like teeth ...



10

Notes

Marshalll McLuhan, Understanding Media: The
Extensions of Man (Routledge, 1964).

Pierre Hadot, The Veil of Isis: An Essay on the

History of the Idea of Nature (Harvard University

Press, 2006).

Eleftheria Ioannidou, “Mythologies of Genesis and
Neo-Nazi Palingenesis: Commemorating the Battle
of Thermopylae in the Political Rites of the Golden
Dawn,” Humanities 11: 88, 2022.

The website pharos.vassarspaces.net was set up in
2017 to document and refute the growing instances
of classical antiquity’s appropriation by hate groups.

Yannis Hamilakis, T/e Nation and its Ruins An-
tiquity, Archaeology, and National Imagination
in Greece (Oxford University Press, 2007).



=



=




16



17



Landform Instrument

Amelia Groom

H Eupwtin nTav pia Gpotvikikn mptykimooa Ttou amnyon arno
Tov Ala. Epdaviotnke pe ™ popdr) TaUpou KAl KOAUUTINGE, e TNV
EupwTtn otnv AATN tou, oto vnoit g Kprtng, T yevetelpd tou.
‘Eywve n pwtn BaciAtooa g Kprytng. O ylog g Mivwag Ba éxtile
apyotepa tov AaBuptvo tou Mivwtaupou kat TIoAAoL AAAOL piBot
TIoAAaTAaotalovtal, aAAd dev pag AEve TIOAAA TIEPLOCOTEPA YLA TN
(w1 ™g Eupwring. H ftelpog Eupwrn propet va mmpe 1 va pnv
TUPE TO OVOUA TNG ATIO gKelvn, OTIWG KAl va €XEL, TO ZUMBOVALO TNG
Eupwring kat n Evpwtaikr) Evwon €xouv uloBeTroeL Tnv elkéva g
WG CUMUPBOAO TOU TTAVEUPWTIAIOUOU, TOTIOOETWVTAG TNV o€ dlddopa
YPQUUATOON A, VOUIoHATA KAl XapTovopiouata.

H wotopia tou adeAdov g Evpwring, Tou Kadpuov, sivat
UEYAAUTEPN, TILO ATIOCTIACHATLIKT| KAl TIEPUTAAVWHEVT). MeTd TNV
araywyn g adeAdpng tov, o Kadpog otéAvetat va ) Bpet. O
TIATEPAG TOU TOU A€l va unv eTiiotpédel otn Powvikn xwpig autnv.
Agv katapEpveL va TNV eVToTiioeL (1 ETUAEYEL va UNV TO KAVEL, ETIELD
bev B€AeL va otevoyxwpnoet Tov Aia;) kat HETA arod Alyo katpo,
katevBbuveTal oto pavteio Twv AeAdwv ya kabodrjynon. Ekel Tou
Aéve va eykataAeipel v avadrtnon Tou ywa v Eupwrn kat va Bpet
avt' autou pia ayeAdda pe onuddt éva HioodEyyapo oTo TIAEUPO
™NG. YIotiBeTal OTL TIPETIEL VA AKOAOUOT|OeL TNV ayeAdda OTIou KL av
TIAEL KAL OTN OUVEXELA VA XTIOEL YLa TIOAN OTTIOUSYTIOTE 1) ayeAdda
EamAwoel armo Tnv eEAVIANON.

Kdavel 0,TL Tou Aéve, kal étav n ayeAdda Tou BprKe Kat
akoAouOnoe EarAwvel, OTEAVEL TOUG AVTPEG TOU va PEPOUV VEPO
(lowg ywa va &edupdoouv 1) iowg yla va xpnotporomn0el otnv
TeAeTOUPYLKY) Buoia Tng ayeAadag ywa tnv ABnva). OL avdpeq
Bplokouv pia Ty, aAAd ival n Lepn TIyn tou Bgov Apn kat
duAdooeTal arod Evav SpAko TIou TOUG OKOTWVEL OAOUG. ToTte
eudavietal o Kadpog kat okoTwvel Tov dpAko povog tou. H ABnva
T0Te AéeL otov Kadpo va oteipel Ta doévtia Tou dpdkou oto £6adog.
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Tote évag 0AOKANPOG 0TPATOG TIOAEUOTWY PUTPWVEL EAdVIKA aTtd

