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I1p6Aoyog

H Biennale Apyitektovikng tng Bevetiag, pia amo tig
OTUAVTIKOTEPEC O1E0VEIC APYITEKTOVIKEG CUVAVTIOELS, OTNV OTolA
] XWPA LG CUUUETEXEL AVEATIOG TA TEAELTALA XPOVIAL,
SlapayuaTeEVETAL (PETOG TO ETMKAIPO OEUA TN « APYITEKTOVIKIG
JEPAV TOV KTIOUEVOU».

ITpoKEUEVOL VA PEPEL OTNV EMPAVELA TIG UT)-OPATEG TTOIOTITEC TOV
XOPOU, 1 EAANVIKT] CULUETOYT) ETTAEYEL VA eTKEVTPWOEL OTOV 1O
NG TTOANG. TKOTEVEL VA LETAUOPPDTEL TO EAANVIKO TIEPINTEPO 0L
uia 5108 paoTIKY) eUmEIpia YN TIKNG XAPTOYyPAPN oS TN ABnvag

- TNG AWTOAVTNG UNTPOITOANG TOV EAANVIKOV Ywpov. MEoa amo

1 S1a8pAOTIKT] AVTH EYKATACTAOT], Ol EMUEATTEC LLAOVV Y1d TO
JTOALSIA0TATO TNG ETTAPTIS LAG LE TNV TTOAT KAl TOVS avOpmTovg
MG, LEOW OAWV Uag Twv aoOnoswv omn Bropatikn kabnuepvn
uag epmelpia. ITapdAnAa, «Ad» kat 1 i6ia i toAn g Adrvag,
QUTOKAADIITOVTAG LAG NYTTIKES - KAl OX1 LOVO - TITUXEC TNG TTOV 10WG
Sev £xyovue TTOTE TAPATNPT)OEL T) AKOUT) KAl AvTIANpOEL.

Me 181aitepn yapa aipetidm TNV EAANVIKT) CUUUETOXT OTNV

TO00 onuavTikn avtn Stopyavwon. H EAAGSa emteAe€e pETog va
eknpoownnOel amo pia opada eEAPETIKA VEMV APYITEKTOVWV-
ETMUEANTOV, U10G YEVIAG TTOV YOAOUXELTAL KAl AVATTTUOCETAL EVTOG
TOL MeSI0V TV MPOPANUATIOU®V TTOV BETEL 1) CUYX POV ETTOXT).

My aing Avasng
Yroupyog IToArtiopov

Foreword

Our country is regularly present in the Venice Biennale, one

of the most significant international events in architecture. This year,
the exhibition addresses the contemporary theme of “Architecture
beyond building”.

The Greek participation has chosen to focus on the sound of the
city, so as to bring forth the non-visual qualities of space. The aim is
to transform the Greek Pavilion into an interactive experience that
results in a sonic mapping of Athens — the ultimate metropolis of
Greece. Through this interactive installation, the curators address
the multi-dimensional nature of our relationship with the city and
its people in our everyday experience, which involves the sum of
our senses. The city of Athens “speaks” for itself by unconcealing a
multitude of its sonic -or other- aspects that we have possibly never
noticed or even perceived.

I am very pleased to salute the Greek participation in this most
significant event. This year, Greece has chosen to be represented
by a team of extremely young architects-curators, who belong to

a generation that is actively participating and working in a field of
investigations that aim to rise up to the challenges presented by
contemporary advancements.

Michalis Liapis
Minister of Culture






Ewoaywyn
ATHENS by SOUND

Apyrtektovikn Sev elval HOVO TO KTIOUEVO. APYITEKTOVIKN
GUYKPOTOUV OAEG O1 TTOLOTNTEG TOU XWPOU — VAIKEG KAt
avieg. H atpoopaipa, ot nyot, ot popwdiég, n duvatotnta
51a6paong HeTa&h OOUATOV K.0.K. ATTOTEAOVV OAQ TTTUXEG
TOV XWPOU IOV HEAETA 1) ETOTIUN TNG APYLITEKTOVIKI|G

oe S1ebvég eninedo og 0A0 K avEavopevo Badbuod. Ze
auTo TO S1EPELVITIKO TIVEDUA OE OYEOT) LLE TO ‘TIEPAV-TOV-
kTopévou’ (Architecture beyond building), emmhéyouue
VA TIPOCEYYICOVLLE TOV XOPO HECA AITO Lid 1r) LVAIKT
TAPALETPO: TOV TXO.

'Etat, Aowtodv, Snuiovpyolue évav nynuko Siadpaotikod
Xaptn g ABrjvag, o omoiog tapovolddel Bpaviopata g
ATHOCPALPAG TNG TTOANG LE ATLPOTOOKNTOVG TPOTTOVG.

IMag Ba pavraddtav kaveig éva pn-omtikod xaptn; Iaog
Oa frwvotav pia eputhavnon péoa e eva 5acog amod
AKOUOTIKA 7T0V TAidouv fxovg amd onpeia g Adnvag;
IMog Ba nTav av fprokdoovy Eapvikd ae Evav «xaptn»
70V B epPavIdOTAV HOVO OTAV GV TTEPTATOVOEG LETA
tov; Ilog Ba fjtav av avtdg o Xapmg epnpavidotav povo
av KAAOVOEG KAl KATTO0V VA 0€ aKoAovdToey;

To mepinTepo TG EMNVIKIG CUUUETOXTG AVTILETOITEEL
TA TAPATAVE® EPOTAUATA HECW TNG LETAUOPPWOTIS
TOV 0¢€ £va ATHOOPAIPIKO S1adpaotikd mayvidt, To
071010 TAPOVOLAeEl BpatopaTa NYNTIKGOV (KAl OTTIKGOV)
akoAovbiwv g ABnvag. O emokentng ava-Snuovpyet
TOV X®PO YVUP® TOL HECW TNG 1810g Tov TG Tapovaiag
Kat kivnong. O xaptng amoKaAOITETAL LOVOV EKEL TTOV
TEPTATA KA/T) Otav kaAel Eva akopa atopo va kabioet
Kovtd tov. Ta oouaTa TV eMOKENTOV AAANAeTSpoliv
000 petafh Toug 600 Kal pe Tov 1810 Tov XOpo,
Snuovpynvrag eva Suvapuko petapfariopevo edio. Av
N POATA pEoa 0TO MEPINTEPO OE peTAPEPEL «eKel EEw»
o€ pia «aopatn» Abnva.

To 7ePIMTEPO OLOIATTIKA PEPVEL GTNV ETMPAVELX TIG
oxe6OV amPOOITEG KA PEVYAAEEG TAEVPES TOV XMPOUL.
Alepevva ToV 11X0, TIG UN-0TTTIKES coBToelg, TNV
ATHOCPALPA, XWPIKES TTOLOTNTEG TTEPAV TOV VAIKOV,
TEPAV TOL KTIopEVOUL. TIpokadei €Tl Ox1 HOVo Ta dpra
NG APXLITEKTOVIKIG, AAAA KAl TA OP1a TOV Ti popel va
Kataypagei kar va ava-fiwdet kat ti oxt...

O Y®POG TOV TEPUITEPOV
O&tel epWTILATA € OXEOT) UE TO ‘TTEPAV TOL VAIKOV' )G
UEPOG TNG CUYKPOTNONG TNG EUTEIPIAG TNG TTOANG KA TOV
X®pov yevikotepa. H emmAoyn tov 1ixov: Qg Kevtpiko
oToIKEl0 Hiag EVAAAKTIKIG XAPTOYPAPNONG TNG TTOANG TNG
ABnvag, o 1xog akpofatel 0To 6p10 HETAED TG VAIKOTNTAG
TOV KTIOPEVOL KA1 TNG MUN-VAKOTNTAG. ATTOTEAQDVTAG
&va amd ta Baoikd Yapakmplomka g VAng (kabe
VAIKO Ttapdyet kat tov 51k0 Tov 11%0), o 1jx0g e€aptatal
evBewg ATTd TNV LAIKOTNTA TOV KTIOHEVOL TTePIBANOVTOG
(T0 PAVOLEVO TNG NXOVG ATOKAADIITEL OTL £VAG XDPOG
TN POL CUYKEKPIUEVEG LETPIKEG TTPOVTOOETELS). ATIO TNV
AN TTAEVPA, PEVYAAEES KAl SUOKOAA AVATIAPAOTI|OUES
Spaoeig aPnvouy, Kal EKEIVES, AVTIOTOXA NYNTIKA
amotunopata. 'Etat, ot fiyot g moAng amodidouvv
5paoeig, CUUTEPLPOPES, OKEWELS, LIVOLATA, APTYT|OELS.
Mtopovv OAeg O1 TAPATTAV® 1810TNTES TOL TIXOL VA

Introduction
ATHENS by SOUND

Architecture is not only that which is built. Architecture
is made up of different aspects, both material and
immaterial. The atmosphere, the sounds, the smells, the
possibility of interaction between human bodies: these all
constitute characteristics of space, characteristics that are
assuming an increasing importance within architectural
research worldwide. Within this field of thought about
“Architecture Beyond Building”, we focus on one
particular non-material spatial phenomenon that lies
“beyond the built”: sound.

We have created, thus, an interactive sonic map of Athens,
which presents, in an unexpected way, fragments of the
atmosphere of the city.

What would a non-visual map look like? What would it
feel like if you wandered within a forest of headphones,
playing sounds from different places in Athens? How
would it feel if you found yourself in a ‘map’ that only
appeared when you walked in it? What would it be like if
the map only appeared when you invited one more person
to be with you?

The Greek pavilion addresses these questions through

an atmospheric interactive ‘game’, presenting fragments
of sounds and visual sequences of Athens. The visitor re-
creates the space around him through his own presence
and movement. The map appears only where he walks,
and/or when he invites one more person to sit next to
him. The bodies of the visitors react with one another and
with the space itself, creating a dynamic, changing field.
This walk in the pavilion takes you “out there”, through
invisible Athens.

The pavilion brings forth the aspects of architecture
that are “beyond the material”: the “beyond the built”,
the almost unreachable, elusive aspects of space, such
as sound, non-visual senses, atmosphere. It challenges,
thus, the limits of architecture, the limits of what can be
mapped and re-located and what cannot...

The pavilion space
This sets questions about space “beyond the built”, as

part of what constitutes the experience of the city, and

of space in general. The choice of sound: Sound, as

the main element of our non-conventional mapping of
Athens, challenges the limits between the built and the
immaterial. Being one of the fundamental characteristics
of matter (every material creates its own sound), the
sound is directly dependent upon the materiality of the
built environment: for example, the echo depends on the
materiality of, and distances between, material elements.
On the other hand, elusive events, not easily represented,
leave sonic traces. Thus the sounds of the city describe
events, behaviors, thoughts and narratives. Could these
qualities of sound be employed as an alternative tool for
interpreting, mapping, or even designing space?

Sense of space through sound
Within Western civilization, sight has been the dominant
sense. Within this context, our proposal attempts to
draw attention towards another sense. Bringing forth the
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a&lomonBoliv wg evaAAKTIKA epyaieia epunveiag,
xaptoypapnong (1 akopa kat ovvBeong) Tov X®Pov;

AloBnon &pov péow 1yov
O AvTikog toATiopog Baoiletar otny Kuplapyia me
0paONG EVAVTL TV AM®V alobnoewv. Avayvwpilovtag
TO TAQL010 AUTO, T} TPOTAOT| PLAG ETYEIPEL VA OTPEWEL
Yl Alyo TNV 7ipoooyn kat o€ piat GAAN amo Tig Evte
awoBnoeig. Ipokpivovtag v aioBnomn g axorg,
enavadlapayLaTeEVOLAOTE TNV Kupiapyn B&on mov
KataAapfaver n 0pacn oto medio g APYITEKTOVIKNG
KAt g avtiAnyng tov xwpov. H Sradikasia avtr) Ba
UTTOPOVOE VA EUITTAOVTIOEL TNV EUTEIPIA LG OE OXEDT
LLE TOV XMPO, TNV EPLNVEIA TOV KAL TOV XEIPIOUO TV
TOLOTITWV TOV.

Eonidoeig avtl ovvoliknig emomnteiag
O x®pog Ho1adet pe 5A00G AT KPELATUEVA AKOVOTIKA,
T OTTOLA LETAPEPOLV T)XOVUG TNG ABT|vVag oTo mepimtepo.
KaBag 0 emokentng Kiveitat avapueod Toug, mAaver kat
(POpAEL OTTO1A AKOVOTIKA emBupel wpig va yvwpilet
T TPOKELTAL VA AKOVOEL. AUTO 7OV TEAIKA AKOVEL Evat
nYNTKa Bpadiopata g TOANG, IOV TOV ATOKAADITTOVV
TUNHA TNG TAVTOTNTAG TNG T) TOV LETAPEPOVV OE OPLOUEVT
atpoo@apd e O CUYKEKPIUEVOG XAPTNG Oev TTPooPEpeL
ouvohikn enomteia. Iowdtnteg — Bpavopata g TOANG
artokaAvTttovTal, Prpa-prpa. Katd my seputhavnon,
emKpATEl TO OTOIKELD TOL ATPOOUEVOUL, TNG EKTANENG —
OTWG KAl 0NV TOAN. MoAOVOTL O 101 0pyavGOVOVTAL
oe Kavafo, ToAD SUOKOAA EVTOTILEL KAVELG TOV X0 TTOV
AKOVOE TPOTYOUUEVWS HECA OTO SATOG TWV AKOVOTIK®V.

Awddpaon 1
O xopog eivat — wg éva Babuo — Stadpaotikog: 1
TAPOVOLA KAl 1) KIVNOT) TOV EMOKENTI EVEPYOTOLOVV
NXOVG Ko e1kOVES. MEGA OTOV XMPO OLVAVTA KAVELG 25
Saonapta nplopata pe eykifwnopéveg 00oveg, o1 omoieg
gvepyomolovvtal pe v avBpwmvn mapovoia. ‘Otav o
£MOKENTNG TTANOLA0EL O€ Eva Tplopa, ekeivo apyidel va
mtaidet Bivieo ouvoSevopevo amod Tov avtiotoyo nyo. Ta
Bivteo avagépovtal kar autd otnv ABRva Hecw Tov Nyov,
XWPIG VA GTOXEVOVV OTNV EIKOVIKT) TNG AVATTAPATTAOT).

XAaptng oTov t0i¥0
O xapNG-KAEIST TNG TTEPUTAAVNOTG TOV ETOKETT OTOV
X®PO TPOTOTOLEITAL AVAAOYA LLE TNV AVOPGOITIVT TTapovoia
kat kivnon. H mteployn tov xaptn mov potietal kabe
Popa, eival exeivn oV omoia avTioTtokel to/ta Pivreo
IOV EVEPYOTOLOVVTAL QIO TNV avBpamvn mtapovoia. Ta
25 Pivteo, SnAadn, xovv yupiotel /avTiototovv oe 25
TEPLo¥ES NG ABNvag. Ot 25 auteg meployég opidovral Ao
£vay TETPAY®VIKO Kavafo 5u emi 5U. O pOTEWVOS XAPTNG
Seiyvel, Aoutdv, oe mo1d meprloyn) g ABnvag «kivouvta»
o1 emokénteg g ekBeong mv kabe Sedopévn oty

Aw8paon 2
'Otav 0 xwpog eivar kevog, OAa ta Pivteo eival offnota.
'Otav évag avpwmog Kveltal, o 1X0g KAl 1 E1KOVA TOV
akoAovBovv. ‘Otav o xwpog eivar yepatog avpammoug,
TOTe TOAA (1) OA) Ta PivTeo kat o1 1101 Toug
EVEPYOTOLOVVTAL KAl AKOLYOVTAL TALTOXpova. ‘Omwg Kat
n 161 n OAN, 0 YWwpog xwpig TV avBpmmvn mapovaia
TAPAUEVEL KATA KATTO0V TPOTIO ‘avevepyog’. Avtibeta,
kaBilotatar eEarpeTikd ToALBOVOG 1) TTOAVTTOTKIAOG KAt
TOAVOT)LAVTOG OTIG TTEPWITOOELS TTOV LIEPXENLEL ATTO
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aural sense we challenge the dominance of seeing within
architecture; this challenge can enrich our experience of
space, our perception of it and the way in which we handle
its qualities.

Focusing in
The space of the pavilion looks like a forest of hanging

headphones, which transmit the sounds of Athens. As the
visitor walks amongst them, he can put on whichever he
likes, without being able to tell what he is going to listen
to. What he actually hears will be a sonic fragment of the
city, revealing aspects of its identity or of its atmosphere.
This particular map does not provide a complete overview.
Qualities — fragments of the city — are explored step by
step. As in the actual city, the sense of the unexpected, of
the surprising, is part of the navigation process. Although
the sounds are organized upon a grid, it is very difficult for
someone to localize a sound that he has listened to earlier.

Interaction 1
The space is, to a certain extent, interactive: the presence
and movement of the visitor activate sounds and images.
Within the space there are twenty-five rectangular boxes
enclosing screens, activated by the human presence. When
the visitor gets close to one of these box-screens, it is
automatically switched on and it plays video and sound.
The videos refer to regions of Athens through sound,
without aiming at its visual representation.

Map on the wall
The key-map for the navigation of the visitor-flaneur is

modified by human presence and movement. At each
moment, the map is lit at the points that correspond to the
videos being activated by a human presence. The twenty-
five videos have been filmed in twenty-five different parts
of Athens. These twenty-five regions are defined by a five-
by-five grid. The light-map, thus, indicates the region of
Athens where the visitors are “walking”, at each moment.

Interaction 2
When the space is empty, all the videos are off. When
only one visitor is moving around, the sounds and images
follow him. When the space is full of people, then many
(or all) of the videos and sounds will be on, playing at the
same time. The map does not merely register or reproduce
certain moments of the sonic environment. It constitutes
a comment on the relationship between the inhabitant
of the city and the city’s sound-scape. The interactive
environment of the pavilion space produces multiple
sonic qualities, intensities, layerings and densities, thus
creating the sonic identity of the space; not in the sense
of a representation, but rather in the sense of a dynamic
relation between space and people. The visitor — like the
inhabitant of the city — is responsible for the manner in
which his sonic environment (amongst other aspects of
his environment) is produced. The sonic environment
of Athens is ultimately the outcome of a certain urban
culture, the carrier of which is the visitor himself; each
one of us, “out there”.

Methodology of the sonic mapping: In order to collect the
required material, a sound mapping process was drawn
up, based upon the rational and supposedly neutral shape
of a grid. A ten-by-ten grid was drawn above Athens, up to
the limits of the sea and the mountains; the centre of the
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Introduction

KOoo. O XAptng Sev AmoTLITMVEL OVTE ATTAMG AVATTAPAYEL
OUYKEKPIUEVEG OTIYHES TOV NYNTIKOV TEPIPAANOVTOG.
Amotelel £va OO0 0TI OXEOT TOL KATOIKOU NG OANG
pe To NYNTKo g torio. To Stadpaotikd ovotnua Tov
X®POL TOV TEPUITEPOV YEVVA id TTOAMATAOTITA NYNTIKOV
TOLOTITWV, EVIATENDV, SIATTPWUATOTEWY, TUKVOUATOV
KOl ApALOUAT®V, IOV SNUI0UPYOUV TNV NXNTIKT TAUTOTNTA
TOV XWPOV, OX1 WG LETAPOPA QAN WG SUVAIKT) OXEoN
XOPOV-AVOPAOTOV- WG ATOTEAETA CUYKEKPIUEVROV
KIVIOEWV Kol §pAoewV eVTOg TOV XMPOL TOV TEPUITEPOL.
O eMOKENTNG — OMWG KAL 0 KATOIKOG TNG TOANG — eivat
VTeELBLVVOG V1A TOV TPOTTO LLE TOV OTT010 SLAUOPPOVETAL
TEAIKA TO NYNTIKO ToL (kKau O povo) mepifairov. To
nYNTwKo mepPariov tng ABnvag elvar TeAka mTpoiov evog
OUYKEKPIUEVOV AOTIKOV TIOALTIOUOU - (POPEAS TOV 0TTO10V
elvar 0 1810¢ 0 emoKENTNG: OAOL epeig «ekel EEw».

MeBoSoloyia NNTIKNG XapToypagpnong
ITpoxeévou va ouUYKevIpmwOel To amapaitnTo VAKO
opyavadnke pia nynTikn xaptoypaenon mg Adnvag
7ov Paciotnke 0to amdAvTa 0pBoAoyKo Kl oLSETEPO
oxfua tov kavapov. 'Evag kavapfog 10X10 — pe KEVTPO
mv Opovola — OV «TTPOCYELMONKE» TAVK G OAOKAT PO
TO AEKAVOTESI0 MOTE VA TO KOAUWEL ATTO AKPT| O€ AKPT
(Bouva kau Bdhaooa) Op1oe 100 onpeia peoa oTnv TOAN.

100 Mol oty Abrva
TNV GUVEXELN, KATAYPAPNKE TO YEDYPAPIKO OTIYLA TOV
OTUEIWV AUTOV KAl 1) TANPo@opia autr Tpopodotnoe
éva unyavnua GPS, o omoio avélafe va katevBiver pe
ammoAv T akpifela v mopeia pag amo onueio oe onpelo.
KaBag ta onueia kGAvmtav 1o Aekavonedio amd AvatoAr
7Pog AVOT], ATTOPACIOTNKE VA ATTOKTICOLY AUTA EKTOG
ATTO YWPIKES KA XPOVIKEG ouVTETAYLEVES. 'ETOL, 01 YWwpiKkeg
UETPIKES ATTOOTATELG TOVG — TTOV TPOEKLYAY 1,5 km
TAVK OTOV XAPTN OTNV a@npnuévn evbeia ypaupr tov
KAvAPou — HETAPPATTNKAV KAl O€ AVTIOTOIKES XPOVIKEG
QITO0TACELS TNG 1,5 OPAG KAl 1) KABe ypappr) Tov kavafou
avTrioToiotnke kat oe pia Srapopetikn pépa. 'Etot,
TPOEKLYPAV 10 CLVEXOLEVES HEPES NXOYPAPTOEWY (01 10
«YPAUUES» TOVU KavAPou) 10 GuveXOUEV®Y OTUEIDV A0
TIG 9:00 £€mG TIG 22:30 (01 10 «OTNAES» TOV Kavafov).

100 NYX01 070 NepimTepo
O1 ONUEIAKES XOYPAPT OIS TTETLYAIVOLY VA HETASOTOVY
Bpavopata nynkng epmepiag. O YOG ATOCTATAL ATTO
TOV TIPAYLATIKO XWPO KA Tomobeteitan oe éva Saoog
QAITO AKOVOTIKA [LE OKOTO va eEepeuvnBel ek VEOL ATtO TOV
xpnot. Mmopel o€ £va T€T010 XOpo va avastapaydei n
aioBnomn g mepUTAAvNong oTNV TOAN KA 1) AvaKAALYT
™me Pripa-Pripa;

O xapng wg keipevo
Ot Srapnkeig S100TACEIG TOV XWPOU TTPOTPEPOLY TO
KATaAANAo £8agog yia v avadiatan tov apyikol
xaptn. Ta 100 onpeia eEamimdvovtal 0Tov Xmpo o€ pia
akoAovbia mov EeTuAiyel oav KovBApPL TIG YPAUUES TOU
kavafov pia mpog pia. H akorovBia twv 100 onpeinv
TOL XAPTN HOLALEL TOPA VA GUYKPOTEL Eval «KEIUEVO», TO
071010 EETLALYETAL OTOV XOPO LE TOV TPOTO AKPIPAOG TOU
Ba 1o Srafade kaveig av akoAovBoloe TIg YPAUUES TOU
kavaBov tov xaptn. O emokentng «Safdader» v AN
KIVOUUEVOG O TUXAIEG TPOYIES TNG ETAOYNG TOV, AVAUES
OTIG OPLOUEVES YPAUUES TOV «KELUEVOL» TNG TTOANG TOV
ATADVETAL KATAKEPUATIOUEVO SATESO TOL XD POUL.

grid was placed on Omonia Square. This is how the one
hundred spots of Athens were determined.

100 sounds of Athens: These one hundred locations

were imported on a GPS system, which led us from

one spot to the next in an absolutely accurate way. We
decided to assign them not only spatial, but also temporal
coordinates, going from east to the west. The spatial
distances from spot to spot, one and a half kilometers
between each pair, were transcribed to one and a half
hours on a scale of time. Each horizontal line, thus, was
“scanned” from east to west within one day. The sound
recordings took place over ten consecutive days from 9 am
to 10.30 pm.

100 sounds in the pavilion: The sound recordings of the
spots transmit fragments of the aural experience of the
original spaces. The sound has been detached from its real
environment and has been transferred within a “forest”

of cables and headphones, so as to be re-explored by the
visitor. Is it possible in such a space to recreate the sense
of navigation and of step-by-step exploration of the city?

The map as text
The linear dimensions of the space direct the

rearrangement of the original map. The hundred spots
have been spread in space in a sequence that “unwraps”
the horizontal lines of the map, one by one. The sequence
of the hundred spots of the map becomes like a text that
is spread in space, as if you were “reading” the horizontal
lines of the map in a temporal order. The visitor “reads”
the city, following random routes of his choice, between
the determined lines of the city that are spread on the
ground of the space.

50 headphones
There are fifty sounds — out of the original hundred

— that have been chosen for the fifty headphones of

the exhibition area. The other fifty sounds have been
transcribed and written in words on the equivalent spot of
the floor of the space. The visitor is expected to read them
and possibly reproduce them mentally. All one hundred
coordinates are printed on the ground, giving visitors the
possibility of locating on the map the particular spot of
Athens each fragment came from.

Multiple layers of reading
the sound of the city

Within our own relationships with the sounds of the city
we inhabit, we can focus on our immediate perceptions
of our sonic environment; we can isolate ourselves in our
own soundtracks through i-pod headphones; we can have
the sonic experience of what is “here”, and also of what is
“there”, through a discussion over a mobile phone; we can
also consciously “turn down” the intensity of the sound
of the environment and focus on our own thoughts or on
something that is far away. The multiple functions of the
interactive (or augmented) environment of headphones
and printed phrases of sounds have been chosen as the
possible means of bringing forth such a “depth” of the
sonic field.

Visitor — designer
The interactive system has been organized upon a
framework, within which the visitor can create his own
“game”. The visitor “draws” his movement in space

13
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50 AKOVOTIKA
A7t0 TOUG 100 ATTOUAY VI TOPWVNIEVOUG NXOVG TNG
XAPTOYPAPNONG, ETAEYOVTAL 50, IOV AKOVYOVTAL LECA
QIO TA 50 AKOVOTIKA TNG eyKATAoTaong. Ot dAot 50
antobibovtan pe Tov Adyo kan ypagpovtat oto Samedo.
O emokeEnTNg KaAeital va touvg Stafaocet kat va Toug
avamapayet voepd. Kat ota 100 onpeia mov opidovran
070 5AES0 AVAYPAPOVTAL Ol CUVTETAYLEVES, Ol OTOlEG
TOV EMTPETOVY VA AVAJNTIOEL TO AVTIOTOLXO ONUELD TNG
AB1vag otov xaptn otov toiyo.

Ta toMarmAd entineda avayvaong
TOV Y0V NG TOANG

SV OXEOT) OV LE TOV X0 TNG TOANG UItopel va eoTialw
oTNV Aueon Plwpatikr avTiAnyn Tov nnTiKov Hov
TEPPANNOVTOG UTOPETL VA ATTOLOVOVOLAL OTOV KOO0 EVOG
SwoL pov soundtrack pag mpoowmikng pov Stadpoung
HEoA ATTO TA AKOVOTIKA TOV i-pod [ov- HITOpEL va EXw
NXNTKT epmelpia Tov «e8m» aAAA I0wg Kat o Apeca Tov
«€KEL» PECA QIO TNV CUVOLIALA OV 0TO KIVITO TNAEP®VO-
pmopetl akopn kat ouveldntd va katefadw Tnv EVtaon Tov
TIXOV TOV TEPIRANOVTOG OV KAl VA ETNKEVTIPOVOUAL 0TIV
£VTAOT) TWV OKEWEDV LLOV T) 0€ KATL IOV XWPIKA BplokeTal
aMoV. H toAamtAn Aettovpyia tov Stadpaotikov
OUOTNIATOG, TWV AKOVOTIK®V KAl TOU YPATITOL AOYOU
0TO TATWUA TOV TEPUTTEPOV ETNAEYOVTAL WG mBavol
EVAAAAKTIKOL TPOITOL AVTATIOKPLIOT|G OTNV TIPOKANON
™mg avadegng avtov akpifawg Tov faboug Tov NYNTIKOL
ToTtiov.

Emokéntng — Snuiovpydg
To S1apaotikd GLOTNUA OPYyAVOVETAL 0T PAoT piag

VIOSoUNG, TAVK 0TV o7told 0 i1810¢ 0 eMOKENTNG OTIVEL
70 61K0 TOL «TTAVIS». O EMOKENTNG «YPAPEL» GTOV
X®PO TNV KivNoT) TOV, TNV TEPUIAAVNOT| TOU, LECK TV
NXOV (KAl TV KIVOUUEV®V EIKOV®V) TTOV EVEPYOTOLEL.
Aev xatahapfaver amhd xopo, aAhd tov dnuovpyel.
Evepyomotel e1kova kat X0, QTOKAADIITEL, AVAKOADITTEL
kot Snuovpyet Bpavopata g moAng. Méoa amd eva
a0 Srabpaotikd ovotua, n avBpamvn kivnon kat
Spaon evioyvetal, epunvedetal, agnvet iyvn, Bpatopata.
To mepintepo yivetar SlapopeTiko kat povadiko kabe
XPOVIKT oTiyun) — o1 amelpeg Srapopetikég Sratatelg
avOPOTVOV COUAT®V KAl KIVIIOE®V TO KAB1oToUV &va
OUVEXWG HETAAAOTOUEVO TETI0 YWV (KAt SeuTepevovIng
KovVwV). O emoKENTNG AANAETSPA LLE TO XOPO KAl

LLE TOUG LTTOAOLTTOVG EMOKENTEG, TAPAAANAA. Me Tnv
TAPOVOLQ, YA TAPASEIYUA, EVOC TTAPATIAVEK ETNOKENTH,

T PWVT) TOV TEPUTTEPOV EPTTAOVTICETAL, AANOLOVETAL,
Suvapmver ka Stapop@mveTal TeNKA o€ GLUVEVACHO KAl
LLE TOUG NXOVG TTOV EVEPYOTOLOVVTAL QIO TOVG LITOAOUTOVG
emokenteg Tov Xopov. Epeig (wg empeAnteg) Sivovpe

Ta epyaleia kat 1o katdAno vtofabpo, wote o 1810¢ 0
EMOKETTNG — O€ CUOYETIONO KAL LLE TOVUG YUP® TOV - VA
avadnpovpynoet evav 8iko tov xapt g Abnvag. H
epUnveia Tov Xaptn avtol e§apTATAl TOGO AT TIG APXIKES
£MAOYEG TV ETMUEANTAOV TTOV BETOVV TOUG KAVOVEG OTO
KOl a0 Tov Babpo mpoowIikg EUITAOKTG TOV EMNOKENT).
O Beatng mavel va péver amadng, oA epmAekeTal oTnv
KOATAOKELT) TOV XMPOL, Kat NG (Xpovikd e€aptmpevng)
Suvapukng tov. 'Onwg kot oty 61a TV TOAN, 01 KV,
01 §pdoerg Kat 01 OLUOYETIONOL TV AvOpLITWY elvar Ta
oToyeia Tov S1apoPPHOVOLY 10MG TIG XAPAKTNPLIOTIKOTEPES
XWPKEG TOLOTNTEG, TAPAAMNA BEPaia pe To VAKO,
KTIOUEVO LTTOBABPO. AUTO - OTIWG KAL OTNV TEPUTTWON

through the sounds (and images) that he activates. He
does not only occupy space; he creates it. He activates
image and sound, un-conceals, discovers and re-creates
fragments of the city. Through a simple interactive
system, human movement is enhanced and interpreted,
leaving traces behind it. The pavilion is continuously
transformed by the constantly-shifting permutations of
human bodies. The visitor interacts with the space and
also with the other visitors. The presence of one more
visitor, for example, enriches, transforms and intensifies
the sound of the pavilion; the overall sound is a spatial
and temporal combination of the sounds made and
activated by the moving visitors. We, as architects, give
the “tools” and an adequate background, with which the
visitor — in correlation with those around him — re-creates
another map of Athens. The interpretation of this map
depends upon the choices of the curator-architects who
set the “rules”, and also on the personal involvement

of each particular visitor. The visitor is not passive;

he becomes involved in the creation of the space and

in its time-dependant dynamic. As in the actual city,
movement, events, and the complexities of the human
presence are elements that constitute significant spatial
qualities, in parallel with the material, built environment.
The built environment — in our case the cables and the
screens — forms the necessary backdrop for human
movements and functions. These last — human functions
and movement — are actually what ultimately constitutes
urban space. It seems that an attempt to negotiate the
non-representability of the urban space (as Lefebvre
would argue) is being formed. Thus, if we cannot actually
represent the city of Athens, can we negotiate, or re-create
through equivalent means, the production of spatial
qualities?

The immaterial — beyond the built
Our investigation deals with the broader issue of space

“beyond the material” in various ways — in reference to the
sensuous and the senses “beyond the visual”, in reference
to new technologies, in reference to human interaction,
in reference to the non-representable, and so forth. It
thus negotiates the Biennale’s theme, as it has been set
by the curator Aaron Betsky: “Out there”. The debates
around “Architecture Beyond Building”, related to the
investigation of that which is “beyond-the-matter”, seem
to be emerging from our critical negotiation of the formal
or of the tectonic within architectural thought. We must
mention, though, that the term “immaterial” does not
always refer to the same things or conditions. It is rather
used to discuss a range of issues related to architectural
thought and production.

For example, the notion of architecture “beyond the built”
has been employed in order to describe non-conventional
materials (such as fluid, transformable or reactive
materials), or to discuss changing shape or qualities
(density, colour, transparency). Within this broad
definition, then, new or unusual materials, or even well
known materials used in an unpredictable way, can be
described as “beyond the built”. A characteristic example
is Diller and Scoffidio’s Blur project: a space made of
vaporising water; that is, a cloud. [J.Hill, O.Bouman,
L.Spuybroek]

The immaterial has also been posited as the non-visual,
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Introduction

MG MPOTAOTIG HAG TA KAAMSIA KA TTIPICHATA - ATTOTEAOVY
avaykaio voBabpo yia Tig avOpmmveg KIvioelg kat
5paotnplOTNTEG, 01 OTMOIES OTNV OLVTIA CUYKPOTOUV

TeNKA ToV Xwpo. daivetar va ovykpoteitan edo pia
amonelpa epunveiag kat Srampaypdtevong e un-
AVATTAPACTACILOTITAG TOV XMPOU TNG TTOANG, OTTWG TNV
nipeofeve o Lefebvre. Av Aowtov Sev pmopotpe — ek

TOV TPAYUATOV — VA AVATTAPACTIOOVUE TNV TOAN (Tng
AB1vag), LTopoE TOLAAYIOTOV VA S1TTPAYHATEVTOVLE T
VA avadnHIoVUPYTIO0VLE AVTIOTOL(OUE TPOTTOVGS TTAPAYWYNG
KOl GUYKPOTNOTG XWPIK®DV TO0THTMV;

To quAo — TEPAV TOV KTIOUEVOU
H Siepevivnon pag Stampaypatevetal to evpltepo Bepa
TOV «TIEPAV TOV VAIKOU» 0g S1apopa emineda — oe ayéon
He TNV AoBavTIKOTNTA KAL TO «TEPAV TOV OTTIKOV»,
0€ OXE0T LLE TIG VEEG TEXVOAOYIEG, € OXEOT e TNV
avBpamvn Spaon kar aAknAentidpaon, o€ oxeon e to
LN AvasapaoTioluo, KA. Alarpaypatevetal Sniadn to
Bepa g getivng Biennale — 60mtwg avtd €xetl oplotel and
Tov empeAnTn g, Aaron Betsky ‘Out there. Architecture
beyond building’- 6¢tovtag wg evvololoyikn g fdaon
NV €vvola Tov «un VAKoL». Ot tortofetoeig kat ot
TPOPANHATIONOL OE OYEOT LLE TIG EVVOLEG TTOV OXETICOVTAL
pe o medio «TEPaV NG LANG» Paivetal va tnyalovv
QA7T0 Hia ATTOTELPA KPLTIKNG AITEVAVTL O QUOTNHPA
HOPPOAOYIKEG 1) TEKTOVIKEG APYITEKTOVIKEG TTPOTEYYIOELG.
[pénet, BePara, va onuelmdel 0T N €vvola Tov «mepav-
TOV-UAKOU» QVOAPEPETAL O€ €va VP TESGTI0 ETEPOKANTOV
EPEVVITIKOV TATEWDV KA TTPOPANUATIOUDV.

Ta mapadetypa, avTAPeLg TV AVAPEPOVTAL OTNV
TEPLOYT «TEPAV TOL VAIKOU» EXOLV WG ONUEPQ
xpnoomon et yia va meptyppouy un-oupfatikd
VAKA (0mtwg, yia mapadetypa, pevotd, petafaiopeva,
Sr-aviSpavta) 1) vVAKA petafAnTov oxnuatog kat
BTtV (010g, yia mapddetyua,, TUKVOTNTAG,
XPOUATOG, Srapavelag). Qg «Un- VAIKO», AOUTOV, CUXVA
xapaxtnpilovrat veéa 1 [ ouvnoopeéva VAIKQ, 1) aKOLn
KO YV®OTA VAIKA TA 07101a OKOG XPTOUOTOI00VTAL
Eava pe SlapopeTikog, EVOAAKTIKOVE TPOTTOVG.
Xapaxtnplotiko mapadetypa amotedel to Blur project
twv Diller kot Scoffidio: to xtipro-cVvvepo. [J.Hill,
O.Bouman, L.Spuybroek]

To «UN-VAKO» EPUNVEVETAL EMLONG WG TO UN-0PATO,

N MG, TO AVTIANTTTO pe AANeG (EKTOG TNG OMTIKNG)
awoBnoeg. H akor, n pupwdid, n yevon, n aer, 6a
UITOPOLOAV — OTIWG KA ) OPACT] — va KATevhhvouy Tov
oxeS1a0U0 Kal va amtoTeEAETOUV KEVTPIKO Afova 0To
oTNOoWo TNg oUVOeoNg evog xwpov. Ta atoiyeia Tov xmpov
JTOL AVAPEPOVTAL 08 AoONOELG EKTOG TNG OpaoNG, Sev
QTOTUTOVOVTAL KAl SEV AVATTAPLOTMOVTAL TOOO EVKOAQ

000 Ta otk epediopata. TV autod kat Sev kuprapyovv
WG OXeS0TIKA PETA Ko epyareia. QoTO00, GUVTEAOVV
adtap@rofrmra og oAL peydo Babud oty Stapdpewon
TOV XWPIKOV TO0THTOV KAL TNG EUTELPLAG TOV XWPOV.
[B.Colomina, A.Barbara, C.Classen, M.Jay]

To avho &xel epunvevdel kat wg N aTHOTPAIPA EVOG
X®POL — TO ATACTO, AVTO TPOG TO OO0 TTAVTA TEIVEL T
APYLTEKTOVIKT), KA1 TO 071010 TavTa g Eeevyel. Mnjmwg
OLWG 1) ATUOOPAIpA gival €S 0PLOLOL TTEPAV TOL AUETA
AVTIANTTTOL KAl Tpoadiopioov; Mimwg n atpoopaipa
£VOG XMPOV EIVAL TA XAPAKTNPLOTIKA TOV EKEIVA, T

or alternatively as that which is perceived by senses other
than the visual. Design may be led by sound, smell, taste
or texture, rather than simply by sight. The elements of
space that refer to something other than the visual senses
cannot be mapped or represented as easily as the visual
ones can. They do however create spatial qualities, and
can be handled by the architect as a designing element or
“tool”. [B.Colomina, A.Barbara, C.Classen, M.Jay]

The immaterial has also been interpreted as the
“atmosphere” of a space: the unreachable, the thing that
architecture always tends towards, but always escapes. But
is ‘atmosphere’, by default, beyond immediate perception?
Beyond the describable? Is atmosphere to be found in
those aspects of space that attention and consciousness
cannot grasp? [M.Wigley, M.Heidegger]

Other studies consider the immaterial as the “idea” of a
building, the “concept” related to the form rather than to
the materiality of a building, while still other texts break
the dipole of form versus matter, and interpret the things
or buildings as a result of exchanging forces. [G.Deleuze,
B.Massumi]

The immaterial has also been suggested to be the
processes involved in the creation of a building. In this
sense, the political and economic networks, activated

by the making of a building, are strongly related to its
tectonics or materiality, but remain invisible in the

built outcome. The building is not only the activities it
“choreographs” or implies, as a finished object. It is also
the procedures and events that it causes, or supports,
implies or uses, in order to be created. For example, the
places its materials come from, the way they are produced,
the groups of people that are involved in their production
and transportation: these things are also part of the
building. The whole network of procedures involves events
that are activated, (or at least re-enforced or promoted)

by the design of the building. [J.Derrida, K.L.Thomas,
D.Harvey]

New technologies, the hybrid conditions between virtual
and physical, and the electronics embedded into physical
environments have also been considered as non-material
elements of architecture. Mobile phones, GPS systems,
portable computers, digital cameras and wireless
networks: all of these technologies record, map, ‘save’,
‘remember’ and transfer spaces, actions, connections and
experiences. Although these new media are parts of the
space, their particular materiality keeps them away from
the traditional field of architectural research. The question
is, how should the architect respond and design within the
contemporary world, where space is constituted equally by
conventional materials and by wireless networks and new-
technology-gadgets? [R.Coyne, G.Flachbart, P.Weibel,
R.VanToorn, W.Mitchell]

Within this broader field of inquiries around the
‘immaterial’, we are developing questions about the

limits of architecture, of representation, of design and

of the conscious or unconscious perception of particular
elements of space. In this particular design experiment we
have focused in the issues of sound and of the sensuous,
although other aspects of the ‘immaterial’ — almost
invisibly — enter the game...
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o7toia Sev yivovtal avtiAnmtd amd my ouveldnTi

spoooyn kat okéyn; [M.Wigley, M.Heidegger] AMeg
UEAETEG EVTOTLOVV TO «UN-VAIKO» otV i81a TV «18ea»
£vog KTnpiov, o &va evvololoyiko mhaioto dniadm,

OV OXETLLETAL TTEPLOTOTEPO LLE TNV LOPPT) TTAPA PE TNV
VAIKOTNTA TOV KTNpiov, eve AAleg Stappnyviouy to Sitolo
HOPPNG-UANG, KATAPY®VTAG 07018 TOTE TETOIA SVIOTIKT
AVTIAN YT, KAL EPUNVEVOVTAG TA KTIPLA WG ATTOTEAETHATA
aMnAentibpaong Suvapewv. [G.Deleuze, B.Massumi].

To «un-VAKO» OLOYETILETAL WG EVvOola KAl Le TiG 161eg
Tig Sadikaoieg mapaywyng tov ktupiov. Ta oAtk
KOl O1KOVOLIKA SiKTLA TT0V evepyomotovvTal akpipag
a7to v Sadikaoia g KATAOKELNG VOG KTNpilov

Sl povv avamopevKkTa pia OTeEVT) OYEON LE TNV TPagn
™G 01KOSOUNONG — 1) AANIOG TNV VAKOTITA TOV KTNpiov
— AAAQ TTAPAUEVOLY KATA KATIO10 TPOTIO «AOPATA» OTO
KTIOUEVO TeEAKO amotédeopa. Ot avBpwrmot tov epyadovtat
OTNV KATAOKELT) TOU KTIPIoV, 0 TOMOG KATAYWYTG TOUG,
0001 KATAOKEDATAY TA VAKA 7OV XpTo1oTto Onkav
KOl 0001 Ta LETEPEPAV eKEL, epmAEKovTAl oe SiKTua TTOV
TPOPOSOTOVVTAL ATTO TNV TTAPAYWYT| EVOS KTIOUEVOU
X®POU, MG pgvouy TeAikd un-opatd. Epwtpata tov
tifevtal oyetidovral e Tov pOAO TOL APYITEKTOVA KAl
mv ox€on avapeoa ota diktva mapaywyng kat v ida
™mv oLVOeoT — TO00 O€ TPAKTIKO OGO KAl O€ PLAOCOPIKO
eminedo. [J.Derrida, K.L.Thomas, D.Harvey]

O1 véeg texvoloyieg, eite wg efaptnuata — gopnta
QAVTIKEILEVQ, EITE EVODUATOUEVEG OTOV KTIOUEVO XWPO,
kabopilovv xwpikeg mordoteg, Snuovpyovv ouvdeoerg,
VEOUG «TOTOVG», media ka opla. Kivntd mAspwva,
ovotnpata GPS, popntol vtoAoy10TEG, YNPLaKES
KAUEPES, acLpuata Siktua internet, AmoTLGVOLY,
«aIoONKeELOVV», «BUUOVVTAL» KAl LETAPEPOVV TOTTOVG,
Spaoeig, ouvdeoerg kat epmepieg. MoAovoTt Ta vEa auta
HECA ATTOTEAOVV GTOLXEIQ TOV XMPOU, N 18101TEPOTNTA
™G LVAIKOTNTAG Toug Ta kabiotd EEva oto oupPartikod
nedio epevvag Tov apyrtektova. To epmtnpua mov tibetay,
Aoutov, givat: ol0g eival 0 POAOG TOL APYITEKTOVA OTNV
£TTOXT) 7OV 0 XWPOG Sniovpyeitanl 1000 amtd CUUPBATIKA
VAIKA 000 Kot aItd aovpuata media kal TeXvoAoyika
gadgets; Ti aAAadel — péoa otov VPPI8IKO ONUEPIVO XOPO
— TOV TPOTO e ToV omoio ekeivog oxediadlet; [R.Coyne,
G.Flachbart, P.Weibel, R.VanToorn, W.Mitchell]

Méoa 0g QUTOV ToV EVPLTEPO TTPOPANUATIONO OE OXEDT) LE
TO «AUAO», AVATITUOCOVLE EPWTNUATA O€ OXEDT) IE TA OPLaL
NG APXLITEKTOVIKT|G, TNG AVATIAPATTAONG, TOV OXESIA0HOD
KO TNG ouveIldnig 1) Un avtAnyng HEHOVWUEV®V
OTOIKEIDV TOU XMPOL QIO TOV XPNOTH. ETOV OUYKEKPIUEVO
0XeS100TIKO TEPANATIOUO ETNKEVTPOVOUVLLE TO EVOIAPEPOV
pag oo Bepa Tov oL Kat g aofavTikoTnTag, A
oxebov ad1opaTa Kat 01 LITOAOUTEG EKPAVOELG TOU A-LAOU
£pYOVTAL VA UITOVV OTO AL VIOL...

Avti emAOYoL
H oyéon avaueoa oy 16€a, T0 0OUA, TO XWOPO KAl
™ ovvBeon enavampoodiopidetar. O dnpovpyog
Kkplvetal peoa amod To XEPopo g oxéong avtrg. To
UN-LVAKo yivetat to véo “DAkd”. Ot cuoBnoeig Epav
TOV OTITIKOV KPLVOVTAL ATapaiTnTeg TAEOV yia TO Ae€1Ko
™mg apyrtektovikng. O Snuovpyog «petappadetar»,
«EMAVATOMOOETEITA» , «EMAVATIPOCAVATOAM ETA,
eEabAwvetal peoa amd my mpdtact) Tov. Xapadlel g

Instead of a conclusion
The relations between the idea, the body, the space
and the design are being re-negotiated. The architect is
judged through the way he deals with these relations.
The non-materials turns into the new material. The
“beyond the visual” senses are necessary now for the
new “vocabulary” of architecture. The creator is being
“translated”, “repositioned”, “re-orientated”; he is being
de-materialised through his design proposal. He draws
the draft lines for the exploration and then he is seen
through his absence. The architect faces the visitor not
as an observer but as the one who is situated within the
space and co-creates it with his presence, providing a
continuously changing space.

Our proposal, finally, negotiates the notion of the “beyond
the material”, the “beyond the built”, the new kinds of
materiality. It also engages with the issue of the human
presence, through its action, movement and interaction,
as one of the main elements constituting space and its
qualities. A space formed in this manner is by nature
fluid and changing; it is constantly reformed through the
actions and the configuration of the human bodies. This
happens anyway in the actual space we live in. In the
space of the installation, though, the new technologies
and the interactive system exaggerate and magnify the
effects of human movement in space, bringing forth anew
questions about the creation and the interpretation of
space.

The visitor himself is invited not only to re-create the
space of the pavilion, but also to re-create and re-consider
the possible synthesis of meanings and questions
regarding human presence, the role of the architect and
of the user, and the limits of architecture within the
contemporary, changing, and electronically augmented
inter-related world.

The curators
Anastasia Karandinou
Christina Achtypi
Stylianos Giamarelos
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Introduction

katevBuvTipleg Ypaupeg yia v eepedvnon kat otn
OUVEYEIA KpIvETAL HECA QITO TNV ATTOLaia TOV, Tapovoia
TOL €pYoV Tov. O EMMOKENTNG AWTOKTA TPOGPAoT 0TO
un-vAko. O Snpovpyog Tov AVTILETOITILEL OXL WG
TAPATNPNT AAAA WG AVTOV IOV BPIoKETAL HETA OTO XWPO
Kat Tov Stapoppmvel e Ty mapovoia tov kabe otyur,
TAPAYOVTAG £VA AVOLYTO KAl ATEPLOVA HETABAAOUEVO
£pyo.

H ntpdtaon pag tedikd Srtampaypatevetat vy Evvola Touv
«ITEPAV TOV VAIKOV», TOU «TTEPAV TOV KTIOUEVOL», TIG VEEG
HOPPEG LVAIKOTNTAG. Alamtpaypatevetal emiong 1o O¢pa
™mg avBpmmvng mapovoiag, Spaong, aAknAemidpaong
KAl KIvnong wg Baoikd otoiyelo tng ouykpotnong

TOV XMPOL KA T®WV TO0THT®wV Tov. 'Evag xmpog mov
Slapop@®VETAL KATA AUTO TOV TPOTTO, AVATTOPEVKTA
kaBilotatal petafAnTog, pevoTog — HETATYNUATICETAL KA
avadiapoppavetarl kaBe oTiyur avahoya pe tig Spaoelg
KOl TOUG CUOYXETIOUOVG TV AVOPOTIVOV COUAT®V.

AvTo ovppaivel 00TwG 1) AAAWG OTOV TTPAYLATIKO XWOPO
OTOV 071010 JOVLE. ETOV XMPO TNG EYKATAOTATNG — OHWG
— o1 véeg Texvoloyieg kat 1o Sradpaotikod ovoTnua
‘vrepParovy’ v emtidpaon (kat tov TpoTo kat €160g
™mg emibpaong) Twv avhpOITVWV KIVI|OEWV GTOV XDPO,
EMAVAPEPOVTAG LE VEO TPOTIO TO EPMTNLA TEPL TNG
OUYKPOTNONG KA EpUNVELAg TOL XDPOv.

O {810¢ 0 emOoKENTNG KAAEITAL OX1 HLOVO VA ava-
SNUIoVPYNOEL TOV XMPO TOVL TEPWTTEPOV, AAAA KA TG
evBeyopeveg oUVOEDEIG VONUATWY KAt TTPOPANUATIOUGV
0€ OXEON LE TNV avOp@OITIVI) TApovoia, ToV pOAO TOU
APYLTEKTOVA KAL TOV XPTOTH, TA OPLA TNG APXITEKTOVIKNG
OTOV OUYXPOVO, LETAPAAOLEVO, NAEKTPOVIKA EVIOYUUEVO
kat Sta-Siktvwpévo koo po.

Ot empeAntég
Avaotaoia KapavSewvon
Xprotiva At
Stvhavog Mapaperog
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Tvnoeig pe apopur
10 ATHENS by SOUND

H apyttektovikn opada twv Athens by Sound Eexivnoe
OTEAVOVTAG 0TOUG AVOP®MITOUG TTOL KAAOVOE VA
OGUUETEXOVY OTOV KATAAOYO Lid GUVTOUT TTEPLYPAPT] TNG
npotaong (keipeva/oxEdia) kat To BewpnTikod g MAAio10.
To xelpevo ouvodevoTav emiong Ao 9 EPWTNOELS.

O1 ouyypagelg kAnOnkav va kivnBovv ehevbepa avaupeoa
ToVG 1) va eTmAEEoLY pepPkEg wg Paomn yia va opyavmBet
pia ouvevteven, mov Ba amoTeAoVOE Kat TNV TEAIKT) TOVG
OLVELCPOPA OTOV KATAAOYO. XTovg ouyypapeig 500nke

N eAevBepia akOUN KAl va ayvoroovy Tig EPpWTNOELS KAt
Va aIIavTioovV 0To apyko avto epédioua pe Eva Siko
Tovg keipevo. 'Etot, mpoékuye pia mAovoia GLAAOYT Ao
Sokiua, apbpa, ouvevtevEelg (TPOPOPIKES, YPAITTEG,

og PLOIKO 1] SradikTvakd xwpo), kabeva amd ta omoia
PWTIZEL S1aPopeTIKEG MTTUXEG TV BEPAT®V TTOV avolyovtal
péoa aud v nmpodtaocn Athens by Sound.

IMapaBétovpe edm Tig epwTNOEIG IOV TEONKAV OTOVG
OUYYPAPEIG TV KEUEV®V TOV KATAAOYOUV:

Epommon 1: O x®pog KAl Ta GTOLXELA TTOV TOV
aoTeAOVV £Xovv aAAEEL 0€ OYEoN LE TO TapeABov.
O1 oVyypoveg Texvoloyieg, Ta gadgets, Ta KivnTa
MAEP®VA, 01 POPNTOL LITOAOYI0TEG, Ta cvoThuata GPS,
KATT €x0Uv aAAAEEL TOV TPOTTO LE TOV 071010 Privovpe Kat
avtapfavopaote tov xmpo (eviexouévmg Kat Ty oxEon
peta&l Srapopetikav xwpwv). Iog avtamokpivetal
o apyrtektovag ota véa dedopéva; Iog avraufavetal
TOV XWPOo Kat oxedradet;

Epommon 2: H évvola tov «Qulov», Tov «mépav-
TOV-VAIKOV», £xel epBetl Eapvikd Eava 0To TPOTKNVIO.
IMoAvapiBua Bipiia kat Snupocievoeig £xovv ekbobel péoa
OTA TEAEVTALA 5 — 10 XPOVIA O€ OXE0T| pe auTd To Tedio

ovgnmone.

[Ta tapaderyua, ta €€rg: Jonathan Hill (2006)
Immaterial architecture, Anna Barbara and Anthony
Perliss (2007) Invisible architecture: Experiencing
spaces through the sense of smell. Aldo Aymonino
and Valerio Mosco (2006) Contemporary public
space: Un-volumetric architecture, Katie Lloyd
Thomas (2006) Material matters: Architecture and
material practice, Ole Bouman and Roemer Van Toorn
(1994) The invisible in architecture, Todd Gannon
and Jeffrey Kipnis’ (2002) The Light Construction
Readers and Georg Flachbart and Peter Weibel (2005)
Disappearing architecture. Richard Coyne and Martin
Parker (2005) Sounding Off: The Place of Voice in
Ubiquitous Digital Media. Seeing, Understanding,
Learning in the Mobile Age. Theverse Tierney (2007)
Abstract space]

ITov o@eileTal QUTI 1) GTPOPT) OTNV APXLTEKTOVIKT] KAL
BewpnTikn okéyn; Mati emaveppavioKe oruepa;

Epommon 3: Oa wropodoe Kaveig va 1oXuplotel
OTL 01 VEEG TEXVOAOYIEG KA1 1) BE@PNTIKT) KAl PLAOCOPIKT)
OKEWT] IOV AVTEG £XOVV TPOPOBOTNOEL, EMAVAPEPOLY
OTO JIPOCKN VIO TIG TTEPAV-TOV-0ITTTIKOV calobnoelg.
Yrdapyet SnAadm, £vag Auecog GLOKETIONOG HETAED
TOV VE®V TEXVOAOYI®V KAl TG arcbavtikottag. H
Siepevivion ka n Bewpia mov avarrtbooetan oe oY

Discussing
ATHENS by SOUND

The architectural team Athens by Sound sent a short
description of the project (text/images,) along with a
layout of the broader theoretical framework, to everyone
invited to participate in this publication. That text was
accompanied by 9 questions. The authors were asked to
move freely between them or choose only some of them as
starting points for an interview that would later form their
contribution to the catalogue. The authors were given the
freedom to go as far as ignore the questions and respond
to our initial prompt with a text of their own. Thus, we
ended up with a diverse collection of essays, articles,
interviews (oral, written, conducted in ‘real’ or ‘cyber’-
space). Every single one of them serves as to shed light on
different aspects of the general issues that are opened up
by our project.

The 9 questions we asked:

Question 1: The elements that constitute
space have changed in comparison to the past. New
technologies and gadgets such as mobile phones, portable
computers, and GPS systems have modified the way we
experience and perceive space (or even the relationship
between different spaces). How does the architect respond
to these advancements? How does he perceive and
design space?

Question 2: The notion of the ‘immaterial’,
or ‘beyond-the-built’ has re-emerged in architectural
research and theory. Several books on the subject have
been published in the last decade.

[For example: Jonathan Hill (2006) Immaterial
architecture, Anna Barbara and Anthony Perliss

(2007) Invisible architecture: Experiencing
spaces through the sense of smell. Aldo Aymonino
and Valerio Mosco (2006) Contemporary public
space: Un-volumetric architecture, Katie Lloyd
Thomas (2006) Material matters: Architecture and
material practice, Ole Bouman and Roemer Van Toorn
(1994) The invisible in architecture, Todd Gannon
and Jeffrey Kipnis (2002) The Light Construction
Reader Georg Flachbart and Peter Weibel (2005)
Disappearing architecture. Richard Coyne and Martin
Parker (2005) Sounding Off: The Place of Voice in
Ubiquitous Digital Media.Seeing, Understanding,
Learning in the Mobile Age. Theverse Tierney (2007)
Abstract space]

To what do you attribute the (re)appearance of this aspect
of architectural theory today?

Question 3: One could argue that new technologies,
along with the theoretical and philosophical thinking they
have triggered, bring forth the non-visual senses. Do you
think there is a comparable explanation for the recent
shift towards sensuality and the embodied in relation
to new technologies, whereas before technology was
considered to have more to do with sight than sensuality?

Question 4: The immaterial has also been
interpreted as the ‘atmosphere’ of a space — the
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e TIG VEEG TEXVONOYiEG £xEL PEpeL Eava aTtn oudnTnon
évvoleg aoBavtikomrag. (Evo avtibeta, mapadooiaka
AVTILETOMOVTAV OG AVTIOETIKA). ZUUPOVELITE e AQUTOV
TOV 10XUPLONO;

Ep®mon 4: To dvlo &xel epunvevbel ko wgn
ATHOCPALPA EVOG XMPOL — TO ATLACTO, AVTO TIPOG TO OTOI0
TTAVTA TEIVEL 1) APYLITEKTOVIKT), KAL TO OTTOL0 TTAVTA TNG
Eepetyel. MNwg o0pwg 1 atuoo@aipa eivatl Eoplopov
TEPAV TOV AUETA AVTIANTITOL KAl Tpoadiopioiov; Mimwg
N ATHLOCPALPA EVOG XMPOL EIVAL TA XAPAKTN PLOTIKA
ToL gkelva, Ta omoia Sev yivoval aviianmtd and myv
ouveldntr TPoCoyT KAl OKEWN;

Epommon 5: 'Evag xapmg mapadooiakd amotelel
pia emomtikn) Bepnomn mg mOANG, &va ‘overview’.
Avrtifeta, n epuynon péoa otny oA asmotelel pia
e€epevivnon, pia avakavyn Pripa-prua, pia akolovbia
ekmANEewV. Oa HITOPOLOE EVAG XAPTNG VA TIPOTPEPEL pia
AVTIOTOLYN epTmepia;

Epomon 6: Tnv Sekaetia tov 70 mapatnpndnke
L1 OTPOPT) OTNV TOAEOSOUIKT) OKEWN: ATTO TNV TTOAN MG
avtikeipevo (sov pmopel va eleyyBel kot va oyedraotet
T PWG €K TOL UNSEVOG — 1) TTOAN OTIWG TTPETTEL VAL Elva)
OTNV HEAETT TNG TOANG OMWG payuatika eivatl. Iotevete
OTL BpLoKONAOTE AKOUA Og pia TETo PAaon;

Epamon 7: Time-based kataypa@n g moAng
(1} evog TOTT0V): O PItopoLOE Va aoTeAel epyaleio
UEAETNG KA KATAYPAPT|S ) 0XES10HOV TG TOANG yia
TOV APXLTEKTOVQ;

Epomon 8: IIhg — Katd T yvoun oag - Lopei va
avamapayBet n epmelpia piag moANg pEow piag xwpikng
0PYAV®OTG TOU VATKOD TTOV TIPOKVIITEL ATIO S1APOPETIKDV
eildav kataypagpeg; Katd m yvoun oag, Ti popei tehika
va xaptoypagnBei; Ti mapapével axaptoypaento;

Epommon 9: Yrdpyel kat ov Ba ovopalate
NXNTKN Tavtotta g ABnvag; Iov Siagpéper avtn oe
OXEOT UE TOV NXO/ TNV PWVT] AAA®YV TTOAEWV TOU KOGLOV;

STa KEUEVA TWV CUVEVTEVEEWV EXOLV XpnolpomonOel
o1 £€11¢ ovvTopOYpapiEg:

AA: AvBpeag AyyehSaxng
ApA: Aproteidng Avtovag
BI': BaoiAng T'kaviatoag
RC: Richard Coyne

AK: Aovong Kawding
ZK: Znong Kotiwvng

AKo: AvSpéag KovprovAag
ITP: ITAatwv P1BeANg

AP: ApyUpng Poxag

I'T: Twwpyog TQptQAdkng
IIT: ITavaywwng Tovpvikiewg
UVA: United Visual Artists
A®: Anuntpng Pummidng

AK: Avaotaoia Kapavdetvov
XA: Xpilotiva Axtimn
3T Zrvhavog TNapapéhog
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unreachable, the thing that always evades architecture. Is
‘atmosphere’, by default, beyond immediate perception? Is
it beyond the descriptible? Is atmosphere those aspects of
space that attention and consciousness cannot grasp?

Question 5: A map is — traditionally — an
overview of the city. On the contrary, the navigation
of a flineur within the city is a kind of exploration, an
‘unconcealement’, a step-by-step sequence of surprises.
Could a map offer a relevant experience?

Question 6: In the 1970s there was a shift within
the urban planning field of thought: the consideration of
the city as an object (that can be controlled and designed
completely — the city as it should be) gave place to the
study of the city as it actually is. Do you believe we are
still within that kind of thinking?

Question 7: Time-based recording of the city (or of
a place): Would it be a tool for the study and mapping of
the city by an architect?

Question 8: How - in your opinion - can the
experience of the city be reproduced through a spatial
arrangement of the material that comes out of different
kinds of recordings? What can be mapped? What remains
unmapped?

Question 9: Is there something that you would
define as the sonic identity of Athens? In what aspect
would that be different in relation to the sound of other
cities?

Abbreviations used in the interview texts:

AA: Andreas Angelidakis
ArA: Aristides Antonas
VG: Vassilis Ganiatsas

RC: Richard Coyne

DK: Dionysis Kapsalis

ZK: Zissis Kotionis

AKo: Andreas Kourkoulas
PR: Platon Rivellis

AR: Argyris Rokas

YT: Yorgos Tzirtzilakis

PT: Panayiotis Tournikiotis
UVA: United Visual Artists
DF: Dimitris Filippidis

AK: Anastasia Karandinou
CA: Christina Achtypi
SG: Stylianos Giamarelos
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oyetuka pe 1o Athens by Sound

Intothepill

Awaditvaxn) matoppa video [www.intothepill.net]

INUEIDOEG IO TIG GVENTOELG OE OYEON
e to €¢pyo ATHENS by SOUND

Kwnuatoypa@ovtag v AN «Iepa amo T KT pia»
QATTOPACIOALLE VA XPT|OLLOTIOU|COVUE TIG EMUEPOVG
APNYNOEIS WG EPYAAELD YA TNV KATAYPAPT) TOV
XOPAKTNpA TNG.

H yvoon, n epumepia, pia YEVIKE Kot GUVETNG KaTaypapn/
XAPTOYPAPNOT TV NYNTIKAOV KAl ONTIKGV eVEEIewV TNg
TOANG Sev mapeyel kamolo otabepd oxédo mov Ba pag
QTOKOADWPEL KAl ATOKMBKOITO 0L TA 0TIk Sedopéva.
ATAA TTAPEYEL TIG TTAN POPOPIES YA TNV KATAOKELT) EVOG
OLOIMUATOGC.

Avtifeta, 1 oTypn, 1 AETTOUEPELQ, TO «ITOUTIKO»
ouufav, auto to povadiko yeyovog mov Eexwpidet, n av
B¢Aete mov gpeig o1 18101 To avadekvioupe wg Hovadiko,
UTTOPEL va AEITOVPYT|OEL TOKAAVTITIKA, AVALPOVTAG TO
YEVIKO OX£810, TNV GUVOAIKT “aVTIKEILEVIKT” Tapovoiaon
70V elvan KiBSNAN, agpov fovpe og eva Slapkmg
UETAAAACTOLEVO TOTHO, EUTEIPiaG, SuvaToOTnTAG KAl
epunveiag.

'Eva 01evopaKpo XopTaplaopHEVo 01KOmeSo Kal 0 fX0g ToV
Bnuatwv evog aopatov ewofoAéa, Ta Aafapa g Mercedes
Jov avepidovv pe v vtokpovon pag Sradniwong

710V Siekdikel Ta KEKTNHEVA TV EPYALOUEVMV, TO

7006 TV Ta8SwT®V 0TIg KLAIOpEVEG OKAAEG TTOV
KIVELTal TOAQUTAQCIAOMEVO ATTO TIG AVTAVAKAACELS TOV,
AVTILETWOITO LLE TNV NG TOV oTaBpov.

KaBe kataypapn mpobmobéter pia e10foAr| otov okAnpo
TLUPTIVA TNG A0TIKNG Sopng, tpolofEtel TV oLHUETOYN
KO TNV EUITAOKT HE TO GUUPAV TTOV TTEPLYPAPETAL. AVTH)

N akaplaia e1.0BoAr] ATTOKAAVITEL TO EVPOG TOV YEYOVOTOG
™G OANG. DEPVEL 0TV EMPAVEI TNV UVIUN TNG
OUVLTTAPENG, TNG AVTAANAYTIG KAL TNG TEPUIETELAG TTOV
OUVEDTNOE TNV TOAN.

IIpoxertan oty ovoia yla pia S1apkmg avaveovpevn
amoEpa oVUVOEOTIG TWV EIKOV®V LLE TOUG TIXOUG A0 TNV
071010 TPOKVITTEL TO «AIVIYLA TNG TPAYUATIKOTITAG».

H evBeyopevikomra mov ta yapaktnpidet eivat
ouvveldnt amogaon. Aprver avoryto éva medio emidag,
EeyMoTpnpatog amo tig emPBePAnUEVES AVAYVOOELS TTOV
elpaote avaykaopévol va arootnficovpe.

KaBe avtikeipevo yivetal o ouv8etikog kpikog oe

i aAvoida aopatwv oxéoewy. e kabe apnynon

TO avTIKeipevo eival Eva payko avrikeipevo. O
APNYNUATIKOG XPOVOG HITOPEL vaL elvatl akOLn Kat
akivnTog, pag kal kabe £pyo elvan pua ipdén enéppfaong
otV Sapkela, pa mpdan «yontelag» kat emPoAng mov
EVEPYQOVTAG TNV POT) TOV XPOVOU, TOV GUOTEAAEL 1) TOV
StaoteMel.

Ita maiola avng g Snuovpyikng Stadikaoiag n
«yvon» TAEOV onuaivel 0Tt £xm ovvaroBavOei evtog g
TOANG, EXW TAPATNPTOEL TO CUUPAV, EX® TPOOEYYIoEL
TOUG TIXOUG TIG HUPWOIEG KAL TO PG TNG, £X® Xabel kat £xw

Intothepill

Internet video platform [www.intothepill.net]

Notes from the discussions related to the work
ATHENS by SOUND

In recording the city, “beyond building” we decided to use
partial narratives as a tool for registering its character.

Empirical knowledge in the form of a general and
consistent recording/mapping of the sonic and visual
indices of the city, does not provide a reliable plan that
would decode the urban condition. It only provides
information for the construction of a simulacrum.

By contrast, the momentary, the minute, the ‘poetic’
event, that unique happening that emerges, or — if you
like — that we, ourselves bring forth as unique, may prove
revealing by overriding the ‘general plan’, the overall
‘objective’ presentation, which is a counterfeit insofar as
we live within a constantly shifting field of sensory input,
potential and interpretation.

An oblong, plot of land full of weeds and the sound of
the approaching footsteps of an invisible intruder, the
Mercedes trademark on waving flags accompanied by the
sounds of a demonstration on behalf of workers’ rights,
a crowd of travellers on a moving escalator, multiplied
by its reflections, confronted by the echo of the station.

The precondition for each narrative is an intrusion
into the hardened core of the urban structure, as

each recording presupposes the participation and

the entanglement with the incident described. This
instantaneous intrusion reveals the range of the event
of the city. It brings to the fore the remembrance of
coexistence and exchange, the shared memory of the
adventure that constituted the city.

In essence, this is a continually renewed exploration of
the matching of images with sounds, out of which the
‘conundrum of reality’ emerges. The open-endedness that
imbues them with their distinctive character is a conscious
decision. It leaves open a field of hope, it is a side stepping
of the imposed readings that we are urged to reproduce.

Each object becomes the connecting link in a chain

of imperceptible connections. The object within each
narrative is a magic object. Narrative time may even stand
still, since each piece of work is an act of interference
against duration, the casting of a spell, an intervention in
the flow of time in order to constrict it or expand it.

Within the framework of this creative process, ‘knowledge’
becomes personalised, signifying, among other things,
that: I have become conscious of myself within the

city environment, I have observed the incident, I have
approached the city’s sounds, smells and light, I have
been lost and I have found my way again within its
streets, I devise its boundaries and redefine them at

will. It also means that I am in a position to contemplate
its possibilities, to constantly activate my imagination
through observation, so as to wander and understand the
city beyond its place and time.

24

Athens by Sound project-relevant

EavaPpedel atoug Spopovg TG, EMVOM TA OPLA TNG KA

A ENAVATPOTd0pidm Katd fovAnon. Enpaiver emtiong 0t
UITOP® VA OTOXAOTR TA EVOEXOLEVA TNG, LITOP® HECTW® TNG
TAPATIIPIIONG HOV VA TPOPOSOTGH CUVEXMG TNV (PAVTATIA
HOV £T01 MOTE VA TEPUTAAVNO® KAl VA KATAVOT|OW TNV
JTOAN TEPAV TOV TOMOL KAL TOV XPOVOL TNG.

H kdpepa mpooapproopévn otny Amepn mokiAia

TOV TPAYUATOV, YIVETAL TO PYAAEio TG avaditnong Toug.
To e@riUeEPO, TO EVTEAEG OTOLKEIO TWV TIXWV KA TWV
EIKOVWV, 1) EAAPPOTNTA KA ) LETAAAAER TOug GLANaUPBAvEL
TNV E0WTEPIKOTNTA TNG TTOANG XWPIG va TNV mapafradel.

Av voB€ooupE OTL OAEG O1 AVTIKEILEVIKES TTAPALETPOL
OV APOPOVV TNV CTUEPLVT) TTOAN OTWG: 1) YEWYPAPIKT)
™mg B€on, N peyaing KAipakag avayvwor me, To
TOAMPYNOTO TV 0plwv TG KAl TV BepeMov g,

0 TANBLOLOG KAL 1] KATAVOT) TOV G€ OIKOVOUIKA KAl
KOWVWVIKA OTPOUATA, KA 1) TTOAV-TTONTIOHIKOTNTA TNG
UITOPOVV VA OPlOOVY TOV UETPTOUO/ AVTIKELEVIKO
X®PO N TEPUTAAVION TOV avBp®ITOV 0€ LTI opidel Tov
VTOKENEVIKO/ouvaofnpatiko xmpo. X' autd ta mhaiow,
T ApYLTEKTOVIK Kaheitan va Eavadiafaotel oy oav
ATTOYPT YA TO X®PO AL 0V €va e180¢ OKETTOUEVOL
X®POL-0av TANBLVTIKT eumtelpia oL CLVIOTA A
EMITAEOV KPLTIKT) OTO ATOLOKEVTPIKO PLAOCOPIKO
VTOKElpEVO, Kl 08Myel o€ pua ToAITIKT) TTov Ttyadet
arto v i8a ) SraexTikn Tov xwpov.

Av Aowtov 1 VAIKOTTA piag TOANG mipooeyyidetan pe
Sadkaoia g meputhavnong, oty ABrva Adyw tov
eMUITOUG TTOAITIKOV OXESIATHOD KAl T®V APYLTEKTOVIK®DV
soAeodok®V avbaipeoiav katd my mepiodo tov

19°° Kal 20°%° Al®va, o1 Stadpopég eivarl oA okeg Kat
ATPOPAETTEG EV® 1) VAIKOTNTA TTEPLOCOTEPO AITTI)/TPOTLTH
Qa7TO ALTN NG EVPWIATKIG HEYAAOVTTOANG. O pItopovoape
va kataAngovpe og evav adokipo mpoodloplopd mg
VAIKOTNTAG, OTIOV 1) OXEOT) TNG EIVAL AVTIOTPOPKG
avaAoyn astd To VP0G TOL SIKTVOL TOL UETPO, TWV
AUTOKIVITOSPOL®V TaXElag KUKAOPOPIaG, TwV SOMIK®Y
KO XWPIKOV XAPAKTNPIOTIKAV TNG AVETTUYHEVNG

Avtikrig OANG.

H 8&iepetivnon tov aotikov tostiov g ABrvag, tov
VITAKOVEL 0TO YeVIKO mpootayua “beyond building”,
QTOTEAEDE £VA ONUAVTIKO TEIPANA V1A EUAG, APOV

£101 ka1 A w¢ Stadikaoia Bploketal 0To KEVTIPO

TV evilagepivtnv pag. Ia v kataypa@r) tov
Sopnpévou xmpov astarteitat 1 avotnpr pebodooykn
JPOOEYYIOT IOV EEMOOTETAL TTAPAMINAA HE APNYTLATIKA
otoxeia. H eEovuyiotikn kataypagr) tng Aemtopepelag
Kat 1 artoAvTa nfeAnuEvn amokpuyn Tov EVPVTEPOL
APXITEKTOVIKOV Xwpov (1 ovvBetikn/Sopkn Sadikacia
710V akoAovBnoaue ota videos g eyKataoTaong Tov
Athens by Sound), avtavakAa v nipdOeon) pag va
QAPOVYKPACTOVLE TNV TIOAN Y1 va 6UVOETOLUE EVa TIAEY LA
aioBnong xat fropatog. 'OTav ouyKevTpOVEoAL, KOITAG
XaAUNAQ 1) KAEIVELG TO €DPOG TNG TTAVOPALIKTIG OOV HATIAG
TPOOEYYIOVTAG MIA AETTTOUEPELA, KAl LAAIOTA AKOUA TTO
KOvTQ, otav dev avayvmpilelg ma kabapd ta nynTika kat
onTika dedopéva, pmaivel oe Aettovpyia Evag HUnxaviopog
OUOYETIOUQV TTOV TEIVEL VA EITIVOT)OEL TA OTOLKELA TTOV
Aelmtouv 1) vITovooLVTAL.

The camera, receptive to the infinite variety of things,
becomes the tool to pursuit them. The ephemeral,
‘value-less’ element of sounds and images, their lightness
and changeability capture the interiority of the city
without forcing it.

The measurable space of the city may be defined by such
objective parameters as: its geographical location, its
large-scale interpretation, the palimpsest of its boundaries
and foundations, the multicultural urban population and
its social and financial stratification. Then, wandering in
the city, may be said to define the subjective/emotional
space. In this context, it is necessary that architecture

be re-conceptualised not in the sense of an attitude
towards space, but as a kind of thinking space — as a plural
experience which constitutes another point of criticism
towards the unitary subject of traditional philosophy,

and leads to a politics that emerges out of the dialectics

of space itself.

If, then, the materiality of a city is approached through

a process of wandering, in the city of Athens, due to the
lack of urban planning of the 19" and 20 century, the
routes are complex and unpredictable, and the dimension
of materiality is more tangible than in most of the other
metropolitan places of Europe. This also entails a risk of
a non-productive definition of materiality, that would be
reversely proportional to the range of the metro network,
to the high-speed motorways, to the spatial and structural
characteristics of the developed Western city.

The exploration of the urban landscape of Athens under
the general heading “Beyond Building”, was a vital
experiment for us, since, thematically, it is one of our
core interests. In order to record /register the built space,
a precise yet flexible methodology is needed alongside
the narrative elements. The exhaustive recording of
details and the — fully intentional — concealment of the
broader architectural space (which is the same process
that we followed for the videos of the Athens by Sound
installation), reflects our intention to listen closely enough
to the city so as to synthesize a compound experience out
of emotional and sensory import. When you concentrate,
look down or switch off/restrict the range of panoramic
vision, focusing, ever closer, on a detail, then, comes a
point where you can no longer distinctly identify the
visual and sonic input and a mechanism of associations
is activated which tends to procure elements that are
implicit or missing.

We are accustomed to accepting completed models of
thought (selective perception). The relation between

the image and the sound of the videos that we created
supersedes these selective filters in our perception,
boundaries and beliefs, in such a way that it enables us
to slip through the grid of perception, into alternative
and coexisting realities. This chaotic convergence of
information is initially disorienting us, but eventually it
leads us to the source of information and to an intuitive,
childlike understanding that has been covered over by
our perceptual prejudices and habitual preconceptions.
The built space is re-conceptualised and, henceforth, the
compact structure of reality appears frail and perforated.
This constitutes a dramatic shift in the perception of
space.
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'Exoupe ovvnBioet va amodexopaote, oAokAnpopeva
HOVTEAQ OKEWPNG (ETMAEKTIKT] AVTIANTTTIKOTNTA).

H oyéon g elkovag kat tov 1yov twv videos mov
Snuovpynoape, aipel avtd ta GIATPa, Ta OpLa Kot TIg
TENOION0LIG LAG [LE TETOLO0 TPOTO TOV HAG ETMITPETEL VA
YALOTPTICOVLE HECA ATIO TIG POYMES TNG AVTIANYNG, O
EVAAAKTIKEG KAl CUVLITAPYOVOES TIPAYUATIKO TN TEG.
AvTH 1) XQOTIKT) GUYKALOT| TTANPOPOPLOV GTNV ApxN
HAG QITOTTPOTAVATOAILEL, AAAA TEAKA LTTOPOVLE VA
o8nynBolue oty iyt g TANpopopiag Kat tng
SraioBnong mov eiye okemaotel AOyw TPOKATAANWPEDY
0V KAAAIEPYTIoApLE ATTO T YEVVINOT) HAg KAt AOY® TV
KN TV GINTPOV TG avtiAnyng pag. O dounpévog
X®POG EMAVACVVTACGOETAL KAL 1) GLUUTTAYTIG Sour g
TPAYLATIKOTNTAG po1ddel mAéov oabpr) kot SatpnTn.
AvTo amotelel pa Spapatikn adayn g avtiAnyng
TOVL XWPOv.

H vrofaBpion tov 10topkol kévipov ya real estate
mayvidia, n avBaipet WGwtikomoinon twv Snuociwv
AELTOLPYIOV KAl XOP®V, KAB®G KAl 1) GLUVTHPNOT TNG
eomoTtpépelag me ABnvag etvar pepkd amod ta kupiapya
TpofANpaTa OV Sev ATOKPVLTITOVTAL MG avTIBET™G
avadewvvovtat amo Tig pefodovg olivBeong mov
akoAovOnoaye.

Zmv Abnva o xupiapyog 1xog eivar avtdg Tov
UITOTIMAPIoHATOG KA TNG KIVIOTG TV AUTOKIVITWV.

H éMewyn eheliBepwv XOpwV, 1) AGQUKTIKF OLLOI0YEVELL
TOL 10TV NG TOANG Kau 1) emépfact) tov avBpammov

0TO (PUOTKO TOTTIO SNUIOVPYOVV AVTO TO OPOIOPOPPO
NXNTIKO TAPAATPIILA € OAT TNV £KTACT] TNG. AUTO

TO (PAVOUEVO Olyovpa 1OXVEL Y1 TIG TEPLOCOTEPES
TPWTEVOVOEG TOV KOOLOV. 'Eva KaAd «yvpuvaopuévo» autt
umopet va Ppetl Slapopeg kat va KaTtnyoplomor|oel auTh
™mv nxoppvmtavon. O 1X0g TOL WITOTIAMAPIoUATOC, V1A
TTapAdelya PITopEl va pEPEL TTANpo®opia yia v o8k
GUUTTEPLPOPA TV 0ONYQV ({nthnata tadeiag), yia v
TOAAOTNTA TOV OYNUATOV TTOV KUKAOPOPOUV GTNV TTOAN
(Brotiko eminedo), yia tovg deikteg eyKANUATIKOTNTAG

KO TV ETOWUOTNTA TNG KPATIKNG UNyavng (oeprveg
TUPOCPETTIKIE, AOTUVOUIAG K.AIT.) KAl TOOA GAAA
dnTrpata tov Sev xapaktnpidovv Hovo TV TOAT AAG
Kat €0vn 0AOKANpa. AUTO TIOU EVEPYEL WG AUUVTIKOG
UNXAVIGHOE YA TO TAPATIAVE AVTIANITTIKO HOVTENO elval
TO VA AYVOOUUE KAl TEAIKA va unv avtiapfavopaote autod
oV 1007e6OTIKO BOpLPO. AT 1) 0TACT ATTOTEAET A Amtd
TG faocikég neBoSoAOYIKES TAKTIKEG TTOV APOPOVV OTNV
Srayeipon twv Nxwv ota video pag. O xapakmplotikol
NXOl 5pATE®V KA KATATTAGERDY TTAPAYOLV VEOUG
APNYNUATIKOUE XMPOUG KAL LE TNV CUUUETOXT) TNG EIKOVAS
TPOTELVOVTAL TTOAMATIAEG AVAYVOTELG.

H amtopuyn g avTiKePeVIKOTNTAG AAAA KAl TOV
eEwpaiopov, N TEXVIKI TNG ATOKPLYNG TOL BEpatog kain
£Upaon 0To SraPevyov TAPATAELPO OTOIKELD eivan oaPng
soArtikn otdon. Exeivo mov o kabévag Ba tpoomepvotoe
avadelkvUeTaL 08 KEVTIPIKO KAl QUTI 1] LETATOTIOT
TTAPAYEL ENAEWYT 100PPOTHAG, Eva €150G KAOVIGHOD, Oa

VoL unV eloat ma olyovpog yia auTo ov eideg 1 akovoeg.
Iyxetidetar mOavag SopKA KAl LOPPIKA PEe KIVILATA TOU
mapeABovtog 0mwg to Dada, to Fluxus axopa kat tov
J0VPEAAIONO, 0TIV TEYXVI KAL TOV KIVI|LATOYPAPO TTOV
XPNOUOTOINoAV TO avTikeipevo kat v avadeldn g
AETTOUEPELNG WG VITEPPATIKIG, YPUXOAOYIKNG KATAGTAONG,

The exploitation of the historic centre of Athens in real
estate games, the unilateral privatisation of public spaces,
and the preservation of an introverted mentality, are some
of the foremost issues which are highlighted by means

of our concept and the methods that we employed to
compose it.

The dominant sound of Athens is that of cars and of

the traffic jam. The lack of open spaces, the intolerable
homogeneity of the city sprawl, and the human intrusion
into the natural landscape create an all encompassing
sonic delirium. This is most certainly the case for almost
all of the world’s capitals. A trained ear may be able to
figure out variations and differentiate between the many
kinds of noise pollution. The sound of the traffic jam,

for example, can provide information about the road
behaviour of the drivers (education issues), about the
age of the vehicles in the streets of the city (standard of
living) and about criminality and the promptness of the
public mechanism (fire brigade, police alarms, etc) as well
as many other issues that pertain not only to the city but,
also, to a nation in its entirety. In the aforementioned
perceptual model, to ignore and — eventually — to not
perceive this devastating noise functions as a defence
mechanism. Our own stance dictates one of our
fundamental methodological tactics which has to do with
the manipulation of the sound in our videos. This is done
so that the characteristic sounds of events and situations
may enable the creation of new narrative spaces and may,
with the input of the image, suggest multiple readings.

The evasion of objectivity and, also, of embellishment
and the technique of occluding the subject in favour of
emphasising the adjacent, elusive element, also constitute
a political stance. What be habitually disregarded by most
people is highlighted as central, and this shift causes an
imbalance, as when you are not quite certain anymore
about what you saw or heard. There is here, possibly,

a - structural and formal — affinity with movements

of the past, such as Dada, Fluxus, even Surrealism,
where the object and the highlighting of detail were also
used as a transcendental psychological datum. These
may, therefore, function as frames of reference for our
recording project, which nevertheless, claims for itself
both new ground and new direction.

For Intothepill
Yiannis Grigoriadis
Lina Theodorou
Yiannis Isidorou
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(A)Hy®vtag tov kavapo:
To (UAO KL 1] KPUPT] TOV VITOCGTLVAWGT)

To ENM\nviko Iepintepo pag tpookaret va
KOATAOKEVAOOUE TN S1KT) Hag HOVASIKT epumelpia tng
AB1vag peow tov nyov Athens by Sound kaBmg avtr
£VEPYOTOIELTAL ATTO TNV KIVIOT) HAG HEGA OTOV XWPO TOV.
Amtautel otevn epmAokr), 1000 e v i myv eykataotaon
kaOag emAéyovpe Eva (ELYAPL AKOVOTIKGOV T) OTEKOUAOTE
TAve artd pia 000vn pofoArg otV KAipaka evog Biiiov
OTWG TO KPATALE AVAUETA OTA ¥EPLA LLAG, OCO KAl IE TOVG
AA\OUG OTOV XMPO HECW TNG EYYUTNTAG TWV CWUATOV

Kat g Suvatomrag va evepyomonBovv mpoforég

HEOW OXEoEMV pe Karowov aAho. Eotiddovtag atov o,
pia «pun VAIKR» TTTUYT TOV X®PoLl, o1 oxedlaoteg Tov
OUVTAOOOVTAL LE VAV AVEAVOLEVO APlOIO APYITEKTOVROV
KO KAAALTEXVQOV TTOV evolapEpovTat yia v dnpovpyia
XOPWV TTOL TPOKAAOVV TNV GUYXPOVN KUpLapyia Tov
OTITIKOV UEOW TNG TIPOCTIAWOTG OTO AKOVOTIKO KAl OTN
SrapopeTikT| TOL OXEON LLE TO OOUA KAL TOV PUOIKO XWPO.
'Opwg, mpokeluevov va enavatonobetBolv ol aotikol
NXol Twv AONV®V 0€ £va OKOTEWVIAOUEVO SOIATIO 0TV
Bevetia amartovvtat §Vo peydda amobepata texvikov
€E0TMAIOHOD KAl LITOOTNPIKTIKNG SOUTG. TOV XMPO NG
£xBeong, Tetoa eivar o1 000VEG IOV PTAVOLV OTO VYOG TNG
LLEOTG, TO NYNTIKO OVOTNUA, TA KPEUAUEVA KAA®O1A, T
AKOUOTIKA KO AKOUA VA KUPLAPYO OTOLKEL0 — 0 KAvaPog.
O xavafog Sopel kat Toug S0 «xapTeg» —0TOV Eval
VITOOTUAWVEL EVA CUUTTAEYLA 50 KPEPAUEVWV KAA®SI®V
KOl AKOVOTIKMV KAl OTOV GO AVUPMVETAL ATTO TO
TATOUA 0TOVG 25 TAIVOOUG avapesa Kol yOpw aItd Toug
o7olovg ptopet kaveig va mepnynBel. tnv amodmelpa va
KOATAOKEVAOTEL £Vag XMPOG ATTO TOV X0 KAl TIG KIVI|OELg
TOV EMOKENTAOV pia axoun Sour) exel EempoPaiet asmo to
Samedo kal PTAvEL G KATKW ATTO TOV 0UPaAVO, pia Soun
710V elvat oXeSOV TAVTA 0€ AELTOVPYIQ, AKOUA KAt A0pATA,
KAIToU avapeod otig S1adikaoieg g KaTaypa@ng Kat g
01K0dOUNONG £VOG TEPBANOVTOC.

H npdtaon twv Athens by Sound meptypa@el AeMTOUEPDG
oG §V0 KavaPoug, A Sev mapeyel Kaveva OKETTIKO
yia TV Xpnon tov kavapov wg opyavetikn Sour. 'Hrav
apaye pia avagopd otnv onuacia tov oxediov oe kavafo
™mg EMinvikng IToAeoSopiag; To oxédio oe kavafo dev
astotehel EMinvikn emvonon?2, ntav opwg o 'EAnvag
7toAe080p0g Inmmddapog tov €5wae kat To dvopd Tov

oTov moAeoSopko kavafo ov amoteleitan Ao opoiov
pey£Boug vodiarpovpeva otkoSoukd TeETpaywva

KOl TO XPNOUOmoinoe ya va ktioel v Minto petd

MV KAtaotpo®n mg amnd tovg [Iépoeg 10 479 m.X. O
Inmodapelog kavaPog eppavidetal EAA10TA 08 TOAELG
mg evBoxwpag. Kupiwg yivotav xpron tov katd tnv
eykabiSpuon nolewv otig EMnvikeg amowkieg. T'a tov
QITOIKIOKPATH, 0 KAvafog eivat €va Heoo emPBoAng tng
Ta€ng oe pia meproymn, 1 omoia popel va pny eivat
Aemtopepag yvwotn. O kavafog pmopel va Stamepva
TOTALIA, KAl O7twg oTnv MiAnto, va efamimvetal
AUTOVOUA TTAVK ATTO TNV AVOUAAT] TOTOYPAPia EVOG

1. Avaotaocia Kapavdewvon, Xprotiva Axtinm, Ztvhiavog Tapapérog,
Athens by Sound, avékdoto yypago Staywviouov. 2. To El Kahun fjtav
pia opBoywvikd oxedraopévn Atyvsrtiakr) oA, KTOPEVT TTOAD vopitepa,
petagd 1897-1878 m.X.

Katie Lloyd Thomas

Architect, Senior Lecturer at the University of East London

Sounding the grid: Immateriality
and its hidden supports

The Greek Pavilion invites us to construct our own unique
experience of Athens by Sound as we activate it by moving
through its space. It demands intimate engagement,

both with the installation itself as we select a headset or
stand over a projection screen at the scale of a book held
between our hands, and with others in the space through
the proximity of bodies and the possibility to trigger
projections through relations with another. In their

focus on sound, one ‘non material’ aspect of space’, the
designers join a growing number of architects and artists
who are interested in making spaces which challenge the
modern dominance of the visual through attention to the
aural and its different relation to the body and physical
space. But in order to relocate the urban sounds of Athens
to darkened room in Venice two rigs of technical kit

and supporting structure are required. In the exhibition
space these are the waist-height screens, the sound
system, the hanging cables, the headphones, and another
dominant element - the grid. The grid structures both
‘maps’ - in one it supports a grid of 50 hanging cables and
headphones and in the other it is built up from the floor in
the 25 plinths which one navigates around and through.
In trying to construct a space out of sound and the
movements of visitors another structure has risen up from
the ground and reaches down from the sky, one which is
almost always at work, even if invisibly, somewhere in the
processes of recording and building an environment.

The proposal for Athens by Sound describes the two grids
in detail but does not give a rationale for the use of the
grid as an organising structure. Was it perhaps a reference
to the significance of the grid plan in Greek urbanism? The
grid plan was not a Greek invention? but it was the Greek
planner Hippodamos who gave his name to the town
planning grid comprised of equally sized sub-dividable
urban blocks and used it to build Miletus after its sacking
by the Persians in 479BC. The Hippodamian grid appears
very little in mainland towns, its main use was to establish
towns in the Greek colonies.For the coloniser, the grid

is a means of imposing order in a terrain which may

not be known in detail. The grid can cross rivers, and

as at Miletus, wrap over the undulating topography of a
place. Itis a means of taking possession of a site quickly
and enforcing particular power structures. “In the Greek
colonies”, as Spiro Kostof explains, “the grid inscribed the
social pre-eminence of a property-owning class, a kind of
territorial aristocracy. The first settlers divided the land
and thereby ensured themselves the power to govern the
affairs of the city.”s

The grid is also a means to establish the identity of

the dominant power. According to Warwick Ball “the
Hippodamian town plan became a part of the standard
package of Hellenisation”.# More recently, in 1832 when

1. Anastasia Karandinou, Christina Achtypi, Stylianos Giamarelos,
Athens by Sound, unpublished competition document. 2. El Kahun was
an Egyptian orthogonally planned city built much earlier between 1897-
1878 BC. 3. Spiro Kostof (1995) A History of Architecture: Settings
and Rituals, New York Oxford: Oxford University Press, p.140.
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tomov. Elvau éva péoo tayeiag 1810moinong evog xmpov kat
evioyLel ouykekpluEveg Sopgg e€ovalag. «Xtig EMnvikeg
arowkieg», 0mwg e&nyet o Spiro Kostof, «o kavafog
£YXAPACOE TNV KOWVWVIKT vitepoxT| piag taéng 180kt tmv,
éva €18og edapikng aplotokpatiag. Ol IPMOTOL ATTOIKOL
poipadav m yn Ki €101 e§aoPAAIaV Yia TOUG EAVTOVG TOUG
™ SVvaun va opidovv Tig vobeoelg TNG TOANG».3

O kavafog amotelel entiong peéoo eykabidpvong g
TauToTNnTag TG Kupiapyng Stvaung. Evpewva pe tov
Warwick Ball «to Inmmodapeio moleoSopikd oxedio eyve
pepog tov otabepov makétov Tov EgeAnviopo».4

ITo mpdo@ata, to 1832 dtav n Abnva gywve Eava
ENMnvikr) petd amo Vo yilietieg ammokiokpatiag (rov
ovpmepleAapfavay kat pia enTasTia Kuprapyiog twv
Bevetav) mpotdfnke n katedagion g vdpyovoag
JTOANG TTOV NTAV KUPIWG CLUYKEVTPWUEVT] YUP® ATTO

mv ITAGKA Kot 1 aQvTIKATAOTAOT) TG Amtd pia eVIEA®S
KAvoupyla fipmTevovoa oxeS1aopuevn oto potifo evog
Kavapou «pe v mpobeot) va TOVIoEL TOV VEWTEPIKO,
AvTIKO XOpaKTipa G VEag moATeiag kat va katadeifet
mv Stapopd g amod v tad AafupivBadn OBwpavikn
70N ».5 O kavafog Ba avastaplotoloe yia pia akoun
@opa TV véa eykabidpuon mg EMnvikng e€ovoiag kat
Tagne.

Oa fjtav vrepPfoAikd va vtoompidape 6T 1 XPNOT TOV
kavapov oto Athens by Sound eivan pia pop@r| pikpo-
artoikiong tov xmpov ekbeong g Biennale. 'Ouwg, n
XP1o1M Tov KavaPov aTov ToAe0doIKO OXeSIAoNO KAl TNV
aroklokpatia eivar evpewg Sradedopévn, eva n xpron
oV 0N SapopPwaon Twv EMnvikwv molenv katadeikvoet
TNV €KTACT) 0TIV 07T0IA TETOLEG TIPAKTIKES CUVOEOVTAL

LE TNV TTOALTIKT), TNV O1KOVOUIA KAt TNV KUpLOTNTa

™mg yne. O Kapteoiavog kavapog (oe avtiBeon pe tov
Inmodapeto kavafo) mov Satpéyet tov xwpo tov Athens
by Sound eivan TavTdXpOVA EVA LEGO OPYAVOOTIG KAL
TAPAYWYNG YVOOTS KAL VEWV (PUOTKQOV TTPAYLATIKOTI TRV
eUNESWUEVWV OTIG 10TOPIEG KAL TIG TIPAKTIKEG OXETEMV
e€ovoiag, kabag emiong kat éva pabnuatiko (awio) péco
XAPTOYPAPNONG TOV XWPOU.

O xavafog tov Athens by Sound @aivetat padov va
npoépyetar and GPS kau xapteg mov ot oxedraoteg
Xpnoomoinoav yia va emAEEovy Ta onueia nxoypaenong
oV ABnva, mov, 0nwg Aéve, Toug forBnoe va amo@lyovv
S1keg Toug pokataAnpelg. Emétpeye emiong oe niyovg
a7to ouvtetaypéva onueia twv ABnvov va petagpepbotv
0€ AUTOV TOV VEO XWPO SrapopeTikng kAipakag. Etot, eivat
o1 Sradikaoieg g xaptoypagnong —ouvifwg adpateg-
IOV EXOVV ATOKTI oL VAKOTNTA 6. 'Eva cvotnpa
YV®OONG Kt TaEVOUNOTG TApOoVoLadeTal va Tapayel
PLOKO Ywpo. O Kapteoiavog kavafog vmnpse yia kaipo

N Baon ya mv XapToypaPnon Kot To avartapaoTatiko
oxeb10, eva emtiong kabopilet Tov xmdpo o€ TOMA TTakeTa
AOY10U1KOV 0XeSIa0NG 7OV XPNOUOTOI0VVTAL OTUEPQL.
Avtifeta ammd Ta OTEWVA 1) TA NYNTIKA KOUATA IOV elvat
(PUOTKEG TIPAYLATIKOTNTEG, 0 KAVAPBOG, TOLAAYIOTOV OTN

3. Spiro Kostof, (1995) A History of Architecture: Settings and Rituals, New
York Oxford: Oxford University Press, 6.140. 4. Warwick Ball, (2000) Rome in
the East: The Transformation of an Empire, London: Routledge, 0.249. 5.
John L. Tomkinson, Athens Under the Bavarians I: The New Capital City
(1833-1843) www.Anagnosis.gr index php?pageID=229&la=eng (tehevtaia
npodoPaon: 12 IovAiov 2008). 6. MoAovoTt 1) TaAld TOAN TeAkd StatpnBnke n véa
7O enextadnke mpog Boppd pe faon to oxedio oe kavafo kat mapapéver £To1 K¢
onuepa.

Athens became Greek once again after two millennia of
colonisation (including 7 years of rule by the Venetians),
it was proposed to demolish the existing town mostly
concentrated around Plaka and replace it with a brand
new capital designed in a grid pattern “intended to stress
the modern, western character of the new state and
point out its difference from old labyrinthine Turkish
town”.5 The grid would once again represent the new
establishment of Greek power and order.®

It would be far-fetched to propose the use of the grid

in Athens by Sound as a form of micro-colonisation of
Biennale exhibition space. But the use of the grid in urban
planning and colonisation is widespread and its use in the
making of Greek cities serves to show the extent to which
these practices are tied up with the politics, economics
and domination of land. The Cartesian grid, (as opposed
to the Hippodamian grid) which structures the space

of Athens by Sound, is both a means of organising

and producing knowledge and new physical realities
embedded in the histories and practices of power relations
and a mathematical (immaterial) means to map space.

Rather the grid in Athens by Sound seems to derive from
the GPS and maps the designers used to select recording
sites in Athens which, they say, helped them to avoid
their own preconceptions. It also enabled sounds from
coordinate points in Athens to be transposed into this
new rescaled space. Thus it is the processes of mapping

- usually invisible - which have been materialised here.
A system of knowing and ordering is shown to produce
physical space. This Cartesian grid has long been the basis
of mapping, orthographic drawing and determines the
space of many of the drawing software packages in use
today. Unlike sound or light waves which are physical
realities, the grid, at least in its geometric form is ideal.
It might be said to be immaterial but as we have seen it
is nevertheless able to organise space and alter material
realities.

It would be possible to organise the space of Athens by
Sound through another form of geometry. For a number
of contemporary architects it is important to reject the
Cartesian grid because it is a normative system imposed
on objects, spaces, cities from without. They seek to
utilise the self organising potential of matter or work with
alternative geometries at least in their initial designs for
spaces and forms” and hope to collapse the opposition
between material and immaterial, between matter and
organising form. In choosing not to reject it, but to
utilise the Cartesian gird and render it intensely material
and present in their soundscape, the architects draw
attention to its invisible work, both in its organisation of
architectural practice, tools, technologies and forms, and
in urban planning and in the city of Athens itself. What
cannot be known at the time of writing, when only texts
and orthographic drawings (themselves inscribed in the

4. Warwick Ball, (2000) Rome in the East: The Transformation of an
Empire, London: Routledge, p.249. 5. John L. Tomkinson, Athens Under the
Bavarians I: The New Capital City (1833-1843) www.Anagnosis.gr/index.
php?pageID=229&la=eng accessed 12 July 2008. 6. Although the old town was
finally retained the new city was added to the north utilising the grid plan and
remains to this day. 7. These kinds of practices are necessarily limited to the early
stages of form finding. The design will always be forced through the rule of the grid,
for detail design, to meet the approval of planning and building regulations, to be
realised in materials and building techniques which are structured through it and
S0 on.
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YEWUETPIKT TOL pop@1) eival 18eatog. Oa pmopovioe va
SratumwBel kau n Armoyn OTL elvat AVAOG, AAAA OTTWG
eidape, Svvatar map’ OAA AUTA VA 0PYAVAOVEL XDPO KAl
VA HETAPAANEL VAKEG TTPAYLATIKOTITEG.

Oa fjtav Suvatov va opyavmbdet o xwpog tov Athens by
Sound péow piag yewpeTpiag AAANG Hop@ng, ZOppwva
HE HEPIKOVG GUYXPOVOUG UPXLITEKTOVEG ELVAL ONUAVTIKO
va amoppupBei o Kapteoravog kavafog kabag amotedet
£Va KAVOVIOTIKO OVOTNUA 7OV eMPBAMETAL EEDMTEPIKA MG
TPOG AVTIKEILEVA, XWPOUG, TTOAELS. Exeivol okomevovy va
a&l07T010VV TNV ALTO-0PYAVMTIKT) SUVATOTNTA TG VANG 1)
va §ouAelovVy pe EVAAAKTIKEG YEWUETPIEG TOVAAKLIOTOV
OTA APYIKA TOUG OXESIA YA XDPOUG KAl HOPPEGT KAt
eAmtidovv va katappiyovy v avtifeon petagh vAkov
Kot QuAov, petafl DANG KAl opyavmTiKhg LOPPNG.
Em\éyovtag va punv amoppiypovv, aAld va a&lomonoouvy
tov Kapteowavo kavafo kabotovtag tov pdAiota
EUPATIKA VAIKO KAl TAPOVTA 0TO NXNTIKO TOUG TOTIO,

01 APYITEKTOVEG OTPEPOLVV TNV TIPOCOYT) OTNV AdPATN
Ag1Tovpyia Tov, TO00 TNV 0PYAVHOTIKT APXLITEKTOVIKOV
TPAKTIKDV, EPYAAEIWV, TEXVOAOYIOV KAl LOPP®V KAl
TTOAE0S0LIKOV 0XeG10HOV 000 KAl 0TV i81a TV 7TOAN
TV AONvov. Auto mov Sev umopet va eivat ndn yvwoto
TNV OTLYLT) 7OV YPAPOVTAL AUTEG O1 YPAUUES, TOPA TTOV
HOVO KEIHEVA KAl avautapaoTatikd oxeda (sov kat ta
61 eyypdpovtan ot Aoyikr| Tov kavafov xwpig
SuvatodmTa va avamapaotroovy 1X0, KIVOUUEVEG EIKOVEG
KOl 0OUATA) TEPLYPAPOLV TNV EYKATAOTACT, £ival

0 Pabpog otov omoio avtoi ot kavafor Sratnpovv v
VAIKT) TOUG 10XV 0TV epmepia g kivnong avapeod Tovg
KOl 0TIV EVEPYOTTOLNOT) AUTOV TOL HOVASIKOU KAl EVIOVOL
X®Wpov.