Ta §GVTIA OTO XWHA. LOKAPLOHEVOG, 0 KAdHOQ Toug TIETAEL pia TIETPaA
KaL TOTE OL TIOAEULOTEG ap)iCouv va TIOAEOUV HeTa&U Toug. Mvetal
AOUTPO AiATOG KAL GTO TEAOG HEVOUV OVO TIEVTE TIOAEULOTEG. XN
ouvexela Bondouv tov Kadpo va dpuoet I OnBa, n orola otékeTal
akoua kat onuepa otnv Kevtpikn EAAGda wg pia armod tig apxaldtepeq
OUVEXOMEVA KATOLKNHUEVES TIOAELG OTOV KOOHO.

O Kadpog yivetat o Tipwtog BacAiag Tng Onpag. Qg Gowikikog
UETAVAOTNG, ELOAYEL TO ONILTIKO CUCTNHA YPADNG TwV Dowikwy,
TO OTI0{0 TIPOCAPUOZETAL YIa VA YiVEL TO EAANVIKO aADARNTO. AANG
TIPETIEL £TTioNg va eENewBel ya T Bavatwon Tou §pdkov, 6vTag oTnv
urmpeoia Tou Oeov Apn yla oKTw Xpovia. Mavrpevetat tTnv Appovia kat
oot oL Beot epxovtat oTo yapo toug.'Eva amo ta dwpa Ttou AapBavet
n Appovia etvat éva Tiepldépato, AAAA attodelkVUETAL OTL eival Eva
KOATAPAUEVO TIEPIOEPALO, HIE ATIOTEAECHA 1] APHOVIA KAL 1) OLKOYEVELL TOU
Kéadpou va urtodépouv attd TIoAAEG oupdopES. TeAkd, o Kaduog katn
Appovia petatpérovtal oe dpakoug (1) didla), iowg wg ETEPOXPOVICUEVN
Tiwpia ya ) Bavdatwon tou dpdkou Tou Apn arto tov Kaduo, 1y iowg
AOYW TOU KATAPAWEVOU TIEPLOEPALOV TIOU OUVEXICEL VA OTIEPVEL TOV
OAeBpO, 1) lowg eTteldn To (euydpl BEAeL va BydAsL AETTLa Kat va yivel
Onplo, kat eivat pa petapdpdwon Tou To i8L0 ETIAEYEL

Etvat évag mapa&evog pubog —ouvexilel va dlaotdtalt, va
aTIopaKpUVETAL KAl va eTiloTpédet. Eival oav va poottabeig va
TIAPAKOAOUBONOELG Hia LloTopia TIou cou dinyeitat £va Uikpo Ttadin
KATTOLOG UTIO TNV Tt PELd PUXESEAKWY — N KAVOVLIOTIKN atidtnTa
eivat Atyo prtepdepévn, kat Sev UTTAPXEL TIPAYATLKY) SUVALKT 1
KALLOKWTYN KopUdwon. AKOpa Kal yla Ta dedopéva NG EAANVLKNG
pHuBoAoyiag, sival eEALPETIKA ATIOOTIACHUATIKY) KAl UTTEPSEUEVN,

KL EVW UTIAPYOUV KATTOLEG TIOAU OUYKEKPLUEVEG AETITOUEPELEG,
UTTAPXOUV ETTIONG TIOAAEG AVOAOKAT)PWTEG UTIOBETELG OTNV

TIAOKY] TNG. AV KATTOL0G Yvwpilel TNV UTtapén tou Kaduov, paAAov

Tov EEpouv wg Ppovid Tou dpakou, AAAA N LOTOPIA TOU CUVEXWG
avtiotaduidel kdBe aiodnon npwikou Bptaupou. Eival évag Tumog
TIOU ATIETUXE OTNV TIPOOTIAOELd TOV KA, WG EK TOUTOU, SV UTIOPETE
TIOTE va eTILOTPEPEL 0TO OTI(TL Tou 0T Powikn. Mvetal facAtag, aAAd
TIapAAANAa givat Katapapévog aro va TiEpLdEPaALo, Kal 0To TEAOG,
UETATPETIETAL OTO ONpio TIoU PAVOUEVIKA VIKNOE.

AuTO TIoU TTapapEVEL 0TAOEPO O OAEG TIG SLADOPETIKEG
€kSOXEQ Kal avadinyroelg Tou pubou sival 6Tt o Kadpog metuxe



V0 onpavtkd ipdypata: Ebepe 10 aAdapnto otnv EAAGSa kat
{dpuoe T OnPa pe tn BonOela TIOAEULOTWY avdpwWV TIoU Bynkav arod
d6vTia dpdkou putepEva 0To £6adog. Na Tov BewpnTIKO TWV PECWV
Marshall McLuhan, autd ta §Uo emiteUypata Tnyavav Xep-xept

— Me évav TPOTIOo TIoV Hag deixvel Twg 0 aAdapnTiopdg ouvdéstal
LOTOPLKA [E TN OTPATIWTIKOTIOMOM, TNV 0LKOSOUNGCT) AUTOKPATOPLWV
Kay, TEAKd, Tn ouyxpovn ypadelokpatia. Xto Understanding Media
(1964), o McLuhan mtpoteivet: «O TTaAl0g EAANVIKOG HUO0G TIou
Sidaoke 0Tl To aAdaRNTOo TIapyaye pAtaptopd (“O Bao\ag Kadpog
£€0Ttelpe Ta dOVTIA Tou Spdkovu, Kal EepuTpwaav EVOTtAoL avdpeg”)»
Hag uttevOUUileL OTL «To PWVNTIKO AADAPBNTO 1TAV O PEYAAUTEPOG
eTe&EPYAOTNG AVOPWYV YLA TNV OLOYEVOTIONMEV OTPATIWTIKY (W)
TIoU YVWPELZE N apXaldtnTa.»

O McLuhan uttootnpidet 611, VW N TIPO-aAPAPNTIKN Ypadmn
Tav SUCKOAO VA KATAKTNOEL KAl TIAPEUELVE TIEPLOPLOUEVN OTN
odaipa TG «ypadelOKPATIAG TWV VAWVY», TO AAGABNTIKO CUCTNUA,
0€ CUVOUAOUO HE TNV EPEVPECT TOU GONVOU, HeTAPEPOEVOU
Tanupov, 0d1ynoe o1 «Uetadopd TG e§0UCIAg Ao TNV LEPATLIKN
01N OTPATIWTLIKY) Ta&Nn».. Otav o Kaduog putePe ta dévtia Tou
SpdKou 0To XWHA, £0TIEPVE TNV AAPAPnTo ard tnv oroia Ba
avarnTtuoooTayv 0 6TPATOC TOU KAl 1) autokpatopia tou. O McLuhan
ToViel TN CUMPBOALKY) ONpACia TWV SOVTIWY WG HEPOG TOU OTOUATOG
(6pyavo tou Adyou/TNng YAwooag), wg HovAadeg TTou SlatdooovTal o
YPQUULKNA oglpd (OTwg Ta Ypdppata) kat wg duvntikd Blawa epyaleia
(Yia daykwpua kat kataBpoxdion): «OL yAwooeg eivat yepdteg amod
HapTupieq ya tnv duvaun toug va apttd&ouy, va kataBpoxbicouv
Kat yla v akpifeld toug. To 6TL N SUVAUN TWV YPAUMATWY WG
PopEwv eTOETIKNG TAENG Kat akpiBelag Oa Tipémel va ekdppaldetal wg
TIPOEKTACELG TWV SOVTLWYV ToV dpdkou gival Ppuotkd kat Taplacto. Ta
dovTla givat epdaTikd OTTTIKA 0T YPAUULIKY) Toug oglpd. Ta ypdppata
eV pHolalouv HOVO OTTTIKA e Ta SOVTLA, AAAA 1) SUvapy) Toug va
Badouv d6vTia TNV eTTXEPNON OLKOSOUNONG AUTOKPATOPLWYV givat
£k&NAN 0N SUTIKY Hag Llotopian.