To Blur twv Diller Scofidio, éva végog vEpatuwmv
AwpPOLUEVO Alyo v amd pia Aipvn otn Zoundia etvat
pia aItd Tig o TEPIPNLES TTPOOPATEG ATOTEIPES VA
KAvOUpE pia QUAT ApYITEKTOVIKT), LA APXITEKTOVIKT)

IOV VA EIVAL OAO ATHOCPAIpA. AMA AUTH 1) OVELPLONG
TAPOVOIN ATALTOVOE ETIONG MIA CXAVT) VAIKT) VITOOTN PEN-
31,500 OTOULA TTOV PeKALOLY ATId i KATAOKELT) KAIHaKAG
KTnpiov mov emiong cuwpeitan TAvw amo Tn Aipuvn Kat

&va mepinmioko ovotnua rfnong kat AvtAnong tov
VEPOU TTOV EAEYYEL EVa EELTTIVO CVOTNUA LETEMPOAOYIKNG
sapakoAoVOnong. Molovot peydo pepog avtov

ntav tehikad opato, o Mark Dorrian vitootnpidet 6Tt
xperadetan kaveig va e€epevvnoet to Blur kat péow

AUTOV TIOV QWTOKAAEL TNV «KPLUPT) TOV VITOOTUAWOT»

—TOV UNYAVIONO 7oL T0 Kabiotd Suvatd.8 Méow tng
VAOTIKTG TOV avayvwong o Blur avaseptypagpetatl wg
£€va oVOTNUA KALATIOHOD TIOV PITOPEL VA TTPOTPEPEL
KaBapo KAl ATOOTEIPWUEVO AEPA GTOVG EVOIKOVG TOU
Xwpig kammo1o vVAIKO mepifAnpa. O Dorrian mpoxwpd mEpav
NG PNTOPIKIG TNG AVTI-OVCIOKPATIAS, TOL EPTILEPOV

Kat Tov afapolg Tov meptEfaiiay TNV epPAVIon

Tov Blur. Mag Seiyvel 0T ) «kpu@n vtootiAwon»

Sev elvan moTé pia amAd teyvikn vtoBeomn, aAAa Eva
OUVOAO SUVAUEWY —KATIOLHV VAIKGOV KAl KATTOIWV 10wg
AUAWV- TTOV KLHALVOVTAL ATTO TO KOWVWVIKO OIKOVOULKO
TAQL010 TNG TTAPAYWYNG LEXPL TA EVVOIOAOYIKA Epyaleia

7. OLmpakTikég avTov ToL e180Ug avaykaoTikd seplopifovtatl ota apykd otadia
avedpeong G popng. O oxedraopog tavta Ba vIoTAcTETAL 0TOV KAvova Tov
KavaBov, yia Tov oXeS1aopo Tov AeTTTOpHEPELRV, Y1 Va AN PEL TOUG 10XVOVTESG
KAVOVIGHOUG, Y1a VA TPAYUATOTOIEITAL [E VATKA KAl TEXVIKEG 10V SopovvTat
Srapéoov autov k.0.k. 8. Mark Dorrian, ‘Clouds of Architecture’ oto Radical
Philosophy 144, July/August 2007, 00. 26-32.

logic of the grid and unable to represent sound, moving
pictures and bodies) describe the installation, is the extent
to which these grids will retain their material power in the
experience of moving through and activating this unique
and intense space.

Diller Scofidio’s Blur, a cloud of water vapour hovering
just above a Swiss lake, is one of the more celebrated of
recent attempts to make an immaterial architecture, an
architecture which is all atmosphere. But this dreamy
presence also required vast material support; 31,500
nozzles shooting spray from a building scale tensegrity
structure also floating above the lake and a complex water
filtering and pumping system which was controlled by
smart weather monitoring. Although much of this was in
fact visible, Mark Dorrian suggests that one needs also to
explore Blur through what he calls its “hidden support”

- the apparatus which makes it possible.® Through

his materialist reading Blur is redescribed as an air
conditioning system which can make clean purified air for
its inhabitants without a material envelope. Dorrian goes
beyond the rhetoric of anti-essentialism, provisionality
and weightlessness which surrounded Blur’s appearance.
He shows us that the “hidden support” is never merely
technical, but an aggregation of forces — some material,
some perhaps immaterial — which range from the social
economic context of production to the conceptual tools of
design. The attempt to make an immaterial architecture or
to describe it in these terms will always shift the material
into the category of mere support where it is neutralised
and made unavailable to critique. In Athens by Sound, at
least one element of this support has risen up and forces
us to negotiate our journeys around and through its
obstructing and insistent presence.

8. Mark Dorrian, ‘Clouds of Architecture’ in Radical Philosophy 144, July/
August 2007, pp.26-32.
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oL oxedaopov. H amomelpa va kavoupe pia auin
APYLTEKTOVIKT) T) VA TNV TEPLYPAYOULE IE AVTOVG TOUG
opoug Ba petabetel mavta o VAIKO oty Katnyopia g
QATTATG LITOO TN PIENG OOV ekeivo adpavomoleital ka Sev
TAPAUEVEL AVOLYTO OTNV KPLTIKT). 10 Athens by Sound,
TOVAGYLOTOV VA OTOLYELO AUTNG TNG VITOOTUAWONG
Eempofadel kat pag avaykadel va S1atpayLateVTovE TIg
S1adpopég pag yopw kot Stapéoov g mapeptoSiotikig
KOl ETTLLOVIIG TOV TApovoiag.
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Martin Parker

SuvOeétng/Sound Artist, Atevbuvtiig MSe Sound Design,
University of Edinburgh [www.tinpark.com]

To vepoO Sev KUAQ TPOG TA TAVE EKTOG KAL AV
Seytel ®Onon. Amo@Hiypata yua otoyacuo oyxetkd
LE TOV T](O0 0T IAALOLA TNG APYLITEKTOVIKIG, TS
KAAAMTEYVIKTG EYKATACGTAOCT|G KAL TG TEYVOAOYIAG

Mia astavmnon oto ATHENS by SOUND

O ouYVa AVAPEPOUEVOS APOPLOUOGL OTL «T) APYITEKTOVIKN
elvan maywpévn povotkn» (Goethe 1829) pag Aéet emiong
OTL 0 TIX0G EVOWUATMVEL pia pevoTr) poper). H ppaon
VIAWVIooETAL OTL I} HOVOTKT) EexUveTal, otpofiiidetal,
KUHATICEL KO EPOPUQA, EV® 1) APYLTEKTOVIKT| OTEKETAL,
ovMappavovtag pia oTyun g porg amtod pia KATaotaon
o€ pia AAAN. Aev Ba émpene va mapafAémovpe dheg
810TNTEG TV PEVOTOV, OTTWG TNV TKAVOTNTA TOUG VA
Avadovy, va Stafpavouy, va egatpidovtat kan va
Srtahvovtarl- autég eivan mov oyetidovtat kat pe v

«t&n» mg apyrtektovikng. Kabag ta ktpla @beipovtar,
apyidouv va mapayovv 1xo. Hntkeg kataypapeg amo
TOMovg dev elvat, WG, To 1810 He Toug NYOLE ToV id10V ToU
T0mov. Na Kataypa@elg Tov 1o OnNUAiveL va TOV TAyDVELS
KO VAL TOV HETATPETELS O€ apyrtektovikn). [Ipdkertar yia
ETIKETEG T) TXONACLOG TOU XWMPOV, AMA Sev pag Aéve mag
QAKOUYETAL AUTOG O TOTOG TOPA.

O1 «{wvtavoi» fyot Snuovpyovvtal amd Kivovpeva
OOUATA TTOV AAANAETIEPOVY OTOV TIPAYUATIKO XDPO, Elval
TAVTA LOVO TPOCWPIVOL KA 08 pHid KATAOTAOT Slapkovg
pong (Raffaseder 2007). Mia nyntikn kataypa@r| propet
va Eumtviioetl v pvijun asd Evay tomo 1) va Sieyeipet m
PAVTAO10 KATIO10V OXETIKA LLE EVAV TOTO IOV Sev el
emokepOel. Mmopel va avoi&etl v opefn (spoopovn)
KOl va TPoKaAEael vooTaiyia (avaroyiopog). Mia
NXNTKT KaTaypagn propet va ayopaotel 1 va winOet.
O KaTayeypappevog 11)og eivat éva mpdypa, dev eivat
Opwg 7o paypa. H peydn mietopneia g nynukng
pag epmepiag (Augoyard, McCartney et al. 2006) agopa
X0 OTNV TTaywuevn Tov popen. H nyntkn kataypaen
Bewpeitar amapeykArtn kot Sniwver avbevikotnta,
TAPOAO TTOV Ol KATAYEYPAUUEVOL TIXOL ATIO XWPOUG

KL TOTTOVG elval HOVO OTIYHIOTUTIA EVOG CUVEXMG
UETABANOUEVOL 10TOV AMNAETISPATEWY KAl TTEPIEXOVV
eAdyon o el o€ oxEoN e TO TMPA.

Na &xeig epmerpia pevotov ({wvtavol) fxov eivar
OT)LEPA TTOAD TT0 1A TEPO AT O,TL TTOTE NTAV YU

tov Goethe. Enaving agiepamvoupe tov 1610 fabud
TPOCOYXTG OTOVG «{OVTAVOLGS» T1X0Vg KaBhg ekeivol
sapayovral Yopw pag (Schafer 1977) pe avtov mov
aPEPOVOLLE OTIG NXOYpapnoels. Eav voxpewvopaotayv
VO AKOVOOVLE TO NYNTIKO TOMIOo oav va fTav pia
NXoYpAPnomn, TOTe ekeivo Ba ATOKTOVOE NEPOG TOV
KUpoLg kat NG avBevtikotag mov anodidovpe otov
Katayeypappevo 1xo. Aladpaoctika epyaieia dokipualovv
VO ETTAVAPEPOVY TOVG KATAYEYPALUEVOLG TXOVG THOW
0TIV PEVOTI TOUG LOPPT) LECK VEMTEPIKGOV HeBOSwV
npdoPaong ota dedopéva, Omwg 1 petasndnon oe
SlapopeTikd LEPT TOV KATAYEYPAUUEVOL TIXOU HECW
karolag mpodiayeypappevng otpatnykng (Roads 2001),

1. Anto8idetan 1600 ooV Goethe 600 kat otov Schiller

Martin Parker

Composer/Sound Artist, Director MSc Sound Design,
University of Edinburgh [www.tinpark.com]

Water does not run uphill unless it is pushed.
Maxims for thinking about sound in the context
of architecture, installation art and technology

A response to ATHENS by SOUND

The oft-cited aphorism that “Architecture is frozen music”
(Goethe 1829) also tells us that sound embodies a liquid
form. The phrase hints that music spills, eddies, ripples
and rushes while architecture stands, caught in the act
of flowing from one state to another. We should not
overlook other powers of liquids such as their ability to
stagnate, erode, evaporate and dilute; these are related
to architecture thawing. As buildings decay, they begin
to make sound. Recorded sounds of places are not the
same as the sounds of the place itself. To record sound is
to freeze it and make it into architecture. They are tags
or annotations of space but they do not tell us what that
place sounds like now.

Live sounds are created by moving bodies interacting

in actual space, they are only ever temporary and are
always in a state of flux (Raffaseder 2007). A recorded
sound can evoke a memory of a place or excite one’s
imagination about an unvisited place. It can whet one’s
appetite (anticipation) and provoke nostalgia (reflection).
A recorded sound can be bought or sold. A recorded sound
is a thing but it is not the thing. The vast majority of our
sonic experience (Augoyard, McCartney et al. 2006)

is of sound in its frozen form. Recorded sound is seen

as authoritative and purports to authenticity, however
recorded sounds of spaces and places are only snapshots
of an ever-changing fabric of interactions and contain
little truth about the now.

To experience liquid (live) sound today is more special
than it ever was to Goethe. We rarely pay the degree of
attention to live sounds going on around us (Schafer 1977)
as we do to sound recordings. If we were to listen to the
soundscape as if it was a recording, it would attain some
of the authority and authenticity we attach to recorded
sound. Interactive tools attempt to bring recorded
sounds back into liquid form through novel methods of
accessing the data such as jumping to different parts of
the recorded sound randomly, semi-randomly or through
some composed strategy (Roads 2001). Encountering
these processes in a live context give rise to an exciting
performance dynamic but the gesture is marionette-like
being neither frozen architecture nor a liquid music,
these live encounters are fractured and shard-like.

We never see water flow uphill, unless it is pushed.
Likewise, a reversed sound is uncanny.

If the latest digital tools can’t liquefy recorded sound,
how then can it be thawed? Surely, atoms that are excited
by headphones or loudspeakers are excited in the same
way as they were when the original sounds were made,

is there really a difference? Recorded sounds do not

1. Attributed to both Goethe and Schiller

32

Athens by Sound project-relevant

A kAt pe Tuyaiovg i) «nu-tuxaiovg» tpodmovg. H
AVTILETOIMOT TETOIWV Slad1kao1®V o€ Eva «{wvTavo»
7Aaio1o Sivel apopueg yia pia eEapetikn) emTeAk
Suvapukn. e TETOIEG XEIPOVOUIES, OUWG, TAPAUEVEL pia
aioBnomn mov polddel e auTnVv g HaploveTag, kabmg
Sev mpoKeITal OVTE YA TAYOUEVT] APYITEKTOVIKT], AL
oUTE Kal yua pevoTth| povoik. 'Etot, ot «{wvtaveg»
AUTEG AVTILETOINOELS KATAANYOUV Bpauopatikeég kat
QATTOOTIAOHATIKEG,

ITote Sev BAEmOLNE TO VEPO VA KLAA TTPOG TA TAV®, EKTOG
KLav 10 onmpa&ovpe. IIapopoing, Evag aveoTpappEvog
NXOG (PAIVETAL AVOIKELOG.

Av ta 1o g€ehypéva ynelaka epyaieia Sev pmopovv

VO PEVOTOTOOOVY TOV KATAYEYPAUUEVO TXO, TOTE
UNtwg TovAdyoTov Ba pmopovioe va thketay;, Tiyovpa
Sieyeipovtal Ta ATopa o€ AKOLOTIKA T) NXela pe Tov

610 TpoTTO IOV S1eyeipovTav OTAV TAPAYOVTAV O
TPWTOTUIOL NYXOL; YITAPYEL TTpAyLATL Kaola Stapopd; Ot
KOATAYEYPALUEVOL TIXO01 Bev Exovv Tig i8ieg ouvEmEeleg OTTwG
01 Y01 TOV €5(M Kal TOL TMPA, HITOPOVV OU®G VA Yivouy
PEVOTOL HEOW® TWV AVTIWV IOV Toug akovve. H gpunveia
QTOTUNOVEL OXETELS ALTIOV-ALTIATOV OTO HETOV TNG

Kataypagng.

O Hpakiertog (Aloyévng Aagptiog, 225 CE) pag Agel 0
kavelg Sev pmopet moté va Poutn&et to 61 Tov SVo Popeg
péoa otov 1610 motapo. Tovto yivetal ouxvad avTAnTTo
g pia euPprOng TomoBET o OXETIKA LLE TOV X0, O
071010G TPOKEWEVOL VAL LITAPEEL oAV YOG, OPeilel va
Bpioketan oe kataotaon Stapkovg HeTafoAng kat porg.
EmutpdoBeta, &vag 11X0g 1) £va HOUOIKO KOPUATL gival
Srapopetikod kaBe popd mov exteleitar. Mia kataypa@r
Sev Sabeter avutr) T Suvatdmta, kabag n nxoypapnon
Ba emavardfer Tov eautd g a&lOMOoTA, AKOUA KL AV
aMadel 0 akpoartrg. Oa HTopoloe KAVELG VA TPOoEYYioEL
TNV NXNTIKE KATAYPAPT) LLE AUTOV TOV TPOTO, OAV VA eival
TTOTANOG O AKPOATHG KAl T081 0 1X0G,.

Ynapyovv 1podmot va GUMABOVLLE TOV TIXO0 EVOG XDPOL
XWPIG VA KATaypapoupe Ta LItokeipeva tov Spouvv

evtog Tov. Mia néfodog ov eMTPENTOVV 01 PNPLAKES
texvoloyieg cuAapfaver Tig pabnuatikeég Aemtopepeleg
£VOG XWPOL HECK TNG AVTATIOKPLOT|S TOV O€ Eva epebiopa.2
O X®0pog elvat apykd o1WTNAGG KAl 0TI CUVEKELR
Sieyeipetar amd pia nynukn «Exkpnén» mov mepiexel OAeg
TIG CUYVOTITEG O€ OAEG TIG EVTIAOELS. AUTH) 1] KATAKAVOLIKT
€KKIVNOT) NXOYpaPEITAl KAl 0 TPOTOG e TOV OT010

autr| @Bivel kal avTavakAdTal oTig EMPAVELEG UITOPEL

VO TTAPEXEL TANPOPOPIA TYETIKN e TO peyebog, Tig
avaloyieg, TNV avinynon K.0.K. AUTO T0 OTYHIOTUTIO EVOG
NXNTKA ASE0V XMPOL HAG ETUTPETEL VA TOV EMOIKICOVUE
e 0TTO10VONTTOTE NXO KL av emAégovpe. Mmopoipe va
XVOOULE TO PEVOTO OTOOVSNTOTE «{WVTAVOL» T)XOV TOW
oTn SeEapevn) Tov xmpov.

Eykataotdoeig
Ye pia eyKatdotaot), Tavra Ba vITAPYEL KAl NYNTIKN

eumepia mov dev eivan pEpog g idag tng eykataotaong.

2. Této10 Aoylopiko eiva 1180 evpéag Srtabéoo. Avapeoa ota KaAdTepa
napadetypata tetolov eidovg, mepiiapfavovtar to IR reverb g Waves kau

o Space Designer g Logic Audio. Yrnapyouvv kar dMa Swpedv ttola akéta,
omnwg 1o Freeverb3 http://freeverb3.sourceforge.net/ (tehevtaia mpoopaon:
TobAwog 2008).

have consequences like sounds in the here and now but
they can become fluid through the ears that hear them.
Interpretation impresses cause and effect upon the
recorded medium.

Heraclitus (Diogenes Laértius 225 CE) tells us that one
can never put one’s foot in the same river twice.We often
think of this as a profound statement about sound, that
in order for it to exist as sound at all, it has to be in a
constant change and flux. Furthermore, a sound or piece
of music is different each time it is played. A recording
does not have this potential, the recording will repeat
itself reliably, yet the listener does change. Recorded
sound could be approached like this, as if the listener

is the river and the sound is the foot.

There are ways to capture the sound of a space without
recording the agents acting within and upon it. One
method permitted by digital technologies captures
mathematical details of a space through an impulse
response. The space is silent, it is then excited by a blast
of noise containing all frequencies at all amplitudes. This
cataclysmic onset is recorded and the way it decays and
reflects off surfaces can provide information about size,
proportion, resonance and so on. This snapshot of

a space empty of sound allows us to then populate it with
any sound we choose. We can pour the liquid of any live
sound back into the basin of the space.

Installations
There will always be some sound experienced in an
installation that is not part of the installation itself.
The sound installation format invites a collision between
reality and an ideal. When planning, the artist imagines
the space as a sonic white cube, a silent neutral space
empty of content. But every installation is muddied by
reality: the way sounds reflect off those particular walls,
buses stopping outside, the visitor’s rustling jacket, his
rumbling stomach. The presence of other visitors in the
space also affect one’s interaction with the experience,
perhaps provoking self-consciousness or reticence. All
this “contaminates” the conceived of purity of the artist’s
design, yet it is these unanticipated elements from outside
the conceptual context that bring the work to life. The
same is true of architecture. It is the flow of life in and
around it in the form of sound, light and movement that
helps it thaw into a kind of music.

Installations are un-ideal, confusing spaces. Athens might
be mapped here but it is equally made less accessible

and harder to find. Architecture is brought into the

space through recorded sound but access is selective and
uncontrolled. Water flows uphill but it is the viewer, not
the artist who is pushing it.

References
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O TOTOG TNG NYNTIKNG EYKATAOTAONG TPOKAAEL pict
OUYKPOULOT] LETAEY TPAYULATIKOTNTAG KA 18EATOV.

'Otav oxediadel, 0 KAANTEXVNG PAVTIACIOVETAL TOV XWPO
oav Evav nNYNTKa Aeuko kvpo, Evav olwanAo ovdetepo
X®PO KeVO mepiexopévou. 'Opwg, kabe eykatdotaon
TPOCPRANMETAL AITO TNV TPAYUATIKOTNTA: ATTO TOV

TPOTO LLE TOV OTTOI0 O1 T]XO01 AVTAVAKAMVTAL ATIO TOUG
OUYKEKPIUEVOUG TOIXOUG, QIO AEMPOPELA TTOL KAVOUV
0oTaon aeEw, atd To BpoIoUaA TOV CAKAKIOD TOV
EMOKENT, a7t 0 PounTo Tov oTopay10V Tov. H mapovoia
AWV ETNOKENTOV OTOV XMPO EMNPEALEL EMONG TNV
Sabpaotikn epmerpia Tov kabBevog, TpokaAwvtag mBaveg
KOt apnyavia 1 em@uAaktikomta. ‘O a autd « LOAOVOUV»
™mv ayvr cLMNYN ToL OXeSIOL TOL KAALTEY VT, LOAOVOTL
elvat axp1Pmg auTd Ta APOoUEVA KAl EEWTEPIKA WG TTPOG
TO €VVOL0A0Y1KO TTAQiO10 oToKElA 7oL Sivouv {wn) 0T
£pyo. To 1810 1oyvel kau yia v apyrtektovikn. Eivai n

pon g g HETA KAl YUP® ATIO QUTNV, LE TNV HOPQT|

TOL X0V, TOV PMWTOG KA TNG Kivnong, sov v fonba va
«ThKETA O€ &va 180g LOVOKNG.

O1 eykataotaoelg eivat pn-16eatol xopot- eivan xmpot
ovyyvong. Mmopei edo va xaptoypageitat n Abnva,
TAUTOXPOVA OLWS KaBioTaTal Kot AtyoTepo mpooBaotun
kat SuokoAotepa avevpéoun. H ap1tekTovikn el0€pyetat
OTOV XOPO HECW LIAG NYXNTIKNG KATAYPAPNG, ) TpocPacn
OpWG elval eAeKTIKT Kat pun eAeyyouevn. To vepd peet
TPOG TA TTAVK, AAAA elvar 0 Beatng -kat OX1 0 KOALTEXVN G-
710V T0 WOEL.
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IMavayiwmg Tovpvikiomg
Apyrtextov, Avamin pong Kabnyntg ExoAng
Apyrtextovov EMIT

Tvvévrevdn otovg ATHENS by SOUND

2I: Iog avihapPAveoTte TOV YEVIKO TITAO NG
Biennale «Ekel é§w. ApYITEKTOVIKT)] TEPAV TOV KTIOUEVOU;»

IIT: O tithog oiyovpa &evidel. To Bépa eivan ny €€080¢
Qa7tO TO KTN P10, EVA 1) AOYIKN Hag AEEL TTwe TO KT P10 KAl
1) TTOAT) ATTOTEAOVV TO TPOTAPYIKO AVTIKEINEVO. 'OU®GE, TO
KTIP10 Ka 1] TTOAN LAOTIO00VTAL QIO EKEIVA TTOL Sev elvat
KTIopEVQ, 110V elvat £€m aro ta ktnpa. Kaw avta Sev
elval povaya o1 AvBpmItot Tov KIvouvTal HEGA OTO XWPO.
Eivan yevikotepa 1 SidBeomn, ) tpobeon, n katdotaon
TOV TPAYUATOV — pid 0XE0T) TV 1MV LE TOUG T]X0VG,
TO PWG KA1 TIG HUPWOEG, LE OAA EKEIVA TTOV YivovTal
avTANTTTA amtd TIg aloBnoelg akopa kat épav g Opaong.
Apyrtextovikn Sev eivar povo i olvBeon twv OYK®V KAT®
a6 10 we. Eivan kau o1 ouvOrkeg mmov kavouv ) {wn
péoa oty TOAN va givatl amdAauon Kat e Ta HaTia
KAE10TA».

2T: Evtog autov Tov mAaioiov, told givat 1) yvoun
0oag yua v getvr eAMnvikr ovppetoyn Athens by Sound,

IIT: Avadewkvoete pia aioBnomn mov dev Bewpolue
QITO TIG TT10 ONUAVTIKEG YA TNV AVAYVGOPLOT] TOV
APYLTEKTOVIKOV KA TTOAE0S0IKOV tukvmpatog. H {wn
pag otny oA, N Aywvia Hag Kt 1 ayutn Hag yia Xmpovg
JTOV OVELPEVOUAOTE, Elval pid OXEOT) UE TIXOVE, UE TO TTMG
AKOUYOVTAL 01 XWPO1, QITO TNV apadeiona Tk npepia
TOV TTAPKOL OTO KEVTPO TNG JTOANG HEXPL TN paoapia Tov
Snuovpyko avBpwrov. Méoa amd toug fxoug aAAadet
aUTO TT0V OVOUALOVUE TTOMTIONO KA £XEL VA KAVEL LI
T ouvOnkeg Tov va {eig padi oe moAn. EmAéyovtag va
spooeyyioete v ABNva péoa amd Toug NYove, Tovilete
Ui ONUAVTIKT) TAPAPETPO AUVTOV TOV TTONTIOHOV — TNG
JIOAITIKTIC LG OXE0TC LE TNV APXITEKTOVIKT] KAl TNV TTOAT).

2T: EEavtAeitan Qutd o€ pia atOTEpa avayveoong
VPLOTAUEV®Y KATAOTAOEWY T) PAEmeTe va Siavolyetat
edw kat &vag §popog mov va propet va tpo@odoTroet Tov
oxeblaouo;

IIT: O oxedaopog £xel va KAvel pe Ta VAIKA
NG APYLITEKTOVIKI|G, IE TIG O1A0TATEIS TV XDPWV,
UE TIG OYE0EIE KEVOD KAl TTATPOUG, AAAA £XE1 KAl
oToyela sov Sev aviikovv oTnVv LAIKT NG TAEVPA: TV
VAOOTAOT TOV AVOPOT®Y TTOV {OVV TOVE XDPOVE TNG
JTOANG K TIG SPACEL TTOV TTAPAYOUV TIXO AKOUA KL
av avtot Sev avoifouv To otopa Tovg. Oewp®d AoLTOV
OTL 1) ouveldntomoinom g NYNTKNAG Sidotaong mg
APYLTEKTOVIKNG EXEL EEAIPETIKT) ONUATIA YA TOV
oxeblaoud mg apyrtektoviknc. To 1933, otnv Abnva,
0 Le Corbusier ¢8woe pua SidAeEn pe titho «Aépag,
NXog, pwe». To Bepa ntav o oxediaocudg twv Avwv
OTOIKEIDV TOU XWOPOL: TWV OXECEMV TIXOV KAl PWTOG,
onwg Stapecorafovvral and tov agpa. 'Hbehe va
opyavaoet ta fAéppata, va ehéy&er m Beppoxkpaocia kat
™mv kaBapoTnTd Tov agpa, T SATEPATOTTA TV TIXWV.
H emmBupia mg18eatig amdovpong amd ™ @acapia mg
JPAYUATIKOTNTAG, TTOV £ixe LITOoTPi&eL, Sivel To pétpo
TOV POAOL TTOL TTAI{OVV O1 101 O GUYKPOTNOT| TOV

Panayiotis Tournikiotis

Architect, Associate Professor, Faculty
of Architecture, NTUA

Interviewed by ATHENS by SOUND

SG: What is your understanding of the Biennale’s
overall title “Out there. Architecture beyond building?”

PT: The title certainly makes one think. The theme
deals with what is outside the building, while reason tells
us that the building and the city constitute the primary
object. However, the building and the city are made up of
what is not constructed, what lies outside buildings. And
that includes more than just humans moving through
empty spaces. It includes attitude, intention, the state of
things — a relationship between ideas and sounds, light,
smells, all things that are perceived by the senses, not just
vision. Architecture is not merely a synthesis of building
blocks under the light. It is also the conditions that make
life in a city pleasant even “with your eyes shut”.

SG: In this context, how do you see this year’s Greek
entry, Athens by Sound?

PT: You are focusing on a sense that we do not
usually consider very important in terms of architecture
and urban planning. Our life in the city, our anxieties, and
our love for the spaces we dream of, is a relationship with
sounds, with what spaces sound like, from the heavenly
quietness of a park in the midst of the city to the clamour
of human creativity. What we call culture changes through
sound, and sound is related to living conditions in the city.
By choosing to discuss Athens in terms of sound, you are
focusing on an important factor in this culture — on our
political relationship with architecture and the city.

SG: Is this exhausted in an attempt to understand
existing situations or do you think this approach could
potentially contribute to design?

PT: Design is concerned with the elements of
architecture, with the dimensions of spaces, with the
relationship between vacancy and fullness, but also
includes elements that do not belong to the material
dimension: the existence of people living in urban spaces
and the actions that generate sound, even if these people
never speak. So I consider that realising the auditory
dimension of architecture is of crucial importance in
architectural design. In 1933, Le Corbusier gave a lecture
in Athens, entitled “Air, sound, light”. The subject
was the design of immaterial spatial elements: the
interconnections between sound and light, as mediated
by air. He wanted to organise vision, to control the
air’s temperature and clarity, and the ability of sound
to penetrate. This desire to withdraw from the noise of
reality that Le Corbusier proposed gives us a measure of
the role that sounds play in forming space, in our ability
to enjoy buildings, which can be expressed in the desire
for silence.

SG: What if we went further back in time?

PT: The qualities that constitute our connection
with space are independent of time. I can imagine the
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X®POV, OTNV ATOAQVOT] TOU KTIOUEVOV, IOV UITOPEL va
ek@padel n embupia g oG,

I Av myaivape akopa o miow oTov Xpovo;

IIT: Ot TOOTNTEG TTOV O1IKOSOUOVV TNV OXEOT e
TOV XWPO elvat aveEaptnteg amnd tov xpovo. Mmopm va
PAVTAOT® TA Pripata twv apyainv pe ta cavéaiia oe
pia EANVIOTIKN 0T0dA T} TO T0S0POANTO OTNV Ayopa.
AN €xoupe EAAI0TA TEKUTIPLA, TTEPA AITTO TO AOYO Kat
™ eavtaoia pag, yia va aviiAngbotue nmg Oa iitav ta
TPAYLATA TONOTEPAL.

2I': To epOTNUA EIVAL AV ATTOTEAOVTE E0TIA
evBlapepPovVTog 0 1X0G. ATTAOXOAOVOE A.. TOV APYITEKTOVA
™mg Avayévvnong otav ekeivog oxediale;

IIT: Oa 0V AtaoX0A0VOE TTOAD AtyOTEpO, [
TOLG OPOLG TTOL avTAapfavopaote onuepa. Aev Ba
TEPVOVOE ATTO TO LLAAO TOV T TOAUTAOKOTNTA, T} £KTAOT
KO 1] £VTAoT TV NXWV 0V AKOUYOVTAL OTOV ONUEPIVO
KOOL0. AKOLA AOUTOV KA av A0V AY Yid X0 0TV
APYLTEKTOVIKT), Bal ihovoay pe dpoug SrapopeTikovg.
Mitopet 0 NX0og va fjTav pia HOVoIKT appovia mov dev
AKOUYETAL Q7T TA AUTIA AANA «PAIVETAL» OTAV KOITALELS
HE Ta HATIA TNV APYITEKTOVIKT).

AK: ITog motevete OTL ennpedldouvy o1 véeg
TEXVOAOYIEG TNV OLJITNOT O€ OXE0T LLE AVTEG TIG EVVOILEG;

IIT: O véeg texvoloyieg Se Ppiokovral EEw
a6 epdag. EEeAiooovtan amod toug avBpwmovg, eneldn)
OKEPTOVTAL KA EKPPAZOVTAL e AAAO TPOTIO ATTO
saoTepa. Aev tibetan {Tnpa eEwtepikng emppong. H
voPor|Onomn NG APYLTEKTOVIKNG QIO UNYAVIKA HEoA elval
UEPOG TNG OKEWNG TOV GUYXPOVOL APXLTEKTOVA.

XA: TToMéEG QopEG, OLWG, Katd TNV Stadikaoia
XPTONG TNG UNYAVIIS 0OV AvVOlyovTal TAPAUETPOL TTOV Sev
elyeg mpoPA&pel kat AUTEG 081 YOUV TTAA 08 KATL AAO.

IIT: ITavta ovveParve avtd. H pnyavr oe fonda va
oLMAPeLg auTd Tov eiyeg Suvapel okePTeL.

3T': Oa cuupwvoloarte pe mv epaon: «O
APXLTEKTOVAG ELVAL 1) HIXAVT)»;

IIT: Oa mpoXwPOVTA KON TTAPATEPA. Oa eAeya
KO €0 HOVOIKOG EIVAL 1) LYV ».

2T Mia GAAn Bepatikn eviog Tov evplTepPov
TAALOI0V TOV «TTEPAV TOV KTIOUEVOU» TIEPLOTPEPETAL
YUpw aito v €vvola g atpoopaipag. Eoeig mmg Oa
opidate v atpoopaipa; Mapayetay; EAéyxetar; Mmopet
va oupTEPIAN POl 0TI OYXESIAOTIKES IKAVOTNTEG TOV
APYLTEKTOVA;

IIT: H atpoopaipa pmopel va meptypaget pe
opovug Puokrig. MAdpe ouyva yia v AOrva pe 6poug
atpoo@aipikng pumavong. H atpoopaipa autr) eivat
kaBoplotikn yua mn §1dBeon pag. AAA TEPA aTtd auTo,
1N {1 TOV AVOPOITOL OTO XMPO EXEL VA KAVEL LLE AVAEG
oxéoelg mov Srapecolafovvral amd v 0pacT), TV AKoT),
™V an, TV 00PPNOT KAl TN YEVOT), TAPAYOVTAG AUTO
OV AELLE «ATUOTPAPA» TIEPA ATTO TA PUOTKA (PALVOUEVAL.

tread of the ancients’ sandals in a Hellenistic arcade or
the clatter of the Agora. But we have very little evidence,
beyond reason and the imagination, to know how things
really were in earlier times.

SG: The question is whether people were interested
in sound. For instance, did it concern a Renaissance
architect when he was designing a building?

PT: Sound would concern him much less in
the terms we understand it today. He could have no
conception of the complexity, extent and intensity of the
sounds heard in the modern world. So even if they did
consider sound in architecture, they would discuss it in
different terms. Perhaps they considered it as musical
harmony that is not heard but ‘seen’ when you look at
architecture.

AK: How do you think new technologies affect our
approach in connection to these concepts?

PT: New technologies are not outside of ourselves.
They are evolved by humans because we think and express
ourselves differently than in the past. There is no question
of external influences. The use of mechanical media is part
of the modern architect’s mind-set.

CA: Yes, but in many instances using machines
opens up new possibilities that you had not foreseen and
which might lead to something else.

PT: This has always been the case. The machine
helps you conceive the potentiality of your ideas.

SG: Would you agree with the dictum “The architect
is the machine”?

PT: I would go even further. I would also say “the
musician is the machine”.

SG: Another theme within the wider framework
of “beyond building” is the concept of atmosphere.
How would you define atmosphere? Can it be produced
or controlled? Can creating atmosphere be part of the
architect’s design skills?

PT: Atmosphere can be described in terms of
physics. We often discuss Athens in terms of atmospheric
pollution. This atmosphere is of vital importance in
shaping our mood. Beyond that, though, human life in
a space is also linked to non-material connections that
are mediated by vision, hearing, touch, smell and taste,
creating what we call “atmosphere” or “ambience” beyond
physical phenomena. As regards design, I will comment
from the point of view of the cinema and the theatre,
where —using other means- space and the relations
between humans depend on the creation of an atmosphere
— an atmosphere that may be devout or Dionysian. This
atmosphere is the result of the designer’s creative vision.
When the means used by the architects of theatre and
cinema coincide with the means and ways in which a
physicist studies the atmosphere, we have entered the
field of architecture.

SG: I think this conjunction of the “scientific”
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'‘Ooov apopd 010 oxXedlaopo, Ba LATI0m ATTO TNV 0TI
YOVIQ TOU KIVIILATOYPAPOL Kat Tov Bedtpov, 670U - Le
A\ HECA - 0 XMPOG KAL 01 GYETELS TOV AVOPOT®V
€EaPTOVTAL QIO TNV KATAOKELT] Hiag ATUOO(ALPAG, TTOU
umopel va eiva katavuktikn 1 Stovvolaxn. H atpoopapa
aUTH| elval To ATOTEAET A PG OXESIAOTIKNG EVEPYELAG
IOV EXEL OKOTO VA TNV apayel. OTav Hmopeoovy va
ouvavtnBolV Ta HETA OV YPTIOLUOTOI0VV 01 APYITEKTOVES
TOL BEATPOV KAl TOV KIVLATOYPAPOU LE TA HETA KAL TOV
TPOTO MOV eMeLePyAleTal TNV ATUOCPAIPA EVAG PUOIKOG,
Ba PTACOULE OTO XWPO TNG APYITEKTOVIKTIG.

2T AvTOg 0 GLVEVACUOG TNG «ETOTNLOVIKIG»
TPOCEYYIONG TNG ATHOTPALPAG e AVTIV TOL BedTpov
KOl TOU KIVILATOYPAPOL UITOPEL VAL HLag E10AyeL vopilw
Kat oto Bepa g xaptoypagnong. Iog popoliv va
kwSwkomomnBovv téTo0v eidovg oxEoelg oe pia avayvwoon
™G OANG V1A TNV KATAOKELT) EVOG XAPTN;

IIT: A7td ) pia pepld EXOULE €val TOMO KAl QIO TNV
AN TO «ypaypo» tov Tomov. H xaptoypagpnaon opeiet
va «BdAer» oto xapti pia ovvOeTn mpaypatikoTnTa.
To avTikeipevo g apopd 0Tov TPOTO |E TOV 0T010
YPAPELG TNV TPAYUATIKOTNTA OTO XAPTL — TL KAL OGS TO
AvamaploTag. AAA i TTOUITT AUTOKIVIT®YV, TTOV TIEPVA
TO QWTOYEVUA H1AG KAAOKAPIVIG HEPAG, TuVOSevOVTAG
pia vO@n oV €KKANOia, Kol KOpvAapEL XapoUpeva
0€ Pid NOUXT YELTOVIA, POPTILEL KAl ATTOMOPTILEL TNV
ATHOCPALPA TOV XMPOL Y1 EVA S1A0TNHA SEVTEPOAENTWY,
Snuovpynvrag nynTikda pia mapéppfaon mov aAadel v
wopportia tov xmpov. Mia nyoypapnon Oa enetpene va
UETAPEPOVIE KAADTEPA Uid TETOLX KATAOTACT) OE EVAV
akpoatr). To ep@TNUA Elval TOG XAPTOYPAPOVUE AUTH
TV NXOYPAPNON T} TTOG XAPTOYPAPOVLE AUTO TO YEYOVOG.
AVUTO TO «yPAWPIHO» QATTOKTA E10QYWYIKA, YiaTi Sev
UITOPOVUE VA YPAWOULE O £va XAPTL TNV TTOAVTTAOKOTTA
™G ATHOOPAPAG TTOV CLYKPOTEL TN PlwoT Tou X®PoL
«ekel EEw». OMOTE, 1 XAPTOYPAPNOT) ATOKTA TO TIAT)PES
VONUA TG OTAV EUTAOVTIOTEL e aToLyeia mov Eemepvoiv
TO XapTi.

AK: Oa mtpoogbeta kat pia akoun IAevpd mov eivat
1 AVAYV®OOT) €K TOV VOTEP®V AUTOV TOV «YPUPiLaTog».

IIT: Exeivog 7ov pHetaypaPel KATL T0 0Toio
Suvaper Sev petaypagetat (v TOAVTAOKOTNTA TNG
TPAYUATIKOTNTAG) HE OPOVG TTOV VA YIVETAL AVTIANTITH
He TG aoBNoeLg EKTOG TPAYUATIKOTNTAG, XPTOLOTOIEL
£PYOAEL LETAYPAPTG TTOV EIVAL AVTIOTOLYA IE EKEIVA
He Ta omoia TpooAapavel kat avtiAapBavetal kaveig
TOV XWPO KAl Apa XPNOLOTTOLEl pia onpeoypapia
0V HOPAZETAL KA LLE EKEIVOV 0 07T010¢ [TTopEl va
SaPaoel avtn ™ «ypaen». Yadpyel, Opwg, pia amoieia
TN popopiag Otav mpoomabovpe va HeTaypapoupe
TNV TOALTTAOKOTNTA TNG XWPIKNG TPAYUATIKOTNTAG OE
KAIT010 LTTOPBABPO. ATIO TNV OTIYUT TTOV XAVETAL EKEIVOG
70V £XEL PLOOEL TNV TPAYUATIKOTITA TOV XMPOL KA
HEVEL TO ATTOTEAEOA TNG LETAYPAPTIS TOV, EKEIVOG TTOV
Brwver To amotéleopa Ba kavel pia avtiotpogn mopeia
artokwSikomoinong, n omoia Ha Eekva amtd To agnpnUEVo
kat Ba avravaxhatal oTig S1kég Tov epmelpieg, Tov
elvan SrapopeTikeg amod Tig apykés. H kmSikomoumnpevn
epmepia tov odnyet oe e1KOVEG TPAYUATIKOD XDPOL KAl
ATHOCPALPAG TOV EIVAL SLAPOPETIKES ATTO EKEIVEG TTOV
Bpiokovtal oTnv agetnpia Tng XapToypapnong.

approach to the atmosphere and the ambience of the
theatre and cinema leads us to the subject of mapping.
How can we codify these relations in reading the city
in order to make a map?

PT: On the one hand we have a place, and on the
other the ‘charting’ of the place. The mapmaker must ‘put
on paper’ a complex reality. The point is the way in which
a reality is written down on paper — what you represent
and how you represent it. But a convoy of cars on a
summer evening, accompanying a bride to the church with
horns honking merrily through a quiet neighbourhood,
charges and then de-charges the atmosphere for a matter
of seconds, generating an auditory interference that
alters the balance of the space. A sound recording would
be a better way of transmitting this kind of situation to a
listener. The question is how do we map this recording
or how do we map this event. Thus “writing” acquires
quotation marks because we cannot write on paper
the complexity of the atmosphere that constitutes the
experience of the space “out there”. Mapping acquires
its full meaning when it is enriched with elements that
transcend paper.

AK: I would add one other aspect — the reading of
this “writing” afterwards.

PT: Someone who transcribes something that
potentially cannot be transcribed (the complexity of
reality) in terms that can be perceived by the senses
outside reality, uses transcription tools that correspond
to those with which we sense and perceive space; in
other words, the transcriber uses a notation that is
shared with the person who can read this “writing”.
However, information is lost when we try to transcribe the
complexity of spatial reality against a specific background.
As soon as the person who experienced the complexity of
space is gone, leaving only the result of his transcription,
the person who experiences this transcription will
have to undertake a reverse process of de-codification,
beginning with the abstract and reflecting his own
experiences, which are different from the original ones.
The codified experience leads him to images of real space
and atmosphere, which are different from those at the
beginning of the mapping process.

CA: Based on the above, to what extent do you think
that the visitor to the Greek Pavilion will have a sense of
Athens, rather than of any other city?

PT: Athens by Sound highlights elements of
the city that to a large degree reflect our preconceived
expectations of the city, which may potentially be
correlated with a pre-existing code derived from our
education. The question is whether this is your objective
or not. My view is that you are not simply trying to record
ten sounds that are very predictable, but a complex sound
system that lends meaning and value to the atmosphere
and environment of the city “out there”, which at first
sight appear impossible to correlate.

SG: Could someone say that what we are showing at
the Biennale is sound pollution?

PT: The discussion about “out there” is not
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XA: Me fdon ta mtapamave, oe mo10 abud
TNOTEVETE E0EIG OTL O EMOKEITNG TOV ENNVIKOV
TEPUTTEPOV QWITOKTA TNV aioBnomn g ABrvag kat oyt pag
07010 ONTTOTE AAANG TTOANG OTOV KOONO;

IIT: To Athens by Sound odnyei oe éva highlight
oToyeinVv g TOANG Ta omola eivat oe peyao fabuod
AVAUEVOLEVA QIO TTPOTYOVHEVEG TIPOCATIWELS (TTpLy
UITTELG OTO TEPIMTEPO) KAl SUVALEL AVTIOTOLXT O [UE
vav KdKa ov €xelg 1dn mpodiayeypappevo HEoa Ao
mv tadeia oov. To epOTHHA gival av AUTO TTOV KAVETE
€Y1 aUTO ToV 0TOX0 N OxL. H 81| pov ektipnon eivan
OTL Sev €xel aUTO TOV 0TOX0. Agv Belet va kaTaypayet
Seka fovug mov va elvat eEpeTIKA AVALEVOUEVOL KAL
TPOCSOKMUEVOL, AAAA Eva TTOAVOUVOETO GLOTNUA TIXWV
70V Sivouv vonpa kat aia otnv atudo@apa kat o
TePIPAANOV NG TTOANG «ekel Ew» kau Tov Sev eivan ex
TPWOTNG OYEWS AVTIOTOLYT|OIUOL.

2I': Oa uropovoe KATto10g va JeL OTL AUTO TOV
otéhvouvpe oty Biennale eivan n nyopvmavon;

IIT: H ou{)non yu to «ekel eEm» Sev exel
evBlagpepov av meplopidetal oto amotedeoua. Exet
evBlagpepov va evromidovtal o1 Suvaperg ov dnpiovpyovv
TA AOTEAEOHATA. AV LAG EVOYAOLV O1 )01 TTOV
TAPAYOULE, TO EPWTNUA ELVAL AV TTPETEL VA KATAVOT)COVUE
Kkpruika ) Sikn pag dwn ko Tig Sikég pag evepyeleg,
yia va oupaAlovpe GCUAOYIKA OTNV ATTOPPUTAVOT) TNG
oANG. H apyitektovikn «ekel €§w» elvar pia GUANOYIKN
voBeon. 'OTav KUKAOPOP® GTNV TTOAN LE TA AVTIA
KkAgotd, Sev akovw v Evat Zvpenvia, 0ntwg Oa v
AKOVYE 0 KOLPOg Mmetofev, akovm Tov 1o ¢ moAng. H
nxopvmavon —av Bewproovpe 6T AUTO eival NYopLIAVOT
- £XE1 VA KAVEL [IE EKEIVOUG KAL [LE EKEIVA TTOV TTAPAYOLY
NXO LETA OTNV TOAN.

2T Tt €xet vONUa va AGUE Yia XTI
TAUTOTNTA MG TTOANG;

IIT: Stotyeia 70U KAVOUV TNV TTOAT AvayVePIon
Y10 TOUG KATOIKOUG TNG elvatl A.X. Ta OTUeia oTa omoia
UTTOPELG VA Pag EVA KAAO TTAYWDTO, T) EVA KAAO PAYNTO.
Ta onueia ™mg yevong opiovv pia yewypagia kat
JTapayovv pav atpdooaipa. H avayvwon tov xopov pe
awoBnoeig ov vitepPaivouvy My «eykvkAomaidela Twv
WPAl®V KTNPiwv» PIopel va amoteAéoel apetnpia yia
NV 01KOSOUNON €VOG AOYIOUIKOD TNG KPLTIKIG TAPAYWYTS
TOV XWPOL: EVOG TPOTOV OKEWNG YA TNV KPLTIKT
oLVeIdNTomoinoT g TOAVTAOKOTNTAG TOV XMPOL KAl TOV
pOAOVL 7oL TTaidel ) S1kn cov apEpuPacn oe ALTOV, Y va
Tov aMAEet oe OAa ta emtineda padi.

AK: INarti motevete 0Tt €xel emaveADel oty
APYLTEKTOVIKT) OV TNOT) TO AVAO WG EVvola;

IIT: O avBpwItog CUYKPOTEITAL ATTO piat VAIKN-
CAPKIKT] TTapovoia KAl amtd pia Vo Tikn-AuAn, ov
katevBuvel Ao Tov LIIOAOLTO TPOTTO TNG {wNG Tov. To
VA0 evuTtapyel oTov AvBpwTto. Aev TiBetan Aowtov Bepa
«ETMOTPOPNG».

XI: IToteete 6T onuepa £xel katapynoet o
S1710A0 €1KOVIKOD KA TIPAYUATIKOD TIOV TAAAUTMPTOE TV
QPYLTEKTOVIKT) OKEWT TNV TEPATUEVT SEKAETIA, APOV

interesting if it is only concerned with outcomes. It is
more interesting to identify the forces that trigger these
outcomes. If we find the sounds we produce disturbing,
the question is whether we must take a more critical
view of our life and our actions and make a collective
contribution to de-polluting the city. Architecture “out
there” is a collective responsibility. When I walk around
the city with my ears closed, I do not hear the Ninth
Symphony like the deaf Beethoven did, I hear the sounds
of the city. Noise pollution —if we consider it as being
such- has to do with the people and things that generate
sounds in the city.

SG: Why is it important to talk about the sonic
identity of a city?

PT: The elements that make the city recognisable
to its inhabitants are things like the places where you can
have a good ice cream or a good meal. These elements
of taste define a geography and produce an atmosphere.
Reading space through senses that transcend the
“encyclopaedia of beautiful buildings” may be a starting
point for designing software capable of producing
space from a critical perspective: a way of thinking that
promotes a critical consciousness of the complexity of
space and the role played by our own intervention in the
space, which changes it on all levels.

AK: Why do you think the concept of the immaterial
has resurfaced in architectural discourse?

PT: Man is made up of a material-sensual presence
and a mental-immaterial one that influences all the other
aspects of his way of life. The immaterial is inherent in
man. Therefore, there is no question of a “resurface”.

SG: Do you think that the bipolar relation of the
virtual and the actual that has beleaguered architectural
thought in the past decade has been overcome, since we
are now at a point where we are exploring concepts such
as augmented or mixed reality?

PT: The biggest change on that level has not
occurred in the field of virtual reality, but in the
techniques that render the vision apparent.

AK: Some claim that digital technologies have
distanced man from the non-visual senses. Others, that
the latest technologies have restored sensuality, as they
speak to the other senses as well. What is your opinion?

PT: To examine this subject and understand it
better, I would suggest a study of the conflict between
iconolatry and iconoclasm in Byzantium. It has to do
with the extent to which the immaterial can have form
—whether painted or digital- given that you have never
seen the object being represented. This conflict is not
a theological one and is part of the same issue that
continues to preoccupy us today: the extent to which what
can be conceived by our mind can be seen and can change
what actually exists.
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Athens by Sound project-relevant

TIAEOV EXOULE PTATEL VA LAAUE Y10 AOYIKEG EMAVENEVOL
T LIKTOU XWPOoU;

IIT: H o peydAn adayn oe auto To eminedo Sev
QAVIKEL OTOV XWPO TNG OLOVEL TPAYUATIKOTNTAG OAA O€
TEYVIKEG TTOV KAVOLV TO OPALA VA paiveTal.