To Landform Instrument, ) TIpwTN ATOLIKY) £€kOgon TNG
Aavang Hw otnv EAAGSq, Ttapouotddel pia oelpd VEWY €pYWV TIOU
TIPOEKUPAV ATTO TN HAKPOXPOVLA EVATXOANOT TNG ELKACTIKOU HE TIQ
AAANAEVOETEG LOTOPIEG KAL AstTOUpYieg TNG ypadelokpatiag, g
HuBoAoyiag kat Tng olkodopnong tou €6voug. O pbog tou Kddpou
Kal n TIOAN Tng OnPag Bpiokovtal 0To ETKEVTPO AUTOU TOU £PYOU, TO
ottoio TepAapBavel VO Tavieg HIKPOU HNKOUG TIOU £XOUV TIPOKUPEL
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ard TIG TAKTIKEG eTioKEWELG TNG Houg otn OnBa ta teAeutaia tpia
Xpovia: Sprouts of a dragon's teeth (2023) kat Seven Types of Dust
(2023).

Me kelpeva TIou ypadtnKav o€ CUVEPYATia e TOV TTOUNTY) Kal
KaBONYNTr) CUYKPLTIKNG Aoyotexviag Xtabn foupyoupn), kat oL Suo
Tawieq e&etalouv T cUyxpovn OnPa wg Evav TOTo TIoAVETTTIES WV
LoTOPLWV. H pavtikr) ayeAada Ttou akoAouBbouoe 0 Kadpog €xet
dwoel T B¢on Tng ota {wa TNG oUyxXpPovNng Ktnvotpoodiag. To
£8adog TTou PUTPWOE TOV PUOIKO OTPATO TWV avBpwTiwy eivatl
ONUEPT LOAUCEVO, ETA TNV EKTETAUEVT), OLKOAOYIKA KATACTPOPIKY)
Blopnxavikn 5pactnELOTNTA TOU £IKOOTOU dlwva (étav n Onpa nrav
KEVTPO TIAPAYWYNG KAWOTOUdAVTOUPYLKWY TIPOIOVTIWY, TATTER,
TOHEVTOU, TIAACTIKWY KAl YTtatapwy). EykataAeAelupéva epyootaota
Kal Blopnyavikd epeiria uttdpyouvv twpeda SimAa ota katdaduta
gpeima g apxadtntag. H TtoAN Tou 18pubnke armo evav eE6pLoTo,
HeTavAoTn BactAd eival orjepa £va KEVTPO Yewpylag Tou e&aptdral
0€ HEYAAO Babuod aro Tn HETAVACTEUTIKY) epyaoia (e TIoOAAOUG
gpydreg Tou TIpogpxovTal ard to MmaykAavteg, To MakoTav Kat
™ Zupla, kat TTIoAAOL atto autoug (ouv Xwpeig xapTid otnv EAAGSa).

H peyaAottpémela g KAAOIKNG apxatotntag — pe I Onpa va
UVNUOVEVETAL WG 1 TIOAN TNG Avtydvng, Tou Owimoda, tou Alovioou
Kal Tou HpakAr) — sivat TIoAU pakpld.

H avadujynon twv apxaiwv pudwv onuaivel 0Tt Uraivoupe o Jia
TIOAU HOKPA Kal ouveyn) dladikaoia eTiAOYNG, ETtavaAnyng, epunveiag,
TiapdAewdng, SlaoTpERAWONG, AVOLYHATOG KAl EUPEDNG VEWV
annynoswv pEaa oto xpoévo. O 1oToplkdg TNG apxaiag phocodiag
Pierre Hadot £ypae karote 6Tt «To va YpAdELg TNV loTopia Tng
okedng etval oav va ypadelg tnv Lotopia Twv TtapeEnynoswvy.

AuTO ritav og €va BIBA0 oxXeTIKA He €va artd Ta ATtooTIACHATA TOU
HpdkAettou, ekeivo TIou Aéel «puoLg kpUTTTECOAL PIAED, TO OTTOIO
ouxvd petadpddetatl ota ayyAlkd wg «n puon ayartd va kpuRetau.
AAAA 0 Hadot akoAouBei To Opavopa eTti TTOAAOUG auwveg Kat deixvel
OTL AUTEQ OL TPELG AEEELG oTjatvay TIOAU SLadopETIKA TTpayata

o€ SladopETIKEG ETTOXEG. To vonua tou BiPAiov dev eivat va BaAet
Ta TpAypata ot B€on Toug Kat va Selfel T Tipaypatikd evvoouoe
0 HpdxkAettog pia yla rtavta. To emxeipnua tou Hadot eivat ot
uTtapxel a&ia otov TIOAAATIAQGLAo O TWV avadinyr)oewy Heow TNG
Snuovpylkng Ttape&rynong — kat 6Tt iowg sivat amddegn g
Suvaung pag Weag av propel va ouvexioest va ipoodEpeTal yla
TIEPATEPW TIAPEENYN OELG. 2



Me tov HpakAetto, uttapxel £vag povadlkog ouyypadEag otov
ottoio arodidovtal Ta Adyla (akOun Kat av autd ta Adyla €pxoviat
0€ Jag HOVO O€ ATIOOTIACHATLKY KAl SlapecoAaBnuévn popdn).
2TNV TePlTTwon Twv apxaiwyv pubwv, woTtdoo, EXOULE VA KAVOUE
e LoTOPieg TIAPEENYNOEWY HECW TIOAAWV SLAPOPETIKWVY EKOOXWV
Kal HeTadDPATEWYV, OAEQ TIPOEPXOUEVES ATIO | OE peydAo Babuo
PO OPLKY) LoTOPLa TIOU KAaTAaAApBAvVEL TIOAU XPOVo Kat apndd tTnv
artédoon og évav pepovwpevo ouyypadéa. Ot eAAnvikol podot
£XOUV TPOH0SOTNHOEL TIOAAEG avadinynoslg arnd PEUVIOTIKEG,
queer, aVTIATIOIKLAKEG KAl AAAEG UN-NYEUOVIKEG TIPOOTITIKEG (Ya va
Swow PoVo éva Ttapadetypa: To eTtiko Ttoinua Omeros tou Derek
Walcott to 1990). AAAG, 6TIwGg YvwpilOUE, UTTAPXEL ETTIONG HLa
Hakpd LoTopla EBVIKIOTIKWY Kat GACLOTIKWY EPYAAELOTIONCEWV TNG
apxaiag EANGSag kat Twv pubwv tng. H dactoTikr) evacxoAnon
HE TNV apxalotnta eEaptatal TTavta arnod tn dlaoTeERAWON Kat TV
TIapdAewdn. Agv TIPOKELTAL YA pia HopdT) TIapavonong TIou JTtopetl
Va UTTAPXEL AVAUEDSA OE TIOAAEG TIAPAVOTOELG, TIPOKELTAL YA [Ld
ETIAEKTLKT) EPYAAELOTION O TIOU TIPETIEL VA KATATILECEL OAEG TIG AAAEG
avadinynoelg otnv ediwén pag davtactakng "emotpodng” otnv
AUETABANTOTNTA EVOG AOAUVTOU TIPWTOTUTIOU.