AK: Kamoiot woyvpilovrat 0Tt oL yn@lakeg
TEYXVOAOYIEG ATTOLAKPUVOLV TOV AVOpwITo Ao Tig un-
onTikég o oelg. AAoL Lo PIfoVV OTL 01 TEAELTAIEG
TEXVOAOYIEG EMTAVAPEPOLY TNV AloBaAVTIKOTNTA OTNV
ovdnnon, kabwg apyiovv va mpooeyyifovy Kat Tig aAAeg
awoBnoeg. Eoeig T yvoun £xete;

IIT: INa va epPabiver kaveig oe auTr T ovdTnon
KO VAL KATAVOT0€L KAAUTEPA TO AVTIKEIHEVO TG, Oa
TPOTEWVA VA HEAETIOEL T CUYKPOLOT| EIKOVOHaXiag Kat
ewcovohatpiag oto Buavtio. 'Exel va kavel pe to katd
OO0V TO AVAO UTTOPEL va EXEL LOpPT) — {WYPAPIKN T
yneaxn - dedopévou 0T Sev €xerg det mote to 1610 0
avtikeipevo mov avamapotag. H Stapdyn avtn Sev eivat
Beoloyikn kan eivan g i8iag katnyopiag pe exeivn mov
HAG QTTA0KOAEL AKOUA KAl OT)HEPA: KATA TTOCO AUTO TTIOU
pmopet va cuMapPAaver o voug pag, kat Sev vitapyet,
pmopel va gpaivetat kan va aAAAet EKeivo Tov LITApYEL.
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Mark Wigley

ApYTEKTOV, OE0PNTIKOG KA1 KPITIKOG APYLITEKTOVIKTG,
TIpUtavng g TX0ANg APXITEKTOVIKIG, ZxeSaoov Ko
Svvtpnong tov Columbia University (GSAAP) ot Néa Yopkn,
ouv-18puTng Tou meprodikov Volume

H Apytektovikn ¢ Atuéo@aipag

«O1 pop@ég Sev meplopifovial 0Ta YLOTKA TOLE OPLaL.
O1 pop@ég exméprmovy kat mAabovv xmpo.»
Sigfried Giedion - Xwpog, Xpovog kat ApYITEKTOVIKT)

IMog kataokevaleta N atpoo@aipa; H atpocpapa
paivetar va Eexva akpipag ekel mov otapatd n
kataokevn. [TepiBader éva ktplo, Sratnpovtag 1oxvpn
e&Aptnomn amd To VAIKO avTikeipevo. Paivetat payaTika
va mnyadel amo to avikeipevo. H A&En «atpoopaipar»
TPWTOXPNOUOTIOMONKE Y1 VA TTEPLYPAWPEL TO AEPLO TTOV
TepIPAAEL TA OLPAVIA COUATA KAl apXIKA OewpriOnke o6T1
Byaiver amo tov mhavin, 0Tt eivan pépog tov. Ilapouoing,
I ATHOCPALPA EVOG KTNPIOL PAIVETAL VA TTAPAYETAL AITO
™V @UOKT Tov pop@n). Eivan éva eidog anobBavtikrg
EKITOUITNG TIXOV, POTOG, E0TNG, LUP®EIAG KAt vypaoiag:
éva otpofhidov kKAipa pe ampoadioplota ammoteAéopata
JTOL TTAPAYETAL ATTO £VA OTATIKO avTiKeipevo. Na
KATAOKELALELS £va KT P10 OTUAIVEL VA KATACTKEVALELG

pia tétowa atpoopapa. H atpocpaipa Ba pmopovoe
AKOUO KA VA EIVAL 0 KEVIPIKOG AVTIKEIUEVIKOG OKOTTOG
Tov aprtektova. Tehkd, eival To KAMpa Twv epruepov
QTOTEAEOUATWOV -KA1 OX1 TO KTFPL0- JTOV TIEPITUALYEL TOV
Katowko. Na €10£pYe0at 0€ £va APYITEKTOVIUA OT|LAivEL
va g10gpyecal oe pia atpoopaipa. Avtd mov fiovetat
elval 1 atudo@apa kat Oyl To AVTIKEILEVO OG TETOL0.

K1 6pwg, n atpoc@aipa avalapfavel éva epiepyo poro
OTOV APYITEKTOVIKO AOYO0, antwBavTag T000 auTtovg Tov
™V T07100£TOVV GTO KEVTPO NG OKEWYNG TOVG, OGO

KO QUTOUE TT0V TNV TEPIOmPLoToovv.

O Frank Lloyd Wright 8ewpovoe tov eautd tov
APYLTEKTOVA NG ATHOCPAIPAS —TAYUEVO OF i €@’ Opov
{1 atooToAN va eEaleipetl v «yudaia kat voonpn
ATHOCPALPA» TTOV TTAPAYETAL ATIO TNV EKPUNOUEVT
APYLTEKTOVIKT). ZTO TIPOTO Tov apBHpo to 1894, emptvel 0Tl
«TO OUVONIKO QITOTEAEOUA TNG «KATOKIAG» KAl OAWY TWV
TPAYUAT®V TTOU EUTTEPIEXEL KAL LE TA 0ITOLA TTPOOTTAOOVE
VO IKAVOTIOU|COVLE TIG ATIALTIOEL TNG XPNOTIKOTNTAC,
kabag kan 1 akatdoyetn embupia pag yia o wpaio

elval | atudo@aIpa, KAAT 1) KAKT, IOV Avastveéouy ta
HiKpd tadid pe v ida Pefardtna tov avamveéovy

kat Tov kabapo agpar. To 1954, AKOUN ETEUEVE TTWG T
Shvaun g apyITEKTOVIKTG £yKELTAl o€ AUTO TO 0TIO10

Sev prmopel va yivel evbEmg avTiAnmto: «AKOpa K1 av ot
AvOpWITOL £XOVUV GUVOAIKT) EMTLYV®OT] AUTOV 1) OXL, OTNV
TPAYHATIKOTNTA ATOKOMI{ovY npepia Kat vtootpiEn amd
™my ‘atudo@apd’ TV TPAyRATOV péoa 1) padi pe ta omoia
Zovv. Pil@wvouv og autd akpifag 0w Eva QUTO 0TO XMUA
Héoa 0To 07oI0 PLTEVETALY. 'OTWE TTOAOT APYITEKTOVEG
tov E&pecoioviopot kat tov Art Nouveau, o Wright
VIOOTPILE EMAVEINNUUEVA OTL pial KAAT) aTpoopaipa
JTAPAYETAL AITO TNV evortoinon kabe Eexwprotng
AemTopEpELag 0TA TAAIoIA EVOG HOVASTKOD 0pANATOC.

H endpevn yevid apltekTovmy ameppiye v
0OTTO1AOTITOTE EUPACT) 0TIV ATUOTPAPIKOTNTA, AAAA
emiong ouvtOVide kKABe OTOKELD TV EPYWV NG MOTE

VA TTAPAYETAL £VA CUYKEKPIUEVO QITOTEAECUA KA

Mark Wigley

Architect, theorist and critic of architecture,
Dean of Columbia University's Graduate School of Architecture,
Planning and Preservation, New York (GSAPP),
co-founder of Volume magazine

The Architecture of Atmosphere

“Forms are not bounded by their physical limits.
Forms emanate and model space”
Sigfried Giedion - Space, Time and Architecture

How is atmosphere constructed? Atmosphere seems to
start precisely where the construction stops. It surrounds
a building, clinging to the material object. Indeed, it seems
to emanate from the object. The word “atmosphere” was
first used to describe the gas that surrounds celestial
bodies and was originally thought to come out of the
planet, to be a part of it. Likewise, the atmosphere of a
building seems to be produced by the physical form. It

is some kind of sensuous emission of sound, light, heat,
smell and moisture; a swirling climate of intangible effects
generated by a stationary object. To construct a building
is to construct such an atmosphere. Atmosphere might
even be the central objective of the architect. In the end,

it is the climate of ephemeral effects that envelops the
inhabitant, not the building. To enter a project is to enter
an atmosphere. What is experienced is the atmosphere,
not the object as such. Yet atmosphere has a strange

role in architectural discourse, dislodging both those

who put it at the center of their thinking and those who
marginalise it.

Frank Lloyd Wright saw himself as an architect of
atmosphere-on a lifelong mission to remove the “rank
and unwholesome atmosphere” produced by degenerate
architecture. His very first article of 1894 insists that “the
sum total of ‘house’ and all the things in it with which we
try to satisfy the requirements of utility and our craving
for the beautiful is atmosphere, good or bad, that little
children breathe as surely as the plain air”. In 1954 he
was still insisting that the power of architecture lies in
that which cannot be directly perceived: “Whether people
are fully conscious of this or not, they actually derive
countenance and sustenance from the ‘atmosphere’ of
the things they live in or with. They are rooted in them
just as a plant is in the soil in which it is planted”. Like
many Expressionist and Art Nouveau architects, Wright
repeatedly argued that a good atmosphere is produced
by integrating every single detail according to a singular
vision. The next generation of architects rejected any
emphasis on atmospherics but they too coordinated every
element of their projects to produce a particular effect
and tried to give a sense of atmosphere with words and
drawings.

Regardless of their design philosophy, architects try to
capture the less tangible effects of a construction, waving
their hands around representations of their projects

like impassioned spiritualists, drawing invisible lines

of force and predicting the arrival of certain intangible
qualities. Models are mystified with a poetic turn of
phrase. Drawings show the edges of buildings glowing

or surrounded by a kind of haze that blurs the edges of
the object, merging it with the atmosphere. Some images
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material - immaterial in architecture

nipoomabovoe va Swoet pia aioBnon atudoopaipag
pe Ag€erg kan oxEda.

AveEaptitog Tng oxed1a0Tikng prhocopiag Tovg, ot
APYLITEKTOVEG TTPOOTTABoVV va GLAAABOVY Ta AtyOTEPO
QITTA ATTOTEAEOUATA HIAG KATAOKEVTG, KOUVOVTAG

TA XEPLA TOVG YUP® QUITO AVATTAPACTATELS TWV EPYWV
TOUG 0AV TTAO1ACUEVOL TTVEVUATIOTEG, TTOV OXESIAlOVV
a0paTeg ypappeg Svvaung kat tpoPAemovv v EAgvon
OUYKEKPILEVOV ATTPOCTSIOPIOT®V TTO0THT®V. Ot HakKETeg
TPOKANOUV GUYXUOT] LE Hid TTOUTIKT) EKTPOTTH TNG
exppaong. Ta oxedua Seiyvouv Tig dkpeg Twv Kpinv va
Adumouy 1 va tepipaAlovtan amo Eva eldog vepeAUATOg
710V BOAMVEL TIg AKPEG TOV AVTIKEIUEVOL, TUVEVAOVOVTAG
TO HE TNV ATHOoPaIpa. Mepikeg e1koveg poomtabolv va
ofnoovv oAoKANpOTIKA TV S1AKP1oN HETAED AVTIKEHEVOL
KOL ATHOO@AIPAG, LA TEXVIKT IOV ATIEKTNOE Ve (W)
OTIG AVATTAPAOTACELS KL EEOLOIMTELG TOV NAEKTPOVIKOU
vIoAoy1oTr. Me TV Tpdo@aTth Xpron TETOIWV
£EOLOIMOEWV VA AVTIHETWITILOVV TNV APYITEKTOVIKT

oav &va oLoTNUA VEPOSLVALIKNG POTG, TA
APYLTEKTOVILATA EXOVV LETATPATIEL O€ TTEPITTAOKA
UETEWPOAOYIKA CUOTHATA.

Ot kapikég ouvOnkeg, 0N avanapiotavtal oe
Tapadoolakd oxEdIA, TAVTA CLVEITEPEPAY OE LEYAAO
Babuo ot «6abeon» evog Epyov. H apyrtextovikn
OTAVIWG TAPOVOLAZETAL 0TIV VIOTIOEUEVT TPOTAPYIKT
Agrtovpyia g KAAUWNG AITO TA PUOTKA OToXELA.
Avufetwg, ouvhBwg amolapfavel v teAela nhlogaveia.
Alya oUVvEQA PITOPEL va alwpovvTal EmSEEla oTig
TAPLPEG TOV XAPTIOV, AAMA TTOTE Sev amethovy va
KATAOTPEWOUV TNV payeia Tov oxediov. AKOpa KL av

0 Wright enépieve 0Tt T0 «TTPOOTATEVTIKO» TYNIUA TWV
Sradoyikav mpofoAwy eivan pia AmavInon 0To «KAipa
OTWG AVTO NTAV, flato oTig akpaieg TIHeg (E0TNG KAl
KpLOV, vypaciag kat ENpotnTag, OKOTOUG KAt PMTOG»,
sote Sev PAEmovpe Ta omiTia Tov péoa otn Ppoxn. O
Avepog mote Sev puodel ta Sevrpa ov ePPAAovY
kaBepd amd tig ouvOeoeig Tov. H ko) apyITekTovikT
OULOYETICETAL [LE TOV KOAD Kapd. Tav va Kataokevadovta
01 EMPAVEIES TNG LE EVAV TPOTTO TTOV TTAPAYEL pia

WBavikn atpoéopapa.

Ye eéva oxedo tov Fallingwater to 1935, 0 ovpavog
atodibetan oav pia oelpd amd TapAMNAEG KUPHATIOTES
UITAE YPAUUEG TTOV AVINXOVV TO OXI LA TOV KTNpiov

Kal Twv Sevipov. daivetal va eivat pia atHoo@aipikn
avpa mov apdayetar amno to oxedio. O Wright ouyva
AVATIAPIOTA TOV 0VPAVO E i OELPA 0PLOVTIWV YPAUUDY
70V TAPLALOLVY UE AUTEG TOL KTnpiov. O agpag yivetan
&va apyrtektovikod otoryeio. IIoAAEG popég, auTog o
APYLTEKTOVIKOG OUPAVOG TAACIOVETAL [E LI YPAUUT
000 Papid 600 ekelvn OV 0pidel TNV TOWT) TOV KTNnpiov
kat Tov e8apovug. O agpag yivetal Eva auwpovUEVO
eminedo oav autd Twv TPofoiwv mov Yapaktnpifovv

™MV apyITeEKTOVIKT Tov Wright. Auto To emineSo Sev

elvat athd éva vtoBabpo oLV PEPVEL GTO TTPOTKNVIO TA
XAPAKTNPLOTIKA TG oUVBeong. Eival éva avandonaoto
KoppaT tov ktnpiov. H ypauun mov opidet o kdBeto dpro
OV OLVNBWE XAPACTETAL XAUNAOTEPA ATIO TO LYNADTEPO
UEPOG TOV KTNPIOU KA HEPIKES POPES Lial AAAN YpapLT)
opidel T0 0p1OVTIO OPLO TOV APKETA TTO HEGA ATO TNV
akpn Tov kmpiov. O ovpavog ektomidetal oTa TAQyLA. Agv
elval ma 1o amepo mepPAMoV evog KTnpiov, add eivat

try to completely efface the distinction between object
and atmosphere, a technique that has found new life in
computer representations and simulations. With the
recent use of such simulations to treat architecture as
a system of hydrodynamic flow, projects have become
complex weather systems.

The weather conditions represented in traditional
drawings have always contributed greatly to the mood of a
project. Architecture is rarely presented in its supposedly
primordial function of shelter from the elements. On the
contrary, it usually basks in perfect sunshine. A few clouds
may artfully float around the top of the paper but they
never threaten to break the spell. Even if Wright insisted
that the “protecting” shape of his distinctive overhanging
roofs is a response to “the climate being what it was,
violent in extremes of heat and cold, damp and dry, dark
and bright”, we never see his houses in the rain. The wind
never blows in the trees that surround each of his projects.
Good architecture is associated with good weather. It is as
if its surfaces are crafted in a way that produces an ideal
atmosphere.

In a 1935 drawing of Fallingwater, the sky is drawn as a
series of parallel wavy blue lines that echo the shape of the
building and trees. It appears to be an atmospheric aura
produced by the design. Wright frequently represents the
sky with a series of horizontal lines that match those of the
building. The air becomes an architectural element. Often
this architectonic sky is framed off with a line as heavy as
the one that defines the intersection of the building and
the ground. The air becomes a suspended plane like those
that define Wright's architecture. This plane is not simply
a backdrop that pushes the features of the project forward.
It is an integral part of the building. The line defining its
vertical limit is often drawn lower than the tallest part

of the building and occasionally another line defines its
horizontal limit well in from the building's edge. The sky
is displaced sideways. No longer the infinite surrounding
of a building, it is a discrete element, a theatrical screen
emerging out of the building.

A long tradition of architectural theory suggests that
architecture is never more than such a theatrical effect. In
the middle of the last century, Gottfried Semper insisted
that the “true atmosphere” of architecture is “the haze

of carnival candles”. Architecture is but a stage set that
produces a sensuous atmosphere. Semper argued that the
full force of architecture is to be found in its outer surface,
the decorative layer through which the atmosphere
seemingly percolates. Architecture is indistinguishable
from decor. To construct architecture is simply to prop
up a surface that produces an atmosphere. Architects

are special effects experts. The test of their craft is in the
thinnest layer of paint, texture, or wallpaper.

This hyper-charged surface actually wraps the atmosphere
rather than the building. It is the outer visible layer of the
invisible climate. The building is seemingly molded by

the atmosphere rather than the other way around. The
atmosphere occupies the space between a building and its
context. Or, rather, it defines that space. Since the physical
context has its own ambience, the building is a kind of
device for producing a particular atmosphere within
another one. To enter it is to pass from one atmosphere
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éva EexwproTo otoyeio, pia Kivnpatoypapkn 00ovn mov
avadvetat Ao To KT plo.

Mia pakpd mapadoon apltektovikng Bewpiag

Voo TNPidel OTL N ApYLTEKTOVIKT Sev eivan ToTe kAT
TAPATTAVH ATTO £VA TETOL0 KIVILATOYPAPIKO EPQPE. ETa
Héoa tov 19%° awwva, o Gottfried Semper enépeve mwg

N «aAnOwn atHocPAIPA» TNG APXITEKTOVIKNG eival «TO
Baumog TV KeP1®V ToL Kapvapfaiiot». H apyitektovikr
Sev elvar mapd £va oknviko mov mapayet pia cobavtikn
atpooeaipa. O Semper vrooTnPIde OTL 1) OAKT) Suvaun
NG APXLTEKTOVIKTG Ppioketan oTtnv eEWTEPIKT TNG
EMPAVELQ, OTNV SIAKOOUNTIKT) OTPMOT) TTOL PAiveTAl

va SwAidet v atudopaipa. H apyttektovikn eivat
adiaywprot asmo v Sakoounon. Na kataokevadelg
QPYLTEKTOVIKT) OTHAiVEL ATTAQ VA VTTOOTUAGVELG pid
EMPAVELA TTOV TTApAyel pia atpoo@aipa. Ot apYITEKTOVES
elvan o1 e poveg Twv eldikwv epee. H Sokipaoia g
Sefloteyviag Toug CuUVTEAEITAL OTNV AETTOTATH OTPMOOT
NG WIIOYLAG, TNG VPTG T) TNG TATETTAPIAG.

AVTH) 1) VTIEP-POPTIOUEVT] ETUPAVELN TTNV TIPAYLATIKOTNTA
JEPLTUALYEL TNV ATHOTPAIPA Kot OX1 To KTrip1o. Eivan

1 €EWTEPIKA 0PATI|) OTPOOT] TOL AOPATOV KALATOG.

TO KTIP10 (PAVOUEVIKA OXNLATONOEITAL A0 TNV
atpooealpa Kat ox1 to avtiotpo@o. H atpoopaipa
KataAappavel tov xopo Hetafl evog KTnpiov Kal Tov
shaioiov tov. H’ pddov opidet autdv tov xwpo. Apov

TO PLOTKO TTAIO10 £Xel TO S1KO TOL TTEPIPAN OV, TO
KTNP1o eival &va eidog UNYaviopo yia my mapaywyn
HiaG OUYKEKPIUEVIG ATUOGPALPAG EVTOG Hiag AAANG.

Na €10€pYecal o€ AUTO ONUAIVEL va TTEPVAG ATTO pia
atpoo@ailpa og pia aAAn. H apyitextovikn avevpioketal
OTNV OXE0T HETAED ATHOCPAPROV, OTO TTaVid petafl
HKPOKALAT®V. H GUVAVTNON QUTOV TV QAIVOLEVIKA
EPNUEPWV ATHOOPAPAOV UITTOPEL va eival TO00 oTifapr)
000 07TO100TTTOTE KN PL0.

Na eotiderg prloomacTiKA OTNV APXLTEKTOVIKT TNG
ATHOCPALPAG OTUATVEL VAL EKTOTTIELS TO KTIPLO KA,

padi pe autd, Kal Tov apyIteKTova. Ag TApovpLE, yia
TapAdelyua, TV QIONEIPA TWV KATAOTATIAKMV VA ETAVA-
0ploovVV TNV APXITEKTOVIKT] WG KABAPT|) ATUOOPAPIKOTNTA.
H «Ewaywyn oe pia Kprtikn tg Aotikng Fewypapiag»
tov Guy Debord 10 1955 Oavudder mv «Eagpvikn aAayn
oL TTePIPAAOVTOG Og Evav Spopo peca 0Tov XMPO Alywv
UOVO HETPWV- TNV PAVEPT) KATATUNON pHiag TOANG o€
{wveg S1aKPITOV YUXIKOV ATHoo@apav». ITapopotddet
™mv ateAelntn avauén neptfarovimwy oe avapidunteg
TOIKIALEG |LE TIG EVOELS TWV XNUIKOV OTOKEIDV
-ETUEVOVTAG OTL 1] EPTILEPT] TTOLOTNTA EVOG TOTTOV

Ba prtopovoe va «amokaAv@Oel amo pia TPOTEKTIKN
avaAvon» mov TeAikd Ba 08nyolioe o€ pia avakataokevn
™mg OANG Kat TN Kowvmviag. O1 kataotaotakol
£mvoOnoav TOAVAPIOUES «PUXOYEDYPAPIKES» TEXVIKES
TPOKEPEVOL va ie€dyouv avtr| Ty avdivon. Ilpotevav
TNV APAiPECT) CUYKEXVUEV®V GUVOPLAKOV {WVRV

petafl eviovwv mepifarovinv. Ot atpocpaipeg Oa
«opro0emBovv emaxp1Pag». Mia vea YuXoyemypapikn
apyttektovikn Oa emPAnbeil oty mapadooiaxr) oOAn. Ot
YPAULES TT0V 0pidouv TOUg XWpoug NG Ba eivat evieAwg
Srapopetikeg amd ekelveg ov opilovv KT pLa, Spopovg
K.0.K. 2TOX0G, OTw¢ apyotepa Sratunmambnke and tov
Debord, eivan va «emavaoyediioovv» v ida v
APYLTEKTOVIKT), AE0TTO10VTAG TO P1{oomaoTIKO Suvapiko

to another. Architecture is to be found in the relationship
between atmospheres, the play between microclimates.
The meeting of these seemingly ephemeral atmospheres
can be as solid as any building.

To focus radically on the architecture of atmosphere is
to displace the building and, in so doing, the architect.
Take, for example, the situationists' attempt to redefine
architecture as pure atmospherics. Guy Debord's
“Introduction to a Critique of Urban Geography” of 1955
marvels at “the sudden change of ambiance in a street
within the space of a few meters; the evident division of
a city into zones of distinct psychic atmospheres”. He
likens the endless mixing of ambiences into countless
varieties to the blending of pure chemicals-insisting that
the ephemeral quality of a place could be “uncovered

by careful analysis” that would eventually lead to a
reconstruction of the city and of society. The situationists
devised numerous “psychogeographic” techniques to
carry out this analysis. They proposed the removal of
any indistinct border zones between intense ambiences.
Atmospheres are to be “precisely marked off”. A new
psychogeographic architecture is to be imposed on the
traditional city. The lines that define its spaces would be
completely different than the ones that define buildings,
streets, and so on. The goal, as Debord later put it, is to
“redesign architecture” itself by exploiting the radical
potential of atmosphere.

Symptomatically, this transformation of the institution

of architecture begins with decoration. The “Situationist
architect” has to “exploit the existing decors,” then
develop whole new systems of decor and finally explore
new ways of interacting with that decor. The 1958
“Amsterdam Declaration” by Debord and Constant
Nieuwenhuys argued that the reconfiguration of the city
starts with the development of “complete decors”. In 1953,
Ivan Chtcheglov's “Formularly for a New Urbanism” had
introduced the idea of “constructing situations” by playing
with “new, changeable decors”. Decor is seen to induce
dreams like a drug. Changing the decoration constructs

a new dreamworld. A year later, A.F. Concord reacted
against the spartan ‘box’ produced by Le Corbusier's
generation: “Decor determines gestures: we will build
passionate houses”. Constant took up this mission to
rethink and rebuild architecture, conceiving of the habitat
as “a decor for life as a whole”. He proposed an “in-depth
study of the means of creating ambiences, and the latter's
psychological influence” and came up with New Babylon,
a project for a vast city that would obsess him from 1956
to 1974. The project is nothing more than a vast machine
for producing discrete and ever changing atmospheres,

an “infinite variety of ambience”. Debord enthusiastically
promoted this “ambience-city” but soon rejected it, along
with the very idea of the situationist architect, arguing that
society “has started to mould its own decor more or less
everywhere”. But Constant always insisted that his project
was just a speculative image of a world of the future that
he, by definition, could not imagine, a world that would
be constructed by its users rather than by an architect.
Uncontrolled atmosphere displaces the architect.

Architects deal with this threat by pretending to be in
control. It doesn't matter if they insist on an all-embracing
sensuous atmosphere or if they call for its removal. Either
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™G ATUOCPALPAS.

SUUTTOUATIKA, QUT T LETAUOPP®OT] TOU KATETTNUEVOU
NG APXLITEKTOVIKIG EeKva e Tn Srtakoounon.

0O «Kataotaolakog aptEKTovag» TPEmeL va
«EKUETANAEVTEL TA VIIAPYOVTA OKNVIKA» KAl OTNV
GUVEYELA VA AVATITUEEL OAOKATpAL VEA GLOTHHATA
Slakoounong, wote TeAKA va eEePEVVI|TEL VEOUG TPOTIOUG
aMnAemtibpaong pe avtd to oknviko. H «Awaknpuén tov
Apotepvtap» twv Debord kot Constant Nieuwenhuys
0L 1958 Voot PIde 0T N emavadiapBpwon g TOANg
EEKIVA LE TNV AVATITUEN «OAOKAN PWUEV®V OKNVIKOV>.

To 1953, o1 «O8nyieg ywa pia Néa IToAeoSopia» tov Ivan
Chtcheglov giyav eloayayet v 18&a TG «KATACKELTG
KATAOTACEMV» HETA QITO TO TTAYVIOL e «vea, petafAntd
OKNVIKA». To OKNVIKO PAiVETAL VA ETPEPEL OVELPA OTIWOG
éva vapkwtiko. H adayn g Stakoopnong kataokevadel
£vav kavovpylo ovelpokoopo. ‘Eva xpovo apyotepa,

0 A.F. Concord avté§paoe 010 OTTAPTIATIKO «KOUTi»

Jtov apnyaye n yevia tov Le Corbusier: «To oknviko
kabBopilel xerpovopieg: Ba xtioovpe PAOYEPES KATOIKIEG. »
O Constant avéAafe auTiv TNV ATOOTOAR: va
avaBewpnoet kat va EavakTioet TV apyLTEKTOVIKT,
oLMauPAavovTag TNV KATOIKIA 0av «Eva OKNVIKO yid TV
(w1 010 0UVOAD Tg». IIpoTewve pia «eig fabog pere twv
Heowv dnuiovpyiag mepBArOVIOV Kal TG PUXOAOYIKIG
emidpaong avt®v» kot emvonoe mv Néa Bafuimva,

Tov oxeblaopo piag axavoug oAng ov Ha Tov yvotav
eupovn amto 1o 1956 wg 1o 1974. H Néa Bafuimva Sev
elval TimoTe AANO TTapPA Pidt CXAVHG LNYAVE TAPAYWYNG
EeXwPLOT®V KAl S10pK®OG LETABAMOUEVOV ATHOCPALPGV,
pia «amepn mokiia mepifaroviwv». O Debord
npowBovioe evBovo1wdmg auTh TV «TTOAN-TIEPIPAAAOV»,
Ha oUVTOHA TNV AMEPPIYE, Hadl pe my i81a v 18éa

TOV KATAOTACIAKOU APYLITEKTOVA, VITOOTNPI{ovTag OTLN
KOWVOVia «€xel EeKvoel va S1aopp®VEL TEPIocOTEPO 1)
Atyotepo 1o S1ko g oknviko mavtov». AAMA o Constant
TAVTA EMEUEVE TTWG TO £PYO TOL HTAV HOVO pia Bewpnrikn
£1KOVA £VOG KOO0V TOV HEAAOVTOG, TOV OTT010 EKEIVOG, €
0p1oLOV, Sev HITOPOVOE VA PAVTAOTEL, EVOG KOGHOUV TTOV
Ba kataokevaddTav ATO TOUG XPTIOTESG TOL TTAPA ATTO Eva
apyreektova. H un eheyyxopevn atuoo@aipa ektomidet
TOV APYLTEKTOVA.

Ot ap1TEKTOVEG AVTILETMITILOVY AUTH TNV ATTEAN
TPOCTTOLOVUEVOL OTL S1ATNPOVV TOV EAEYXO. Aev Exel
onuacia av empevouy oe pia aobavtikr atuooaipa
OV AYKOALAZEL T TTAVTA 1) AV ATIALTOVV THV QITOPAKPUVOT)
™me. OVTWG N AMWE, S1ATLTTOVOLY 1OXVPIOHOVG YA O,TL
ouUPaivel TEPAV TV 0PIRV TV KATAOKEV®OV TOVG KAl
ekel eivan tov poamtabolv va avardpfouv Tov EAeyyo.

Aev givan Suvatov va eloat apyITEKTovag Kal va pnv
npofaivelg oe T€Tolovg WxUpLopovs. H mAgiovotta g
APYLTEKTOVIKNG AvAALONG, elTe TTpOKeEITAL YA Eva SwuATio,
Y1 €va KTP1o, Yia €va 01komedo, yia pia yerrovid, 1 yla
pia 7TOAN, elvar pia HOp@T «LETE®POAOYIAC» TTOV EMLXEIPEL
VO KATAYPAWEL ATHOCPAIPIKA AToTEAETUATA. AKOHA

Kot pia kaBapd otk avaAvuon NG ApyLTEKTOVIKNG
HOPPNG KATAOKEVALEL EVA HETEWPOAOYIKO CUOTNIA,

710V S1aBETEL «OTMTIKT) POT)», SUVANIKEG EVIATELS KTA.
IMapopoiwg, 10TOPIKOL TNG APXLITEKTOVIKNG SovAEVOLY
OKANPA YA va Tapayovy pia aicbnon atpoopaipag,

IOV VA TIEPTYPAPEL TO 10TOPIKO KA EVTOG TOV 071010V
Sovlebouv o1 apyITEKTOVEG. XTO GUVOAO NG, 1) VOOTPOTTLA
Tov Zeitgeist eivan atpoopaipikr. To geist, to mvebua

way, they make claims about what happens just beyond
the limits of their constructions and thereby try to take
control. It is not possible to be an architect and not make
such a claim. Most architectural analysis, whether it

be of a room, a building, a site, a neighbourhood, or a
city, is a form of meteorology that attempts to monitor
atmospheric effects. Even a purely visual analysis of
architectural form constructs a weather system, complete
with “visual flow”, dynamics of intensity, etc. Likewise,
architectural historians work hard to produce a sense

of atmosphere, describing the historical climate within
which architects work. The whole Zeitgeist mentality is
atmospheric. The geist, the spirit of a historical moment,
is a kind of wind that swirls around events. Modernity

is such an atmosphere. When Le Corbusier condemned
earlier architects for concentrating on atmosphere, his
call for L’ Esprit Nouveau is precisely a call for a new
atmosphere. In a familiar irony, the apparent absence of
decor quickly became the decor of choice.

Architects routinely deny that they are experts in
producing effects. There is a general disdain for effect.
Even the countless promoters of postmodern theatrics
appeal to some pre-theatrical reality as a source of
authenticity. Architecture is supposed to be more than

a special effects department. The heart of the discipline

is organised around the relentless trajectory from the
initial rough lines of the pencil sketch to the final precisely
calibrated lines of the inked working drawings. The
abstract line on the blank paper is supposed to be without
atmosphere. The discipline is based on the apparent
removal of atmosphere, the clearing away of all sensuous
effects by reason. When atmosphere returns, it is meant to
be subordinate to reason, controlled by the line. A full set
of drawings for a project may include atmospheric studies
but those studies are not meant to threaten the authority
of the line.

When Le Corbusier describes “How to Teach
Architecture”, he argues for “stenographic” line drawings
“produced by a controlling mind” that simply record the
position of each object. He condemns the “shimmering
display of illustrations, illuminations, colours, clever
stagings, that will have the effect of blinding the author no
less than the observer to the realities he is dealing with”.
Line must dominate effect. Even sensualists draw the line.
Wright gives great importance to the kind of rendering
Le Corbusier condemns and his writings describe the
different “sensuous effect” of each of the materials he
used, but his renderings are always accompanied by
precisely drawn plans. The relationship between plan and
effect is highly regulated, yet cannot simply be taught.
Wright opposes any formal teaching of architecture,
insisting that the daily life of the exemplary architect can
“create an atmosphere in which it can grow”. The young
designer has to “absorb” architecture “through the pores
of his skin” rather than intellectually in a university.
Atmospheric design is itself the product of a particular
atmosphere.

There is no direct training in atmospherics in schools
of architecture. It appears on no syllabus. Yet the whole
educational process can be understood in terms of
atmosphere, beginning with the mystification of the
atmosphere of design itself-the carefully constructed
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piag 10TopIKIG OTIYUNG, eival éva eidog avépov mov
oTpofiidetal YOpw amtd ta yeyovota. O HOVIEPVIONOG
elvan pia tétowa atpoopaipa. ‘Otav o Le Corbusier
antoSokipade TPOYEVEITEPOUG APYLITEKTOVEG EMELDN
EMKEVTPOVOVTAV 0TIV ATULOTPALPA, TO KAAETUA TOV Y
7o L’ Esprit Nouveau ntav akpifmg éva kdAeopa yia pia
VEQ ATHOTPALPA. TYXEGOV EIPHOVIKA, T ELPAVNG ATTOVaia
Slakoopov ypnyopa £ywve to kupiapyo Slakoountko
HOVTEAO.

O1 apITEKTOVEG APVOLVTAL CUOTNHATIKA OTL elval

e1dikol oV mapaywyn ep@e. YAapyel pia yevikotepn
QATOCTPOPT| Y1 TO EPPE. AKOpA Ko o1 avapifpnTot
VTIOOTNPIKTEG TNG LETAUOVTIEPVAG BEATPIKOTNTAG
emKaloUvTal pia po-Beatpikn TPAyHATIKOTNTA WG
qnyn avBevrikotntag. H apyitektovikn votibBetan 0Tt
elvat KATL TEPLOTOTEPO ATIO EVAL GLUVEPYELD EITIKMV EPPE.
H kapdia mg apyrtektovikng meifapyiag opyavaovetat
YUp® aIto TNV emipovn Kat emtimovn petafacn amo Tig
APYIKEG TIPOYELPES YPAULES TOV OKITOOU e TO HOAVPL 0Tig
TENKEG Kau eakp1Pog Babpovounpueveg ypaupeg twv
peAavopevav oxediwv epapuoyng. H agnpnuévn ypapun
070 A07po Yapti vtotiBetan 6T Sev Srabetel atpoopapa.
Z0UvoAn n apytektovikn nefapyia opyavevetat ot faon
H10G PAVOUEVIKTIG ATTOHAKPLVONG TNG ATHOCPALPAG,
OTNV ATAAAQYT) a7td OAA T AoOAVTIKA EPPE PECK TOV
Aoyov. 'Otav 1 emogpyeTal ATHOOPAIPA EVVOEITAL OTL
TAPAUEVEL VTIOTEATIG TOL AOYOU, OTL EAEYYETAL ATTO TN
ypappn. To cuvoro Twv oxedinv yia éva epyo eviéxetat
va TEPAAUBAVEL KAl OTTOVSEG Y1 TV ATUOoPAIPA,

A auTég Sev evvoolv va aeAnoovy Ty egovaia g

ypapume.

'Otav o Le Corbusier meprypapet «Ilog va Aidaoketan

N APYLITEKTOVIKT», VTTOOTNPIEL OXEOIA «OTEVOYPAPIKNG»
YPALUNG TTOV TTAPAYOVTAL €TI0 VAL LUAAO TTOU

£XELTOV EAEYXO0» KA QTTAQ QITOTLTIGVOLV TNV BEon

ka0e avtikelpévou otov xwpo. Katadikader myv
«QITAOTPATITOVOA ETOEIEN TWV EIKOVOYPAPT|TEMV, TOV
PWTIOUOV, TOV XPOULATOV, TOV EEUIVEOV oknvobeaiov,
710V O EXOVV WG ATOTEAECHA VA TUPADTOLY TOV
Snuovpyd 600 KAl TOV TAPATN PTTI ATTEVAVTL OTIG
TPAYUATIKOTNTEG TTOV AVTILETO . H ypapun

TIPETEL VA ETKPATEL TOV ATOTEAECUATOG. AKOUA KL O
awoBavtikol oxediadovv ) ypapun. O Wright mtpoobider
Heyan onuaoia 0To i80g g EIKOVOYpPAPNONG

sov katadikader o Le Corbusier kxat ta ypamtd tov
TEPLYPAPOLY TO SLAPOPETIKO «aATOAVTIKO ATTOTEAET A
KaBevog artd Ta VAIKA TTOV ¥P|OUOTI0INoE, AAAA O
£1KOVOTION 01 TOL TAVTA oUVodevovTal amd oxedia
akpifeiag. H oxéon peta&d oxediov kat ammoteAéopnatog
elvan og peydho Babuo pubulopevn, Opwg amia Sev
Sibaoketat. O Wright avutiBetan oe omowadnmote
S18aokaiia g apITeKTOVIKIG WG HopPoloyiaao,
EMPEVOVTAG TG 1) KON uepvr) w1 Tov vtodetyHatikov
apyltekTova ptopel va «Snuovpyel pia atpoopaipa
£VTOG NG 07T0lag HITopel va avasttuyBel».

O veapdg oxedlaoTig OPEIAEL VA «ATTOPPOPTITEL»
APYLTEKTOVIKT] «UECK TWV TTOPWV TOV SEPUATOG TOU» KA
oyt Sravontikd og eva tavemotnpuio. O aATHOoPAIPIKOG
oxeblaoudg eivat o 1810¢ mPoidV piag ouyKeKPEVNG
atpoopaipag. Aev vidpyet evfEwg exmaibevon otnv
ATHOCPAIPIKOTNTA OTIG OYXOAES APYLTEKTOVIKNG. Aev
eupavidetal oe kaveva poypappa omovdmv. Kt opwg,

spaces around the drawing board, the jury, and so on.
Schools of architecture have a unique atmosphere. The
cult of the abstract line constructs its own atmosphere.
It defines the dream space in which the architect works,
a space in which atmospheric drawings or statements
can then be tolerated as subordinate excesses. The

very rejection of atmosphere constructs a particular
atmosphere. Every small choice of representational
technique defines an atmosphere. The techniques change
with the architecture. Even the hard line genre is riddled
with nuance. Those who most loudly proclaim their
disdain for atmospheric effects carefully construct an
atmosphere with their drawings. The atmosphere of a
project can be intimated by extremely subtle deflections
of drawing style. After all, a drawing is nothing but a
decorative surface that exudes an atmosphere like any
other surface. The viewer of the drawing is meant to
experience something of the building's atmosphere.
Drawings are atmosphere simulators and even the most
abstract lines produce sensuous, unpredictable effects.
Atmospheric effects cannot be avoided. They permeate
architecture. Architecture is defined by atmosphere.

At the same time, those who embrace effect cannot
approach atmosphere directly-cannot point to it, cannot
teach it. Atmosphere escapes the discourse about it. By
definition, it lacks definition. It is precisely that which
escapes analysis. Any specific proposal for constructing
atmosphere, no matter how changeable or indeterminate,
is no longer atmospheric. To concentrate obsessively

on the architecture of atmosphere is ultimately to
evaporate the figure of the architect. Atmosphere may

be the core of architecture but it is a core that cannot
simply be addressed or controlled. The magical figure of
the architect only survives in the apparent play between
atmosphere and building, ephemeral climate and material
object. Architects work hard to create the impression

of such a relationship. In the end, the main effect of

their discourse is the fragile illusion that architecture is
more than an effect, the illusion that atmosphere can be
controlled.

Mark Wigley’s essay ‘The architecture of Atmosphere’ was first published
in Daidalos No 68, Constructing Atmospheres, Berlin, 1998, pp 18—-27
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N exmaidevtikn Sadikaoia ouvolika pmopet va yivet
KOATAVONTI| [Ee OPOLE ATHOCPAIPAS, EEKIVOVTAG [LE TNV
TEPUTAOKT) TNG ATUOOPAIPAG TOV 1510V TOV OXESIATHOV
— TOVUG EMPUEADG KATATKEVAOHEVOLG XWPOUG YUP®

a7to T0 OXESIA0TPI0, TIG EMTPOTES K.0.K. O1 OX0AEG
APYLTEKTOVIKNG £XOVV Hid LOVASIKT atpooeaipa.

H Aatpeia g a@npnuévng ypaung Kataokevadel my
Swn) g atpoo@arpa. Opilel oV OVEIPIKO XWPO HETA
OTOV 07010 0 APYITEKTOVAG BOVAEVEL, Evav XWPOo Heoa
OTOV 07010 ATHOTPAIPIKA OXESIA 1) ETIYELPTLATA
UIopovV va yivouv 8ektd wg vrtodegatepeg vitepPorée.
H i1 n amoppupn mg atuoo@aipag KATaokevadet

pia ovykekpuevn atpoopaipa. H mapapukpr) emioyn
AVATAPACTATIKAG TEXVIKNG 0pilel pia atuoo@aipa.

Ot teyvikeg aAAAlovy Hadl HE TNV APYITEKTOVIKT. AKOUA
KL 1] OXOAT TNG OKANPNG Ypapung Samepvatal amo
Aenteg Srapoporoinoerg. Exeivol mov Siaknpvooovv
EVTOVOTEPA TNV ATTOOTPOPT) TOVG Y1 TA ATHOTPAIPIKA
ATOTEAECUATA KATAOKELALOVV ETUEADG Hia ATHOTPAIpA
pe ta oxedia toug. H atpoopaipa evog €pyou pmmopet
VAL VTOSNAGVETAL e EEAPETIKA AETTES TAPEKTPOTEG
oL o¥edlaoTikoL Vpovg. EEaMov, va oxédio Sev eivan
TimoTe AMO mapd pia StakoounTikn emeavela Tov
EKTEUTEL LI ATUOOPAPA OTIWG KAt KABE AAAN empavela.
O Beatrg Tov oyxediov mpémel va Prooet KAt amo v
atpooeaipa tov ktnpiov. Ta oxédia etvan eEopoimtég
ATHOCPAIPAG KAL AKOLA KA O1 L0 APT|PTIUEVES YPOUUES
sapayovv aofavtikd kat ampofienta amoteAéoparta.
Ta ATHOOPAIPIKA ATOTEAEOHATA SEV ITOPOVV VA
artopevyBovv. Alamepvolv v apyltektovikn. H
APYLTEKTOVIKT) 0pideTal amod v atpuoopalpa.

Tautoxpova, EKEIVOL TTOVL ATOSEXOVTAL AUTH) TN CUVETEIA
Sev pmopoliv va Tpooeyyioouv Ty atnoo@aipa evbewg
—6ev pmopovv va v Seifouv, dev pmopoviv va v
S18a&ovv. H atpoopaipa Sragpetyetl tov Aoyov mept avtng.
EE opiopov, otepeitat opropov. Eival akpifag avto mov
Srapetyet g avaivong. Omoladnmote CUYKEKPIUEVN
TPATAOT Y10 TV KATAOKELT] ATUOGPALPAG, 000 petafAntr
N akaBoproTn Kt av eivay, Sev eivatl IAEOV ATUOOPAIPIKT).
Na CUYKEVTIPOVETAL EPUUEVHOS OTINV APXLTEKTOVIKT] TNG
ATHOCPALPAG ONAIVEL TEAIKA VA eEAVADVELG TNV PLyoUpa
Tov apyltektova. H atpoopaipa pmopet va eivat o
TLUPTIVAG TNG APXLTEKTOVIKNG AAAA Elval Evag TTupnvag
71pog ToV omoio Sev pmopel kaveig va otpaget -1 va tov
eleyEel. H paywr) gryoUpa tov apyrtektova empiovel
UOVO HETA OTO PAVOUEVIKO Tty Vidt petadl atpoopaipag
KA KTNpiov, eQrUepov KAILATOG KAl VAIKOU AVTIKEWWEVOL.
O apyrtéxtoveg SovAgvovy OKANPA yia va Snuiovpynoovv
NV eVILTIWOT) i TETOLAG OXEONG. 2TO TEAOG, TO

KUPL0 QITOTEAECHLA TOL AOYOL TOVg elvan 1 eVBpavotn
weudalonon 4T N ApXITEKTOVIKT elval TEPLOCOTEPO

arto eva amoteeoua, n yevdaiobnon ot N atpnocPapa
umopel va ereyydel.

To keipevo tov Mark Wigley ‘The architecture of Atmosphere’
npwtodnuooiebke oto Daidalos No 68, Constructing Atmospheres,
Berlin, 1998, 0o. 18—27.
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II¢pav g APYLITEKTOVIKIG:
H Ap)yttekTovik kat to AQuAo

1
«TIpETMEL KATA TN YVOUN OV VA EKKIVI|COVUE
Srakpivovtag ekeivo Tov TAVTOTE elval Kat TOTE Se
yiyvetal amo eKeivo Tov TAVTOTE yiyveTtal aAd Tote
Sev etvar1.

O IM\atwv mapabeter pia ovdion avaueoa otov Tipao
kat Tov Zwkpatn. O Tipalog tpoPaiver oe pia Sniwon
P0G TNV 07toia 0 TKPATNG eivanl cVUPwvog. H Sidkpion
avapeoa 0to HETAPANTO KAl To apetdPfAnTo eivar eva
Saypappa ov oyt povo cuveyidel va Tpokaiel ouyuon
0TI PUAOCOPIA KAL TNV APYITEKTOVIKT), 0TIV TPOTACIAKT|
TOUG LOPPT), AAAA ETIITAEOV GUVEXILEL VA TTPOTPEPEL
evopaon ya Tig Suvatdtnteg e aMnAemidpaong pag
pe tov koopo. H xabnuepwvn epmepia pag peoa otov
KOO0 ptopel afiaota va meptypaget pe 6pouvg aAayng
KOt pn aAayng —TouvAdyiotov katd to gaivecbat. H
eumepia g OANG elvat pia eUITAOKT) O€ TEPITTAOKEG KA
XPOVIKA 0p1o0etnuéveg OYETELS AVAUESA OTNV AVAITTUEN
Ko v asoovvBean, v kivnon ko m otabfepdta.
O1 avBpwitor avekabev £pxovtav Kal TapEpyovIav Ka
Ba ovveyioouv va £pyovTal Kal va TapEPXovTal and
&vav KOO0 He SUVALELS KA ETTOXLAKT) KATLOKA TTOV
avamd@evkTa Bpioketar og TP1PT) pe v avBpmrmvn
Vrap&n kot v mpoodevtikn petdfaon otg ateleig
EYYPAPES TOV TEXVILATOG, TOL BpadopaTog 1) Tov
10TOPIKOV 1XVOUG.

AkolovBotpe, houtdv, Tov IIAATHVA 0VTHE MOTE VA
oploBetnoovpe 10 petaPAnTod wg Pog to apetdPfAnto

KOl TO GUYKEKPUEVO WG TTPOG TO KaBoAko, akoAovBolue
ATAGOG TO PELNA T UNTTWG emavaPefaimvoupe éva Kivnua,
OTWG OPEIAOULE VA KAVOULE, WG TTPOG TN SuvaToTnTa TG
GUVOAAYNG LETAED TV S1APOPETIKOV XPOVIKOV TAATIWV
g dwng; Tlwg pag Pfonbovv ot véeg texvoloyieg va
GUUUETACYOVLE 08 auTr) TNV ouvaiiayn; [Iog cuvtehodv
01 VEEG TEXVOAOYIEG OTNV TIPOAYWYT) T) KA TNV AVACYEOT)
™mg ev Adyw ouvalayng; Elvar ta maykoouia ovotipata
twv GPS (Global Positioning Systems) kat o1 Aowteg
GUOKEVEG PNPLAKNG XWPIKNG KATAYPAPT|G UNYXAVIOHOL
JTOV ETUKAAOVVTAL TO AUETAPANTO OVTWG GOTE VA EV-
TOMOOLY KAl VA TTPOGSHOTOVY EMUITAEOV OTEPENTNTA O
edagikég afiwoeig kar oty kabBoAkn otabepdTay

'H pimwg kabiotavtat epyaieia yia Toug ouyypageig
POLAVTIK®V APNYNUATOV KAl TOUG TTOALTIKOUG —TOUG
Blaowteg Tov petafAnTov- ov PAETOVV TO EPTLEPO, TO
ATHOCPALPIKO, TO AUETO, TO PLONATIKO, TO A10ONO1AKO KAt
TO (PAVOUEVIKO OG AVATIOOTIAOTEG EVEPYELEG TNG LITAPENG
KOl 0€ QVTISIA0TOAT) E1TE TTPOG TN HETAPVOIKT) EITE TTPOG
TG peydheg apnynoetg; H unmog piropovv ot emubediot
XpNoteg va SIafAEYOLV OTA EIKOVIKA AQUTA HECA VEEG
gukaipieg yia avadntnon 5e€lotexvikng emapkelag Kat,
GUVETME, YA TEPALTEPK TTPOKONON ToL yiyveobay;

2-3
Ti eivan To ALAO KA1 prtopet dpaye autd va powbnoet
0 yiyveoOay; IIpopavag ot vAlotég Ba ameppurtav

1. Plato, Timaeus and Critias, Penguin Books, London, 1977,6.40.

Dorian Wiszniewski

Architect, Senior Lecturer at the University of Edinburgh

Beyond architecture:
Architecture and immateriality

1
“We must in my opinion begin by distinguishing
between that which always is and never becomes from
that which is always becoming but never is.”?

Plato records a conversation between Timaeus and
Socrates. Timaeus makes a statement, to which Socrates
agrees. The division between the mutable and immutable
is a diagram that not only continues to perplex philosophy
and architecture, taken propositionally, it also continues
to provide wisdom for how we might yet interface with
the world. Our ordinary experience in the world can easily
be described in terms of some things changing and some
things appearing not to change. Our experience of the city
is an entanglement in multiple time-frame relationships
between growth and decay and movement and fixity.
People have always come and gone and will continue to
come and go across a world with forces and epochal scale
that inevitably abrades human existence and progression
to the incomplete registers of artefact, fragment or
historical trace.

Do we follow Plato’s lead to direct the mutable towards
the immutable and the specific to the universal, do we
just go with the flow, or do we reassert a movement,

as we must do, but toward the potentiality in exchange
between the different time-frames of life? How do our new
technologies help us participate in this exchange? How
are the new technologies implicated in either facilitating
or foreclosing this exchange? Are global positioning
systems (GPS) and other digital spatial recording devices
employed by the inflexible to lock down and give further
rigidity to territorial claims and universal fixity? Or, do
they become tools for the romancers or politicians of

the mutable that see the ephemeral, the atmospheric,

the immediate, the experiential, the sensational and the
phenomenal as agencies for existence and against either
metaphysics or metanarratives? Or, can skilful operators
see these virtual means as providers of new virtuosity and,
therefore, further means for facilitating further becoming?

2-3
What is the immaterial and can it facilitate further
becoming? Clearly materialists would reject the very

claim that there is anything immaterial. It is a paradoxical
claim; if something is immaterial it is nothing. However,
spanning the materialist and existentialist to metaphysical
spectrum, there are three ways of considering the
possibility of the immaterial in architecture: first, that
which is other than material; second, invoking the
Platonic division, that which is other than sensible, the
intelligible; and third, that which focuses less on the
categorical material aspects of the sensible to focus more
on the very actions of existence in the sensible realm

of the world. The first version of immateriality can be
understood to take its point of departure, either as a
considered turn or an apparent intuitive or ideological

1. Plato, Timaeus and Critias, Penguin Books, London, 1977, p.40.
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TOV 10XUPLONO OTL LITAPYEL 0,TidTTote Aulo. Eivan évag
TapaboEog 10XLPIoNOG av KATL eival Avho ToTe Sev eival
Timota. Q0TO00, EKTEIVOVTAG TO VAIOTIKO KAl LTTAPEIAKO
OTO HETAPUOTKO PACLA, VIIAPYXOLV TPELG TPOTIOL Be®pnong
™m¢ SuvaTdTNTAG TOL AVAOL TNV APYLTEKTOVIKT): TPOTOV,
€KEIVO OV eival AMOV WG TTPOG TO VAKO- Sevtepov, HEow
eMKANON G TNG TAATWVIKNG S1akpiong, ekeivo Tov eivan
MOV WG TTPOG To AoONTO, TO VONTO- K TPITOV, EKEIVO
70V €0TLALEL ALYOTEPO OTIG KATIYOPIKES, VAIKEG TITUXEG TOV
aoBnTov ovTwg MoTe va avadeitel Tig kabeavtég Spaoeig
™mg LITaPENG 0T oPaipa Tov ATONTOV KOGHOV.

H mtpoTn exdoyrn tov aviov pmopel va BewpnBel 0Tt avtiel
TNV KATAYWOYT| TNG, EITE WG TPOUEAETNEVT OTPOPT) E1TE

g POodnAo SraoBnTko 1) 16£0A0YIKO XPEOG, ATTO TOV
AplototéAn — otov 1810 1) kat oe peyaditepo Babuo oe
oxéon pe tov IIAatwva. H Sammhokn g apTekToviknig pe
TNV EMOTNLUOVIKT OKEWYT KAL TNV APLOTOTEAEL AULTIOTNTA2
Siepeuva ) ox€on avapeoa og pLopern, Aettovpylia,
texvoloyia kat VAko. To aulo, ovvenag, Oa prmopovoe

va 18w0el wg ekeivo mov ELYMVEL TO VAIKO TIPOg OPENOG
TOL KaBeVOG 1) WG CUVEVACUOG TWV VITOAOUTWV ALTIAK®DV
unxaviopaov. O @oppaopog, o AEITovpylopog Kal o
TexvoAOYLOHOG KATAVOOUVTAL OLVIIOWE WG APYITEKTOVIKEG
TPOTEPAOTNTEG, TPOVOLLA KA TTPAKTIKEGS. 'O001 pEmovy
TEPLOTOTEPO TPOG TNV VAIKOTNTA TNG APXLTEKTOVIKNG Ot
ATEPPUTTAV AVTOV TOV TOITO TOL AVAOL. Oa TTPOTIHOVOAV
pia aAAnAemiSpaon kat pia «apolfatotntar3 avaueoa

o€ HopPT), AetTovpyia, TeXVoAoyla Kal VAIKO, Guyva
AVUYPOVOVTAG TNV VAIKT] EKPPaAoT) wg T0 kKabeauto
VRApPELaKO Toug EUPANua.

0 deltepog TpoTOg Be®pnong Tov AvAov otV
APYLTEKTOVIKT) LITOKELTAL 0N S1KT) Tov Saipeon.

Qg eTMKANGT TOL VONTOV HITOPEL VA OTPEPETAL TTPOG
15e0M0y1keg BETELG, LE 0 XAPAKTNPIOTIKO TApAdetypa
TNV APXLTEKTOVIKT) EVOG TTOVPLOTIKOV, APXETUIKOV 1)
TUTTOAOYIKOV XOPAKTIPaL.

Q0T000, TO AVAO MITOPEL ETMITAEOV VA TTAPIOTAVEL

TO TTA VIO TNG OKEWPNG AVALESA OE «EKEIVO TTOV
OKENTOUAOTE KAl EKEIVO TTOV OeV OKENMTOLAOTE»

IOV €VOTIOLEl TO AoBNTO e TO VONTO KOUUATL TG
QPYLTEKTOVIKIG EYEIPOVTAG TO EPWTNLA TNG ATTOVOIAG
(o) evtdg Twv oUVONK®V TG Tapovoiag (VAIKOTTA).
AvTOG elvat 0 710 TTEPITAOKOG TN LATIONOG TOV AUAOV
KaO®G Ae1Tovpyel avAUETa 0T LETAPVOTKT KA TV
ovtoloyia g mapovaiag. ITapoAo mov eivar oudntroo
e@v o Peter Eisenman, yia mapaderypa, embeikvoet

pia 7TAN PN KATAVON o™ TNG VAIKOTNTAG, O €V AOY®
apyrrektovag wyvpidetar (Léow tng Rosalind Krauss)
OTL T APYITEKTOVIKT) TTApPEXEL TIG e181kEG oLVOTKEG KA

1o nedio Spaong ywa v eEavtAntikn Siepetivnon g
UETAPUOIKNG TNG TTAPOVOTAG»S.

O 1pitog TpdTog Bepnong Tov AVAOL CLUYVA evTomideTal
o Staywplotikn {Ovn avapeod oe 18eaMoTeg Kat
VAMOTEG. AVTIOTEKETAL 0TIV AVATTAPACTACLAKT) Onpacia
TOL 18£0NOLOD KA TTAPAKALUITEL TOUG TEPLOPIOLOVG TOV

2. Aristotle, Book II, Physics, pt¢. W. Charlton, Clarendon Aristotle Series, Oxford
University Press, New York, 1985, 00.28-31. 3. Heidegger Martin, The Question
Concerning Technology. 4. Deleuze, cinema 2, 00.167-168, 07t¢ avagépetar and
v Grosz, Elizabeth, Architecture from The Outside, Essays on Virtual and Real
Space, MIT Press, Cambridge Mass, 2001,0¢A.66 n.16 5. Eisenman Peter, Digital
Scrambler, From Index to Codex, in Written Into the Void, Selected
Writings, 1990-2004, Yale University Press, New Haven, 2007, 60.133-150.

compulsion, from Aristotle rather than or as well as Plato.
Architecture’s complicity with scientific reasoning and
Aristotelian causality? plays out the relation between
form, function, technology and material. The immaterial,
then, could be said to be that which sublimates material
in favour of any one or combination of the remaining
causal mechanisms. Formalism, Functionalism and
Technologism are commonly understood architectural
priorities, privileges and practices. Those more inclined
towards the materiality of architecture would deny this
type of immateriality. They would rather an interplay

and “reciprocal indebtedness” between form, function,
technology and material, quite frequently raising material
expression as their own existentialist emblem.

The second way of considering immateriality in
architecture has its own division. As an invocation of

the intelligible it can point toward ideological positions,
most obvious of all being paradigmatic architecture of
Purist, archetypal or typological character. However,
immateriality can also stand for the play of thought,
between “the thought and the unthought”,+ that unites the
sensibility and intelligibility of architecture by placing the
question of absence (immateriality) into the conditions
of presence (materiality). This is the most complex
formation of immateriality because it works between

the metaphysics and ontology of presence. Although it is
arguable whether Peter Eisenman, for example, plays out
a particularly full understanding of materiality, he makes
the claim for architecture (via Rosalind Krauss) that it
provides the special circumstances and locus for playing
out the “metaphysics of presence”.s

The third way of considering immateriality is frequently
caught up in the standoff between the idealists and the
materialists. It resists the representational significance of
idealism and sheds the fetters of formalist, functionalist,
technologist and materialist scientism to focus on

action. The claim of the appeal to such immateriality

is in fact a move towards materiality, but hopeful of a
more authentic, participatory and involved architectural
experience. Rather than designing from the historical
categorical imperatives derived from understandings of
the outer world, the inner world of the body drives, directs
and expresses the processes of architecture by calling
upon its full compliment of qualitative proprioceptors
including imaginative, visual, acoustic, olfactory, oral and
haptic senses.

Architecture and its means, be they old or new
technologies, can attempt to steer a course through all
three ways of considering immateriality. However, to

do so requires an appreciation of the “thickness” and
“elasticity”® of the present that contains all traces of the
past and yet which orients and moves optimistically
towards a future. To attempt to enter such thickness can
be too much for some, but to chart and provide the means

2. Aristotle, Book II, Physics, translated by W. Charlton, Clarendon Aristotle Series,
Oxford University Press, New York, 1985, pp.28-31. 3. Heidegger Martin, The
Question Concerning Technology. 4. Deleuze, cinema 2, pp.167-168, as quoted by
Grosz, Elizabeth, Architecture from The Outside, Essays on Virtual and Real
Space, MIT Press, Cambridge Mass, 2001, p.66 n.16. 5. Eisenman Peter, Digital
Scrambler, From Index to Codex, in Written Into the Void, Selected Writings,
1990-2004, Yale University Press, New Haven, pp.133-150. 6. Bergson Henri,
Philosophical Intuition, in Henri Bergson, Key Writings, Continuum, London and
New York, p.247.
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VAKO - QUAO 0TV APYITEKTOVIKT)

DopHANOTIKOD, TOV AEITOVPYIOTIKOV, TOL TEXVOAOYIKOU
Kat TV YMOTIKOU 0TI OVIGHOV 0VTWE MOTE VA
emkevtpwbel ot Spdon. H enikAnon avtov tov thmov
TOL QLAOU givar oty TTPAEN pia Tapaympnon otV
VAIKOTNTA, 1) 07T010 WOTOCO0 YIVETAL VIO TNV TIPOOIITIKN
piag ;o avBevTiKig, CUUUETOYIKNG KA BlopaTikng
APYLTEKTOVIKNG eUmelpiag. Avti va oxediadet pe yvouova
TIG LOTOPIKEG KATNYOPIKES TIPOCTAYEG TIOV ATTOPPEOLY ATIO
TIG KATAVOT|OELG TOU €EWTEPIKOV KOOHOU, 0 E0MTEPIKOG
KOOLLOG TOU OOUATOG 0dNYel, KatevBuvel kat ek@palel Tig
Sradikaoieg g apYITEKTOVIKIG AEIMVOVTAG TNV QTTOAUTH
KAVOTIOINOT TWV ATTOSEKTMV TOL CUUTEPIAAUPAVOUEV®V
TOV PAVTATIAK®V, TV OTTIKOV, TOV AKOVOTIK®V,

TOV 00PPNTIKOV, TWV YEVOTIK®OV KAl TV AITTIKOV
OUVIOTOOEWY TNG eUTteIpiag.

4
H apy1tekToviKn Kat Ta HEoa TG -TTAAALEG T) VEOTEPES
Texvoloyieg- elvar oe Beon va yapafouv pia mopeia
S1a pHEooL Kt TV TPLOV TPOTTWYV BE®PNONGg TOL ALAOU.
Q01000, AUTO ATALTEL Pid EKTIUNOT) TNG «OTPOONG»
KO TNG «EAACTIKOTNTAG»® TOV TTAPOVTOG TTOV, APEVOG,
seprapfaver OAa Ta ixvn Tov mapeAdOvTog Kal, APETEPOL,
TPOoAvVATOA eTa Ko avadnTel pe arolodotia mpog Eva
ueMov. H mpoofaon o pia tétola 0tpmaon eveexouevmg
va akovyeTal vTEPPONIKT 08 KATIO10UG, WOTOTO 1
XAPTOYPAPNOT KAL 1) TAPOYT TWV HECWV TTAOTIynong dia
HECOL piag TETO10G 0TPMONG elvat avaykaia Spdon ya
000Vg emBupovy va adpafouv Kat va KOWV®VIoouvy T0
EVEPYETNILA TOV KOOUOV. O1 TTONTEG KA 01 KAAAITEYVEG
avéxkabev xpnoyomolovoav 0oa peoa Siebetav yia
TETO10VG OKOTIOVG,.

5-6
H moinon €xel amoxAnBei ovrohoyikog Seiktng?.
H apyttektovikn pmopel va 18wet wg pia o tikn
Spaotnpomta. EmutAéov, n apyrtektovikn Seiyvel/
tafvopel. H katadeidn kan ta&wvopnon etvar évag
TPOTOG TTPOOHONONG TOV TOUTIKOV, KAAAITEXVIKOD KAl
APYLTEKTOVIKOV 0Xe510V MTPOG Hia AVAOTEPT) KATAVOTOT|
™mg «ayvng mapovoiag»8, piag mapovaoiag mov eivat
petypa mapovaoiag kat amovoiag, bVAKov kat aviov. Ilong
umopet va dei€et kau g deiyver n apyrtektovikn; O
Gilles Deleuze xatd v avayvwon kat avadlatimwon
TV Bepdtov peAéng tov Foucault poteivel ot vmapyet
pia oOv8eon avaueoa oto £pyo Tov apyelnbE, Tov
XAPTOYPAPOL Kal TOL SNUI0VPYIKOU ouyypapea’. Znv
apyLTeKToVviKn T B€om Tov ouyypagea katahapfavet
o apyrtektovag. H Tan twv paypdtwy, pia avaivon
tov Foucault, mpoteivel kar emdekvdel v tdomn twv
TPAYUATOV, TOV EPYROV KAl TNG YAOOCAG va oxnuatifovral
o€ oLPP®VIA pE TIG OUPATIKES KATNYOPIES TTOL T
spovmtofetovv. O apyeloBETg, 0 xapToypapog, o
OUYYPAPEAG KAL O APYLTEKTOVAG TTOV KIVOUVTAL EVTOG
TV oVUPBACE®V WOOVVTAL OTNV AVATAPAYWYT) TWV
OLUBATIKOV HOVIEA®Y TNG TOMKOTNTAG. AVTL ATAMG va
AKOAOUBEL Kl VO AvaTTapAyEeL TG EMOTNIOAOYIKEG )
eykvkAomadikeg ovppaoeig o Foucault, avadwoyovnuévog
a6 tov Deleuze, fAéner ig Suvatoteg Twv
HETARATIK®V KAl XWPIG CUVEXELX KAl CUVETELN YAWOO®DV

6. Bergson Henri, 2002 Philosophical Intuition, in Henri Bergson, Key Writings,
Continuum, London and New York, oe\.247. 7. Ponge Francis, Le parti pris des
choses. 8. Eisenman Peter, Digital Scrambler, From Index to Codex, in
Written Into the Void, Selected Writings, 1990-2004, Yale University Press,
New Haven, 2007, 0el.134. 9. Deleuze Gilles, 1999, Foucault, ed. Sein Hand,
Continuum, London, 00.3-38.

for navigating through such thickness is the necessary
action for those who wish to open up and share the bounty
of the world. Poets and artists throughout time have used
whatever means at their disposal for such purposes.

5-6
Poetry has been called an ontological index”. Architecture
may be considered poetic. Architecture also indexes.
The index is one way of moving the poetic, artistic and
architectural project towards a greater understanding of
“pure presence”®, a presence of presence and absence,
of the material and immaterial. How does, how can,
architecture index? Gilles Deleuze, in his reading and
re-articulation of the themes studied by Foucault,
draws a connection between the work of the archivist,
the cartographer and the creative writer®. Architecture
substitutes the architect for writer. The Order of Things,
under analysis by Foucault, illustrates the tendency for
things, works, and language to be formed in accordance
with the conventional categories that presuppose them.
The conventional archivist, cartographer, author and
architect are implicated in reproducing conventional
models of territoriality. Rather than simply follow and
reproduce epistemological or encyclopaedic conventions,
Foucault, given extra vim by Deleuze, would rather see
the possibilities for the transient and discursive languages
that arise in the everyday not only to effect change but
also “to express mutation”°, mutation is not considered
pejorative but rather the very condition that we all find
ourselves in and perhaps, then, the more appropriate
subject for the registration processes devised by the new
archivist and cartographer. This is a directive towards the
mutable.

Theories of the flaneur, flaneuse and the motility of
flaneurie have been developed from bourgeois Paris of
1900, but given critical capacity by Walter Benjamin *and
radical impetus post 1968 by the Situationists as a mode
of dérive’s “locomotion without a goal”. The flaneur and
flaneuse have privileged positions. They can simultane-
ously be part of the crowd of the city but apart from it,
“jostled” in its feverish turmoil but with sufficient “elbow
room” to make their own way, simultaneously in place and
“out of place™=. An appeal or inducement toward flaneu-
rie, then, is to prise a modern individual away from their
passive and uncritical role as merely spectators of the
spectacular and invite them into “a world of pleasures to
win, and nothing to lose but boredom”. 3

Therefore, the architectural overlap between new
cartography and flaneurie invites the user of architecture,
conventional or otherwise, into the process of exchange
between the mutable and immutable and the enriched
conversation about place, be it simply topical or
considered utopia, atopia, heterotopia or dystopia;
thereby, not only can a user discover the pleasures of the
world in a specific city, but by taking a lead and extending

7. Ponge Francis, Le parti pris des choses. 8. Eisenman Peter, 2007, Digital
Scrambler, From Index to Codex, in Written Into the Void, Selected
‘Writings, 1990-2004, Yale University Press, New Haven, p.134. 9. Deleuze Gilles,
1999, Foucault, ed. Sean Hand, Continuum, London, pp.3-38. 10. Deleuze Gilles,
1999, Foucault, ed. Sean Hand, Continuum, London, p.13. 11. Benjamin Walter,
1993, On Some Motifs in Baudelaire, in Illuminations, ed. Hannah Arendt,
Fontana Press, London, pp.152-196. 12. Benjamin Walter, 1993, On Some Motifs
in Baudelaire, in Illuminations, ed. Hannah Arendt, Fontana Press, London,
p.169. 13. Plant Sadie, 1992, The Most Radical Gesture, The Situationist
International in a Post Modern Age, Routledge, London, p.38.
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siov avadvovtar oty kabnuepvomrta ot povo yia va
EMNPEACOVV TNV AAAAYT) AAAA KAL Y10 VAL EKPPATOUV

™V LETAMAEN ™. N peTAAAEN Ox1 povo Se Bewpeitar OTL
EMPEPEL KATIOLOV €160V EKMTWOT], AMA KATAVOELTAL WG T
kat’eoynv ovvOnkn oty omoia elpaote OAOL LITOKEIEVOL
K, WG €K TOUTOV, 10wg amoteAel T0 KATAAMNAITEPO

Bepa ya ig Stadikaoieg kataypagng mov emrelovvial
a7td ToVv apyelfetn kat To xaptoypago. Auvt eivar pia
katevBuvtipla odnyla pe TpooavatoAond to petaBAnTo.

Oewpieg mept Tov mAavnta (flaneur, flaneuse) xat v
KwvnTikotnta g neputhavnong (flaneurie) eiyav 116n
avamtuyBet amo v aotikr) Ta&n tov Iapioov tov 1900,
avépevav, opwe, tov Walter Benjamin® yua va toug
npoadmaoet kprtikn Suvapkn ka tovg Kataotaciakovg
Yo va Tig TpowBnioovy proomaoTIKA HETA TO 1968 e
™mv pop@n g dérive, piag ‘petaxivnong xwpig okomo’.

O flaneur ko n flaneuse katéyovv mpovopuakn Oeon.
Mopovv va givat TavTtoxpova pEpog Tov mAT0ovg

™G TOANG A TTEPA ATTO AVTO, HOAOVOTL K1 EKEIVOL
"ouveoTidovtal HEoA aToV UPET®dN avapfpacpo,
SraBetouv apketd xmPo yia ehetBepn kivinon woTe va
Saypagouvv m Sikr| Toug mopeia, TAVTOXPOVA EVTOG KAl
"eKTOg TOMOL’ 2. Mia entikAnon g flineurie, Aowtdv,
SnAaover Bavpaopo mpog va GUYXPOVO ATONO TTOV
Bpiloketal ToAD pakpld amd Tov TabnTIKO, HUN-KPLTIKO pOAO
oL athov Beatr) Tov Beapatikov, kabmg Kal TPOTKANOT
TOV 0€ "&vav KOO0 OOV 01 AWTOAAVOELS AVANEVOUV Y1a VAL
KataktnBolv Kal 670V To HOVO oV prtopel va yabet eivat
n avia’s.

Qg €K TOUTOV, 1 APXLTEKTOVIKT] EMKAAVYT AVALETA OTN
vea yaptoypagpia kot ) flineurie mpookalei tov xprio
NG APYLTEKTOVIKTG, ovpPaTiko 1) un, otn Sadikaocia
AVTOAAYTG AVALETA 0TO HETABANTO KAt TO AUETABANTO
KO 0TIV EUTAOVTIOUEVT) OUJNTNOT) OYETIKA LLE TOV TOTO,
£lte QUTOG avaepetal pe t ovvnon tov onuacia eite
auTtog eivan ovtortia, atomia, etepotormia 1) Svotomia-

LLE AUTOV TOV TPOTO OX1 LOVO UITOPEL Evag XPNOTNG va
AVAKOAUYEL OAEG TIG ATTOAAVOELG TOV KOGUOL O€ pia
OUYKEKPIUEVT TTOAT), AAAA ETTLITAEOV HEC® TNG AVAANYNG
TPWOTOPOVAIOV KA TNG TIPOEKTAOTG TWV ~OTEPOVLEV®V
OUVEYELAG KAl GLVOXTIG- TAELVOUIKMV KA XAPTOYPAPIKGOV
S1061ka010V EVTOG TOV KOOLOL PITopEl evieyoUEvmg va
EMEKTEIVEL TNV KATASEKTIKOTNTA TOV TTPOG TOUG ANOUG.

7-9
'‘0O001 elval €E0IKEIWUEVOL [LE TNV APXLTEKTOVIKT] TPAKTIKN
elvan emtiong eCOIKEIMUEVOL LE TIG EUTEIPIKEG TNG
mapadooelg. H apy1TeKToVIKT epeuvd, HETPA, KATAYPAPEL,
opidet kApakeg kat avastaplotd. To yeyovog 0Tt Hetpa
TIG TPELS S100TATEIG TOV XWPOU elval KOWVOG TOTOG.
To yeyovog 0Tt HETPA KA AVATTApIoTda TO XpOvo, pia
etaptn Siotaon, elvar kATt Atyotepo kowvotosmo. To
EMTUYXAVEL AUTO PE ATTAO TPOTIO OAAA KAL PE HEYAAVTEPT|
TOAVTAOKOTNTA. TO HOVILLO KAl TO EPAUEPO CUVAVIOVTAL
OUYVA OTNV APXLTEKTOVIKT) KAl Bpiokouv Tnv eKgpao)
TOUG EITE [Le CUUTIAYT) EITE UE TT10 AVAAAPPA VAIKA KAl
poppég. H apyttektovikn yivetal pe to xpovo. Ze KAmoo

10. Benjamin Walter, 1993, On Some Motifs in Baudelaire, in Illuminations,
ed. Hannah Arendt, Fontana Press, London, 00.152-196. 11. Benjamin Walter, 1993,
On Some Motifs in Baudelaire, in Illuminations, ed. Hannah Arendt, Fontana
Press, London, oeA.169. 12. Plant Sadie, 1992, The Most Radical Gesture,

The Situationist International in a Post Modern Age, Routledge, London,
oe).38. 13. Plant Sadie, 1992, The Most Radical Gesture, The Situationist
International in a Post Modern Age, Routledge, London, oe\.38.
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the discursive, indexing and cartographic processes into
the world for themselves they can perhaps, in turn, also
extend the courtesy for others.

All those familiar with architectural practice are also
familiar with its empirical traditions. Architecture
surveys, measures, records, scales and represents.

That it measures the three dimensions of space is quite
common knowledge. That it measures and represents
time, a fourth dimension, is less commonly understood.

It does this simply but also with greater complexity. The
permanent and temporary are frequent correspondents

in architecture and have their expressions in either robust
or delicate materials and forms. Architecture is made to
time. To a certain extent it also resists time, or at least

the destructive forces of time, but time inevitably takes

its toll and makes its marks on architecture. Frequently
architecture accounts for these marks, allowing the sun,
wind and rain to contribute directly to the correspondence
between the robust and delicate to enrich architectural
experience over the time of moments, days, weeks,
months, seasons, years and epochs.

In Heidegger’s essay on a late poem by Holderlin* he
discusses what it is to be both poetic and to dwell. It is as
though Heidegger has written the essay specifically with
architects in mind. He is critical of the lack of poetry in
dwelling, both in terms of how little poetry there is in life
and how little poetry goes into making things for life. But
seemingly, Holderlin’s poem, through Heidegger, aligns
the poetic with the empirical. Holderlin’s point is simple
but twofold. It qualifies the empirical by making the poetic
the subject of its measure but also qualifies the poetic by
making measurement central to its operations. Heidegger
suggests, “Because man is, in his enduring the dimension,
his being must now and again be measured out.” He goes
on to say that, “poetry is this measure-taking.”s

Therefore, that architecture attempts to account for the
poetic measure of things, harnesses all technologies
available to it and devises measuring techniques that
may seem at first to be of a dimension beyond their
traditions, should not be as surprising as it seems to be
to many. That time is as complicated as past, present
and future but only ever experienced as present, and that
architects should attempt to make the experience of place
in the present whilst somehow accounting for so much
time (and the other dimensions, including sonic identity
and sonic alterity*®) in a specific place, should at least

be appreciated, if not fully understood, as an enriching
experience.

14. Heidegger Martin, 1971, “...poetically Man Dwells...”, in Poetry, Language,
Thought, trans Albert Hofstadter, Harper and Row, New York, p.211-227. 15.
Heidegger Martin, 1971, “...poetically Man Dwells...”, in Poetry, Language,
Thought, trans Albert Hofstadter, Harper and Row, New York, p.221. 16. Although
it is possible that Ianis Xenakis can be identified with modern Greek experiments
into the sonic and architectural dimensions, it is also for sure that for some his work
represents ‘other’ than what can be recognised as either Greek or music, poetry, art
or culture. Therefore, the question of sonic identity would confront the same issues
of the mutable and immutable and, therefore, would be as perplexed and polyphonic,
perhaps beautifully so, as any question into cultural identity.
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Babuod avriotéketal 0Tov XpOvo 1) TOVAAYIOTOV OTIG
KATAOTPENTIKEG SUVALELS TOL XPOVOUL, AAAA 0 XPOVOG
AVATTOPEVKTA APTVEL TA ONUASIA TOV OTNV APYLITEKTOVIKT).
SUYVA I APXLTEKTOVIKT CUVLITOAOYiLeL Ta onuadia

aUTA, EMTPETOVTAG OTOV TAL0, TOV Agpa Kat Tn Bpoxm

VO OUVELGPEPOLVY AUECA 0TIV AVTIOTOLYIA AVALETA OTO
OCUUTTAYES KA TO AVAAAPPO OVTWE MOTE VA EUTAOVTICOVV
TNV APXLTEKTOVIKT] EUTEIPIA OTOV KAUPA TOL XPOVOL T®wV
OTIYHLQV, TV NUEPDV, TOV ERSOHASWV, TOV VGOV, TV
ETOYOV, TV ETOV KAL TV TEPLOSWV.

310 Sokipo Tov oXeTIKA [e Eva VOTEPO TOINUA TOV
Holderlin# o Heidegger avadntd T onpaivel va eioat
JOUTIKOG KA VAL KATOlKelg Tavtoypova. Eival cav va
£ypaye 1o S0KiHI0 EXOVTag E181KA TOUG APYITEKTOVES

070 VoL Tov. ITapovotadetatl emKPITIKOG OO0V APOPA TNV
€My moinong 0To KATOKEIV- TOOO Y1a TO TOCO Alyn
101N 0N LIAPXEL TN {WT) OGO KAL Y1A TO TOCO Alyn 7oinomn
oUVOSeDEL TNV KATAOKELT) TTPAYHAT®V Y1 TN {wr). Q0TOC0
pawvopevika to soinua tov Holderlin péow tov Heiddeger
tomoBetel oo 1810 emineSo 1o TOMTIKO e TO EUTEIPIKO.
O ot0yo¢ tov Holderlin eivanr amAdg add Sittog.
IMOTomMolEl TO EUTMEIPIKO KATOTOVTAG TO TTOMTIKO
QAVTIKEILEVO TOV LETPOV TOV, AAAA EMUTAEOV TLOTOTOLEL
KL TO TTOMNTIKO KAO10TOVTAG TN HETPNOT) KEVIPIKT Y1

Tig Aettovpyieg tov. O Heidegger mpoteivel «Emneidn o
avBpwmog eival, evoow vrtopéver T Siaotaom, To eivat
TOV TIPETEL TOPA KA KAT EMAVAANYN va katapetpnOet
Heow g BEomong HETpwV». Tvuveyilel Aeyovtag 0Tt «1
J101N0N elval QUTN 1) LETPOANYIa» .15

SUVENQOG TO YEYOVOG OTL 1] APYLITEKTOVIKI| ETLYEIPEL VAL
ekBeoel Eva O TIKO HETPO TV TPAYUATWYV, TIBAoEVEL
oAeg Tig SrabBeoueg oe autrv TeXvoAoyieg kau emvoet
UETPNTIKEG TEXVIKEG TTOV UITOPEL TNV ApyTn) va paivovTal
VO aviKoLV O€ pia 5100Taon EKTOG TV Tapadooeqmv Toug
Se Ba Emperme va Tpokael TV eVTUMOOT) OV TTPOKAAEL o€
70AAOVUG. To yeyovog OTL 0 XpOVOg elval TO00 TEPTAOKOG
000 T0 TTapeABOV, T TAPOV KAt TO HEAOV A TTAVTOTE
Blovpevog mg TapdV KAl To YEYOVOG OTL Ol APYITEKTOVEG
Ba Emperte va eMYELPOVY VA OYXNUATOTOWTOVY TNV
EUTELPIA TOV TOTTOV OTO TTAPOV EVR EIVAL TAVTOXPOVA
VIOAOYOL Y1 TOGO TIOAD XpOvo (kat Tig AMeg Staotdoelg,
oLUTEPIAAUPAVOLEVIG TNG NXNTIKAG TAVTOTNTAG KAL TNG
NXNTIKAG ETEPOTNTAG®) O€ £VA OLYKEKPIUEVO TOTO, O
£TPETE TOVAAYIOTOV VA EKTILATAL, AV OX1 VAL KATavoeital
T PWG WG KATL IOV CLVTEAEL OTOV EUTAOVTIONO TNG
eumeplag.

Metagpaon: ®otg Kotoahidng

14. Heidegger Martin, 1971, “...poetically Man Dwells...”, oto Poetry, Language,
Thought, ptg. Albert Hofstadter, Harper and Row, New York, 00.211-227. 15.
Heidegger Martin, 1971, “...poetically Man Dwells...”, oto Poetry, Language,
Thought, pte. Albert Hofstadter, Harper and Row, New York, oeA.221. 16. ITapad
T0 Yeyovog ot eivan Suvatov va tavtobet o Iavvig Eevakng pe Toug ouyxpovoug
EMNVIKOUG TEPAUATIOHOVG O NYNTIKES KA APXITEKTOVIKES S1a0TacE, eivar,
®0TO00, BERAI0 OTL Y1 KATIOI0UG TO £PYO TOL TTAPLOTAVEL KATL ‘GAN0” aut’ 0,1 ptopet
va avayveplobet eite wg eENNVIKO eite wg HOVoIKT), T0ino, TEXVN 1) TOATIoHOG. Q¢
£K TOUTOV TO £pOTNUA TTEPT NXNTIKNG TawToTTag Oa aviipetomdle ta ida mpata
oV HETABANTOV KAl TOL apeTaBANTOL KAy, Katd ouvénea, Ha frav e€icov mepimioko
KO TOAUPGOVIKO -kat €86 10m¢ £ykertat kat 1) yonTeia tov- 600 Kat 0tolod1mote
£pmTHA TePt TOANTIOTIKTG TAVTOTNTAG.

52

material - immaterial in architecture

Ir.dr. Leslie Kavanaugh
TU Delft

"Eva pépog va otadeig

«Akopa kat o i610g 0 xwpog, otav movbeva dev
umopeig va kabioeig, Avel, 0mtwg Svet éva aoTtéPt ooV
aBgpa Tov, aTOV KPUo 0VPAVO TOV, 'OUKG KAt HOVO enedn
VIAPYOLV TTATTOVTOLA KA TO 7051 Ta popd, Kasowa
empavela avra Ba eivan exel, Eva pépog va otabdeig,
'Eva xoppan &png yne...

... Hi61a n dwn eivan pia tapaihayr| Tov Xpovou».

a6 o Navovpiopa tov Cape Cod tov Joseph Brodsky?!

310 oUVTOpO AUTO Sokipo, emBLU® ATAA va eneEnyno®
£va Lkpo xwpio amo v @awvopevoloyia tng Avridnyng
Tov Maurice Merleau-Ponty. Aéw «ammAd», xwpig autd

va onuaivel o eivat kat amho, kKabmg oTig Alyeg auTég
TPOTACELG CLHITUKVAOVETAL OAOKAN PN 1} TPOPANUATIKT TNG
0VTOAOYIag TOU XOPOL KAl TOL XPOVOL — TOGO 10TOPIKA
KO (PAVOLLEVOAOYIKA, 000 KAl 0TI HovASIKOTNTA TNG
GUAMINYPNG TOL XOPOV KAl TOL XpOvov amtd tov Merleau-
Ponty - og popen mepinyng. XTo ONHAVTIKO AUTO

Xwplo, emreAeitan pia Pk ATOPAKPLVOT) AITTO TNV
KANPOVOUIA TV TAPASOTEMY TOV XWPOU KAl TOV XPOVOU:
ovykekpipéva, g IMAatwvikng, g AplOTOTEAKNG,

g Kavtiavng, g Kapteolavng, akopa kat g
Adipmvitowavng. EmutpooBeta, porovott o Merleau-
Ponty axolovfel motd ota xvapla g gavopevoroyiag
tov Edmund Husserl, otnv paypatikoémta n 6€on tov
umopet va BewpnBdel OTL oUYYEVEDEL TEPIOTOTEPO LLE AVTIV
Tov Saokdlov tov Husserl, Franz Brentano.

«Aebopgvou 0T Exw &va OONA HEG® TOV 07010V Spw peoa
OTOV KOOUO, 0 X®MPOG KAt 0 XpOvog dev elvat yia epéva, pia
GUAOYT] ATTO YEITOVIKA OTpEla OUTE EVag AmePLOPIOTOg
ap1Buog oxEoemv mov ouvBEtel n guveidnom pov
epapfavovtag HECA TOV KAl TO OOUA HOV. Agv elpat
OTOV X®OPO KAl OTOV XPOVO, OUTE CUMAUPAV® TOV XWOPO KAt
TOV XPOVO- AVIIK® € QUTOVE, TO OMLA LoV ouviuadetal
padi Toug kat Toug ovpmepapfavel. H epfeleia avtng
™G ovUIEPIANYNG etvat To PETPO g 181ag pov g
Vap&ng a\d oe kapia epintwon Sev pmopet avtn)
va tepapfaver ta avta. O Y®Pog Kal 0 XpOvog Toug
071010VG EVOIK® EIVAL TTAVTOTE UE TOLG SLAPOPETIKOVE TOVG
TPOMOVG AnPoadlOP1oTOL 0pIOVTES 01 00101 TEPLEYOVV
kat dAheg ontikég ywvieg. H oUvBeon tdoo tov xpovov 600
KOl TOU XOPOV elvat €va KaBNKoV mov TavTa TPENEL va
emreAeiTan ek vEQu».2

IMap’ OAa autd, o@eilovLE VA TAPATNPTITOVUE WG Ol
apyaiot EAAnveg Sev 8iEBetav v €vvola Tov «xmpov»
G TETO10V.3 AvTifeTa, 0 TOTOG Elval £vag CUYKEKPIUEVOG
XWPKOG TPOTdLoPIop0g, oV artodidel Eexwplot Vmapén
o€ pia ouykekpevn ovtotnta. IMo ouykekppéva,

Y10 TOV ApLOTOTEAT 0 XOPOG SEV NTAV ATEPOG, AANA
TEPLOPLOUEVOG aTTO TIG OeTkeg ovpavieg opaipeg. X
oUL{TNOT YA TOV XWPO/TOMO KAt ToV XpOVo, YEYOVOG etval

1. Brodsky Joseph, 2000, Collected Poems in English (New York: Farrar, Straus
and Giroux) oel.124. 2. Merleau-Ponty Maurice, 1994, Phenomenology of
Perception (London: Routledge) oeA.140. Metagpaon and to Farikd mpototumo
Phénoménolgie de la Perception (1962) tov Colin Simth. 3. IIp. Lang Helen S.; 1992,
Aristotle’s Physics and Its Medieval Varieties (Albany: SUNY Press).

H IMatovikn xopa HETAQPAleTal EMONG K¢ «XOPOG», A TIPOKELTAL Y1 EVa
oVVBeTO Tpito Yévog petald eivat kat yiyveoBar otov Tipawo tov IAdtwva.

Ir.dr. Leslie Kavanaugh

TU Delft

A place to stand

“Even space itself, where there is nowhere to sit
down, Declines, like a star in its ether, its cold sky,
Yet just because shoes exist and the foot is shod
Some surface will always be there, some place to stand,
A portion of dry land.....

...Life itself is a variety of time”.

from Lullaby of Cape Cod by Joseph Brodsky?!

In this short essay, I simply wish to explicate a short
passage from Maurice Merleau-Ponty’s Phenomenology
of Perception. Simply, but not simple, for in these few
sentences lies the entire problematic of the ontology of
space and time — historically, phenomenologically, and
in the singularity of Merleau-Ponty’s conception of space
and time - appears in a summary form. In this important
passage, a departure is radically made from the inherited
traditions of space and time; namely, the Platonic,
Aristotelian, Kantian, Cartesian, and even the Leibnizian.
Further, even though Mearleau-Ponty follows closely upon
the heels of the phenomenology of Edmund Husserl, in
fact his position can be considered to be closer to that of
the teacher of Husserl, Franz Brentano.

“In so far as I have a body through which I act in the
world, space and time are not, for me, a collection

of adjacent points nor are they a limitless number of
relations synthesized by my consciousness, and into
which it draws my body. I am not in space and time, nor
do I conceive space and time; I belong to them, my body
combines with them and includes them. The scope of
this inclusion is the measure of that of my existence; but
in any case it can never be all-embracing. The space and
time which I inhabit are always in their different ways

indeterminate horizons which contain other points of
view. The synthesis of both time and space is a task that

always has to be performed afresh”.2

Although, it must be said, the ancient Greeks had no

term for “space” as such.3 Rather, topos is a specific
determination of “place”, individuated to the existence of
a specific entity. For Aristotle particularly, space was not
infinite, rather bounded by the divine heavenly spheres. In
speaking about space/place and time, the fact is that there
are various determinations of these terms historically,
some more comprehensive than others, yet a unified
conception is not possible. Consequently, in German, “an
einem Ort [at a location] and in einem Raum [in a space],4
would not immediately correspond to the Greek topos for
a conception of infinitely expanded space (and therefore
of “being in space”), and is not in fact thinkable in the
ancient Greek system of physics. Importantly, also, is the
non-symmetric nature of space and time; as ontological

1. Brodsky Joseph, 2000, Collected Poems in English ((New York: Farrar,

Straus and Giroux) p.124. 2. Merleau-Ponty Maurice, 1994, Phenomenology

of Perception (London: Routledge) p.140. Translation from the French
Phénoménolgie de la Perception (1962) by Colin Simth. 3. cf. Lang Helen S., 1992,
Aristotle’s Physics and Its Medieval Varieties (Albany: SUNY Press). Also, the
Platonic term, chora, is translated as “space”, but is a complex third genus between
being and becoming in Plato’s Timaeus. 4. Brentano Franz, 1988, Philosophical
Investigations on Space, Time, and the Continuum, translated by Barry
Smith (London: Croom Helm) p.156.
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WG 10TOPIKA VIAPYOLV TOKIAOL TpoaS10p1op0l AUTMV
TOV OPWV, LLE KATIOL0UG VA lval 0apOg TEPIOCOTEPO
TEPLEKTIKOL ATTO AMOUG, TTAPAUEVEL OpWG adUvatn pia
£VOTTOUNPEVT CUAANYT| TOVG. ZUVEn®E, Ta Neppavikd

«an einem Ort» [oe pia TomoBeoia] kat «in einem

Raum» [og éva xopo],4 Sev Ba avtiotoyovoay evBEng

pe To EMnviko to70¢ mpokeévou va SnAwoouy my
GUMNYN eVOG ameipwg EKTATOV XMPOL (KAt HEG® AUTOV
£vOg «elval HEoA 0ToV XMPo»), KaBmg kATl TéTo10 O

NTAV TNV TPAYLATIKOTNTA ad1avOnTO Y1 T0 VoA
™mg apyaiag eMnvikng Puoikrig. IToAD onpavtikn eivay,
£miong, 1) UN-OVULETPIKT] PUOT) TOU XMPOL KAl TOV XPOVOL-
G OVTOAOYIKEG KATNyopieg £xouv Srapopetikeg Sopeg.
MoAovOTL yia ToV ApLOTOTEAT, O TOTOG KA 0 XPOVOG
QAVIKOLV OTA S1APOopa CLUVEXT] TWV PAVOUEV®V, Hadl e
70 HEyedog, To ATELPO, TO YEVOG KTA. 0 XMPOG KAl 0 XPOVOG
Sev etvar 1oo8Uvapol. O xpdvog eivat Eva oOvopo pHetafl
AUTOL 70V TTapPNABe Kat auTov 7oL TTPOKELTAL VAL EADEL EVQ
0 TOT0G eivan T0 Apedo MePIBAMOVY Hag. ZUVET®G, aKOun
KOl 0TOV APIOTOTEAT, TO OO ATTOKTA ONUACIA KOG O TOTOG
QIO TOV 0TT010 EKKIVEL 0 TOTOG.

IMap’ 6Aa avtd, o Merleau-Ponty katagpepe otnv 8k tov
JPOCEYYLOT YO TOV XMPO KAl TOV XPOVO va TapeExel pia
TEPLYPAPT) TTOL ATTOPEVYEL TIG TAYISES TTPOYEVETTEPWV
EYXEPNUAT®V, CUUTEPIAAUPAVOUEVOV KAL AUTMV TTOV
OUVAVTNOE AKOUN KAl 0 18pUTNG TNG (PAVOLEVOAOYIAG,
Franz Brentano. To peyaho epmodio yia omoadrmote
oLOTHHATIKT TTeptypa@n Oa etvar tavta n avopoloTnTa
OX1 LOVO HETAED TOU PUOTKOOMUATIKOU KAl TOV WPUXIKOU
(e toug 6povg Tov Brentano) alAd kau exeivn petadd
TOV GUVEYXOVE KAl TOL S1akprtov (e Toug 6POVG TOV
Apototéln). Yadpyel SnAadn pia aovppetpia peta&d
TOV TPOTIOV LLE TOV 07010 BLOVOVE TOV XWPO, TOV TPOTTOV
LLE TOV OTIO10 (PTLAYVOVE (PAVOUEVOAOYIKEG GUVEYELES
OTOV X®OPO KAl 0TO XPOVO (TOL TPOTIOV [LE TOV 0TT010

0 KOOLOG «OXNUATICEL Eva eviaio OUVOAO») KAl TOU
TPOTIOV |IE TOV OTMOI0 KATAVOOULLE TO (PALVOUEVIKO HETW®
padnuatik®v meptypapov (tooo Evkieibeiwv 0600 kat
un-EviAeideinv). 'Opwg pe my Hetatomon otny omoia
sipofaiverl o Merleau-Ponty yua va tostofetiioet otépea
TO OOUA — OX1 KOG LVITOKEIUEVO, AAAA w¢ pia amapaitntn
ovvBeon ouveldnTomrag, ouvaicbnong kal avtiAnyng —
T0 oA Sev amoTelel «udvo pia epmelpia Tov COUATOG
HOV, AAAA pia EUTTELPIA TOV OMUATOG-{LOV-EV-TO-KOOLW»5.
Kan axpipag pe fdon avtn Ty eVOOUAT®OOT LECA OTOV
KOO0, teptypapel o Merleau-Ponty to yeyovog mwg
«8ev eipan HEoA 0TOV XWPO KAl TOV XPOVO»- AAAA «TOUG
AVIK®», «TOVG eVOIK®». Eipan edw, aviikovtag oe Evav
KOO0 0 071010¢g Sev eivar Slawplopevog 1) OVIOAOYIKA
Srapopetikog amod epéva- oAokAnpovoual, Evovoual,
Sapéve.

INa tov Merleau-Ponty, to oopa pov dev eivan kAt

70V Pploketan £€w Ao TOV XWPO KAl TOV XpOVo, OTWG
£vag Oe0g TV OXOAAOTIKMV OTOV ATTIOAUTO XOPO KAl
XPOVO- AAAA KATL TTOV BpiloKETAN OTEPEA HECA OF Eva
OLOTNUA OYETEDY EVOWUATOUEVOV OTOV KOO0 O pia
OUYKEKPIUEVT LIAPELAKT) TTEPLOYT). «AV TO VITOKEILEVO
elvan péoa oe pia kataotaon» [vrtootnpidel] «akopa K
av 1o 1610 Sev elvat Timota Mapamave oo pia mbavotnta
KATAOTACEWV, TOUTO oupPaivel eneldr) emPaiier

4. Brentano Franz, 1988, Philosophical Investigations on Space, Time, and
the Continuum, petagpaon: Barry Smith (London: Croom Helm) oeh.156.
5. Merleau-Ponty, Phenomenology, o.7t., ce).141.

categories they have different structures. Although

for Aristotle, place and time belong to the various
phenomenal continua, along with magnitude, infinity,
generation, etc., place and time are not equivalent. Time
is a border between what has passed and what is yet

to come; whilst place is the immediate surrounding of
environment. Therefore, even in Aristotle, the body is
important as the place from which place begins.

Nevertheless, Merleau-Ponty was able in his account

of space and time, to give an account that avoids the
pitfalls of earlier accounts, even those of the founder of
phenomenology, Franz Brentano. The major obstacle to
any systematic account will always be the disparity not
only between the physical and the psychic (in Brentano’s
terms), but also between the continuous and discrete

(in Aristotle’s terms). This will say, that there exists an
incommensurablity between how we experience space,
how we make phenomenological continuities in space
and time (how the world “hangs together”), and how we
get a grasp on the phenomenal through mathematical
descriptions (both Euclidean, and non-Euclidean). Yet
with the move in which Merleau-Ponty firmly positions
the body - not as subject, but as a necessary synthesis of
consciousness, sensation, and perception - the body is
“not only an experience of my body, but an experience of
my body-in-the-world”.5 And precisely this embeddedness
in the world, is where Merleau-Ponty describes the fact
that “I am not in space and time”; rather “I belong to
them”, “I inhabit them”. T am here, belonging to a world
that is not separate or ontologically different from me,
completing, coalescing, abiding.

For Merleau-Ponty, my body is not something outside

of space and time, like a Scholastic God in absolute

space and time; rather, firmly in a system of relations
embedded in the world, in a specific existential location.
“If the subject is in a situation,” [he argues] “even if he is
no more than a possibility of situations, this is because
he forces his ipseity into reality only by actually being a
body, and entering the world through that body”.® Just

as for Aristotle, the soul is not only in the body, but the
body is necessary as the vehicle of the soul, as the means
of sensation, perception, and intellection. Further than
any positing of any concept of “intentionality”, whereby
perception of a world is always already the perception of
a world, the world in relation to the body’s point of view
is also the only access to that world is through the body —
through this specific body that is mine, and my experience
of the world in actuality. Therefore, Merleau-Ponty says:
rather, “to be a body is to be tied to a certain world;...our
body is not primarily in space: it is of it”.7

Most notably, Merleau-Ponty positions his philosophical
inquiry precisely in the middle of the “’Self-other-things”.8
In contrast to the origins of phenomenology, both
Brentano and Husserl, phenomenology cannot be reduced
to a transcendental epoché, an inner world, or Brentano’s
“intentional in-existence”, which still distinguishes the
mental from the physical by its lack of extension. Rather,
phenomenology is incisively the nexus, or coalescence,
between consciousness, perception, and our bodily

5. Merleau-Ponty, Phenomenology, op cit, p.141. 6. ibid, p.408. 7. ibid, p.148.
my emphasis. 8. ibid, p.57.
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SNAWOT) TOL OTNV TPAYHATIKOTNTA LOVO LLE TO VA elval
TEAIKA £VA OMUA KAL VA ELOEPXETAL OTOV KOTHO AKPLmg
HEOK AVTOV TOL OMUATOS». 'OMWE KAl YA TOV APIOTOTEAN,
n woyn Sev Bpioketar poOVO HECA OTO CAOUA AAAA TO COUA
elval aapaitto wg OXNUA Y1 TV YPUXT), KOG TO LETO
ouvvaioOnong, avtiAnyng kat Siavolag. Alatpaviag
ATTOCTAOT) QIO OTTOLASTTOTE EVVOLA «ATTOBAETTIKOTNTAGY,
KATA TNV 071010 avTANYI €vOg KOOLOL elval TavToTe 1160
N avtiAnyn evog koouov, o Merleau-Ponty vitootnpidet
OTL 0 KOOUOG O€ OXEOT LLE TNV OTTIKI| YOVIA TOL OOUATOG
armotelel kat ) Hovadikn tpdofacn o€ auTto Tov KOOUO
HEOK TOV OOUATOG — LET® TOV CUYKEKPIUEVOV OOUATOG
710V elvan 1Ko pov kat g Skng pov epmepiag g
TPAYUATIKOTNTAG TOV KOOUOU. ' autd kot SnAdwveu:

«va gloal o€ Eva ompa onuaivel va ouvogeoat pe Eva
OUYKEKPIUEVO KOO0 ... To omua pag Sev Bploketal
MPOTAPYIKA UEGA OTOV XOPO: eival LEPOG TOV».”

‘AL10 TpoooyNg eival Kat TO yeyovog twg o Merleau-Ponty
tomoBetel ™V PLAOCOQPIKT) TOV E€peuva akpPig 0To
Heoo tov «Eautov-aMav-ipayudtwv».8 e avtifeon
LLE TIG ATTAPYES TNG PAVOLEVOAOYIAG, TOOO EKEIVIG TOV
Brentano 600 kat avtrig tov Husserl, n gawvopevoloyia
Sev pmopel va avayetat oe pia vepPatikn oy, o€
£Vav E0WTEPIKO KOOUO, T) 0TO «QTOPAETTIKO HLECA-OTNV-
Vmap&n» tov Brentano, to omoio akoun Siaywpilel o
VONTIKO aITO TO OWUATIKO KaBmg Sev Srabeter €xtaon.
Avrtifeta, n @awvopevoloyia eivan EekaBapa o Seapog

1] 0 CLVAOTIONOG LETAED TG OLVESNTOTNTAG, TNG
AVTIANYNG KAl TNG OWUATIKNG HAG EMITEPIAG TOV KOGUOV.
Ta tov Merleau-Ponty, 1000 n ouveldntotta 6co

KL 1 UTAPEnN EVOMOI0VVTAL O€ £Va, «... ) EUTEPIA TOV
X®POL SLATAEKETAL... e OAOVG TOUG AANOVG TPOTTOUG

™G epmelpiag kat OAa ta dAa Yuyikd SeSopévar.© ES®m
Sev vtdpyetl Sraxwplopog HeTatlh VonTIKOU Kat pPUOTKO-
OWUATIKOL KOOUOU «Y1aTi va €l0at 0TV KATAOTACT) TOU
«g&xelg ovveidnon» Sev elvan 6® Timote AANO aItd TO
«va-gloar-oe...» (étre a...")... Kpatolpe tov xpovo oty
OAOTITA TOV KA EIHACTE TTAPOVTIEG OTOVE EAVTOVG LAG
ene1dn elpaote TAPOVTEG OTOV KOOHO».1°

SUVENAOG, EILAL TTAVTA OTO KEVIPO TOV KOGLOV IOV
avtihapfavoual pe To oo Hov, OXt wg To onueio O

g Kapteowavng yewpetpiag, alMa wg n tomobeoia g
Vap&ng pov. O TPOCAVATONOUOG OV EPYETAL TIPLV TIG
Kavtiaveg mpootayEg tov aplotepov de€loyxelpa, mavw-
KATW, WIPOG-Tiow... TO «elpat edw» Ppioketan mpv

a7to OAa avta. Ipayuatt, 67twg KAl 0Tov AploTOTEAN, OL
7poodlopiopol g tomobeoiag amToTeEAOVV TO TPWTO ANECO
TePIPAAOV, YU auTod «eya» dev elpal aveaptntog amo to
seppaihov pov. Eipat oAoxkAnpoTikad aykupofoAnuévog
OTOV KOOUO- €W &va PEPOG va 0Tabk- elpat «... pLCUEVOG
0€ M0 CUYKEKPUEVT] ETKPATELN KAl OLVEESENUEVOG LLE EVa
KOOLO». 1!

O Merleau-Ponty afiwpatikosolel v apyn mg
Umweltintentionalitit, katd v omoia o owpa fet
AVAXOPDOVTAG ATTO TO TAPOV TPOG Eva OAVO HEANOV,
PEpovTag mavta padi tov to mapeAdov. Ouwg, n
OTLTIKT] AVTIANYPN KAl 1] KIVIITIKOTNTA EMTEAOVY TG
ONUAVTIKOTEPEG Ae1TOVpYieg yia T Snuovpyia emagrg

6. 0.71., 0eN.408. 7. 0.7, 0eA.148. 1 vroypapion Sk pov 8. 6.7, oeN.57.

9. 0.71., 0e).286-7. ITapatiBetan anod tov Fischer; Zur Klinik und Psychologie des
Raumerlebens (Schweizer Archiv fiir Neurologie und Psychiatrie (1932-33): 70.
10. 0.7, 0e\.424. 11. 0.7, OEA.279.

experience of the world. For Merleau-Ponty, both
consciousness and existence are unified into one, “....the
experience of space is interwoven...with all the other
modes of experience and all the other psychic data.”
Here there is no split between the mental and physical
worlds, “because to be *to be conscious’ is here nothing
but 'to-be-at...’ (étre a..."),... .We hold time in its entirety,
and we are present to ourselves because we are present to
the world.”° Consequently, I am always the center of the
world that I perceive with my body, not as the zero point
of Cartesian geometry, but as the location of my existence.
My orientation comes before Kantian determinations

of left-right handedness, up-down, forward-backward...
the “I am here” is before. Indeed, just as with Aristotle,
determinations of location are the first immediate
surrounding’ therefore, “I” am not independent from my
environment. I am fully anchored in the world; I have a
place to stand; “...rooted in a certain domain, and geared
to a world.”