2TNV TIEPITTTWON TNG EAANVLKNG VEOVAJLOTIKNG EYKANUATLKNG
opyavwong Xpuaor| Auyn, yla Tiapadetypa, o apxnyos tng (To mpwto
BBAio Tou oTtoiou NTAV pia GUAAOYT TIONHATWY YA TOUG apXaioug
‘EAANveg Be0Ug) £8woe KATIOTE pa O 0NV oTtola yloptace
™V AdLEn Tou abnvaikov otéAou tou Kipwva otnv Kimpo 1o 450
T.X. WG €va yeyovog Tou areAeuBEpwoe toug "EAANveg" armo toug
Doivikeg "Inuiteg". ‘OTwg €xet Ttapatnpnost n EAsubepia lwavvidov,
ETIPOKELTO YLA LA SLAHOPPWOT) TIOU «CUVEVWOE SLADOPETIKEG
apxaieq eBvOTNTEQ KATW ATIO PLd KOWY) "eEAANVIKY" TAUTOTNTA, EVW
Slalpovoe Tov apxaio KOOHO HE TNV EL0aywyr| EVOG UTIOVOOUHEVOU
avTonUTopoU».® OL LoTOPLKOL YEVIKA UM WVOUV OTL 0 LB0G ToU
Kdaduou ttepléxetl TOUAAXLOTOV VAV KOKKO LOTOPLKOU YEYOVOTOG,
KaBwWG To EAANVIKO AP APBNTO OTNV TIPAYUATIKOTNTA TIPOCAPUOOTNKE
aro o cuoTnua ypadng g Powvikng (€vag onuITIKOG TIOAITIONOG
TI0V BplokdTtav kupiwg otov onuepvo AiBavo). AANG dev 6a
AKOUOETE TOUG GACIOTEG VA ETUAEYOUV TETOLEG AETITOUEPELEG OTIG
OpPLaBOAOYLKEG KaL ATTOPOVWTLKEG ETILKANOELG TOUG YA TNV apyaia
EANGSa — eTIKANOELG TIOU TIPETIEL VA apvnOoUV To yeyovog OTL O
EAANVLKOG TIOALTIOMOG SEV 1TAV TIOTE AULYWS "eAANVIKOG" 1) "OuTikog".
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H daoloTikr) aydrn yla pia aropovwHEVN KAl aoBeoTwHEWN
10€a TNG KAQOLIKNG apXatoTNTAG NTAV GUOLKA KEVIPLKY) 0TA KPATN
Tou X{tAep kal Tou MoucoAivt — Kat TIOAAEG VEOVAIOTIKEG KAl
KPUTTTOPACLOTIKEG OPADEG TOU EIKOCTOU TIPWTOU alwva cuvexi(ouv
va avtAouv aro pa "apxaia EAAGSA" rou kataokevaletal wg
" kataywyn" TNg ETIVONHEVNG Evvolag evog eviaiou "SuTikou
TIoATlopov".* Mpdodarta, yla apadetypa, 1 aUepLKAVIK: 0pyAavwon
Identity Evropa xpnotporoinoe elkdveg amod KAAoLKA pappdpva
YAUTTTA Yla va TIPOWO0EL TO Oria TNG AEUKYG UTIEPOXTG TNG (TO
ouvOnua "Aev Ba pag avtikataotnoete!” - To omtoio 0To ZAPAOTORA
gywe "OL EBpaiol dev Ba pag avtikataotrioouv!". - TtponABe amo autr)
™V opdada, o NYEING NG ottoiag urtooTtrptle TN "vadloTikottoinon
™G Apepkng"). To 2018, n Identity Evropa eTtéAege pia pEmAka
TIPAYHATIKOU peyEBoug tou MapBevwva oto NaoBA g TN wg toTo
Sle€aywyng Tou Tipwtou BVIkou ouvedpiou TG, evw o Napbesvwvag
eudaviCetal ettiong oe Tiepiortn O€0N WG €IKOVA TIAVO YLd TOV
Lotétotto Stormfront, éva onuavtikd GOPOUN HIOOUG TWV AEUKWYV
PATOLOTWYV TIOU WBPUONKe amod evav Tipwnv nyetn ™ KKK. A&icet
va onpewwBei 0Tt o MapBevwvag tou Stormfront dev sivat ekeivog
TIoU eival GTIayEVOG ATIO OTIACHEVA UTTOAE(LUATA KAL TOV OTTIo{0
utopel kaveiq va det orjpepa otnv AKPOTIoAn Tng ABrvag. AvtiBeta,
artelkovietat oAOKANPOG KAl TIAT)PWG AELTOUPYLKOG, GAV VA UNV
ouveRnoav ToTE Ta TeAguTaia 2500 xpovia.

210 BRAilo Tou To EOvoc Kat Ta Epeirtid Tou Apxatdtnra:
ApxatoAoyia Kat EBviké @avraotakd 2tnv EAAdSa (2007), o Mavvng
XapnAdkng e€eTddel TG 1) VOoTaAyia TNG evOTNTAG KAl TNG
0AOTNTAG KAl TO OVELPO TNG AdLACTIAOTNG CUVEXELAG, EXOUV KEVTPLKO
POAO 01N OXE0N TWV EAN VWYV €OVIKIOTWYV e TNV apyaldtnTa.