Merleau-Ponty postulates the concept of
“Umweltintentionalitit”, where the body lives forward
from the present into a possible future, bringing always
the past with it. In perception, however, visual perception
and motility have the most important functions in making
contact and establishing its presence in the world. In

the attempt to eradicate the ontological gap, philosophy
moved to the interior, whereby the inquiry then settled
upon the problem of representation and intersubjectivity.
This move, albeit necessary, is the work of the neophyte
according to Merleau-Ponty, whereby the subject and

the object are made to intersect in some manner. Yet,

this move could not have foreseen the difficulty in

rooting out the phenomenal in preference to the interior
representation of phenomena. “Nothing is more difficult”,
says Merleau-Ponty, “than to know precisely what we
see”.12

The only critique that can be lodged against Merleau-
Ponty’s Phenomenology of Perception, and other texts
included in the volumes The Visible and the Invisible,
and The Primacy of Perception (especially the essay,
“The Eye and the Mind”), is the hegemony of the visual
in his account of sensual perception.* The strength of
Merleau-Ponty’s account consists in his concept of the
“chiasm”,s the intertwining, which describes the way the
body is “caught up in things”, simultaneously being seen
and seeing, touching and being touched by the world.*
Yet, he falls into the same trap as many philosophers since
the seventeenth century; namely, the reduction of the
immaterial (or soul-ness) of the human being to thought,
and a limited scope of sensual perception being only
sight, and in Merleau-Ponty’s case, also the haptic sense.
In contrast, the view of Aristotle was that the psuché,

de anima, the soul, was a rich and integrated entity that
included the functions of not only the intellect, but also
feeling, sensation, perception, intuition, judgement,

9. ibid, p.286-7. Citation of Fischer; Zur Klinik und Psychologie des Raumerlebens
(Schweizer Archiv fiir Neurologie und Psychiatrie (1932-33): 70. 10. ibid, p.424.

11. ibid, p.279. 12. ibid, p.58. emphasis in the original. 13. Merleau-Ponty,
Maurice; The Visible and the Invisible (Evanston, Ill.: Northwestern UP, 1968). 14.
Indeed, the turn away from philosophy’s propensity to configure itself with visual
analogies was a mark of Contemporary philosophy’s critique of Modernism. See Jay,
Martin; Downcast Eyes; The Denigration of Vision in Twentieth-Century French
Thought (Berkeley, CA: University of California Press, 1994). 15. Merleau-Ponty;
The Visible and the Invisible pp.130-155. 16. Merleau-Ponty; The Primacy of
Perception pp. 162-163.
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kat v e6painon mg mapovaiag g AvTiAnyng Heoa oTov
KOOO. v mtpoomadeia va eEaleipel To OVTOAOYIKO KEVO,
1 PL\OCOPIA OTPAPNKE TTPOG TO ECWTEPIKO, OMOTE KAL T
£peuva evamtotednke 0To TPOPANIA TG AVATAPACTATNG
KO TNG SIUMOKEIUEVIKOTNTAG. AUTH 1 HETATOMION,
HoAovOTL autapaitnth, eivat SOVAELA TOV VEOPHOTIOTOV
ovupwva pe tov Merleau-Ponty, kaBwg To vitokeipevo

KL TO avTIKEipevo avaykadovtal va Staotavpnboidv

He KATTO10 TPOT0. AUTH 1] LETATOOT, OP®G, S Ba
umopovoe va €xel poPAgwpet t Suokodia va Eeprlwbei to
(PAVOLEVIKO TIPOG XAPLV TNG EOWTEPIKIG AVATIAPATTACTG
TV eawvopévav. «Timota dev etvar SuokoAdTtepo», Aéet

0 Merleau-Ponty, «amo to va EEpovpe akpipag avtod mov
BA&movpue».12

H povn kpluikn mov pitopel va aoknoet kaveig oty
dawvopevoloyia g AvtiAnyng tov Merleau-Ponty kaBog
KOl 0€ AAA KETHEVA TOV TTOL TTEPIAAUPAVOVTAL GTOVG
topovg To Opatod kat to Adpato® kot H ITpwtokaBedpia
™mg AvtiAnyng (ko e1dika to Sokipo «To Matt kat o
Novg») eivar ) yepovia Tov oTTKoD TNV TEPLYPAPT) TOV
me arobnmprakig avtiAnyne.+ H 1ox0g g neptypagng
Tov Merleau-Ponty gykertal 0NV apyr Tov «X1AOHATOC»,!S
0N S1a7TAOKT) TTOV TEPLYPAPEL TOV TPOTO LLE TOV OTOI0 TO
OOUA «TAVETAL HECA OTA TTPAYLATA», EVGR) TAVTOXPOVA
BAEmer kau PAETETAN, ayyidet kan ayyietat oo Tov
KOO0.% 'Opwg, mE@Tel oy id1a mayida 0mmg kat toAot
PUOoo@OL petd tov déxato Efdopo arwva- dSnAad, mv
AVaAY®YT) TOL AVAOL (TOL A-YPYLYOL) TOL AVOpPLITIVOU

OVTOG OTNV OKEW, KAl Lid OTIKY TG aoOnmplakng
AVTIANYNG TEPLOPLOUEVNC LOVO OTIV OPAOT) — KL TNV
aioBnon mg apng oty nepinttwon tov Merleau-Ponty.
Avtifeta, 1 07TIKT TOV APIOTOTEAN HTAV OTL T PuyT, de
anima, Ntav pia AL Kol OAOKAN POUEVT OVTOTNTA TTOV
nepredapfave tig Aettovpyieg Oxt Hovo g Savorag, oA
£miong TV AOONOEWV, TV EVIVTTOOEWY, TNG AVTIANYNG,
™mg SwaioBnong, g kpiong, g aioBnong tov xmpov ka
NG OUVEXELAG OTOV XPOVO, TWV SuvALE®V NG Srakplong,
kaBag emmiong kat g «Kowvng Aoykrne» mov eivat pia
KAVOTNTA «KOWT)»- eMPOKerTto dSnAadt) yia v evotnta
710V S€vel OAoVG Toug voeg/puyeg padi. Ae yperadetal

va TPO0HECOULE TG 1) CUYXPOVI AVTIANYT TOV VOU

elvan pia OAPepd twyevpévn kot avakr ekSoyr twv
Suvatottwv g avBpwmvng epmepiag.

'Ouwg, o Merleau-Ponty vtootnpidet 60evapa 0Tt ta
TPAYLATA HETA OTOV KOOUO «... KA TO OOUA LoV glval
PTAYHEVA AITO TO 1810 VAKO».7 TOpa LItopove va
Eavakortd&ovpie 1o Ywpio amd To o7oio EeKvhoape Omov
0 Merleau-Ponty dnAmvet: «Avike g€ QUTd, T0 COUA POV
ouvdvadetal padi Toug kat ta eptapfavers. 8

'Etot eipaote otépea edpaiwévol 0Tov Xmpo Kat ToV
XPOVO 0€ 0AOKANPO TO AN TNPLaKO TOLG PATHA- £TOL
elpaote avamdogevkta aydevpevol akplpmg oty idia
OVTOAOYIKT) SO TTOV VITOCTUAMVEL OAEG TIG OXETELG
petafl eautoU-AAwv-rpaypatov. 'Etot pohovotin
Kivnon g paivopevoloyiag va eVROEL TO VITOKEIEVO

12. 0.7, €A 58. 1) LIOYPAPOT aTO TO TPWTOTLTTO. 13. Merleau-Ponty Maurice,
The Visible and the Invisible (Evanston, Ill.: Northwestern UP, 1968). 14.
TIpaypaty, 1 QIOHAKPLVOT) atd TV Taon ¢ @rocopiag va Srapopemvetal e
Baomn ontikég avaloyieg ATOTEAETE OTUEIO TNG KPLTIKTG IOV ATKIOE 1) GLYXPOVT
pocogia otov Movtepviopd. BA. Jay, Martin, Downcast Eyes, The Denigration of
Vision in Twentieth-Century French Thought (Berkeley, CA: University of California
Press, 1994). 15. Merleau-Ponty, The Visible and the Invisible oeA.130-155. 16.
Merleau-Ponty, The Primacy of Perception 0gA.162-163. 17. 0.7, 0eA.164. 18.
Merleau-Ponty, Phenomenology, o.7t., 6eX.140.

spatial sensibility and continuity in time, powers of
discrimination, as well as “common sense” which is a
faculty that is “common”; i.e., the unity that binds all
minds/souls together. Needless to say, our contemporary
notion of the mind is a sadly impoverished and anemic
version of the possibilities of human experience.

Yet Merleau-Ponty strongly argues that the things in the
world “...and my body are made of the same stuff”.” Now
we can look again to the passage from which we started
wherein Merleau-Ponty states: “I belong to them, my body
combines with them and includes them”.'s

Thus we are firmly grounded in space and time in its full
sensual range; thus we are inevitably caught in the very
same ontological structure underlying all relationships
between self-other-things. So although the move in
phenomenology to unite the subject and the object

was a fruitful one, the “intention” was not separate
consciousness from the object of consciousness. Indeed,
we live in the world, as “lived”, as “already-there”, with
others. We are completely in relationship with the world
as a lived experience. As a consequence, the location

from which we live the world, is not that of absolute

space and time, not a mathematical point from which all
is measured, but the place from which I am related to all
that I can perceive from my point-of-view that interlinks
with what I observe that others perceive, as “...a deliberate
taking up of a position; it is the background from which all
acts stand out, and is presupposed by them.....there is no
inner man, man is in the world, and only in the world does
he know himself”.* Not only is the world there before

me — not as an object to be perceived and thought — but
there to be lived-through and experienced, my body is the
crucial vehicle through which I understand the relations
between things and myself, and the whole of my world
through my point-of-view. Our body is with things. The
place where I stand upon the earth is the point from which
I experience the world as a “primordial horizon”.

17. ibid, p.164. 18. Merleau-Ponty, Phenomenology, op cit, p.140. 19. ibid, p.xi.
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KOl TO AVTIKEILEVO LI PEE YOVIUN, 1) «aItOPAEYN»

Sev amotehovoe pia Eeymwprotr) ovveidnon asmo to
avtikeipevo g ovveidnong. Ipayuatt, (oVE TOV KOGUO,
¢ «Plwpgvo», wg «ndn-gkel» padi pe toug AAovg.
Eipaote og pia 0AOKANPpWTIKT) OXEOT LLE TOV KOOUO WG
Buwpevn epmeipia. Tuvenmg, n tomobeoia amd myv omoia
Brwvoupe tov kOopo Sev eivar ekeivr TOU ATOAVTOV XDPOL
Kot xpovov, Sev eivat éva pabnuatiko onueio amo to
071010 Ta TAVTA KABIOTAVTAL HETPTIOUA, AAAA O TOTOG
Q716 TOV 071010 OYETICoHAL e OAQ AUTA KAl HITOP® VA
avtihapfavopar amd v Sikry pov omTikr| yovia 1 omoia
Slaovvdeetar pe 0,11 mapatnp® Twg avihapfavovral

01 AAAOL, OTIWG «...TNV EUTPOBETN KATAANYN piag BEong:
astotelel o VTOPabdpo Evavt Tov 07toiov OAeg 01 Spaoelg
Eexwpidovv Kal To 07010 ekelveg TPOVTOBETOLV. ..

0 avBpwrog e pmopel va vtapEel Hovo o€ avapopEg
TPOG TNV ECWTEPIKOTNTA TOV, 0 AvBpwItog elvan peéoa
OTOV KOOUO KAl LOVO HECA OTOV KOO0 YVWPIZEL TOV EQUTO
ToV».* O KOOLOG Sev etvan LOVO kel Tpv amod epéva — oyt
WG AVTIKEIEVO YO LEAETN KA KATAVONOT) — AAAA elvat
ekel ya va fwBet §1a g {wong: To oopa pov givat o
Kplolo dxnua HECW TOL OO0V KATAVO® TIG OYETELS
HeTAE TV TPAYUATWV KAl TOU EAVTOV OV KAl TO OAOV
TOV KOOHOV OV PHEOW TNG S1KIG LLOV OTTIKNG YOVIAG.

To oopa pag eivat pe ta pdypata. O TOT0¢ 0TOV 0Moi0
OTEKOUAL TAV® 0TI Y1) €lval To onpeio amd o omoio frove
TOV KOO0 G «TIPWTOYEVT 0pilovTa».

19. 0.7, OeAXi.
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Apyrtextov, Emikealng Apyitektovikng ExoAng,
University of Edinburgh, A¢ktopag

H S1a-tAokn ¢ apyttekToviKg

Tuyxavel va ypa@m auTteg TIg YPAUPES artoAaufavovtag
g avéoelg evog khipatdopevov dwpatiov Eevodoyeiov
ot Tqakapta. 'Otav amotolu® va Byw £§w o yertovia,
£PYOLAL AVTILETWOIIOG [E TOV TTUKVO KAl LYPO TPOIIKO
agpa — 1 Tlaxdapta eivar povo Alyeg poipeg votia Tov
Tonuepwvov. Aiepotopal Tog Oa ouykpvotav avtog

0 agpag e TNV TTUKVT) pUTIAVOT], TNV OKOVI KAl TOV
BopuPo, pe Tov agpa g ABnvag. Xwpig va £xm mote
emoke@bel avt v OAN @avtalopat 6T o1 cuVOTKeg
Ba eivan ovykpioyeg. IMBavov oy ABrva va punv £xet
Toom vypaoia dtav kavel Eotm. IiBavov n kukhogopia
TV TPOXOPOPMV VA £Vl AYOTEPO XAOTIKT| (LOAOVOTL
avakole "EAAnveg @iloug va meptypa@pouy v Hovadikn
JTVKVOTITA TOL KUKAOPOPLaKoL pOpTov g ABnvag).
Aepotopal av otnv ABrva to wg StabAdta péoa amod
TNV TTUKVT ATUOC@PAIPA [E TOV 1810 TTEPITTOV TPOTTO, OMWG
ovpfaivel e6m, kal av o AEpag HETAPEPEL pe ToV 1810
TPOTT0 ToV BOPLPO THV AVTOKIVIITWV, TWV HOTOCIKAETGV,
TOV AEWPOPEIWV KAl POPTNYDV, OTTWE AUTA CUVMOTI{OVTAL
KkaOnuepwva péoa otoug SpoOOLE TG TTOANG.

To mepignuo dokipo tov Merleau-Ponty «H Ala-mthokr:
70 Xiaopa» — T0 TEAEUTAIO KAl NUITEAEG KEPAAALO

Tov BipAiov tov To opato kat to aopato (1968) — Ba
umopovoe va Srafactel wg £vag 0TOXAOHOG TAVG

OTNV TTUKVOTITA, TO UYPO KOAGMEES KAl TO £VPOG TV
AOTIKGV atpoo@alpwyv. To evplitepo pavouevoloyiko
TPOYPAUUA OTO 071010 AVTH TO Sokipo emdnTovoe va
GUVEIOPEPEL ITAV APIEPWUEVO TTIV AVATPOITH NG
«(UOTKNG OTACT|G» TTOV TEIVOULE VA KPATANE OGOV
apopd oty aloBavtikn avtAnyrn Tov KOGHOoL. AvTi va
Bewpovpe TA AVTIKEIHEVA YOPW HAg 0V €va TENKO oTpueio
OKOTEVONC TOV PAEUPATOC HAG, OTTMG HAg £XEL KAVEL VA
JNOTEVOVLE 1] PUOIKT] pag otdon, o Merleau-Ponty €ibe
auTd Ta avTiKeipeva oav ta ida va pag odnyolv mtpog
auTd, oav aUTd va asod)Tovy TNV avaTévioT] Hag Kol Ty
OWUATIKT EUITTAOKT) Hag LE ToV KOopo. «O@eilovpe va
amoppiypovpe», enépeve, «Tig LITOOEELS Tou TapPeABOVTOg
JT0V TOTOOETOVY TO OMUA PHEGA OTOV KOOUO KL TOV
BA&TovVTA pHECA 0TO OMUA ) AVTIOTPOP®E, TOV KOOUO KAl
TO OOUA HECA OTOV PAETIOVTA WOAV HECA OE VA KOUTI»
(Merleau-Ponty 1968). MAMOV GUUUETEXOVLE HECA TTOV
KOopo Srapéoov evog eidoug «apofaiag Sieioduong»,
uag «ovyyévelag» kat «da-mhokng». O Merleau-Ponty
Siver to mapaderypa tov va divelg xeipawia, kat Tov mwg
autd TTpoKalel &va eidog mepiepyng Pavtaciwong Kata
™mv omola o ayyllopevog arobavetal Ot ayyidel - To coua
J0v AoBdAvetat gival ETL0TG TO COUA TTOV yiveTal aoOnTo.
Ozmpel OTL 0€ AUTN TNV OXEDT) E10EPXOLAOTE OF Eva EdI0
JTOL CUUTTNYVUTAL HETAED TOV KOGHOL T®V AVTIKEIUEV®V
KO TOU KOOHOV TV VIOKEEVQOV. OUTE TO €va 0UTE TO
MO TOPA, AAAA TO PeTa&D Tovg Sdotua Aertovpyel wg
éva £160¢ HEooL yia TV alebnTIKT avTiAnyn Tov KOGUOUL.
AvTi) 1) TEPUTAOKT| eyKab1oTd évav Stammhekdpevo Xmpo 1
«Xlaopa» OTOV 07010 eUEIg KAl 0 KOOUOG TTpoadlopilovral
apofaia.

O Juhaani Pallaasma, tpoo@épet iowg TV TAEOV YVwoTr|
APYLTEKTOVIKT) EPUNVELA AUTOV TOL GUVOAOL 18ewV.

Stephen Cairns

Architect, Head of Architecture,
University of Edinburgh, Senior Lecturer

Architecture’s intertwining

I happen to be writing this in the air-conditioned comfort
of a hotel room in Jakarta. When I venture outside into
the neighbourhood, I am confronted with the thick

and clinging tropical air — Jakarta is only a few degrees
South of the equator. Dense with pollution, dust and
noise, I wonder how the air of Athens compares. Having
never visited that city I speculate that conditions are
comparable. Perhaps the heat is drier in Athens. Perhaps
the traffic is less chaotic (although I immediately recall
Greek friends describing the unique intensity of Athens’
traffic). I ask myself whether, in Athens, the light is
refracted through the thickened atmosphere in quite the
same way as it is here, and how the air carries the noise of
the cars, motor-bikes, buses, and trucks that must jostle in
the city’s streets each day?

Merleau-Ponty’s famous essay “The Intertwining: the
Chiasm” — the last and incomplete chapter of his book
The Visible and the Invisible (1968) — could be read as

a reflection on the thickness, clinginess and density of
urban atmospheres. The broader phenomenological
project to which this essay sought to contribute was
dedicated to undoing the “natural attitude” we tend to
hold regarding our sensory perception of the world.
Rather than regarding the objects around us as an end-
point of our gaze, as the natural attitude would have us
believe, Merleau-Ponty saw those objects as drawing us
to them, as soliciting our gaze and our bodily engagement
with the world. “We have to reject”, he insisted, “the age-
old assumptions that put the body in the world and the
seer in the body, or, conversely, the world and the body
in the seer as in a box” (Merleau-Ponty 1968). Rather,

we participate in the world through a kind of “reciprocal
insertion”, a “kinship” and “intertwining” with the world.
He gives the example of shaking one’s own hand and how
this provokes a kind of uncanniness in which the touched
is felt touching — the body sensed is also the body sentient.
He suggests that in this relationship we are pulled into

a field that coagulates between the world of objects

and subjects. Neither one nor the other now, the space
between operates as a kind of medium for the sensuous
perception of the world. This complication sets up a cross-
hatched space, or ’chiasm’, in which the we and our world
are mutually defining.

Juhani Pallasmaa offers perhaps the best known
architectural interpretation of this set of ideas. For him,
Merleau-Ponty’s essay is a call for an architecture that is
materially enriched and that registers wear-and-tear of
use and the passage of time. In his widely read book, The
Eyes of the Skin (2005), Pallasmaa calls for new tactility
in architecture, “a strengthened sense of materiality

and hapticity, texture and weight, density of space and
materialised light”. The figure of the chiasm has been
given material expression by architect Steven Holl in his
design for the Museum of Contemporary Art in Helsinki.
The building, configured around two intersecting axes,
“like two hands which enclose themselves in each
other”, is even called the 'Kiasma’. These architectural
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Soppova pe avtov, to Sokipo tov Merleau-Ponty eivan
£Va KAAEOUA Y10 M1 APYLTEKTOVIKT) TTOV EIVAL LAIKA
EUITAOVTIOHEVT] KAL TTOL KATAYPAPEL TNV pBopda Kat ta
PNYLATA TNG XPTIONG KAL TOV TEPATUATOG TOV XPOVOUL.
Y10 moAvSiapacpévo PipAio tov The eyes of the skin
(2005), o Pallasmaa evBappivel pua véa ynAagnon
OTNV APYLITEKTOVIKT), «ia eviuvapwpévn aiobnon mg
VAIKOTNTAG KA TOV ayyilewv, g veng kat Tov fapoug,
NG TUKVOTNTAG TOV XDPOV, TWV S1A0TNUATOV KA

TOV VAOTIOLOVLEVOL PpwTOG». H popen tov yiaopatog
£\afe vk Ekppaon artd Tov apyltéktova Steven Holl
07O 0Y€510 Tov Y1a To povoeio TUyypovng Texvng oto
EAoivki. To kTip1o, To 071010 avamtuyOnke yopw amo
Svo Sratepvopevoug afoveg, «0mmg S0 ¥EpLa Ta omoia
EYKAEIOLV TO EVa HECA OTO A0 », QTOKAAELTAL AKOLN

10 «Kiasma». AUTEG 01 APYITEKTOVIKEG SIEPEVVIIOELS — T
pia BewpnTikn Kot n G kTopévn — Ba popovoav va
tomofetBolv péoa oe pa evpltepn CLETNON YA TIG
ATHOCPAIPIKES KA AVAEG EKPAVOELS TNG APXLTEKTOVIKNG.
Avtd padl avTimipoo®IIEVOUV LA APKETA KUPLOAEKTIKT) KAl
TEYVIKA TTPOOAVATOAIOLEVT Siepeliviion Twv Suvatothtwv
HL0G «TTUKVWUEVIG» OXEOTG LE TOV KOOHO.

Ta televtaia xpovia Edafe xopa pia evéiapepovoa
oy, Tov amopakpLVONKe artd TV (KAAA)TEXVIKT
KOATAOTAOT) TNG APXLTEKTOVIKNG EVGR AvaTTuXOnke eva
evBlapEPOV OXETIKA UE TA XWPIKA ATOTEAETLATA TTOV
UITTOPEL VA EVEPYOTIOUOEL 1] APYITEKTOVIKT]. AUTOG O
OXETIKOG AQUTOTEPLOPIONOG NG 181aG TNG APXITEKTOVIKAG
&xer avadeyBel oe eva Bepa eviiapepovtog ae oxeon
QAP’EVOG LLE TNV LITOSOUT| KAl AY’ETEPOL O€ OXEDT) 1

mv emteleoTikOTnTA. AU 1 SUTAN eotiaon teivel va
Eemepaoel v 70 OLUPBATIKT E0TIACT) OTNV KATAOKELT|
TOL KTnpiov kA, avtiBeta, katevBivel TV TPoooyn otV
TEXVOAOYIQ TNG LTTOSOUTG KAl OTA ATOTEAETLATA TTOV
Snuovpyet otov xwpo. H apyitektovik, Katd KAToov
TPOTO, BPAYUKUKAQVETAL.

To «adelaopa» - amd Toug TaAovg apylTEkToveg
Lacaton kot Vassal — xai n pavopevikda toyaia
EMAVAYPT|OOTOINGCT) TOV KTNPIOV TOL TTAAATION TOU
Tdkvo tov 1930 oto ITapiot eivar eva euPAnpaTIko
ox€610 amd autr) TV amoyrn. Ol ApYITEKTOVES
evBappLVONKaAV va pLoKAPoLY — AITOTUYXAVOVTAG va
EKTANPOOOVY KATATKEVAOTIKA {NTHRATA — OX1 LOVO
51011 0 TPOVTOAOYIOLOG TOUG TITAV TTEPLOPIOUEVOC, AAAL
emiong 810t To KTip1o EMPOKELTO VA OTEYATEL LA VEQ
YKAAEPT APIEPWUEVT) OE TEXVT TIPOCAVATOANOUEVT) O
Spapeva. 'Epya kadteyvov O0mwg tov Rirkrit Tiravanija,
yia tapaderypa, to omoio mepieAappave e@ripepeg
TAPACTACELG LAYEPIKNG, SNovpyovv eva eidog evBupiag
KO KOWVGOVIKIG ATHOOPAIPAG 1) 0TT01a HOVO XaAApd
OXETICETAL [UE TO APYITEKTOVIKO TTAQIO10 OTO 0010 XWPIKA
evtacoetal. Me avtn mv évvola ot Lacaton kot Vassal
aAvayveopLoav Ty uvatdtnTa avtov Tov eidovg g
Spaong, va LITOBANTIEL TNV TO VIETEPUIVIOTIKT) OYEDT
HeTAEH KOWVMOVIKO X®POL KAl VAIKOU vitofabpov, v
ool akpPwg vtooTipide To TPoyeveaTePo £pyo tov Holl
kot tov Pallasmaa.

SUVENQOG, HiA OEIPA APYLTEKTOVIK®V EPYWV EXOLV NN
Sampaypatevdei (npata avtng g katevBuvong.
Ta toug o mapadooiakovg, amotelel pia mpoaeyylon
n omoia ekPpader pia emkivéuvn amodéopevon and
g mapadootakeg agieg g apyltektovikng. Ia

explorations — one theoretical, the other built — could be
located within a wider discussion on the atmospherics and
immaterial effects of architecture. Together they represent
a quite literal and craft-oriented exploration of the
possibilities of a thickened relationship to the world.

In more recent years there has been an interesting shift
away from architecture’s artefactual and crafted status
and a heightened concern for the effects that architecture
might generate. This relative down-playing of the
architecture itself has seen a renewed interest in the issue
of infrastructure on the one hand, and performativity

on the other. This dual focus tends to by-pass the

more conventional attention to the fabric of building
and, instead, draws attention to the infrastructural
technologies and the effects they generate in space.
Architecture is, in effect, short-circuited.

French architects Lacaton and Vassal’s gutting and
seemingly casual reappropriation of the 1930s Palais de
Tokyo building in Paris is an emblematic project in this
respect. The architects were emboldened to take this
gamble — flagrantly failing to fulfill craft responsibilities
— not only because the budget was tight, but also because
the building was to house a new gallery dedicated to
performatively oriented art. The work of artists such

as Rirkrit Tiravanija, for instance, involving ephemeral
cooking performances, generate a kind of conviviality
and social atmosphere that is only loosely related to the
architectural context in which they are staged. In this
sense Lacaton and Vassal recognised the capacity of this
kind of performance to undercut the more determinate
relationship between social space and material fabric that
is Holl and Pallasmaa’s earlier work sought to forge.

Subsequently a number of architectural projects have
elaborated this line of inquiry. For traditionalists, it is a
focus that represents a dangerous disengagement from
architecture’s traditional values. For others, it suggests

a kind of radical transformation of architecture. In this
respect architecture’s inter-twining is also an inter-
disciplining which sees it supporting richer engagements
with the rapidly changing conditions of contemporary
urban life.
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Mia aepia EPUNVEIDV

H I8¢a Tov Apyitéktova
IIpwv oV 15° GOVA, TO KUPOG TOL APXLTEKTOVA Sev TjTav
VYPNAO e€arTiag TG CUOYETIOTG TOU LE TNV XELPWVAKTIKN
£pYQOia KAl TNV QII0V0IA TTPOCWITIKNG «LTTOYPAPTIC».
AoV pmTa eiye ekmadevTel oe pia ammod TIg TEXVIKES
oL KTilew, 0 apyl-pactopag Sev ntav mapd évag petadl
TOANGOV TEYVITOV Kat SoVAEVE Hadl Toug wg emPAETRV
NG KATAOKELTS. AlaBETovVTag AtyooTr) OTHacia yia ty
01KOSOUN 0T, TO OXES10 YIVOTAV TOTE AVTIANTITO WG TUTOTE
TAPATTAVK ATTO pia eTedn EMPAVELN KA TA OYTUATA
endvm og autd Sev Ntav tapa eviei&erg tprodiaotatwy
AVTIKEIUEVQV.

H Itahikn Avayévvnon eworjyaye pia Oepehaodn petafolrn
oV afia mg avamapaotaong, eykabotoviag v
€VVOL0M\OYIKT apyn OTL Eva oxedo eivan pia ot
QTEIKOVIOT) £VOG TPLOSIATTATOV KOGUOU KAl TAVTOYPOVA
éva mapadBupo o€ aUTd TOV KOO, TO 071010 ToTToDETEL
tov Beatn eEwtepikd, oe B¢on eAéyyov wg mpog v BEa.
H w0topia Tov apyitéktova cuvupaivetat pe autiv tov
oxebiov. O dpog «oyediaopog» (design) mpoepyetat

a6 1o Itahiko disegno, tov onpaivel oxediadw,
vrodnAwvovtag tOoo TV XApagn piag ypapung oto xaptl
000 kat v avadelfn piag 18éag. To disegno enétpeye
OTNV APXLITEKTOVIKT), TNV {OYPAPIKT| KAl TNV YAVITTTIKT - TIG
TPELG OTTIKEG TEYVEG - VA AVAYVOPLOTOVV G EAEVOEPIEG
TEYVEG 7OV amacyohovvtal pe 16eeg, pia B€on mov oA
onavia Toug eixe artobobel oo mapeABov. Ekbnicwvovtag
mv vepoyr| g Sdvolag, to disegno evdiagpepetat

yia TV 18Ea TG APYLTEKTOVIKNG KAt Ol yid TV VAN Tov
KTnpiov. Ytovoel 0Tt 1] apyITEKTOVIKT TTPOKVITTEL OXL

Q7TO TNV CLOCWPEVUEVT YVQOOT] Hiag OpASAG AVOVUU®V
TEXVIT®V TT0V SovAeovv padl oe &va epyoTta&lo, Al

a7td TV KOATEYVIKT Siovpyia evog aTOHov, TOU
APYLTEKTOVA JTOV KATEXEL TO OXES10 ka1 cLAaPaver To
KTIPl0 wg OAOV, ATOLAKPUVOUEVOG AIIO TNV KATACKELT).

AvaSewviovtag I6éeg
H apyn tov oxedraopo mov eykabidpvbnke pe myv
npdkpion tov disegno Srabéter pepikd pelovektuata.
IIpmTov, VTOSNAGVEL OTL LOVO O APXLITEKTOVAG eival
Snuovpykog, aduvatevag va avayvwpioet
SNUoVPYIKOTNTA TOV XPNOTN, TOL TTEAAT KAl TOV
UNXAVIKOV. AEVTEPOV, TTPOKPIVEL TNV AVOTEPOTNTA TNG
Sravorag, vtoPfabpilovtag To YEIPWVAKTIKO, TO VAIKO Kat
T0 eumelpko. H e€aipetikd empaotikn evvololoyikn
apyn ot o1 18¢eg eival avartepeg g LANG Sev eivan Timote
TAPATAVK ATTO pia tpokataAnyn. Mia emmAoyn eivar va
NV AToppiyovpe, KATAANYovTag 0T 1) emtidpaot) g oty
QAPYLTEKTOVIKT) EIVAL LOVO APVITIKT, YiATi apveitatl v
GUUTTAYT) VAIKOTNTA TG APXLTEKTOVIKIG Kat evBappuvel
TOUG APYITEKTOVEG VA ETNSIMOKOVV EVA KAAMTEXVIKO KUPOG
TO 071010 7TOTE Sev Ba ATOKTIITOLY OAOKANPWTIKA, 106G
UHAALOTA VAL 1V TO XPELAOVTAL KAl VA OPENAY VA TO
au@opnToovv. AAAA 1) apyIKT) ONHacia Tov oXed1aopov
g Xapa&n piag ypauurg ko avadelfn piag 18éag,
TAPAUEVEL TTOAVTIUN YA TNV TPAKTIKT), TOV AOYO Ka yia
TNV €PELVA TOV APYLITEKTOVROV LITIO TNV TTPoUmdOeon OTL o1
TEPLOPIOUOL TNG avayvmpidovTal Kat avTipeTwtidovtat.
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An infinity of interpretations

The Idea of the Architect
Before the fifteenth century, the status of the architect was
low due to association with manual labour and dispersed
authorship. First trained in one of the building crafts, the
master mason was but one of many craftsmen and worked
alongside them as a construction supervisor. Of little
importance to building, the drawing was understood to be
no more than a flat surface and the shapes upon it were
but tokens of three-dimensional objects.

The Italian Renaissance introduced a fundamental
change in the value of representation, establishing the
principle that a drawing is a truthful depiction of a
three-dimensional world, and a window to that world,
which places the viewer outside and in command of the
view. The history of the architect is interwoven with that
of drawing. The term ’design’ comes from the Italian
disegno, meaning drawing, suggesting both the drawing of
a line on paper and the drawing forth of an idea. Disegno
enabled architecture, painting and sculpture—the three
visual arts—to be recognised as liberal arts concerned
with ideas, a position they had very rarely been accorded
previously. Asserting the pre-eminence of the intellect,
disegno is concerned with the idea of architecture not the
matter of building. It implies that architecture results not
from the accumulated knowledge of a team of anonymous
craftsmen working together on a construction site but the
artistic creation of an individual architect in command of
drawing who conceives a building as a whole at a remove
from construction.

Drawing Forth Ideas
The concept of design established with the promotion

of disegno has a number of failings. First, it suggests
that only the architect is creative, failing to recognise

the creativity of the user, client and engineer. Second, it
promotes the superiority of the intellect, denigrating the
manual, material and experiential. The highly influential
concept that ideas are superior to matter is nothing but a
prejudice. One option is to dismiss it, concluding that its
effect on architecture is only negative because it denies
the solid materiality of architecture, and encourages
architects to chase after artistic status that they will
never fully attain, may not need, and should question.
But the original meaning of design, as the drawing of a
line and the drawing forth of an idea, remains valuable to
architectural practice, discourse and research as long as
its limitations are acknowledged and challenged.

Ideas and Experience
The history of design from the fifteenth century to the
twenty-first is not seamless and a significant departure
occurred in the eighteenth century, when the meaning
of both an idea and a design changed significantly.
In the Italian Renaissance an idea was understood
to be universal. But in Essay Concerning Human
Understanding, 1690, John Locke argues that ideas are
not innate.! Instead, they are provisional and dependent
on experience, undermining the universality of ideas
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I8¢eg kat Eumelpia
H 1w0topia tov oxebiaopol anod tov §ékato mepmto

ALOVA PEYPL TOV EIKOOTO TTPMOTO Sev eivan ovveyng. Mia
OTUAVTIKT HETATOMION eAafe xwpa Tov dékato dydoo
awva, OTav 1 onpacia TOoo g 18€ag 600 KAl TV
oxeblaopot aatav Spaotikd. Xtnv Itakikn Avayévvnon
pia 18éa yivotav avinmt wg kabolkr). AMA oty
Ipayuarteia Iepi g AvOpwmvng Katavonong, 1o 1690,
o John Locke vrtootnpidel 6 o1 16¢eg Sev elvan
evBoyeveigl. Avtifeta, eivan TPoowpveS kat eEapTOVTAL
a6 v epmepia. 'Etot, vtovopevetatl 1ooo 1)
kaBoAkomTa Twv 18ewv 0600 kat 1 Svomotia anevavtt
oTig aoOnoeig g Neo-mAatwvikng oxoAng2. Xto «Ilepi
tov Kpinpiov tov F'ovotou», 1o 1757, 0 David Hume
ovumAnpmvel 0Tt «H opopeua Sev eivar modtta twv
51wV TRV TPAYUATOV: VIAPYEL LOVO OTOV VOU TTOV

ta Bewpel- ko kaBe voug Sraxpivel pia Stapopetikn
opopP1a» 3. MoAovott o Hume 1oyuptldtav akoun ot

T0 emaSeVIEVO KPLTNplo gival 0tabepod kal avaTtepo,

0 EUTEIPIOLOG 0OTIYNOE OTOV OXETIKIOUO KAl OTNV
ouveldntomoinan Ot N avTiAnyn eival VITOKEEVIKT)

kot petafAantn. H eotiaon g mpoooyng oty
VUTOKEUEVIKOTNTA HETAUOPPWOE TIG OMTIKEG TEXVEGS, TA
AVTIKEILEVA TOVG, TOUG SNUI0VPYOVE KAt TOvg Beatég
tovg. H apyrtektovikr Sev ftav mAEov éva GUVEKTIKO
OOUA YVOONG eEapTOUEVO atd KaBoAikeg otabepég.
Ao Tov 8€xato 0yS500 aimva, 0 oxedlaopnog popet va
QITOKAADTITEL i 18€a 7oV eivat TPoompvry, LetaBAnTr
Kot eEapTOUEVT aITd TNV eUmelpia ota otadia g
UMY, TNG TAPAYWYTG KAL TG TPOCANYNG.

AVAN ApYITEKTOVIKT)
Ynootvhwpevo amo v apyaia EAAnvikr guocopia,
TO AUAO TJTAV Pid TTOADTIUN EVVOLA YA TOUG APYLITEKTOVEG
arto v emoyn g Itahkng Avayévvnong e€autiag g
oLvdeong Tov pe v Stavola. AMA o Sekatog 0ydoog
ALOVAG TIPOCPEPEL GTOV EIKOTTO TPMTO ial EVOANAKTIKT
KATAvON ot Tou AuAov, 1oV Aéov dev otnpiletal otnv
avtutapaBeor) Tov pe o VAKO. H QuAn apyitektovikn
elvan mAgov Atyotepo n astovaia g idiag tng VANG kat
EPLOCOTEPO 1) AVTIAN YN TNG atovoia g VANG. To avio
NG APXLTEKTOVIKIG €EAPTATAL ATTO TNV AvTiAnyn, 7Iov
seprapfaver Snuovpyikn epunveia Al kot pubevpata
—0x1 yeyovota. O Richard Gregory ypa@et 0Tt «0mTikn Kat
AN avTiAnyn gykertat oy €EuTTvn AfYn AtoPacE®Y
o eplopopeva aonmplakd dedopéva. To ovoindeg
onpelo eivar 0T o1 aloOnmprakeg evoeierg Sev emapkotv
yia eubeieg 1y BEPareg avTAperg, ki £To1 XpeladopaoTe pia
embETIA £1KATIA TTPOKEIUEVOL VA SOVE avTiKEIpeEVa»4.
JUVENQOG, S1TTOTICOUEVEG ATTO TNV UV, <O AVTIAWYELG
elvan vmoBeoelg. Avtd LIIOSNAGVETAL ATTO TO YEYOVOG
WG Ol EIKOVEG OTOV APPIPANOTPOEIST EIVAL AVOIYTEG
o€ pia anepia eppnvelov»5. H auvleon tng aving
QPYLTEKTOVIKNG LE TNV AVTIANYN 0TIALEL TNV TTPOCOYN
OTNV «IKAVOTNTA ATAA va avTihapfaveoal pia avtiAnpn»°©
Kat Slevpuvel v Katavonor Twv oXETENY HETALD

1. John Locke, (1975) Essay Concerning Human Understanding, ed. Peter
H. Nidditch, Oxford: Clarendon Press, bk. 2, ch. 2, 00. 119-121. 2. Plato, (1979)

Ti Critias, Cleitopl M Epistles, trans.R. G. Bury,
Cambridge, Mass., Harvard University Press,o. 121, Marsilio Ficino, emotoAr npog
tov Giovanni Cavalcanti, 60nwg anobnoavpiletar oo Albert Hofstadter and Richard
Kuhns, eds, Philosophies of Art and Beauty, University of Chicago Press, 1964,
0.204. 3. David Hume, (1993), Of the Standard of Taste, in Selected Essays,
Oxford, Oxford University Press, 00. 136-37. 4. Richard Gregory, (1998) Eye and
Brain: The Psychology of Seeing, Oxford, OUP, ¢. 5. 5. Gregory, 0. 10. 6.
James Turrell, (1992) in Richard Andrews, ed., James Turrell, (1992) Sensing
Space, Seattle, Henry Gallery, 0. 48.

and distrust of the senses in neo-Platonist theory.2 In
“Of the Standard of Taste”, 1757, David Hume adds

that “Beauty is no quality in things themselves: it exists
merely in the mind which contemplates them; and each
mind perceives a different beauty”.3 Although Hume
still maintained that educated taste is uniform and
superior, empiricism led to relativism and the recognition
that perception is subjective and changeable. Focusing
attention on subjectivity transformed the visual arts, its
objects, authors and viewers. No longer was architecture
a cohesive body of knowledge dependent on universal
proportions. Since the eighteenth century, design may
draw forth an idea that is provisional, changeable and
dependent on experience at conception, production and
reception.

Immaterial Architecture
Informed by ancient Greek philosophy, the immaterial
has been an invaluable concept to architects since the
Ttalian Renaissance because of its association with the
intellect. But the eighteenth century offers the twenty-first
century an alternative understanding of the immaterial,
which no longer relies on its opposition to the material.
Immaterial architecture is now less the actual absence
of matter than the perceived absence of matter. Whether
architecture is immaterial is dependent on perception,
which involves creative interpretation, and fictions rather
than facts. Richard Gregory writes that “visual and other
perception is intelligent decision-taking from limited
sensory evidence. The essential point is that sensory
signals are not adequate for direct or certain perceptions,
so intelligent guesswork is needed for seeing objects”.4
Consequently, permeated by memory, “perceptions are
hypotheses. This is suggested by the fact that retinal
images are open to an infinity of interpretations”.5
Binding immaterial architecture to perception
focuses attention on the “capacity to just perceive one
perceiving”,® and expands understanding of the relations
between objects, spaces and users. The term ’user’ is
more intriguing than ’inhabitant’ or ’occupant’ because it
suggests misuse and abuse. Unforeseen and unintended,
use is often a means of critical appropriation.

Juhani Pallasmaa remarks that “Instead of mere vision ...
architecture involves realms of sensory experience which
interact and fuse into each other”.7 The appreciation

of immaterial architecture is especially complex, and

a challenge to the habitual experience of architecture.
The richness of the user’s experience of any building
depends on awareness of all the senses, but immaterial
architecture may trigger a sense more often associated
with the immaterial, such as sound, and question one
more often associated with the material, such as touch.
The experience of immaterial architecture is based

on contradictory sensations, and is appropriate to an
active and creative engagement with architecture. The

1. John Locke, (1975) Essay Concerning Human Understanding, ed. Peter H.
Nidditch, Oxford: Clarendon Press, bk. 2, ch. 2, pp. 119-121. 2. Plato, Timaeus,
Critias, Cleitophon, Menexenus, Epistles, trans.R. G. Bury, Cambridge, Mass.,
Harvard University Press, 1929, p. 121, Marsilio Ficino, letter to Giovanni Cavalcanti,
quoted in Albert Hofstadter and Richard Kuhns, eds, Philosophies of Art and Beauty,
Chicago, University of Chicago Press, 1964, p. 204. 3. David Hume, (1993) Of the
Standard of Taste, in Selected Essays, Oxford, Oxford University Press, pp. 136-
37. 4. Richard Gregory, (1998), Eye and Brain: The Psychology of Seeing,
Oxford, OUP, p. 5. 5. Gregory, p. 10. 6. James Turrell, (1992) in Richard Andrews,
ed., James Turrell, Sensing Space, Seattle, Henry Gallery, p. 48. 7. Juhani
Pallasmaa, The Eyes of the Skin: Architecture and the S London,
Academy Editions, 1996, p. 29.
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AVTIKEILEVOV, XOPWV KAl XpNotav. O 0pog «xproteg»
elva 7o evEl1aPEP®Y ATTO TOUG «KATOLKOG» T} «EVOIKOG»
Y1aTi VTTOVOEL KAt TNV KAKT) XpTon 1) TV KaTtdypnor.
'Ovtag ampoPAemntn kot akovola, N xprion eival ouyva
£vag TPOTOG KPLTIKNG OKELOTOINONG,.

O Juhani Pallasmaa mapatnpet 0Tt «Avti povo tng
OPAOTG... T APXLTEKTOVIKT TTEPINAUPAVEL TTEPLOKES

™mg aoBnmpiakng epmelpiag tov aAAMNAeTSpoLV Kat
OUYXWVELOVTAL LETAED Tovg»7. H ekTiunon tng aving
APYLTEKTOVIKNG eival eEanpeTikd mepinmAokn- amotelel pia
TPOKANOT YA TNV oUVH O eumelpia g apLTEKTOVIKNG.
O AOVTOG NG ePITEIPIAg TOV XPTOTN 0TO0VSTTOTE
KTnpilov e£apTaTAl A0 TNV EVIUEPOTNTA OAWV TOV

TV Q00N oE®V, ®OTOCO 1) AVAN APXITEKTOVIKT 100G

va gvepyorotel pia aioBnon mov cuvdeetar ouxvotepa

HE TO ALAO, OTIWG TOV TXO, KAl VA Au@opntel pia aAAn
IOV OUVEEETAL GUYXVOTEPA LIE TO VAIKO, OTIWG TNV A@T).

H epmepia mg dving apyrtektovikng faoiletal oe
AVTUPATIKEG EVTUNMOELS KAl TAPLALEL O€ P EVEPYNTIKT
Kot Snuovpykr) epmtAokn e Ty apyrtektovikn. H
TOAVTTAOKOTITA TNG OUVOAIKT|G epTteIpiag eEapTaTal Ao
TNV EPUNVELA TOV XPT|OTN CXETIKA LIE TNV TAPOLOIA KAL TV
astovaia. ITpokeluévov va Prwbel 0 GUVOAIKOG XAPAKTHPAG
AUTIG TNG CLIITAPOVOIAG ATTALTEITAL Pidt KATAVONOT) TG
OUYKPOLOT|G, ELXAPLOTNG 1) OX1, KAB®G Kat pia etkaoia
Y1 VA (PAVTAOTIKO XWPO T} AvTIKeipevo. Me autovg Toug
0OpOUG, 1| AUAN APXLTEKTOVIKT] elval Eva HECO EMEKTAONG
™G SNUIOVPYIKOTNTAG TOV XPHOTN KA TOU APYITEKTOVA.
O XpNOoTNG AToPacilel av 1 APYITEKTOVIKT) Eval AVAT.
AN 0 aprtEkTovag Snuiovpyel Tig ouvOnKeg KATKW ATd
TG omoieg Aauavetal autr) n amo@ao.

7. Juhani Pallasmaa, (1976), The Eyes of the Skin: Architecture and the
Senses, London, Academy Editions, 0. 29.

complexity of the whole experience depends upon the
user’s interpretation of what is present and absent.

To experience the full character of the juxtaposition
requires an understanding of the conflict, whether
pleasurable or not, and speculation on an imagined

space or object. Conceived in these terms, immaterial
architecture is a means to extend the creativity of the user
and the architect. The user decides whether architecture is
immaterial. But the architect creates conditions in which
that decision can be made.
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BaoiAng I'aviatoag

Apyrtéxtwv, Ph.D. (Edin.),
Av. KaBnynrg Apyrtektovikov Zuvbeoewv — E.M.IL.

Tuvévrevdn otovg ATHENS by SOUND

AK: Epomon 1
[véeg texvoloyieg - xwpikég avTMpelg - aprtektovag]

BI: To ¢tnpa odnyet oty mhrpn ata&ioon mg
APYLTEKTOVIKNG. AGUPpUATI TANPOPOpIa pEEL TAvVTOD Kl
Sev LTapyEL AOYOG V1A APYITEKTOVIKT] «LTTOOTNPIEN».
Ouuduat pia potaon ya myv Wavikn BiAodnkn oto
6a00g, 0mov pe eva kivnto 3G/GPS «katefadeig» Pifiia
yia Srafaopa in situ. H apyitextovikn amma&lovetal wg
AEITOVPYIKO KEAVPOG, M TTOTE Sev NTav pHovo auto.

H onpavtikotepn Si1aotaot) mg rjtav 1 Vonuatkr,
WG (POPEAG TTOAITIGUIKOV VOT|LATOG, TNG EPUNVELAG TNG
(PUOTKTG/TONTIOUIKTG TTPAYLATIKOTNTOG.

AvTO 10V Kat ompepa, SnAadr| o vonua evog Siktdov
elval 1o onueio SLETAQPT|G TOV LE TNV PLOTKT)/TTONTICUIKT)
TPAYUATIKOTNTA, £TO1 MOTE VA JWTOPOVLE VA KAVOUUE
QAVTIOTOIYTNOEIG KAl VA EPUNVEVOVE TNV TTANpoPopia.
Xwplg AUTEG TIG AVTIOTOIYNOELS, £va SIKTUO TTAN POPOPIOV
elvatl popuaiiopodg a-vontog.

IMotedw, 0TI 1) APXLTEKTOVIKT] TTAVTA —KA1 AVATIOPEVKTA-
Ba amotelel S1apOPP®OT), HETAUOPPWOT] KA EKPPAOT)
TOV PLOTKOV/TOATIO KOV TTeP1BAAOVTOC KAt EKEL

Ba Bploketar o vonuda mg. Emutiéov, n vhikodmtd/
otafepdmTa ¢ e &va oo Ba eivar 6A0 kat o
OTLAVTIKT) O€ £vav KOOHO pEovoag AUANG TTANpogopiag,
yia 600 BePara gxovpe avaykn and otabepeg yia va
vonuatodototue Tig aAayeg.

AK: ITotevete Snhadn 0T yU autod 1o Adyo £xouv
JOPEL OTILEPA O1 AVAQTIOELS YA KATOTKIEG TT0V Sev elvat
otabepég K pETAKVOUVTAL.

BI: 'Etot vopilw. Axpipag emeldn n petakivnon
KO T KIVITIKOTNTA £XE1 PTACEL 0TO ATOYELD TOVG, KOG
amotéeopa Exovpe To avtifeto poPANUa, TV avaykn
Y1a ayKUpmoT) og TOIToVE.

AK: Ozwpeite SnAadr) 0Tt og avtioToryo TAAiolo
KIVElTat Kat 1 oTpo@r) Tpog v aofavTikotnta oe oyEon
UE TIG VEEG TEXVOAOYIES; OEAD VA TTW, O OYEOT] UE TNV
emoyr) 7ov BewPeito OTL 01 vEeg TeEXVOAOYieg avapEpovTay
00 TTOAD 0TV OPACT] KAl OX1 0TV AloHavTikOTn AL

BI': H a100avTikO T ta Onuaivel pia yevikotepn
GTPOPT) 0TI «XELPOTACTI» TPAYUATIKOTNTA, OTNV
avBevtikdTa g LITAPENG oL TTEPAUPaver kat TV
VAT vtootaon. Ot awobnoeig apyidovv va mailovv
POAO axp1Pmg ylaTl eival AUecol LETAPPATTEG TNG
TPAYUATIKOTNTAG.

AK: Epaoon 2 [1 emavep@avion tov QuAov oty
APYLTEKTOVIKT) ovdnon]

BI: To AUAO TTAVTA VI PYE KA1 TO VAIKO T)TAV 0
popéag tov. H oudrmon pmepdevetar dtav prdpe ya
TO AQLAO avTi y1a TO VAIKO. AnAadT), v To GUUBOAKO,
JIVEVUATIKO, TTOMTIOMIKO UTVULA LETAPEPETAL KAL UE [T

Vassilis Ganiatsas

Architect, Ph.D. (Philosophy and Theory of Architecture - Edin),
Ass. Professor of Architectural Design — NTUA

Interviewed by ATHENS by SOUND

AK: Question 1
[new technologies - conceptions of space - architect]

VG: This issue seriously undermines the value of
architecture. Wireless information flows everywhere and
has no need for architectural “support”. I remember once
seeing a proposal for the ideal library, which was located
in a forest where you could download books using a 3G/
GPS mobile phone, and read them in situ. Architecture
is losing its value as a functional shell; but architecture
was always much more than that. The most important
dimension of architecture has always been conceptual/
contextual - its cultural connotations and ability to
interpret a physical/cultural situation.

This is equally valid today; that is to say, the relevance

of a network is the point where it connects with physical
or cultural reality, which allows us to analyse the
correlations between them and interpret the information.
Without these correlations, an information network is a
meaningless formalism.

I believe that architecture will always — and inevitably —
constitute a formation, transformation, and expression

of the physical/cultural environment; that is where its
meaning will lie. Moreover, architecture’s materiality/
stability in one place will be become ever more significant
in a world of fluid, immaterial information, at least as long
as we need some stability in order to make sense of these
changes.

AK: Do you think this is the reason why research
into movable residences has declined recently?

VG: 1 think so. The very fact that movement and
mobility have exceeded all previous limits has created the
opposite dilemma: the need to anchor oneself to a place.

AK: Do you think there is a comparable explanation
for the recent shift towards sensuality in relation to new
technologies, whereas before technology was considered
to have more to do with sight than sensuality?

VG: Sensuality signifies a broader shift towards a
“tangible” reality, towards the authenticity of existence
that includes material substance. The senses start playing
arole precisely because they are simultaneous interpreters
of reality.

AK: Question 2 [the immaterial and its
reappearance in architectural discourse]

VG: The material is simply the vehicle for the
immaterial, which has always existed. The discussion gets
confused when we talk about the immaterial as opposed
to the material. That is to say, if symbolic, spiritual, or
cultural meaning is transmitted in a non-material way,
what is the purpose of matter? In the past, the only way to
construct a pyramid was with building materials and hard
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VAIKO TpOTT0, TOTE TL Xperaddpaote v VAN; Zto mapehbov,
0 HOVOG TPOTIOG VA KATAOKELAOTEL L upapida ntav n
VAKOTNTA Kat 0 avOpammvog poxBog ya v vAomoinon
™MG. AV OT)HEPA UITOP® VA EX® TO AVTIOTOLYO ATTOTEAETHA
XWPIG TOV KOO Kat TNV VA, UHTI®G VAL TPOTIUNTEOD;

Kt auto payvoupe amd 1o 1991 HEXPL OTUEPA LE TOV OPO
immaterial. IIlotev® OUWG, OTL 1) VAKT) vtooTaon Sev ntav
TTOTE HOVO 0 POPEAG EVOG AVAOV TTOAITIGUIKOV VOT|LLATOG,
A HEPOG TOV VOT|LATOG AUTOV.

2I': Towg auTtod oUVEEETAL KAL LE AUTO TTOV
TPONyoUHEVKG elmtate mepl Siemapng Siktdov-
TPAYUATIKOTNTAG, TPOKEUEVOL va TtapayOel vonua.

BI': Akp1fmg! AMA poAg Topa o katahafaivoupe
auTo.

2T: 'Exel eviiagpepov o0t 1) avtidpaon mov
SapoppmOnke ekelvn v emoyn yévvnoe pia avtifeon
0TO VAKO KAl 0TO AUAO KA 100G akplmg emeldn)
o8nynbnke n oxéyn o€ avTNV TV TOAWOT €lvat T0V
KATAPEPALE OTLEPA VA ETNOTPEWPOUNE Kat vaL Sovpe 0Tt
autd ta §Vo mpaypata dev etval teAikd 1000 VKOO va
Saywplotovv.

BI: Eipaote mavia mave o€ Eva EKKPEUES.
KaBe @opd tovidoupe v pia akpaia O¢on/akpn kat
petd v avtibetn kat To eviia@epov elvar avtn N
sahvSpopnon. H @etivi) Biennale Aget va pnv korta&ovpe
Ta ida ta Kk pua, aAA T elvan Tow astod Ta KThpa,
WG OKEPTONAOTE YU AUTA, TOG CLINTANUE YU AUTA, TU
avtutpoowtevovy. BéPara, Ba pmopolioe kdmmolog va
AVTITEIVEL TG OAQ AVTA EVOMUATMOVOVTAL OTA KTHPL
KAl EMITAL0V, TTOG Ba LITOpoVoALLE VA EpUNVEVCOVUE
xwpig avtd; Ta kTHpla yapaktnpidovial «Ttdgot g
APYLTEKTOVIKNG», AAAA €EAPTATAL TOCO EKPPATTIKOG
umopel va eivat &vag Tapog.

AK: Nay, ylati évag Ta@Qog pItopet va eivat kat eva
TOMOOM O, EVAL 0POCTLLO.

BI: Av Se1g 10 KT p1o wg ovdetepo adanepaocto
KEAVPOG, OVIWG KPUPEL TNV 18101TEPOTNTA TOV
APYLTEKTOVIKOV YeYOVOTOG. Me autiv Ty évvola, etvat
TPOPANUA KA TIPETEL VA TTALE TEPA ATIO TO KEAVPOG.
AN\ £T01 elvan oav va SeXOUATTE OTL I} APYLTEKTOVIKT)
SuoTuyg Eyve Eva 0VdETEPO KEAVPOG - Kat OTL T ovoia
elvat AoV, oav va yaoape Alyo toAd v aiolodogia yia
L ap1TeKToVIKT TTov prtopel va EavaPpet tov Anpn
TOAITIOLIKO TNG POAO.

XA: Towg, OU®G, va TApATNPEITAL KAl AUTO TO
(PAVOUEVO OTNV APYLTEKTOVIKT), EMELBT) KA 1) ETTOXT) HLAG
elvan ToAU pevoTh.

BI: Kastote giyape Ty ToKOTNTA WG KPLTIPLo
ToL vorjuatog. Meta eixape Tov atomo Siebviopo. Topa
Sev €youpe OUTE TNV TOTKOTNTA - IOV XAoape efartiag
oL S1eBviopov - olte 0 S1ebviopog pag exppadel, yati
apu@opntotpe Tov Soypatiopod tov. AMQ, 0 «TTOAITNG Tov
KOopov» pe 1o GPS kat to 3G KivnTo va ekotaotadetan
Q7T0 TNV TOTUKOTNTA UIA L0TOPIKNG TTOANG;

H Biennale pag mpotpémnel va pnv deopevopaote
QIO TOUG LVAOTIOUNUEVOUG XMPOUG, KAl VA KOITAEoUUE

labour. If I can produce the same result today, without
the physical effort and raw materials, wouldn’t that be
preferable? This concept of the “immaterial” has been

the subject of architectural debate since 1991. However, I
believe that material substance has never been merely the
manifestation of immaterial cultural meaning, but is part
of the meaning itself.

SG: This relates to what you mentioned earlier
about the inter-connection between information networks
and reality, which is essential to create meaning.

VG: Exactly! But we are only starting to understand
this connection now.

SG: It is interesting that the reaction at that
time created a polarity between the material and the
immaterial. Perhaps this binary opposition is what has
allowed us to revisit the relationship between the material
and the immaterial today and to realise that the two
cannot easily be dealt with separately.

VG: We are always swinging on a pendulum. We
emphasise an extreme view at one end of the pendulum,
then we veer towards the other extreme; this movement
back and forth is what generates interesting ideas.

This year’s Biennale invites us to look not at buildings
themselves, but at what lies behind them: how we think
about them, how we discuss them, what they represent.
However, someone could argue that all these factors

are an integral part of buildings; how could we possibly
interpret buildings without these elements? Buildings may
be defined as “architectural tombstones”, but tombs can
be very expressive.

AK: Yes, because a tomb may be a landmark,
a milestone.

VG: If you look at a building as a neutral,
impenetrable shell, then it will indeed conceal the
distinctive qualities of an architectural construction.
This is problematic; we need to go beyond the shell to
get to the true meaning of architecture. Otherwise, we
might as well accept that architecture has been reduced
to a neutral shell and that substance lies elsewhere; it is
as if we had more or less lost hope that architecture can
rediscover its complex cultural significance.

CA: Perhaps this architectural phenomenon has
arisen because of the fluidity of our times.

VG: Locality used to be a fundamental element of
meaning. This was replaced by internationalism, which
is not defined by any particular place. Now, we no longer
have locality - a casualty of internationalism - nor do we
rest our faith in internationalism, because we have come
to question its dogmatism. But what of those “world
citizens”, with their GPS and 3G mobile phones, entranced
by a specific locale in a historic city?

This Biennale invites us to overcome the constraints of
constructed spaces and instead explore non-material,
“fabulous” spaces. However, we perceive virtual
environments in the same way that we perceive the
physical/cultural reality to which we belong; as I said
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un-vAorownpévoug «fabulous» xmpovg. Ouwg,
AVTIAAUBAVOUAOTE TA EIKOVIKA TTEPIBAAOVTA LE TPOTTO
AVOAOYIKO TNG PUOKNG/TOAITIOUIKTG TTPAYLATIKOTNTAG,
™G o7olag elpaoTe HEPOG - N avaykaia yia To vonua
£APT TOV SIKTVWV TANPOPOPIAG LE TNV PUOIKT
npaypatikotnTa. H avadijmon vAikov vpov ya ta
ewovika mepipariovta, eivar amdderfn g mpoonabelag
Hag va tpocBECOVLE PHYUATA PUOIKTIG TPAYUATIKOTNTA,
MOTE VA TIPAYUO-TIOUCOVLE TO EIKOVIKO TEPIPAAOV wg
TO710.

AK: Epotnon 3 [véeg texvoloyieg kat
awoBavtikotntal

BI: Exel vopidw 6T eivat kat To evola@epov g
TPOTAOTIG 0AG TTOV Agel: «Ag YVwpioovpe Tnv ABnva
QaITO TOVG NXOLG TNG, OXL TI§ e1kOVES.» H opaon eivar
1N Kuplapyn ofuepa aioBnon aAd Aape yiao omTikeg
QATATEG, EVM eV PTOPOVUE VA LIAALLE YA NYNTIKEG ATTATEG.
O 11X0g €XE1 TAVTA Pid TPAYUATIKOTNTA - 0TV TPOTAOT)
0ag - TV Ipaypatikotta g Abnvag.

2T: TréE@Topat OTL GLUYKEKPEVES AEEELG OV
QPOPOVV TN YVAOOT] KL TNV KATAVONOT) £X0UV ETUHOAOYIKT
ovyyévela kupiwg pe v opaor - 1 Aggn Bewpia, ag movye.

BI': Nay, 0 Oewpdg. 'H axopa kat ota AyyAika,
otav Aeg «I see», onuaivel «Katadapaivw». H dpaon
Bewpeitan n TOAN ™G yvoong. ‘'OAn n 1otopia g Avtikng
PL000PIAG EIVAL YPAUUEVT AITTO PLAOTOMPOVG TTOV OL
TPWOTES TOVG TPAYUATELEG TITAV Y1 TNV OTTTIKT!

AK: Ev® 0g dM\\eg KOUATOVPEG XPNOIHOTOI0VV AL
AEKTIKA oYNuaTa...

BI': Akpiwg. To evBiagepov eivar 0TL N AEEn
“sound” oTnVv MPOTAOT 0AG Yyl TV ABTjva onpaivet
KATL OTEPED, ONUAVTIKO KA TAPATEUITEL TTLO TTOAD 0T
0TafepdTNTA TOL TTAPA OTO PEVYAAED TOV N0V (sound
argument, safe and sound, sound thinking). 'Exet onpaoia,
Y1ati 0 1X0G TAPATEUTEL OTNV TPAYUATIKOTNTA, VITAPYEL
KATL IPAYUATIKO TIOV NYEL KAl YivETal avTIANIITO W¢
nxnon. AnAadn Sev vdpyet Nog XwpPIg TNV TPAYLATIKN
Sovnon g VAng. Eniong, oe oy€on pe v 6pacn maA,
VIAPYEL TO EVOLAPEPOV OTL EVR KATL TO PAETEIG T} Sev To
BAEmerg (kpLPetar 1) OXL), 0 NXOG EXEL HiA AVOAOYIKT) OXEDT|
LLE TNV TIPAYHATIKOTITAL.

3T: Epotnon 8 [«XApTeg» - XwPIKT 0pyavwon
Kataypapaov]

BI': 310 €pyo naked city (1957) Tov Guy Debord
QTOTUTIOVETAL EVAG PUXOYEWYPAPLKOG XAPTNG TOV
IMap1o100 wg SiKTLo pe emAeypeva KEVTpa, € U
TPooTAdeld va ATOTUNWOEL 1) TOLOTIKT-TIPAYLLATIKT
ewova g moAng oe avtiBeon pe v Kapteowavn
QTOTUMWOT) TNG VM 0To €pyo Labyratoire (1962) tou
Constant amoTumt@veTal Pd mayviedng moleodopia avtl
NG AELTOVPYIOUIKIG, ®OTE v GLAAAPBEL TN Suvapukn g
TOANG KAl TV YUXIKQOV pag Siabeoewv. Ot Stadpopég pag
oTnV 7OAN Ba pItopoLoAV va XApaKTNPLOTOUV OVTOAOYIKEG
KO VO KATAYPa@oLy wg XAPTES — AVATAPAOTATELS TNG
70ANG. EmPefarmvoupe €101 OTL ) TPAYULATIKOTNTA TNG
TOANG HItopel va TPoKaAETeL T Snuiovpyia OAwV aut®v
TOV SLVATOV XAPTOV AAAA KAVEVAG XAPTNG - T) oLOTNHA

before, this connection between information networks
and physical reality is where meaning lies. The quest for
material texture in virtual environments is proof of our
attempt to infuse virtual reality with traces of physical
reality, so as to real-ise the virtual environment as an
actual place.

AK: Question 3 [new technologies and sensuality]

VG: I think this is the most interesting aspect of
your proposal. What you are saying is: “Let’s get to know
Athens through its sounds, rather than images”. Sight is
the dominant sense today; we talk about optical illusions,
whereas we cannot talk about sonic illusions. Sound is
always an expression of reality - in this case, the reality of
Athens.

SG: Many Greek words concerning knowledge or
understanding are etymologically related to the notion of
“seeing”, like the word “theory”, for example.

VG: Yes, the Greek word “theoros”, which means
both “the one who sees” and “the one who knows”, is
similar to the English “observer”. Even in English, “I see”
also means “I understand”. Seeing is considered to be
the gateway to knowledge. The whole history of Western
philosophy was written by philosophers whose very first
works were about ways of seeing!

AK: Whereas other cultures use other expressions...

VG: Exactly. It is interesting that the word “sound”
in your project about Athens signifies something solid,
significant, and corresponds more to the stability rather
than to the fleeting quality of sound (in the sense of “a
sound argument”, “safe and sound”, “sound thinking”).
This is significant, because sound inevitably refers to
reality: something real makes a sound that is heard. There
can be no sound without the physical vibration of matter.
To draw another comparison with sight, whereas you
either see something or you don’t (because it is hidden
from view), sound corresponds to reality.

SG: Question 8 [mapping — spatial configuration of
recordings]

VG: Guy Debord’s “Naked City” (1957) contains
a psychogeographic map of Paris, which consists of a
network of selected points, in an attempt to a create
a qualitative but authentic impression of the city, as
opposed to a Cartesian representation. On the other
hand, Constant’s “Labyratoire” (1962) depicts a playful
rather than functional urban landscape, which attempts
to capture the dynamics of the city and our emotional
moods. Our routes within the city could be considered
as ontological and they can be recorded as maps —
representations of the city. While this confirms that the
actual city can generate all these dynamic maps, no map
— or system of maps — can reproduce the experience of a
city, because there is an ontological distance between the
possible and the real.

CA: Question 9 [Athens and sonic identity]

VG: I think the real identity of Athens is what
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XApT@V - Sev pmopel va avamtapa&el myv eumeipia pidag
TTOANG, YT VITAPYEL OVIOAOYIKT] ATOOTACT] AVALETA OTO
Suvarto (possible) kat oto mpaypatiko (real).

XA: Epotnon 9 [ABnva kot nyntkn tavtottal

BI: Nopidw 0Tt vitapyet n tavtotta-
TPAYLATIKOTNTA TNG AOT|vag Kal auth mapdyet
wa nynTikn Staotaon padi pe mAnbog AWV
AVATAPAOTATE®Y. ZNUEPQ, TO TPOPANUA eival TROG va
TTALE QIO TIG YIMASEG AVATTAPACTACELG OTO TPAYHATIKO
- KL auTo dev etvar kabolov evkolo ylati Sev givan
VIETEPUIVIOTIKO 0UTE 0pHoAOYIKO - amtautel pia vepPaon,
&va StavonTiko aApa yua va fpolpe auto mou yevva
TIG AVATAPACTACELS. Te auTnV TV katevBuvon, n Sikn
0ag TTPOTACT] PAIVETAL XPTIO1UN TTPOKPIVOVTAG TNV
NXNTK avti mg ontikng Sidotaong g ABnvaikng
TPAYUATIKOTNTAG, A BupnBeite 0 o1 cuoOroerg eivan
avTa adMnloovumiekopeveg. Eivan eviiagpépov oto Epyo
«See Poussin, hear Lorrain» tov Ian Hamilton Finlay 6Tt
Kt 01 500 KAAMTEYVEG IOV avapEpet eivatl {wypapot-
Tomoypagot. Aev Aéet «See Poussin, hear Beethoven»
yia va ouvEEaet 800 TEXveg, aAAAA Agel: «Agg NYNTIKA TOV
miivaka tov Claude Lorrain kat ontikd Tov sivaka tov
Nicolas Poussin».

produces its sonic dimension, together with a series

of other representations. Today, the issue is how to
distinguish the real from the thousands of different
representations of reality that exist; this process is not
easy because it is neither deterministic nor rational - it
requires a transcendence, a mental leap to arrive at

the source of these representations. In this sense, your
proposal is useful because it highlights the sonic rather
than visual dimension of Athenian reality; but don’t forget
that the senses are always inter-connected. It is interesting
that in Ian Hamilton Finlay’s work *See Poussin, hear
Lorrain’, both the artists he refers to are landscape
painters. He doesn’t say: “See Poussin, hear Beethoven” in
order to connect two different art forms; instead he says:
“Observe Claude Lorrain’s painting aurally and Nicolas
Poussin’s painting visually”.
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Avaotaociog M.
Kwto10movAog

Apyrtektwv, Kadnyntg A.IL.O., AvtemotéAov
péhog g Akadnuiag ABnvav

H wtpog ovdimon yonteia g Sopnpévng
VANG 0NV APYITEKTOVIKT)

1
O2Aw, KAT apynV, Vo AvTIKpoUo® TO evoeEXOUEVO
emElpNUA OTL TO «TEPAV T) PO TOV VAIKOU» ATTOTEAEL
VEO OTOLYXELD TNG APXLTEKTOVIKNG OKEWYNG. AvTIBETWG,
TOTEV® OTL AWTOTEAOVOE KAl QTOTEAEL TAVTOTE OVOIOSEG
OLOTATIKO TOV HeBoSoAoyKoD KAt TTEPLY paPIKoD AOYyov
JTOV TIPONYELTAL TNG KATAOKELTIG EVOG APXLTEKTOVILATOG
A KA AVATTOPEVKTA, CLOTATIKO TOV TEPT TOV KTIpiov
KPLTIKOU AOYOU KAl KAT EMEKTAOLY KAl TOV OewpnTikov
OOUATOG TNG APXLTEKTOVIKNG TTOV EMETAL TNG VAOTOINOTG.

SV TPAYHATIKOTNTA, PAIVETAL OTL, OTO OAO EyXeipnua
TOL Kataokevadewy, n Sradikaoia g vAomoinong yivetat
ovowOONG HAANoV a posteriori, €€ artiag Twv ovviiBwg
SVOKOAQ AVALPESIU®V ETATMOOEDMV TTOV TAPAYEL AAA
KUPIWG KA TV AUTOTEADYV - TTEPAV TOL OXESIACHOV KAl
TV mpobBEcenv — allOv mov pooTifevial o€ Eva XMPo
UETA TNV VAOTOINOT) TOL.

Tnv moAvtéAeia tov va Sabetet coPfapo mpo kan mepav
OV VAIKOV HeBo8oAoyiko kal pUNVEVTIKO AVTIKEILEVO
paivetal 0Tt TV EXeL11aiTepa 1) APXLTEKTOVIKT) -
OUYKPLVOUEVT LE TIG AANEG EIKATTIKEG TEXVEG - €

atiag g MTOAATAO TN TAG TG kKo 18img €€ artiag

™mg Srevpupévng mept Tov KTipiov evaoyOANong twv
TAPAYOVIWV TTOV CLVTEAOVV 0T Snovpyia tov. To av
aUTO OPeIAETAL 0TO O1IKOVOUIKO HEYEDOG TOL AVTIKENEVOL
NG APXLITEKTOVIKIG, AV OPEIAETAL OTNV EVPVTEPT
KOWVWVIKT] OHaoia Tov 1) av ogeiletal kat ot Bempntikn
£PEOT TV TEPL TNV APYLTEKTOVIKIIV ATXOAOVUEV®YV,

elvaun tpog epevva kar andder€n. To mbavotepo eival va
ovpfaivouv OAa padi.

SNV APYITEKTOVIKT TTAPATIPOVLE ETLONG EVA EVOIAPEPOV
(PAVOUEVO OUYVOTEPO QIO O,TL O€ AMEG TEXVEG: TO
(PAVOLEVO TOV VA VAVAYEL OLYVA 1 VAOToiNoT Hag

18€ag n omoia exel e€eliyOel pedenuikd. H pataiwon
autr| optidel v 18€a evioTe Kat TOAD Epav g aglag
™G, KVpilwg emeldn 1 exeVLOT YA T LOPPOTOINTT) TG
elvar ovvnBwg peyahltepn Ao 0,Tt 0€ Eva LOVOTKO T) O
éva {wypago. ITap’ GAOV OTL Kl Ol APYITEKTOVES EXOVLE
TNV EUTELPLA TNG TTAPAYWYIKNG ATTOPPIYNG 18EDV 0TO
0Tad10 NG GLVOEDTG, WOTOOO TPETEL VA OLOAOYTTOVNE
OTL 70T Sev elpaote evTuyelg OTav Eva oxedaotika
O0AOKANPWUEVO KTIPLO pag amotuyxavel va viomonOei. To
oTL auT 1 EMenyn evtuyiag eviote peyeBuvel v a&ia tov
patawBevTog eivat 10mg YuxavaAutika eENynoipo mpémnet
OLWG VA TPOGEEOVLE TO YEYOVOG OTL LITOPEL va TTpoaHETel
0TO HATAIWOEY HETAPLOKEG 1810TNTEG KAt va eE18avikevEL
™m Sradikaoia mapaywyng AUAMV «AVTIKEILEV@V>»
UETATPETOVTAG TA O€ £V 150 MEPUTAAVWUEV®V
PAVTAOUATOV.

2
Nopidw éva e€oxwg eviiagpepov gnnua BEtel o
mnpotelevtaio epwmua g opddag Athens by Sound

Anastasios M.
Kotsiopoulos

Architect, Professor A.U.T, Corresponding
Member of the Academy of Athens

The debatable appeal of structured
matter in architecture

1
First, I would like to refute a possible argument to the
effect that elements “beyond or before the material” are
a new factor in architectural thinking. On the contrary,
I believe that this always has been, and remains, an
essential component of the methodological and descriptive
discussion that precedes the construction of a work of
architecture; but also, inevitably, of the critical discussion
about buildings, and by extension, about the body of
architectural theory that concerns implementation.

In reality, it appears that in the overall undertaking of
construction, the process of implementation becomes
important mostly a posteriori, in view of the almost
irrevocable impact it produces, and especially in view of
the distinct values - beyond design and intentions - that
are attached to a space after its construction.

Compared to other visual arts, architecture enjoys

the luxury of having a significant methodological and
interpretative subject before and beyond the material
plane, because it operates on multiple levels, and
especially because of the engagement of a broad range
of factors that all contribute to a building’s creation. The
question of whether this is due to the construction budget,
or to the building’s broader social implications, or to the
theoretical bent of the architects, is open to research and
corroboration. Most probably, it is due to a combination
of all these factors.

Architecture includes another interesting phenomenon,
which occurs more frequently than in other arts:
frequently, an idea that has been developed is not actually
implemented. This failure to materialise often gives an
idea much greater weight than its actual value, mainly
because the investment needed to give it form is usually
much bigger than it would be for a musician or a painter
to implement their ideas. Even though we architects also
go through a productive process of rejecting preliminary
ideas during the stage of composition, we have to

admit that we are never happy when a building we have
designed fails to materialise. The fact that this frustration
sometimes exaggerates the value of the cancelled building
may be easy to explain psychologically, but we must be
mindful that it can infuse the cancelled building with
metaphysical qualities and idealise the production of
immaterial “objects”, converting them into something
like “wandering ghosts”.

2
I think the penultimate question posed by the Athens
by Sound team raises a very interesting issue, which
also touches upon the team’s proposal for the Biennale.
The question is: “How can the experience of a city
be reproduced through a spatial organisation of the
material that is generated by different types of recording?
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OV AITTETAL EPUETWG KAL TNG TPOTAOTG TNG Y TNV
Biennale. To epotnpa gival «twg pmopet va avamapaydet
1 epmtepia pag oANG HECTW® LG XWPIKNG 0pYAVKOONG

TOV VAIKOV TTOU TTPOKVITTEL AITTO S1APOPETIKMV E18MV
KATAYPAPEG, TL Lmopel teAkd va xaptoypapnBel kat Tt
TAPAUEVEL AXaAPTOYPAPNTO». ITaipved apopur) and to
£POTNLA AUTO YA VA TIPOXWPTIO® ALYO TIEPIOCOTEPO TIG
OKEWPELG LOV.

Motedm 0T 1 AVATIAPAY WY TG EUTTEIPIAg TG TOANG 1)
TOV XMPOL YEVIKOTEPA, HECK TTOMATADY «AVAYVHOOEDV»
KOl HEOW TNG XWPIKIG OPYAVMOTNG TOV VAIKOV TT0U
TPOKVITTEL AITO TIG AVAYVOOELG AUTES, Elval ATOAVTWG
avapevopevn oty apyrtektovikn. To eyyvata n
TOAMATAOTITA TOV APYLTEKTOVIKOU (PAVOLEVOL KAl O
oUVOETOG XAPAKTNPAG TNG APYLITEKTOVIKNG EUTEIPIAG,

yia TV ortoia emotpatevovTal oxedov 0Aeg ol cuodnoeg.

To §Vo0k0A0, WOTOCO, EIVAL VA ETTVOT|OEL KAVEIG TNV
TEXVIKN He Baon v omoia Ba ftav kat apyny Pkt
Kot Kupiwg Oa maprjyaye mpaypatiko aodntikod vonua

N aAMnAentifeon avtev TV avayvooewny. Mnv Eexvovpue
OTL N oONTIKT TOWTNTA OPeileTan oe oNHAVTIKO Babuo
OTNV TTOADTAOKT eV AAAA €E0X WG AoY1KT Kt kaBoAov
petapuoikn Stadikaoia g avayvoplong mg doung —
Kat, katd Babog, kat g ouvBeTikng 18€ag - Tov KTipiov 1)
oL aoTikoV xwpov. H Sradikaoia avtr) avap@ioprimra
Kuprapyeitar asmo pia asmo Tig awobnoeig, myv opaon.

TV autd AAMWOTE CLYVA PAG APKOVY LOVOV O1 EIKOVEG
£vOg KTIpiov yua va ydiovpe ta faotkd arobntikng aglag
ovumepaopata. To pEow Twv AV alofnoewv avTiAnmTTo
A ka1 Eva pHeyaAo pépog Tov i81ov Tov omTIKOL
pawvopevov amotelel katd kavova tpootiBépevn afia
oTNPWOLEVN KAT ApXIV OE GUVEIPHOVG.

davtaoteite AOUTOV OO0 O TOAVITAOKO YIVETAL TO
oLOTNHA OTAV 1) IEPAV TNG Opaong Kataypapn Siekbikel
g Skég g Sopeg kau ™ Sikr) TG Aoyikn) ouykpoOTnoN
WOTE VA CUVOPALLEL 0TIV EPUNVELN TOV XOPOVL 10AELA T
£0TM OUYKPIioLA Pe TV omTikn Kataypaen. [Towa Ba
nTav, Aoyov xapn, n Bepelddng Sopn g NxNTKNg
AVAYVKOOTG VOGS KTIPLOL 1) £VOG A0TIKOV OXNUATIOLOV;
Me morovg 0povg Ba pmopovioe va kataypaget; Ilog ol
petaforég mg Ba prropovoay va GUOYXETIOTOVV E TN
oTafepdTNTA — 1) KAL TN HETAPANTOTNTA — TNG OTTIKNG
opyavmong; Oa pmopovoav va emvonBovv kat va
Kataypa@ovv crtmdelg oxeoelg avaueod tovg; Eival ta
HEOA KA 01 TEXVIKEG KATAYPAPTIG O€ XAPTEG CUYKPIoIUQ
N tavtedmg aovppata; Kai, teAMkag, ylati oAa avtd;
Yrapyet kAT KpupUUEVO 1) TapapeAnévo otov ouvnon
TPOTO UE TOV 07010 AVTIAAUPAVOLAOTE KAl TTEPLYPAPOULE
TOV APYLTEKTOVIKO XMPO MOTE VAL AloBavopaoTe Ty
AVAYKN KAT ovoiav va «emaviSphooupe» TO EPUNVEVTIKO
OLOTNUA OTNV APYLTEKTOVIKN);

Agv PItop® VA AITaVINo® 0TA EPWTNHATA AUTA, AV KAl T
Bewpm ovawSN. Avto oL Ba HBeAa va Aoy etvat
va OO0 0w 0€ piav DKOAN ATodoyT TNG EPUNVEVTIKNIG
10XV0G EVVOL®YV TIOV glvan e yonTeuTikeég katd Babog
Opwg e€axolovbovv va gival HaAAOV akatavonteg. XTov
TEPL APYITEKTOVIKNG AOYO, TETOLEG EVVOLEG GUVIOWG
gpyovtal wg Savela amod @rhooo@kda nedia omov Exouvv
KOATAKTAOEL TNV EMLPPOT| TOUG EVKOAOTEPA O GUYKPLOT|
LE TO LOAOV CUUITIIECHEVO KAL ETOTILOAOYIKA ATAPES
71ed10 NG APYITEKTOVIKNG «XWPOAOYIAG», Xwplg

Ultimately, what can be mapped and what remains
unmapped?” I would like to discuss my ideas briefly
here, using this question as a starting point.

I believe that a reproduction of the experience of the

city or of space generally via multiple “readings”, and

via the spatial organisation of the material arising from
such readings, is fully expected in architecture. This

is guaranteed by the multiplicity of the architectural
phenomenon and the complex nature of the architectural
experience, which engages virtually all the senses.

However, it is more difficult to develop the technique
that would make the super-imposition of these readings
possible, and more importantly, would have true aesthetic
meaning. We should not forget that aesthetic quality is to
a large extent due to the complex but gloriously rational
and by no means metaphysical process of recognising
structure - and on a deeper level, the idea of synthesis - in
buildings or in urban landscapes. Without doubt, this
process is dominated by one of the senses - vision. That

is why pictures of a building are often sufficient for us to
draw basic conclusions about its aesthetic value. What

is perceived by the other senses, but also a large part of
the visual impact itself, usually constitutes added value,
mainly based on the association of ideas.

Imagine how much more complex the system becomes
when other forms of recording beyond the visual seek

to acquire their own structures and their own rational
cohesion so as to contribute to the interpretation of space
equally, or at least comparably, with visual recording. For
instance, what would be the fundamental structure of an
auditory reading of a building or of an urban structure? In
what terms could it be recorded? How could its variations
be correlated with the stability and/or changeability of
visual organisation? Would it be possible to discover and
record causal relationships between the two? Are the
means and techniques used in map-making comparable
or totally incompatible? And finally, what is the point

of all this? Is there something that remains hidden or
overlooked in the usual way in which we perceive and
describe architectural space, something that makes us feel
the need to essentially “re-establish” the way we interpret
architecture?

I cannot answer these questions, even though I

consider them important. I would like to avoid sliding
into a facile acceptance of the interpretative force of
concepts that are attractive, but essentially remain

rather incomprehensible. In architectural theory, such
concepts are usually borrowed from areas of philosophy
in which they have acquired influence more easily than

in the rather constricted and scientifically vague field of
architectural “spatio-logy”, though this does not mean that
their interpretative value is self-evident. A typical concept
of this kind is “atmosphere”. Having studied Heidegger
and Norberg-Schulz in the past, I am ready to agree that
this concept seeks to encompass the non-visual features
of a space and has contributed to our understanding of
the meaning of “place”. On the contrary, its metaphysical
aspect has probably confused architectural thinking,

and led at least one generation of architects to grave
misunderstandings. Norberg-Schulz himself resorts to

an extremely systematic analysis of the components of
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aUTO VA ONPAiVEL OTL 1) EPUNVELTIKT TOUG adia eivat
autamodektn. Mia xapaktplotkn t€tola Evvola

elvau ekeivn g «atpoopaipag». 'Exovrag aoyohndet
apketd oto apeABov pe tov Heidegger ko tov
Norberg-Schulz, eipan €toog va ouppwvhRow 0Tt N
£vvola auTn emdntel va atoSmoel YapaktploTkd evog
X®POL TEPAV TNG OPAOTIS KA OTL Exel fonOnoel apketd
0TO va Katavonoovpe Atyo fabltepa v évvola Tov
«tomov». To petagpuotkd g éviuua, avtifeta, exet
UAANOV GUOKOTIOEL TNV APYITEKTOVIKT OKEWYT KAl EXEL
UAAAOV 08N YTIOEL TOUAQYIOTOV LA YEVIA APYLTEKTOV®V
oe Spapatikeg mapeEnynoeig. AAMwaote o 1810 o
Norberg-Schulz katagpevyet og piav Akpwg CLOTNUATIKT
AVAAUOT] TV CUOTATIK®V TN £VVOLag AUTHG, OMTIKMV
KO pun, avapovtag katd Badog v SiaknpukTikn ev
eider pavipéotou enibeot) tov evavtiov g AOYIKnG kat
TOV AVAAUTIKOD AOYOU 0TIV APXLTEKTOVIKT). YTApYOLV
KO AANEG TETOLEG EVVOLEG AVTIOTOLYNG OAYNVEVTIKNG
yonteiag mov, 18iaitepa ONHEPA, ATALTOVY TIPOCOYT OTOV
XEPLOUO TOVG, LE MPOEEAPYOLOA I0WG TNV £vVvold TOU
«Bpavopatogy. Auto Opwg 0dnyel ae pav aAAn ouvditnon
TOAD TEPAV TWV OPIWV AVTOL TOL GUVTOLOV KEUEVOL.

3
Oghw va KAelow Qe ta ovvTopn opoloyia mioTng otV
VAIKOTNTA TG APYLTEKTOVIKNG, 0TIV AUTOTEATN - TTEPAV TOV
PACEWV TOV OYESIATHOV KAl TNG €K TWV VOTEPWV KPLTIKIG
- a&la oL KTpiov, aAA KAl 0TV TOAMATAO TN TA TG
AVTIANYNG TOV APYLTEKTOVIKOU XMPOU KAl T CUUHETOXN
OAwV TV aodnoewv og avtyv. Tehikog, vouidw ot n
£0TW KAl EUPEOT) aU@LoPiTnoT) g avtotelovg a&iag Touv
APYLTEKTOVIKOV XMPOU HAMOV TOV 1tpoabétel tapd Tov
agpaipel yonteia. To Auho kat To AKTIOTO €ival TEAIKGWG Ol
KOADTEPOL GUUUAYKOL KAl O1 AVATTOOTIAGTOL GLVOS0L TOV
UAIKOV KAl TOU KTIOUEVOUV.

this concept, whether visual or not, essentially refuting
his declamatory, manifesto-like attack on logic and
analytical discussion in architecture. There are other such
concepts, which are equally appealing, which should be
handled with care, particularly at this time. The concept
of “fragmentation” is perhaps the most important of these
concepts. But this is another issue that is far too complex
to be elaborated in this short text.

I would like to conclude with a brief admission of my

faith in the materiality of architecture, in the independent
value of the building - beyond its design and subsequent
criticism - but also in the multiple perceptions of
architectural space, which involve all the senses.
Ultimately, I think that even an indirect questioning of
the independent value of architectural space increases

its appeal, rather than reducing it. In the end, the
immaterial and the unbuilt are ideal allies and inseparable
companions of the material and the constructed.
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Constance Classen
Baokog ouyypagpéag Tov cLAAOYIKOU Apopas
H oMok wropia g oopng (Ladi pe tovg David Howes
kat Anthony Synnott, [TAéBpov 2005), cuyypageag tov BifAiov
Worlds of Sense, petafh dwv.

Koopor tev awodnoenv: Ilpooeyyifovrag
T0 a0pato ePBarrov

TuviiBwg tapaAgmovpe 0,Tt Hag PAIVETAL TTPOPAVEG.
Tolto olyovpa ovpfaivel kat pe Tig coOnmplaxég
Slaotaoeig Tov kTiopévou pag mepipdirovrtog. Ta omitia
pag, ot 5popot pag, o1 oAeIg pag dev eivan ovte ta oxEda,
OUTE 01 PWTOYPAPIES, OVTE O1 TVAKES {WYPAPIKNG KAl

01 TV POUIKEG KAPTEG OTIG OTTOIEG OAA ALTA CUYVA
avAyovTal, aAMA atoTteAoV £va TAOVO10 TTPoToV QOUWONG
NXOV KA APOUAT®V, VPOV Kal Xpwudtwv. Bubilouaote
OTIC YEVOELG TNG AOTIKNG ATHOGPALPAG, S100)I{OVUE TOVG
NXOVG T®V SpOH®V NG TOANG, TECOVIE KA OTTPMYVOUUE
KOl OKAPPAADVOULLE péoa kat £Ew arto ta ktrpla. Ku
OLWE, LEYAAO HEPOG AVTIG TNG EUTTEIPIAG TTAPAUEVEL KATK
Qtd TNV EMPAVEIA TNE OLVALOONONG: EVTVTIOVETAL OTA
OOUATA HAG APTVOVTAG AVETIAPOVE TOVG VO TIKOUG HAG
xapteg mov atnpidovtar oty opaot. I[lag Ba propovoape
va HaBovpe va OKEQPTOPAOTE HECK TV ALOONOEMV pag
OTAV HEAETANE TTOAEOSOUIKO KAl APYITEKTOVIKO OXESIA0UO;
"Evag tpdmog Ba ntav va gEpovpe TNV EMPAVELAL AUTEG
TIG EVIVTIMOELS TTOV oLVTIBWG YavovTal aTo VTOabpo: va
g Staywpioovpe amd to cuvnBopEvo Tovg TEPIBAAOV
KO va TIg avadiatd&oupe og VEOUS OYXNUATIOHOVE.

Tétowa eivan kau 1) avalwoyovnTIKT} TTPOCEYYLoT

JT0V ETAEYOLV 01 veapol Snuiovpyol tov Athens by

Sound xaBawg eneepyadovtal HOVTEAA UN-0ITTIKNG
xaptoypagnong. 'Evag dAog tporog Ba éporale pe

AUTOV TTOV ATTACYKOAEL EpEVA OAA AUTA TA XpOVIaA TTOV
YPAY® ya tig aobroeig: Sniadr), va fubiototue otoug
aoONTPLaKoVg KOGHOUG AM®V TOTTWV Kat AAAWV
enmoyv. Mia T€To1a Tpootyyion i0wg Hag emTpePet va
£MOTPEYOVLE OTOV O1KO pHag TOTTO KA1 XPOVO UE PPETKA
pata kat autid kat piteg, kabag emiong kat mbavag pag
KatevBuvel Tpog EVAAAAKTIKOUE TPOIIOUG UE TOVE OTTO10VG
Ba propovoaue va kataokevadovpe Ta AodNTNPIOKA pag
sepiBdAovta Aapfavovtag vToYn TG LLPWOIES KAt TOVG
TIXOVG KO TA XPMLUATA JTOV HAS EVOVOUV TO00 evEOLUXA
UE TOV KOOHO pag.

TG £PEVVEG OV OYXETIKA Ie Toug aonmplakoig
KOOHOUG M@V TOMTIoHGV, Epaba ta mAeiota amod
avBpamovg mov kdmote Ba eiyav Bewpndel tpwToOyovol,
Jt0L otlyoupa Atya Ba eiyav va ida&ovv otovg
«ITONTIOHEVOLG» KaToikovg Tov IIpatov Kdopov oxetikd
pe AemTEG odNTNPLaKES eMEEEPYATIEG T) LUE TNV TEXVT] TOV
Biov. Amto toug Ongee twv Nnowwv Andaman otov KoAso
™mg Beyydng avakdvya tov 1pdmo va stpooeyyilo to
TOTTO WG «OOUNTIKO TOTO». Ze avTiBeon LE TO OTATIKO
OTTIKO HOVTEAO TOV XOPOUL OTIWE AUTO TTAPOoLoIadeTal

0€ AUTIKA TEYXVILATA 0TS 01 XAPTESG KA O1 EIKOVEC, TO
00ouNTIKO TOTTio TV Ongee eival TETOL0 TTOV CUVEXMG
SloykaveTal kat cuppKVOLTAL KAl LETAAAOOETAL KAOGOG
payeipegvovral SlapopeTikad ayntd, kabmg avhifovv
Srapopetikd Aovhovdia kot kabmg puoovv Sragpopetikol
Avepol Tvw astd to vnol. H pevotn avtidnyn tov xopov
twv Ongee 7ov BacileTar 0NV ooun avoiyet pia oAOKANpN
VEQ OTITIKT] Y1 TNV TIPOCEYYLOT) TOL OXESIAGHOV KT piwv
kot tep1BarAovTav, pia otk 1) omoia Ba Bewpovioe Tig
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Lead author of Aroma: the Cultural History of Smell
(with David Howes and Anthony Synnott),
author of Worlds of Sense, among other works.

Sensuous worlds: Accessing the
invisible environment

What seems obvious is often overlooked. This is certainly
the case with the sensory dimensions of the built
environment. Our houses, our streets, our cities, are

not the blueprints, photographs, drawings, postcards to
which they are so often reduced but a rich sensory brew of
sounds and odours, textures and colours. We drink in the
flavours of the urban atmosphere, we wade through the
sounds of the city streets, we press and push and clamber
in and out of buildings. Yet much of this experience lies
below the surface of consciousness: it impresses itself

on our bodies while leaving our visually-based mental
maps untouched. How may we learn to think through
our senses when contemplating urban and architectural
design? One way is to foreground what are usually taken
to be background sensations; to separate them from their
customary environment and to rearrange them in novel
configurations. This is the stimulating approach taken

by the young creators of Athens by Sound as they work
through models of non-visual mapping. Another way is
one which I have elaborated over the years in my writing
on the senses: that is, to immerse oneself in the sensory
worlds of other places and times. Such an approach may
enable us to return to our own time and place with fresh
eyes and ears and noses and also alert us to alternative
ways in which we may craft our sensory environments,
taking account of the smells and sounds and colours which
so intimately unite us to our world.

In my investigations into the sensory worlds of other
cultures I have learned the most from peoples who once
would have been regarded as primitive, with little to teach
“civilized” first-worlders about sensory refinement or the
art of living. From the Ongee of the Andaman Islands

in the Bay of Bengal I discovered how to approach the
landscape as a “smellscape”. Unlike the static visual model
of space presented by such Western artifacts as maps and
pictures, the Ongee smellscape is one which continually
swells and shrinks and alters as different foods are
cooked, different flowers come into bloom and different
winds blow over the island. The Ongee’s fluid, smell-
based notion of space presents a whole new perspective
from which to approach the design of buildings and
environments, a perspective which would consider the
movements of bodies, air, water, light, and sound within
space to be as important as the encompassing structures.

From the Desana people of the Colombian rainforest 1
learnt that sensations are not only a matter of sensory
acuity but of cultural meaning. The Desana are attentive
to each birdsong, each texture of bark and basket, each
colour of flower and fish, each flavour of fruit in their
environment, and assign to each a particular significance.
Through their material culture and their religious
practices the Desana interweave sensations and meanings
in order to create a sensory totality which is not only a
source of aesthetic pleasure but also held to be essential to
physical and spiritual well-being.
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KIVIOEIG TV OOUATOV, TOU Agpa, TOU VEPOV, TOV PMTOG
KL TOV TIX0U HECA OTOV XWPO TOCO ONUAVTIKEG OO0 KA TIG
KOATAOKEVEG TTOV TG TEPIPAAAOLV.

A7t6 Tov A6 Twv Desana tov tposmkov 5aoovg g
Kolopiag eépaba 6Tt o1 evrvnwoeig Sev eivan povo
Beua aloOnmplakng o&udépkelag aAA kat TOMTIOTIKOD
vorjuatog. Ot Desana e0Tiddouv v TPOCoyT| TOUG OTO
rtifiopa kaBe TovALoD, oV LET KABE PAO1OV Kat
KkaAaBiov, oto xpopa kdbe AovAovdiov kat apiov,

01N yevon kabe @polTov tov meptPAAAOVTOG TOVG,

kat amodidovv pia Waitepn onpaocia oe kabéva amo
autd. M&ow TOV LAIKOV TOUG TTOAITIOHOV KAt TWV
BpnokevTK®OV TOVg TPakTIK®V ot Desana Stamhékouvv
EVTUTIMOELG KAl VOT|LATA TTPOKEUEVOL VA Sntovpyricovv
pia anoBnnplakn oAdTnTa 7oL Sev amoTeAel povaya
TNy AoBnTIKNG amolavong, aAa Bewpeitar emiong
QTTAPALTNTN Y1 TNV QUOTKT) KAL TNV TIVEVUATIKT gvegia.

Evopaoeig oav kat avutég Sev elvan amapaitnto va
TPOEPYOVTAL LOVO ATIO ATTOLOVWUEVOUG 10ayevelg

Aaovg. Axopa ko pEoa otig BopuPadelg moAeLg Tov
Bropnyavomonuévou KOaHoL VIapYovV AvBpmITol oV
AUPLOPNTOVV TO KUPLAPXO AVTIANTITIKO LOVTEAO HECW

TOV EVAAAKTIK®OV TOUG TPOTIWV VA AANAeSpolv pe tov
KOO0, TNV €PEVUVA LLOV € QUTH| TNV TEPLOXT], Ol EUTEIPIES
avBpOmoV oL eivat TuPAol pov pavnkav efapetikd
QTOKAAVTITIKEG O€ OXEDT) E TIG OMTIKES TPOKATAANYPELG
TOL oVYYpovovu oMTiopov. H mepujynon oe alobeata, n
YPNYOPN €EETAON TOV ETUPAVELDV, 1) AVUYPWOT] TNG EKOVAG
VIEPAV® TNG OVOLAG - OAA TOVG TOGO XAPAKTN PLOTIKA
YVOPIoHATA TNG VEMTEPIKOTNTAG - XAVOLV TNV OTHACIA
TOUG YA AUTOVG IOV Sev pitopovv va BAEmovy. Ttnv
MEPITTWOT TWV TUPAGDV, 0 KOTLOG BLidveTal w¢ pia
Suvapukn aMnAentibpaon Nxwv, LUPWSIOY KAl VPGV Kal
OX1 WG Hia TEPATTIKT) OKNVT).

Ta&i8evovtag oTovg onTnpPLaKovg KOGHOVG TOU
mapeABovTog Bprika emtiong apkeTo VAKO ov au@rofntel
TG TpEYoVoEg aonmplakeg a&ieg Kat TPoTEPALOTNTEG.
Ot e€ednNTNUEVES TTPAKTIKES APWUATIOUOV TG Apyaiag
EMG8ag Seiyvouv o Sev xperdletan kaveig va taideyet
ota Nnowd Andaman yia va Bpet éva toAtiopo va
APEPAOVETAL OTNV OOT). ZTIG TTOALELG TNG APYXAOTNTA,

va oTveLg eva koo Beapa onjpawve va Badeig éva

KOAO apwpa kal kapia mapélaon 1) yoptr Sev fjtav
OAOKAN POUEVT XWPIG TO CUUTATPOUA TWV EVWOLDV

g (o omoio prropovoe va mPootebel akopa Kat 0To

1610 T0 PayNTO). ZTNV AKUN TNG LECAWVIKNG TTOANG,
KUPLAPYXOUOAV Ol EVIOVES EVIVTIMOELS: EEECNTNUEVA
XPOUATA, AVOUOAAEG TTPOYYVAEG TAAKOOTPWOELS, BPaYVES
KPAUYEG KA HUPWOIES (PAPLAG AVAKATEDOVTAV LIE TO
0oXeS1A0UEVO PWE TV VOAOYPAPTUAT®V TV TApabUp®yv,
mv evwdid Tov BuANATOg KAl TOV KABAPO, KATAVUKTIKO
XTOTO QIO TIG KAUTIAVEG TNG EKKANTiag. 'Ommwg Kat ot
Desana, o1 kdtoikot Tov Meoainva £fpiokav mvevpankd
Ko NOKA vonpata og OAd Ta XPOUATA, TOVG TX0VG Kat
TG LVUPWBIEG ToL TP PAAAOVTOG TOoug Kat Bewpovoav

mv Sayeiplon AUtV TOV TOKIAWY EVIVTTOOE®V
QITAPALTNTI YA TNV TIVEVUATIKT] KA TNV (QUOIOCWLLATIKT
gvefia. Avvatd apOUATA KPATOVTAV HAKPLA TIG
HOAVOHATIKEG LUPWOIEG TNG A0DEVEING, POTEVA XpOUATA
HeTESISav evepyETIKEG TAAVNTIKEG ETSPACELS KA O1
knSwvokpovoieg ESiwyvav Ta kaka mvevuata.

Insights such as these need not only come from isolated
indigenous peoples. Even within the bustling cities of the
industrialized world there are individuals who challenge
the perceptual norm through their alternative modes of
interacting with the world. In my research in this area I
have found the experiences of persons who are blind to be
particularly revealing of the visual biases of contemporary
culture. The sight-seeing, the quick perusal of surfaces, the
elevation of image over substance - all such characteristic
traits of modernity - lose their significance among those
who cannot see. In the case of the blind the world is
experienced as a dynamic interplay of sounds, smells, and
textures, and not as a passing scene.

When voyaging into the sensory worlds of the past I have
also found much material which challenges our current
sensory values and priorities. The elaborate perfume
practices of Ancient Greece indicate that one need not
travel to the Andaman Islands to find a culture devoted
to smell. In the cities of antiquity putting on a good show
meant putting on a good scent and no parade or feast was
complete without its complement of perfumes (which
might, indeed, be added to the food itself). In the medieval
city strong, bright sensations dominated; gaudy colours,
bumpy cobblestones, raucous cries and farmyard smells
mingled with the patterned light of stained glass windows,
the fragrance of incense and the clear, solemn pealing

of church bells. Like the Desana, the Medievals found
spiritual and moral meanings in all the colours, sounds
and smells of their environment and considered the
management of these diverse sensations to be essential to
spiritual and physiological well-being. Potent fragrances
kept the contagious odours of disease at bay, bright
colours transmitted beneficial planetary influences and
ringing bells chased away evil spirits.

As in the case of all of the cultures I have studied the
sensory plenitude of the ancient and medieval worlds

was part of a particular social system, a particular level of
technology and a particular world view. As these latter
elements changed through time, so did the meaning

and importance given to sensory experience. Indeed, as
one traces the development of thinking about the senses
into the modern period, one sees clearly the social and
ideological shifts which led to the suppression of many
earlier sensory practices and models. Sensual experience
- and most especially odours, tastes and touches - came to
be regarded as too brutal for refined minds to contemplate
on the one hand, and too frivolous for rational minds to
consider on the other. This rejection of sensory value,
whether explicit or implicit, would characterise much of
twentieth-century thought

In 2007 I spent an engaging summer as a research

fellow at the Canadian Centre for Architecture (CCA) in
Montreal. The project in which I was involved dealt with
Fonthill Abbey, a lavish and unique private residence,
built by William Beckford in the early nineteenth century.
I was intrigued by Beckford’s attempt to use medieval
architectural models and lifeways as a basis for creating
an environment in which all the senses would be engaged
- an attempt which deliberately defied the visualizing
trends of modernity. Beckford’s lively letters describe his
residence as full of sounds and tremblings and smells (of
servants and books, wallpaper and wild strawberries).
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'OnwG Kot pLe OA0VG TOUG TTOAITIOHOVGE TTOU HEAETNOQ, N
awoBnnplaxr apovia Tov apyxaiov Kat TV HECAWVIKOU
KOOLLOV T)TAV HEPOG EVOG GUYKEKPILEVOU KOLVWOVIKOU
OUOTNATOG, EVOG GUYKEKPUEVOL eITESOL TEXVOAOYiaG
KO {H10G OUYKEKPLUEVNC AvTIANYNG Tov Koopov. Kabmg
aMadav ta tedevtaia autd otoeia pe v mapodo tov
XpOVov, 1o 1810 yvotav kat pe To vonua Kot v onuaocia
sov anedibav oy awodnTnprakn epmepia. Ipaypar,
KaO®OG Kavelg aviyveel Tnv avaurtuén g okeyng

OXETIKA pE TIG auoBnoelg oty povtepva mepiodo, PAmel
Eekabapa Tig KOWVWVIKEG KAl 1I8E0AOYIKEG LETATOTIOELG
70V 00TYNOAV OTNV KATAGTOAT TTOAAGYV TTAAOTEP®V
aodNTNPLAKOV TTPAKTIKGV Kat povtedwv. H cuoBntnpax)
eUTEPIA - KA KUPLWG 01 LUPWSIEG, O1 YEVOELS KAl T
ayyiyparta - épracav va Oempovvtal ToA avavoa yia va
UEAETOVTAL ATTO KAAAIEPYNUEVA VAL QITO TNV pia pepia,
KO TTOAD EAAPPA Y1 VA aTtaoXoAT|couv Ta opBoloylotikd
HUOAL Ito TNV AAAN. AuTh 1) atOppuPn TG aodnTnplakng
a&iag, eite pntd Sratunwpévn eite LITOVOOLUEVT, ELEANE
VO XAPAKTNPIoEL HEYAAO LEPOG TNG OKEWNG TOV EIKOTTOV
amva.