Me adopur) to Ttapddetypa tou MNapbevwva, 0 XapunAdkng ackel
KPLTIKT) OTLG TIPAKTIKEG UVNUELAKT|G ATIOTUTIWONG TIOU ETILOLWKOUV
Va KATAOKEUAOOUV £vav cuvexn deopo e Tov Tiepidnuo Xpuod
Awwva tou eAANnviIkoU £€8voug. Na va petatpartei n AKpOTIoAn

o€ €vav TOTIO SLaXPOVIKOU peyaAeiov, Ttapatnpel o XapnAdkng,
TIPETIEL VA «KABAPLOTEL KAl VA KABapLoTel TIANpwG attd Ta onpadia
NG METAKAACIKNG {wNg TS - Hag {wng Tiou TiepAABAvEL TN
peTatporttr) TG og 0pO0d0EN ekKANGCia Tov TEUTTTO awwva W.X., og
KAB0ALKO KaBeS PO vaod Kat o€ TCapi e TIPOCAPTNHEVO HIvapE
Katd T dlapkela TG oBwuavikng katoxng. Otav avatwdayxOnke
Katd TN SLapKeLa TOU BEVETO-00WHAVIKOU TIOAEOU, ot OBwpavol
Xpnoortoinoav Tov MNapbevwva we arodnKn TTUPOUAXIKWY yld
Tup(tida kat 6AoUG Toug HUPLASEG TPOTIOUG |E TOUG OTIO{0UG O



XWPOG aToTEAEDE HEPOG TNG {WNG TNG TIOANG KATA TN SLAPKELA TOU
pecaiwva.’

Mépog tou evdladépovTtog Tou Bpioket n Hw ot OnPa, wg
onueio avapopdg yla TV KAAALTEXVLIKN TNG €pguva artod to 2020,
elval 6TL dev xel kaveva attd Ta CUMPBOAIKA/TIOATLOTIKA KedAAala
(kat ta ouvadei poptia) TNg ABrvag. Ot owoyeveleg 1600 TG Hw
600 Kat Tou ouvepydtn g Moupyoupr) KATayovTal atto [ia TIOAN TTou
Bploketal pa wpa Bopeta g Onpag, aAAd Kat oL dUo peyaAwoav
otV ABnva, Kal evw Tiepvovoav ETAvEANUpEVA atto Tn O pa yua
TIOAAA XPOVLa, KAVEVAG ATIO TOUG U0 SEV EiXE OTAUATYOEL TIOTE eKEl
Tipv n Hw &ekwvrjoel auto to €pyo. H TtdAn eival og peydio Babuo
AOXETN HE TN oUYXPOVN TOUPLOTIKY Blopnyavia tng EAAAdag, kat
Ndn og TIOAAA apyaia abnvaikd épya (6Ttwg n Avtyovn, o Owiroug
Tupavvog, ot Ettta emti ©nBag, ot oivicoeg kat ot Bakxeg), n OnpRa
artoteAovoe 10 “AAA0” TNG WOAVIKNG TIOANG-KpAToug TG ABnvag.

Qg TOTI0G EVAOXOANONG HE TIG OXECELG TNG apxaiag puboAoyiag kat
NG oUYXPOVNG KOWWVLKNG TIPAYUATIKOTNTAG, SEV eival GopTwHEVN
pe Ta (6la £idn epYaAELOTIOMNTIKWY TIPOBOAWYV TIOU SNULOUPYOUVTAL
o€ TOTIOUG TIOU €X0UV KATAANEEL va QVTUTPOCWTIEVOUV [l

&8 avIKEUEVN aVTIANYN TNG KAAGOLKNG apxaldtntag. Kat wg oknvikod
ULAG OUYKEKPLUEVNG TTapEPUNVeiag/avadirjynong Tou pubou Tou
Kdadpou, £ylve évag ToTtog ard Tov OTIoio UTtopouV va SlepeuvnOouv
OL LOTOPLKEG SLACTAUPWOELG TNG YPATITAG YAWOOAG, TNG KPATIKNG
Blag kat Twv ypadpeLokpaTIKWY SLadKACLWY TNG €BVOTNTAG.

Ta yAutttd €pya t™ng Landform Instrument oxetiCovtal pe
Sladopoug TPOTIOUG HE TN GUOCLKT) UTTIOSOUN TWV SLOKNTIKWYV
opydvwyv tou kpdtoug. To Noted or otherwise transformed
(2023) (2023) Baoitetal oe pia dour 0Tto EAANVIKS AoyoTeXVIKS Kat
lotopikd Apxeio Tng EBvikng Tpamedag g EAAASog— pa ad-hoc
KATAOKEUT TIOU OTIVETAL KATA J1KOG TNG OKAAAG yla va Bonbnost
™ por) eyypddwyv kal KIBWTiwV péoa oto dpuua, To oTtoio £xel
Sladpapatiost oNPAVTIKG POAO GTNV ETILONMOTIOMNON NG LoToPIiag
g ouyxpovng EAAASag. H dour) Tng ToouArBpag potddet eTtiong
HE TIG HeTADOPLIKEG TAVIEG TIOU XPNOLUOTIOLOUV OL CUAAEKTEQ
$poUTWV Kat AaXavikwy ota xwpdadla tng Onpag, v Ta poidvia
ATIOOTAAOUV WG TPODLUA TIOU TPWVE AVOPWTIOL 0 OAN TN XWEd.

To Essay: Working Sheets (2023) eival eykateotnuévo £Ew
oTnv auAn tou State of Concept, £€toL wote Ta £yypada arnod
udatoypadpnUEVO XAPTL TIOU EKTIOEVTAL — AVATIAPAYWYES UALKOU
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ard ta dSnuoTikda apxeia g Onpag — va EeBwpralouv otadlakd
HEow TNG €kBeoNg ota oToleia TG Ppuong. TuTtikd, To £pyo auto
TIAPATIEUTIEL OTLG BACELG TTOU gykaBioTAVTAL 08 KPATIKA WdpupaTa
yla va Kpatouv £yypada 1) yla va TIapEXOUV ETULDAVELEG YLA TOUG
avOPWTIOUG TIOU TA GUUTIANPWVOULV. MpoKeLTal Yia SOUES UE TIQ
otoieq N Hw €xel eokelwOel otevd ta TeAeutaia Xpovia, kabwg
Tepnyeital 0Tto SnUOoLo cCUCTNHA UYELOG KAl OTIG PALVOUEVIKA
ateAelwTeg amalthoelg Tou yla ypadelokparia. Ao UAKNG artoyng,
TO €pY0 OXETI(ETAL e TN BLOUNXAVIKN KAl LETABLOUNXAVLIKT) loTopia
m™mg OnBag — n doun Tou kpatd Ta eyypada gival KATAGKEUACUEVN
armo avo&eidwto XaAuRa, o ottoiog eEapTATal ATIO TO XPWHLO, ia
ouoia Tou UTtNp&e oNUAvTIKOG PUTIAVTNG Tou edddoug otn OnBa wg
ATIOTEAEOUA TWV OUVEXLLOPEVWV KATATTPOPWYV TNG BLOUNXAVIKAG
TtiepLddovu.

2TOUG TOEXOUG TOU KEVTPLIKOU XWPOU TNG YKAAEPL UTTAPXEL HLa
oelpd ard YAUTITA atto atodAL kal xapti Essay A, Essay E and
Essay H (2023) — ta ortoia TapatéumouV o UNKEG SOUEG TIOU
€xouv oxedlaoTel yla Tnv €kBeom eyypadwv og YpadeLOKPATIKA
Wpupata. Ot oeAideg A4 og auUTA Ta £pya TIEPLEXOUV ATIOTUTIWHATA
arté dddbopa apxelakd eyypada Ttou GUAAcooVTaL OTA SNUOTIKA
apxeia ™g Onpag, cupumepAauBavougvwy dnuoypadikwv
UEAETWYV, OLKOVOULKWY TIPOPBAEPEWY, KELUEVWV TOTIKWYV LOTOPIKWV
Kat eyypadwv aro epyootacta Ing Onpag mpv kAeicouvv
oTa TEAN Tou €lkooTou awwva. H Hw avarapr)yayes autd ta
apxelakd amoomidopata pe adavr) xelpdypada — pia eEalpeTika
eTtavaAapBavopevn, ettittovn dladikacia TTov avTloTpateveTal TIq
DAWVOUEVIKEG YpadELOKPATIKEG a&ieq TNG avayvwoludTNTAg KAl TNG
ATIOTEAEOUATIKOTNTAG, EVW AVATIAPLOTA Kal SlekSikel TN xpovoBodpa
KoUPAOoN TNG ateAelwTNG UTIOXPEWTLIKNG Ypadelokpatiag. To éva
€VTUTIO PETA TO AAAO TIPOG CUMTIAT)PWON — 1 YLa AEEN PETA TNV
AAAN, TO éva YPAUUA HETA TO AAAO, TtTapatayuéva oav dévtia ...
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