To 2007 MEPATA £va EVXAPIOTO KAAOKAIPL WG
ouvepyang otig £pevveg tov Kavadikov Kévrpov ya
mv Apyrtektovikn (CCA) oto Montreal. H épeguva pe v
ool aoyoAnOnka apopovoe to APPacio Tov Fonthill,
pia povadikr, TOAVTEAN 1IO1WTIKT) KATOWKIA, KTIOUEVT ATTO
tov William Beckford otig apyég tov S¢katov évatov
awva. Taynvevtnka and tnyv amonelpa tov Beckford

VO XPTOLOTIO)0EL LECALMVIKA APYITEKTOVIKA LOVTIEAQ
Kot TpOTtovg {wng wg Baon yia v dnpovpyia evog
TEPIPANOVTOG HETA OTO 071010 Bt GUUTIAEKOVTAY OAEG

o1 aloOnoeg -pia amoMEPA OV OKOTUA PN POVOE TIG
TAOELG NG VEWTEPIKOTNTAG TPOG TO omTikd. Ta yepdrta
{wvtavia ypappata tov Beckford meprypagouy myv
KATOKIA TOV YeUATH X0UG KAl Sovnoelg kat pupwdieg
(oxAdBwv ka P1pAwV, TameToapiag Kat ayplo@pAovAwy).
ITolog Ba prtopovoe va pavtewel autd to pot pourri
EVILTIOOEMV QIO TIG LEYANOTIPETEIG, OTATIKEG EIKOVEG
OV ATTOUEVOLV O epAg o Tov ekAutovta Fonthill kan
™mv TANOwpa akadnuaikmv KEWEVOV yid TV 10Topia
Kat Tov oxeSlaopd tov; AuTr) 1 épevva evioyvoe tnv
TUOTN HOV OTNV AVAYKT VA LIIEPPOVLE TNV EMUPAVELAKN
£1KOVOYPAPNOT Y10 VAL PTACOUUE O€ Pidt OAOOmHN
KOATAVON 0T TOMTIOUIKMV TEPLOYDV TOV TAPOVTOG KAl
Tov tapeABovtog. H Beppur) vitoSoyxr mov ewoenpate n
Sovleld pov oto CCA kat to avfavopevo eviiapepov
Y1 TOV pOAO TV AOOT|CEMVY OTNV APYLTEKTOVIKT] YEVIKA,
Seiyvouv emiong 0T lowg EXEL PTATEL TO AN PWLLA TOV
XPOVOL yla va emteeotel pia véa aoBavtikr otpoen
OTNV HEAETT TOV KTIOUEVOL TEPIPAANOVTOG KOl 0TIV
TEPLOYT TOV APXLTEKTOVIKOV oXeSlaopov. H kavopavig
e€epeivnon Tov aodnTnplakov mepPAAOVTOg, OMmg
mapovoladetan otny ekBeon Athens by Sound vmovoei 6Tl
autr| n awoBavtikn otpo@r) ovpfaivel akpimg PITpooTa
OTA HATIA LAG KAl 0TA QUTLA HLOG.
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Who could have guessed at this pot pourri of sensations
from the stately, static images which remain to us of the
long-vanished Fonthill and the plethora of academic
writing on its history and design? That project reinforced
my belief in the need to go beyond surface imagery to
reach a full-bodied understanding of past and present
cultural sites. The warm welcome my work received at
the CCA and the growing interest in the role of the senses
in architecture generally, further indicated that the time
might be ripe for a new sensuous turn to take place in
the study of the built environment and in the field of
architectural design. The innovative exploration of the
sensory environment presented by the Athens by Sound
exhibit suggests that this sensuous turn is happening right
before our eyes and ears.

Bibliography

Classen Constance, (1993), Worlds of Sense: Exploring the Senses
in History and Across Cultures, London, Routledge

Classen Constance, (1998), The Color of Angels: Cosmology,
Gender, and the Aesthetic Imagination,. London, Routledge

Classen Constance, ed. (2005), The Book of Touch,
Oxford and New York, Berg

Classen Constance, David Howes and Anthony Synnott, (1994),
Aroma: The Cultural History of Smell, London, Routledge

Howes David, (2003), Sensual Relations: Engaging the Senses in
Culture and Social Theory, Ann Arbor, University of Michigan Press

Zardini Mirko, ed. (2005), Sense of the City: Anm Alternative
Approach to Urbanism. Montreal and Baden, Canadian Centre for
Architecture and Lars Miiller Publishers

73



VAKO - QUAO 0TV APYITEKTOVIKT)

Classen, Constance, David Howes and Anthony Synnott, 1994.
Aroma: The Cultural History of Smell. London; Routledge.

Howes David, (2003), Sensual Relations: Engaging the Senses in
Culture and Social Theory, Ann Arbor, University of Michigan Press

Zardini Mirko, ed.(2005), Sense of the City: An Alternative Approach

to Urbanism. Montreal and Baden, Canadian Centre for Architecture and
Lars Miiller Publishers

74

material - immaterial in architecture

Itavpog TTavpidng

Apyrtektwv, Ertikovpog Kabnyntg EMIT
Katowavrag pvOpovg

'Otav 1o 1927 0 W. Ruttmann mtapovoiaoe v tauvia tov
«BepoAivo: H oupgovia piag peyaAodtoAng» Hropovot,
TNOTOG OTO LOVTEPVIOTIKO TTPATUIIO TOV «GUVOAIKOV

£PYOU TEXVNG», VA 10YLPLZETAL KIVIILATOYPAPIKA OTL O
pubuoi g mOANG ovvtiBevtat o€ &va £pyo ouUP®VIKO. Ta
Srapopetikd enineda eMAVOANTTIKOTNTAG TV KIVIIOE®V,
UTTOPOVOE VA TA EUPAVIZEL WG UEPT) LA XWPOXPOVIKNG
a€ng mov ekteAeitan kabnuepva. Eivan pe tovto tov
TPOTO 7OV 1) Tavia Tov tapakolovBel v moOAN va Sumva
KO T1 OUVOSEVEL WG TO GOVPOLTIO TNG NUEPAG.

IMapoia avtd, kal 0To €pyo Tov Rutmann avadeikviovrat
TOUEG ACLUPWVIAG OTO ETWTEPIKO HIAS CUUPWOVIKIG
ovveyelag. H avtoktovia piag veapr|g komeiag
AVAOTATOVEL TN POT) TNG KUKAOPOPIag. Av kot 1 Tavia
elvat Boufn, LITOPOVLLE VA (PAVTAGTOVLE KATIOL0UG TXOUG
Va OTAUATOVV, KATTO10Ug AAMOULG va avadetkvoovTat
apvidia - Ja kpavyn, Eva govooVPo, Hid EAPVIKN
OUYKEVTP®OT) ETEPOKANTOV PWVDYV, EVAG HOVASTKOG
TAPAAOUOG OTA VEPA TOV TTOTALOV, EKEL TTOV EMEDE N
Svotuiopévn.

10 oTAGYVA TNG EMAVAANTTIKOTNTAG TTOL Opidet Kat
TEPLYPAPEL TOVG pLOOVG TNG HeYaAoDTTOANG avadletal
£T01 Lo TPoowpivi) etepomta. 'Eva cuufav;

Mg ToUTN 1) KAOVIGUEVT) CUUP®VIKT] AVAYVKOOT

™mg OANG elvan evdektikn g idiag g kabnuepvig
TPAKTIKNG TNG Katoiknong; Mnmwg tnv kabnovyaotikn
aioBnon g emavaAnyng epeig v Snuovpyolue
AVAYOVTAG TO AYVKOOTO 0TO 1181 YVwoTd, oto non
Buwpevo; Tnv 18¢a g ouveyelag v mpofdiiovpe

TNV epmepia Tov ¥povov mpooheTovtag v oty
BeParomra mov gxovpe ya m Sradoyr Twv xpovikwv
OTIYHOV, pag Agel o Mtaoehap (Bachelard 1994). H
Sradoyr) oV TpaypaTkOTNTA Opmg Sev elvar Tapd
kaBapr) etepoyévela, aovvexela. Elvar péoa amo tig
AVAPVIOELS HLag 7oL TTpoariovpe avadpopikd 0to
tapeAdov ) ovvexela, pa Stadoyn pe epuod (0.7 52).
Emyepovpe €101 va S1ayelplotovpe Tig S1aKomeg, ta
Eapviaopata, o Kevo mov mapepfAAMETAL AVANESA OTIG
XPOVIKEG 0TIYUES w¢ kKabapt) acuveéyela. O puBuog eivar
OVOLAOTIKA A «KPavTopevn» popen Sidpkelag otnv
071010l 1] ATVVEXELA TV EMMUEPOVS EVOTITWV HETEXEL O U1
Sradoyn) mpoPAeyiun. Eto pubuo n cuvexela TapayeTal
efautiag g aouveyelag ov Kab1otd ouykpiolpeg

g evotnteg. 'Etot, 1 o1 ptopet va eppaviotel wg
OUVEYTIG KA OLLOIOLOPPT), OLWG «OTO EMESO TWV
OTOIKEIAKQOV LETALOPPHDIERDV TOV TNV AvaSeIkvdouy givat
KupaTiopog» (0.71. 143).

H 18¢a tov puBpol wg KupaTiopov e10ayel oty eumelpia
TOV X®POL KA TOU XPOVOL TNG TTOANG EVAV LOPPOTIONTIKO
sapayovta Xwpig vAiikomta. O puBuog Oumg €xet
OUVETEIEG OTOV TPOTO 7oV TAABoLV o1 cuodoelg v
OXEOT) TOUG LE TOV VAIKO KOopo. O pubuog odnyet v
akor, v a@r, v opaon. H puBuikdtta g avamvong
elvau tov o8nyel v 00@pnon aAd kat n puuKoTHTA
NG KATATIOOTG EMNPEALEL TIG YEVOELG.

Stavros Stavrides

Architect, Assistant Professor NTUA

Inhabiting rhythms

When W. Ruttmann released his film “Berlin: Symphony
of a Great City” in 1927, he could claim, in accordance
with the modernist model of the “total work of art”, that

it was a cinematic symphony composed of the rhythms of
the city. He presented the different levels of repetition of
movement as parts of a sequential arrangement of time
and space that is performed every day. In this way, his film
observes the city as it wakes up and follows its rhythms
until nightfall.

Even so, in Ruttmann’s work there are notes of dissonance
within the symphonic continuity. The suicide of a young
woman upsets the flow of traffic. Although it is a silent
film, we can imagine certain sounds stopping, others
suddenly erupting - a cry, a commotion, an unexpected
medley of disparate voices, a solitary splash in the river,
where the unfortunate girl fell to her death.

Thus, from the inner workings of the repetition
that defines and describes the rhythms of a big city
a temporary otherness emerges. An event?

Perhaps this unsettled symphonic reading of the city

is indicative of the daily practice of living? Perhaps we
create this comforting feeling of repetition ourselves,
reducing the unknown to what is already known, already
experienced? We project the notion of continuity onto
our experience of time, reinforcing our certainty about
the succession of moments in time (Bachelard 2000:19).
In reality, however, succession is nothing but sheer
irregularity, discontinuity. It is through our memories
that we retroactively project continuity - a logical

flow of succession - onto the past (op. cit. 28-29). We
thus attempt to process interruptions, eruptions, the
empty space falling between moments of time, as pure
discontinuity. Essentially, rhythm is a “quantified” form
of duration, in which the discontinuity of the subordinate
sections is incorporated into a predictable sequence.

In rhythm, continuity is generated because of the
discontinuity that renders the sections comparable. Thus,
life may appear as being continuous and uniform, but on
the level of elementary transformations, life is wavelike.

The concept of rhythm as a series of waves introduces

a non-physical factor into how the experience of urban
space and time is shaped. However, rhythm has an

impact on the manner in which the senses shape their
relationship with the material world. Rhythm drives
hearing, touch, and vision. The rhythm of breathing drives
the sense of smell, and the rhythm of swallowing affects
the sense of taste.

Rhythm is not identified with repetition, but with

a specific experience of repetition that is socially
meaningful. For Lefebvre, “rhythms imply repetitions
and can be defined as movements and differences within
repetition” (Lefebvre 2004: 90). This sentence may

be interpreted as a schematization of the relationship
between rhythm and time, based on the idea that this
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O pvBuog Sev TavTidetat He TNV emavaAnpn aAAA e pa
OPIOUEVT], KOWVWVIKA vonpatoSototuevn, Biworn .

Ta tov AeePp, «ot pubpol LIIOVOOUV ETAVAAPELS KAt
UITOPOVV VA OPLOTOVV 0AV KIVIOELS KAt S1apopEg evTog

™mg emavanyng» (Lefebvre 2004: 90). Tovtn n mpdTaon
UITopel va pUNVEVTEL WG LA OXNIATOMOINGT) TNG OXEONG
oL pLONOY e TO XPOvo, e Baon v 18€a OTL avTi N
oxéon umopel va mapaotadel pe dpovg xmpov. Mia
EMAVAANYPT TTOV TTEPLYPAPEL TNV KIVIOT) AAAA TAUTOYpOVAL
yivetat eppaving e§aitiag Tov 0Tt o1 BEGELS 0TO XWPO KAl TO
XPOVO Blapopomololivial, eival A ETAVAAYN TV elvat
puBukn. O puBudg, Tapa v aiobnon g opoldTNTAG
JTOV LETAPEPEL AVANETA O€ KATL TTOL TTPONYNONKe ko kATt
710V AKoAoVONOE, otnpidetar o Sakpion peTa&d Toug,
S1akpion mov agopd ) Staopetikn BEon TOVg 0TO XPOVO
KO TO X®PO. AUTH TN ONpacia EXeL 1 E10aywyT) TG Evvolag
™G kivnong otov oplopd tov puiuov.

IV avayvaoplomn Tov puBuob g evepyod oxéon
AVAYVOONG HLag emavainyng, o Aepepp evtomilel pia
SraexTikn Tov Opo10VL e To Etepo. Eivar n avBpomvn
Uvnun mov e§aopaiidel v duvatdtta va Slammot@veTal
N pLOIKOTNTA. ZTNV aKpaia LOPPT) TOV YPAUUIKOD
unxavikov puBuov, n pviun dev mailet 1Wwaitepo poAo
YAl «1) UNXAVIKT] eavaAnyn Aertovpyet avamapayovtag
™ onyun mov ponynonke» (0.7. 79). 1o puiuod OpwG,
TOV 071010 XAPAKTNPiEL 0 S1aPopPOTOUEVOG XPOVOG TNG
MEPLOBIKOTNTAG, ¥peladeTal ) Lviun yia va Statnproet
™mv aioBnon g emavaAnyng. XTnv KUKAIKn pubukotnta
elvai 1 (viun Tov CUYKPIVEL TA TEPATUEVA Y1 VA
UTTOPE0EL VA S10yVOOEL TNV OAOKAT pwOT) Hiag mteplodov,
va Slayvmoel emopévag a eplodikotnta. Tovt n
Suvatomra Siayvwong péoa amo tn oUYKplon eivat
0VOLAOTIKA pia SuvatdTnTa va det kaveig ) Sapopd
HECA ATTO TNV EMAVAAN YT EPOCOV UITOPEL AVTO TTOV
PAVOTAV G S1aPOPA VA TO EVVOTOEL WG ETTAVOANYN.
Tobt n SUvaun ™ pvAung kablotd to pubuod PEPog g
Sadikaoiag tov ylyveoBat kat o1 epmtdS10 TG,

Mopel Tpaypatt 1 puBUIKOTNTA EVOG YOV VA TTapAyel
i Ta€n tov xpdvov. Mmopet 1) puBuikdTTa piag verg
va 0pidel TNV 0pyAvmOT) TOL X®POov, o€ éva Samedo yia
mapaderypa. Av opwg 1 pudkdtTTa g aiobnong

Sev opiletal pe TpOTo YPAUUIKO, AV 1) avayvmploTn g
ePLodIKOTNTAG £VOG epebiopatog eivar 116N gopTriouevn
LLE EVAV TIPOCAVATOAIONO VOTIATOG, TOTE UTOpEl va
£VOOVE PLBLOVE KATOIKOVTAG. AEV CULLOPPWVOLAOTTE
Hovo oe odnyieg pubIKEG, emvoole pLOIKOTNTEG
Sivovtag Hop@n oTov X®po Kal Tov Xpovo.

Eivat tovm n mapdSo&n kowvwvikn onpacia tov pubuov:
EKYLUVALEL 0€ HAJIKEG CLUITTEPLPOPES AAAA KL OUYKPOTEL
Wrateponomtikeg ovviBeteg. Emavaiapupavem tov tpomo
HOL va avaPm TO TOYApo, TOV TPOTO OV VA AVOLYOKAEIV®
Ta patia ot B€a oov, Tov TPOTO oV V' avaoTevalw N va
yehw. Eravalapfave tov tpomo pov.

'Towg 0NV OYE0N TV TASIOV LE TO XDPO 0 pLOUOG va
QTOKAADTITETAL WG 1) 710 Babid poppomomtikr| Suvaun.
Ta tadid ev kovpalovta va emavaiapfavovv. 'Hyovg,
KIVIOELG, YKPIUATOEG, 10Topieg. 'Oumg kabe emavainyn
elvan 1161 pa Stapopomoinon, pa avakaAvyn. Mropotue
apaye oav Ta TS Vo GTEKOVUE LAYEUEVOL LTTPOCTA OTO
i610; Mmopel va pag ekmAnTTeL 1 emavaAnyn kabe popd
oav véa {wn;

relationship may be represented in spatial terms.
Repetition describes movement but also becomes manifest
because points in space and time are differentiated,
creating a rhythmical repetition. Rhythm, despite the
sense of similarity it conveys between what precedes

and what follows, is based on the distinction between
these two things, a distinction relating to their different
positions in time and space. This is the significance of
introducing the notion of movement in the definition of
rhythm.

In recognising rhythm as an active means of
understanding repetition, Lefebvre points out the
dialectic between sameness and otherness. It is human
memory that enables us to recognise the rhythmical.
Memory does not have a particular role to play at the
extreme limits of linear, mechanical rhythm, because
“mechanical repetition works by reproducing the instant
that precedes it” (op. cit. 79). However, in rhythm that
features differentiated time periods, memory is essential
to retain the sense of repetition. In cyclical rhythms, it is
memory that compares what has elapsed so as to identify
the completion of a period, and therefore to identify
periodicity. This ability to identify through comparison
is essentially an ability to discern difference through
repetition, since what appears different can also be
understood as repetition. This power of memory is what
makes rhythm part of the process of creation - rather than
an impediment to creation.

The rhythmical quality of a sound can indeed generate a
sense of temporal order. In the same way, the rhythmical
aspect of texture can define spatial organisation - for
instance, in a floor pattern. However, if the rhythm of
perception is not defined in a linear way, if recognition
of the periodic nature of a stimulus is already loaded
with preconceived meaning, then we can invent our own
rhythms by living. We don’t merely follow rhythmic
instructions - rather, we invent rhythms that give form to
space and time.

This is the paradoxical social significance of rhythm: it
incites collective behavioural patterns, but also forms
particular habits. I repeat the way I light a cigarette, the
way I blink when I look at you, the way I sigh or laugh.
I repeat my mannerisms.

Children’s relationship to space can perhaps reveal to
us the way rhythm essentially gives form to individual
experiences. Children do not get tired of repetition -

of repeated sounds, grimaces, and stories. But each
repetition is already a variation, a discovery. I wonder
whether we can we be mesmerised by a repetition of the
same thing, as children can? Can repetition surprise us
every time, like a new lease of life?

Benjamin sought to recapture children’s ability to see
their city as a new place each time, to rediscover it by
creating temporary worlds in their games (Benjamin 1985:
315 and 52). Can rhythm offer us new opportunities to

see again, to feel again, to think again about something

we saw, felt or thought? Perhaps then, we can recognise
the rhythmical quality of differentiation rather than
repetition? (Deleuze and Guattari 2004:346). If our city,
our house, the spaces where we live do not merely exist
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O Mmévywapy ntovoe va Eavafpet m Suvaun tov
SV va PAETTOVV TNV TOAN TOLG CAV KAVOLPYLAL

KAOe popa, va TNV avakaAUITOUY GTIAYVOVTAG KOOLOUG
TPOoWPLVOLG ota matyvidia toug (Benjamin 1985: 315 kat
52). Mmtopet o puBpog va pag Sivel eukaipieg katvovpyieg:
va Eavadovye, va Eavaviwoouye, va EavaokepTOUE KATL
sov N8N eidape, vimoape, okeptnkape; Kot pnnwg tote
avayvopioovpe n pubuikomta g Stapopormoinong
paAhov mapd g emavaAnyng; (Deleuze kau Guattari
2004:346). Av 1 TOAN HaG, TO OTTITL HAG, 01 XWPOL TNG
{wng pag dev vapyovy amAd aAAa ocupfaivouy pe
Srapopetikd TpoTo KABE PopA, UNTHG ATTOTEAEL TEAMKA 1)
kaOnuepwvotta nedio Suvntikng Snuovpyliag;

H oUykpion eykabiota oxéoelg ov mpoopilovran va
emPBefaivouy emAVaANPELG AL KAl OXECELS TTOV
UITopovV va avadntolv aAleg eltavalpelg ot 0o
AMwv. I1600¢ peyahog eival 0 KUKAOG TG EAVOANYNG;
ITowog Tov opiler; Méypt 010 ONLELID 1) KAVOVIKOTNTA
umopet va epi\afet ) Srtagpopormoinon, wg tpotmoOeon
yia v avadel&n tov pecodlaoTtiuaTog oTn S1apKeld Tov
o7toiov Sev eipaote olyovpol yua to o0 0 KUKAOG KAgivel;
Kau otav Sramotwbet to kAgiowo, o0tav mpoadiopiotei n
nepiodog, L akpPmg ast’ doa pHecoAdpnoay IPpoKeLTaL va
emavaAn@et;

Av [ITOPOVLE VA OKEPTOVLE TNV EVOEXOUEVIKOTNTA WG LA
ouVONKN ¢ amddpaong amd eyKATaoTnUeveS ouvnOeleg
elvan ylati Soxipadovpe va Bpadoovpe KATOEG AVANOVES
EMAVAANYPNG KAL OX1 Y1ATL APVIOLACTE TNV AVALOVT) TNG
emavaAnyng ev yével. Towg to evieyopevo Sev eivan mapda
TO TPOTAACTUA VOGS PUBLLOL TOV 0TT010V 1) TTEPLOSIKOTNTA
Sev elvar axopa opartr). Towg pepikeg mpageig n yeyovota
va Brovovtal HEoa ato TNV aywmvia 1) Ty eArtida pag
VEag TTPOOTTIKIG emavanyipomrag. Tovtog eival o
TPOTOG TTOV UITOPOVUE VA SIAKEIPIOTOVLLE TN OXEDT) HAG

He TNV eTEPOTNTA. ATIOAUTI ETEPOTNTA OO0 KA ATTOAVTH
KAvo@Aavela Sev itopouvie oUTE VoL OKEPTOUUE OUTE KAl
VO VIOOOVE. TTNV TPOOITIKN TNG TEPLOBKOTNTAS OUWS
umopet aAnfeia va Eava@TiayvoupE TOV KOGUO LaG.
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but are different each time we experience them, can
everyday life actually be a place of potential creativity?

Comparison establishes relations intended to confirm
repetition, but also relations that may seek new
repetitions in place of others. How extended is the cycle
of repetition? Who defines its limits? To what extent can
regularity include differentiation in order to highlight that
interim period when we are not sure at which point the
cycle ends? And once we know the cycle has ended, which
elements of what has gone before will be repeated?

If we can imagine potentiality as a condition for breaking
out of established habits, this is because we are trying to
shatter certain expectations about repetition - not because
we deny the expectation of repetition in general. Perhaps
potential is only the precursor of a rhythm whose periodic
nature is not yet apparent. Perhaps certain actions or
events are experienced through the anticipation, or the
hope, of their repetition. This is how we can manage our
relationship with otherness. We can neither conceive nor
feel absolute otherness or absolute newness. However, we
can truly recreate our world by inventively recognizing
periodicities.

References

Bachelard G., (2000) The Dialectic of Duration
Clinamen Press, Manchester

Benjamin W., (1985) One Way Street and Other Writings,
Verso, London

Deleuze G. kat Guattari F., (2004) A Thousand Plateaus
Continuum, London

Lefebvre H., (2004) Rythmanalysis. Space, Time and Everyday Life
Continuum, London

77
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Ole Bouman

Apyrtektov, Atevbuvng NA],
apYIoVVTAKTNG Tov eprodikov Volume

TyeSradovtag yia Kowevikotnteg

Ot ammOmELPES VA XPWUATIOTEL AUTH T) ETOXT WG TTEPL0BOG
QATOUIKIOHOV, VAPKIOOIOMOD, TTPAEE®MV 1KAVOIIOINoT G TOU
£Y®, 110 TIKOTT0INON S KAl MGV HOPPOY TIPOTMITIKNG
AUTOEKTIAT|PWOTG £XOVV KATAOTEL OYEBOV OTEPEOTUTEG.
Mu\ape yia TV PElmoT) TOV 10XVPTIS KPATIKTG
TTAPEUSAONC, Y1 TNV O1KOVOUIA TG AYopPAg, Yia TV
evBlHvn kat v a&lomoTiA TOV ATOUOV, V1A TOV JTONTN
JTOL HETPA KA LITOAOYILEL - £V OALYO1G YA OAEG TIG 16€€G
KO TIG Ap)EG TTOV EKTTOPEVOVTAL QIO pid VEo-@IAeAeVBepT
PUO0OPIA TTOV AVATITOOOETAL TA TEAELTAIA 25 XPOVIQL,
AVATPETTOVTAG KOUATOUPES KA KOWVGViES, kKaflotovTag
Tov yohagla trtota mapamdve amd pia ouvevwon
ETEPOKAN TV ATTOWPEMV KAL ATOUIKDV EVEPYELDV XWPIG
vonua evtog g 18eoloyiag g atopkng elevbepiag
emAoyng.

AvTi) 1) TAoT yia Vv S1a\von TNg KOWV®VIKNG GUVOXTIS

Kot v avodo evog oA TOv KOGHOV IOV HOVO HETPA
kat voAoyider eivan 1oyvpn. Evioyvetar oyt povo amod ta
peyaha puad g euehetBepng 18eooyiag, aAAd Kat atd
TIG VEEG TEXVOMOYIEG KA TIG VEEG LOPPESG OPYAVOOTIG TTOV
KaB10TOUV TNV TEPAITEP® ATTOUOVHOOT] TOV ATOUOV OYESOV
avamd@evktn. H yneakn emavaotaon akohovbnoe v
NAEKTPOVIKT] ETAVACTAOT] KAl KATEOTNOE Suvatr) TV
QITOKTNOT TANPOPopiag BaocifOpevn ATOKAEIOTIKA O pia
JPOOMITIKT HAG ATEEVTA - va Bplokoupue Toug AMOUG HEC®
OpwV avaditnong mapd HEow SLOKOAWY CLNTHOEWY

KO VAL ETTKOIVWVOULE A-OLYXPOVIKA HETAED pag. Metd
™mv atodpaon artd Toug AANOUG, £yve TAEOV ATTAO va
aropevyeTal 1] avBpmItvn eptAoKT): e-mail, pay per view,
Sabpaotikég tanvieg, chat pe wevdmvopa, Sradiktvakn
£pEuVa, VINPECIES YVWPILIOV HETW AEEEDV-KAEIB10V,
online ayopég, meplopiopévn Stavopr) pOA®V Kat Ta Aoutd

— givan OAa Tovg pHop@PEg piag avEavopevng eEatopikevong.

Miag e€atopikevong avEavopevng oe te€too fabud mov Ba
uItopovoe Kaveig va avapm el av to dtopo sapapével
QKON TIPAYHATIKA &va aTopo. Evvoaovtag pia vievbuvn,
OKETTOUEVT), ONOKAT pWHEVT], AUTOVOUT Kol aveEapTn
TPOOMITKOTNTA YA XAPT) TNG 0T01ag £1xe KATOTE
emvonBel avtog o dpog.

Me pia pmTn HaTid, Qaivetal oav va IpoKeLTal yia

éva B¢ua kabopiopov tov Sikol cov Piov kat ToAteiag,
XWPIg TOAEG emepPAoerg ammd Toug AMoLS. Towg OHKG
VaL givatl OUAvTIKOTEPO TO LITOYELO PEVUA AUTNE TNG
Zong - N EAeryn xpOVOL Yid VA LOIPACTELS LE TOV AANO.
Na 5tepvag Tov XpOvo 00V HE TOV AANO TATEIVGOVEL,
618doker, oyetikomotel, evBovaadel, pépvel oe Siahoyo.
Tuvavtovoeg Tov AANO, CUUTTTWUATIKA, OTO TPEVO,

oto payad, oto otddio, ot Bifrodnkn 1, yotepo
CUUITOUATIKA, OTOV 0TPATO, 0TO £PYO0TACL0, 0TO KOUUA
™G YELToVIAg 1 otnv abAnTkn opdda. Av Sratpé€ovpue Tov
KATAAOYO L TOVG Tapadoo1akoig TPOIOVE CLUVAVTNONG
Ue ToV Ao, elval a&lOTPOCEKTO TTOCOL ATTO AVTOVE TOUG
SpoOpovg AoV amo@evyovTal 1) £X0VV amAd mavoet

va vrapyovv. Topa pmopeig, av eig ot Avon 1 eloa
Kavog va vioBetroelg Evav Avtikod Tporo {wng, va {eig
ala carte. Znv apyITEKTOVIKT) - TNV TEXVI TTOL TAVTA
Bewpovoe SeSopévo O ammotelel v oKNVI yia TIG

Ole Bouman

Architect, Director of the NAi,
editor-in-chief of the journal Volume

Designing to socialise

It has become almost cliché, the attempts to paint

this era as one of individualism, narcissism, ego trips,
privatization and other forms of personal self-fulfilment.
We talk about the reduction of big government, the
market economy, about the responsibility of the
individual, accountability, the calculating citizen - in
short all ideas and concepts stemming from a neo-liberal
philosophy that has been around for the past 25 years,
turning cultures and societies upside down, and making
the universe nothing more than a conglomeration of
sayings and meaningless solo-acts inside the ideology of
individual freedom of choice.

This trend toward the unravelling of social cohesion
and the rise of the calculating world citizen is forceful.
It is bolstered not only by the major minds of liberal
ideology, but also by new technologies and new forms
of organization that make the further isolation of the
individual almost inevitable. The digital revolution
followed the electronic revolution and made it possible
to acquire information based solely on our own agenda
- to find each other via search terms rather than difficult
conversations, and to communicate a-synchronically
with one another. After the escape from each other, it
became simple to avoid human engagement: email, pay
per view, interactive films, chatting with nicknames,
internet research, dating services through key words,
online shopping, narrow casting, etcetera - all forms of
a mounting individualization. Mounting to a degree that
one could ask oneself if the individual is still actually an
individual. That is to say, a responsible, self-reflective,
integrated, autonomous, and independent person for
whom the term was once invented.

At first glance, it all seems to be a matter of defining

your own life story, without much interference from
others. But perhaps what is more important is this life’s
undercurrent - the lack of time spent with one another.
Simply spending time with someone humbles, teaches,
relativises, enthuses, brings one to dialogue. You met the
other, coincidentally, in the train, the store, the stadium,
the library, or, less coincidentally, in the army, the factory,
the neighbourhood party, or the sports team. If you run
down the list of traditional ways of meeting one another,
it is remarkable how many of those avenues have become
either avoidable, or have simply ceased to exist. You can
now, if you live in the West or are able to have a Western
lifestyle, live a la carte. In architecture - the art that
always took for granted that it was the theatre of man’s
encounters - there has been very little grappling with these
consequences, yet in the meantime, these consequences
radically influence architectural practice. More about this
later.

But now there is a fresh breeze wafting through that
same West, not so very harsh, but unmistakable: the
return to valuing the collective. The consequences of the
relentless pursuit of individualisation, even for individual
well-being, have become so obvious that people are now
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avBpamVEG CUVAVTIIOELG — LI PEE EAAYIOTN AVAYVOPLON
AUTOV TV OUVETELDV, LOAOVOTL EVIOUETAED, O CUVETEIEG
aUTEG NN PeAlovV PLOKA TNV APYITEKTOVIKT TTPAKTIKT).
ITeproooOTepa yia OAa autd o€ Aiyo.

'Ou®E, TOPA PUOA EVAG PPETKOG aEPAg otV 161a Avon,
OX1 TOOO0 OKANPOG, AAAA AVAVTIPPNTOG: 1) EMOTPOPT)

™mg a&lo50Tnong Tov GLAAOYIKOV. Ot GUVETELEG TNG
advownnng embingng g efatopikevong, akoun kat
yia v i8a v gunpepia Tov AToHoL, EXOVV YiVELl TOCO
TPOPAVEIG TTOV 01 AVOPWITOL AVaAdNTOVY TNV EMOTPOPT
piag aioBnong g kowvottag. Yadapyet pia avaykn ya
S1ahoyo oyetikd pe coPapég Siapopeg oe Bewprioerg

TOV KOO0V IOV MAIPVEL SIA0TACELS OTA HATIA OA®V.

Me myv Bia avoiyovtat Sidthoyor peta&l minbuopmy mov
UEXPL TPOTPATA CUVLINPYAV O1OTNAA. Ot Taykooeg
OUYKPOVOELG EIVAL TTAEOV TTPAYLATIKOTTA KA ] ETTELYOVOQ
QAVAYKT) YA 10 VEA EVOTTOINOT) PTWX®V KAl TAOUOI®YV,
HAUPWYV KAl ACTIP®V, Xp1oTiavev Kat MovsovAudvmy
elvar eppavng. 'Opwg o S1hoyog HeTa&d SrapopeTikmv
YELTOVI®V, OPAS®V TIOALTGOV, YEVEDV KAl LOPPOTIKOV
EMITESWV AVATTITOOOETAL ETTIOTIG 0TIV KOWVWOVIKT

atéévia. Evo oto eninedo g ektedeotikng e€ovaiag,
AauBavovTal akoun ao@ACELS IOV EVIEIVOUV TOV
TEPATEP® KATAKEPUATIOHO TOV KOWVWVIKOU ATOHOV, AY. 1
1w TIKOTOINGT KLBEPVNTIKOV ATTOCTOAMY OTWG 1) LATPIKT
sepiBayn, 1 ekmaidevon, N EVEPYELQ, O1 LETAPOPES KAl
QKON KAL I} AUUVA, EUPAVICOVTAL TAVTOXPOVA KAl OAWY
TV elov Ta avtutapadeiyparta ov deiyvouy 0Tt Ta
TPAYHATA AANAOLV.

Ot aAhayég etvar ToAdvoyideig kat kuplmg ToAD
TEPLOTOTEPO TPAKTIKES ATO TIG TIPOTEWVOLEVES
«Brabikaoieg Srahoyov», v «etepovopiar 1 v
«ETMKOVOVIAKT] EVEPYELX» Y1A TIG OTT0leg avamrtuXOnke
pia ateAeintn BewpnTikomoinom 0to TPOoPATo TapeAdov,
A Aot TpakTikn. 'OAoL o1 peydhot GAOGOPOL TOV
TEAEVTALOV TETAPTOVL TOL ALOVA EXOLV, KaBEVAG Le ToV
B1aitepo TPOTTO TOV, TAPAKIVIIOEL Y1a SIAAOYO e TOV
aM\o: o Jean-Francois Lyotard pe tig «uikpég 10topieg»
Tov, 0 Michel Foucault pe tyv «etepotomtia» tov, o Gilles
Deleuze pe ta «Xiha emineda», o Jacques Derrida pe v
«Alpwpa« Tov. EVvOow 0 GOAWIONOE KAL 1] EYWIOTIKT
pey£Buvaon Tov eaUTol AVATTLOCOVTAY KAT® ATd T
pana tovg, eketvol Sratnpnoav éva eidog evvololoyikng
ao1080&iag Vv oroia eival akopn SuokoAOTEPO va
KOATAVOT|COVUE aVASPOUIKA TOPA TTAPA TNV OTIYUT] TTOV
mv e&eppadav. I''autod kat 1 oLyXpovn EMOKOTNON

NG MPAYUATIKOTNTAG (PTAVEL OXESOV OAV AVAKOVPIOT).
Eilpaote topa papTupeg 1oxupmv evdeitemv piag
otpo@nig. H kowvwvia vrtepPaivel o aspukTika 0pla g
eEATOUIKEVOTG, AYAVAKTIOUEVT] LLE TOV XOUAYKAVIOUO OTO
SNUOO10 XWPO, TNV APEAELA YA TNV KOWVWOVIKT) evnuepia
KOL TNV TTAVTEAT EAAEIYT) AITOTEAECLATIKNG TIPOOTTADEI0g
£MAVONG TWV KOWVWVIK®V TTpoPAnpdtev. Tetowa
(PAVOUEVA KOWVWVIKNG amtoovvOeong yivovtal amodekta
0A0 K SuokoAdTEPA. (AVOKOAOTEPA ATTOOEKTA, EKTOG ATTO
€KEIVOUG TTOV S1aPEVYOLV TIG EVTIATELS, HETAVAOTEVOVTAG,
VIOXWPMVTAG 08 KAEIOTEG KOWVOTNTEG T KATAPEVYOVTAG
oToV akpaio nSoviouo N ta vItEPPOAKA HETPA AoPaAeiag
- 1) 0,IONTTOTE TPOKEEVOL VA ATTOPUYOLV TV
AVTILETOIOT) TOV AWTOCUVTIOEUEVOV GUANOYIKOV.)

H avnouyia kat ol amavTnoeg o€ autny mv atoouvieon
Sev elvan mAgov amha Bewpntikeg. Mmopel kaveig va

craving the return of a sense of community. There is a
need for a dialogue that addresses deep differences in
world views that looms large in the public eye. Dialogues
are being forced open by populations that until recently
co-existed in silence. Global confrontations have become
reality and the urgency of a new integration of poor and
rich, black and white, Christian and Muslim is obvious.
But the dialogue between different neighbourhoods,
citizen groups, generations, and educational classes is
also growing on the social agenda. While, on the level of
implemented power, decisions are still being made that
enhance the further splintering of the social individual,
such as the privatisation of government tasks like
healthcare, education, energy, transportation, and even
defence, there are all kinds of otherations that the tide is
turning.

The changes are manifold, and mostly much more
practical than the suggested “dialogic situation”,
“heteronomy” or the “communicative act” about which,
not so very long ago there was endless theorization, but
little practice. All great philosophers of the last quarter
century have, each in their particular way, spurred
dialogue with the other: Jean-Francois Lyotard with his
“little stories”, Michel Foucault with his “heterotopy”,
Jiirgen Habermas with his “theory of communicative
action”, Gilles Deleuze with his “Mille Plateaux”, Jacques
Derrida with his “DifferAnce”. While solipsism and
egotistical self-aggrandisement grew under their eyes,
they maintained a kind of conceptual optimism that in
retrospect is even harder to understand now than at the
time they expressed it. That’s why the contemporary
reality check almost comes as a relief. What we witness
now are the powerful signs of a turn-around. Society is
stretching the tight borders of individualization, fed up
with hooliganism in public space, neglect of social welfare,
and the profound lack of effective effort in solving social
problems. These phenomena of social disintegration have
become increasingly difficult to accept. (Difficult to accept,
except for those who escape their tensions by emigrating,
receding into gated communities, or indulging in extreme
hedonism or heavy security measures - anything to avoid
having to confront the disintegrating collective).

The concerns and responses to this disintegration are now
no longer purely theoretical. Many possible directions are
imaginable. They may center upon the re-establishment
of trust and rapprochement with the social contract.

They may focus on repairing social loyalties in order to
further social cohesion. They may foster the development
of sympathy, necessary for re-establishing psychological
recognition. Efforts can also be made to establish strong
practical collaborations in order to push stagnating
processes and situations back on course.

In art and many other cultural territories, this turnaround
is becoming visible, yet it is particularly evident in
architecture. Even though architecture is often understood
as a discipline that concentrates on building, she remains
for the majority of humanity, the discipline that separates
people through walls, or brings them together through
openings in those walls. Architecture, in the first and

last interpretation, helps people share time and space, or
frustrates exactly those ambitions. With this, architecture
becomes something very different from the constructive
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PavtaoTel moAMeg mbaveg katevBlvoelg. AuTeg ptopet va
EMKEVTPOVOVTAL OTNV EMAVISPLOT) TNG EUTNOTOOVVIG KAl
™G OUUPIMKOONG e TO KOWVWVIKO OUUBOAato. Mmopei va
£0TIAdoVV 0NV SIAUOPP®OT ATOWEMY KOWVOVIKOTNTAG,
TPOKEIUEVOL va entekTadel 1) Kowvwvikn ouvoyrn. Mmopel
va KaAALEpYOLVY TNV avamtugn g ovumadelag, mov

elval aurapaitnTn yia Ty avaknon mg YUXOoAOYIKNG
avayveopong. Mmopovv akopun va yivouvv mpoonadeieg
Y10 v oLYKPOTNOOUV 10YUPES TTPAKTIKEG CUVEPYAOIES,
TPOKEIUEVOL VA WOTITOLV OTNV ETTAVEVEPYOTTOINOT
S1ad1kaocimv kat KataoTaoemy Tov Aivadouvy.

SV TEXVN KAl 0€ TOMEG AAAEG TTOAITIOTIKEG TIEPLOXEG,
auTr| 1 oTPOPN yivetal Oviwg opath, eival Opwg 18iaitepa
EUPAVIG OTNV APYLTEKTOVIKT. MOAOVOTL 1 APXLTEKTOVIKT
yivetat ouvnBwg avnmt wg pia meapyia mov
EMKEVIPOVETAL OTNV TEXVN TNG OIKOSOUNONG, TAPAUEVEL
yia TV mAgloypn@ia g avlpwmottag n meapyia

70V Srawpilel avOPHOITOUE HECW TOIXWV T} TOUG PEPVEL
KOVTA HECW AVOLYHATWV O AUToUg Toug Toiyovg. H
QPYLTEKTOVIKT), OTNV TPQTN KAl TNV TEALUTALA EpunVeiq,
BonBa Toug avBprmmovg va HolpacToLY XMPOo KAl XpOVo

N amoBappiver avteg akpipag Tig PAéwerg toug. "Eto, n
APYLTEKTOVIKT) QTOKTA VAL pOAO TTOAD S10(pOPETIKO ATTO
AUTOV NG KATAOKEVAOTIKNG Telfapyiag mov ouxva g
anodibetarl. H apltektovikn opyavavel Tig (weg Twv
avOpOTOV KAl LEPIKES (POPEG Xpelddeoal KTNpLa yU auTo,
eve aMeg oL AuTtr) 1) Siakpion otyoupa Sev xpelddetat
va yivetat arto pia BempnTikn Katavonon g ovoiag kat
TOV TIEPIEXOUEVOV TNG APYLTEKTOVIKIG. Ayyilel emiong v
AUTO-EIKOVA TTOV HO1PAOVTAL O1 APYLTEKTOVES Y1 TNV
neifapyia tovg.

Ao autn v drtoyn, popovpe va Stakpivovpe dvo

£idn apyrtektovov. O TPMOTOG E10EPYETAL OE Eva KTIPLO
KA AUEowG apyidel va HeAeTd g vAOTolovVTAL T
spdypata. O aAog, TOAU 110 o7tavio €180g, e10€pyeTal O
£va KTp1o kat BEAel va katahdfel twg opyavmvovtal ot
{weg TV avOpOT®V HEoA Tov. AVTOG eival 0 Slawplopog
Jov amopuBuider v apyrtektovikn. Kat ot §to tomot
APYLTEKTOVA, O€ OAO KAl LEyaADTepoug Babuovg,
TMOTEVOLV OTL 0 AMOG Kavel TV AdBog SovAeld oto

AaBog pepog mv AaBog otrypur). O vAlotng Bewpel Tov
KOWVOVIKA evO1apepOUEVO apXLTEKTOVA aviifiko - kabag
BePnAwver ouykekplueveg apyEg mov Siemovy ta péoa

710V Xpnoporotel pia wepr medapyia. O dAog Bewpet

TOV VALOTI) pNXO KAl TEPLOPLOUEVO QITO TNV TUPAVVIA TNG
KUpLoAe€iag. AuTo eival AouUTOV TO KEVTPIKO BENa: yia TOAD
KAPO 1) APYLTEKTOVIKT emitehovae Svo Bepehiwderg pohovg
péoa amd pia mpagn - auTrv g KATaokevng Knpiwv. O
TPWOTOG POAOG NTAV VA TTapEXEL KAAUY. Na mtpootatevel.
O Seltepog poAog MTav va opyavmvel avlpmmovg
CUUPOVA [LE TA KOWVOVIKA TOVg TpoTuma. 'Eva avBpmmvo
oV - ®G BLOAOYIKT KAl ®G KOWV®VIKT OVTOTNTA Xpelddetal
™V KAALYN evog KTnpiov. AAAA oTpepa autoi o1 poAot Sev
aMnAocupmAgkovtal kat autd odnyet oe pia OepeAtdn
OUYYXUOT) OXETIKA [LE TO TPOTAYUA TNG APXLTEKTOVIKNG KAl
TOV pOAO TOL apyLTEKTOVA. QG 0pyaVIopol, o1 avBpwitot
AKOUN XPELAdoVTAL KAALYT - KAl CLVETIQG KT pd. Qg
KOWVWVIKA OVTQ, 01 AvBpwstot €xouv viobetnoet evieAng
VEEG LLOPPEG OPYAVWOTIG CUUITIEPLPOPDV, EXOVTAG

vmepPel kar v apyr g yerviaong. Ag asmokaiéoovpe
TOUTO JTAYKOOLOMOINOT) TNG OWKEIOTNTAG, EEATHION TNG
TAPOVOLAG, PEVOTOMOINGT) KAl EEAYVMOT) TOU AVTIKEIUEVOL),
Siktdwon g akepaldTnTag, Kot Saomopd g eyyvtntag.

discipline where she is so often led. Architecture organizes
the lives of people, and sometimes you need buildings for
this, and sometimes you don’t. This distinction is certainly
not only to be made from a theoretical understanding
about the substance and essence of architecture. It also
touches on the self-image architects share about their own
discipline.

In this respect we can distinguish two kinds of architects.
The first enters a building and immediately starts to
investigate how things are materialized. The other, a much
rarer kind, enters a place and wants to understand how
people’s lives are organized within it. This is the divide
that tears architecture apart. Both types of architect, to
greater and greater degrees, believe the other is doing
the wrong job at the wrong place at the wrong time. The
materialist finds the socially inclined architect immoral

- violating the medium-specific principles of a venerable
discipline. The other considers the materialist stagnant
and limited by the literal. This is therefore the central
issue: for a long time architecture fulfilled two essential
roles within one mode by crafting buildings. The first role
was to provide shelter. To protect. The second role was
to organize people according to their social patterns. A
human being - as a biological entity and as a social entity
both needing the shelter of a building. But today these
roles are no longer mutually inclusive and this leads to a
fundamental confusion about the mandate of architecture
and the role of the architect. As an organism people still
need shelter and hence: buildings. As a social being,
people have adopted completely new forms of organizing
behavior, moving beyond the adjacency principle. Call

it the globalization of intimacy, the evaporation of
presence, the liquification and sublimation of the object,
the networking of integrity, and the dissemination

of proximity. The ongoing divergence of architecture

as a technical discipline versus architecture as an
organizational discipline, leads to an enormous tension
that can only be alleviated by addressing it explicitly.

There are so many ways!:

1. Reconsider the act of getting people together, not
through building per se, but through means that can also
be completely non-constructivist. In this way architecture
is going beyond itself by going back to its primary
justification: holding people together or holding them
apart.

2. Convey a provocation and an appeal to communicate,
and don'’t fall back upon the certainties of a static material
discipline or the alibi of a whimsical client.

3. Invent Program

Stop thinking that all shelter design is about
accommodating a given program. You can also design to
change a program, to invent program, to campaign on a
program.

4. Empower

Stop thinking that all shelter design is about following the
given rules and processes. You can also design alternative
procedures, to empower people and give

them pride in their own habitat.
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H tpeyxovoa §10A00N 01N TG ApXITEKTOVIKIG WG TEXVIKNG
ne1fapyiag EvavTl g APXITEKTOVIKIG WG OPYAVWTIKIG
neifapyiag, odnyet oe pia vepPoiikn Evraon sov popet
va apBetl HOvo av avVTIHETWIOTEL P TA.

Ynapyovv 1000 m0AAOL TpOTIOL:

1. AvaBewpriote v mpdaén g TPooLyylong twv
avBpamwv, OX1 HEoK TOL KTnpiov kab’ eautd, A

HE HECA TTOV UITOPOVV ELONG VA glval EVTEADG 1N~
KOVOTPOUKTIPoTIKA. Me auTod TOV TPOTO 1) APYLITEKTOVIKT
vrePPaivel TOV EAUTO NG EMOTPEPOVTAG OTO TPWTAPYIKO
™G KABNKOV: va pEPVEL TOUG AVOPMOITOUG KOVTA T} VAL TOUG
KPATA XwploTd.

2. Metapépete pia TpOKANON Kot pid €KKANon yia
EMKOVOVIA KA PNV eTAvVamtaveote oTig fefadotreg
piag otaTikng VAN g efapyiag 1 oo AAAoO Tov
1810Tpomov meAat.

3. Emwvorote mpoypappa

STAUATNOTE VA OKEPTEOTE OTL 0 OXESIA0UOG piag
KAALYNG EyKELTAL AITAQ 0TV OTEYAOT) €vog SeSopévou
npoypappatog. Mmopeite emiong va oxedidoete
TPOKEUEVOV VA AANAEETE Eva TTPOYPALLA, VAL ETTLVOT|OETE
£va TPOYPANLA T) VAL LTTOOTNPIEETE EVA TTPOYPALLUAL.

4. Evioyvote

STaUaTNOoTE Vo OKEPTEOTE OTL 0 OXeS1A0UOG piag KAAvyng
£YKELTAL ATAA 0TIV LITAKOT| 0g 5e50UEVOUG KAVOVES KAt
Sadikaoieg. Mmopeite emiong va oxedidoete evOMAKTIKEG
Sadikaoieg, va evioyboete Toug avOp@OIOVE KAl va TOUG
TAPEYETE TEPNPAVIA Y1 TO S1KO TOUG TTePIPANOV.

5. A®oTe emAOYEG

STAUATNOTE VA OKEPTEOTE OTL 0 OXeS1A0UOG piag KAAvyng
£YKELTAL A 0TIV TapoyT) Katokimv. Mropeite emiong
va o¥edlaoeTe Eva oLOTN LA TTOV VA APTIVEL ETTAPKT

X®PO y1a T oXESIA TV avOpOTTWV. Exediaote Tig
nponofeoelg, e0TIAOVTAG OTNV VMEPKATACKELT] Y1 TV
HeyloToToinon g eAevBepng emAoyng.

6. Eotiaote oty Eprmiotootvn

STAUATNOTE VA OKEPTEOTE OTL 0 OXESIATUOG TNG
AOPAAELNG EYKELTAL ATTAA TNV ATTOUOVWOT] TWV
avBpanwv. Mmopeite emiong va oxed1a0ete OTYHES
KATA TI§ 07101eG 01 AVOp®ITOL PITOPOoLV va ouvavtnOovv
Xwpig @ofo. Exedraote eva pépog Omov ot avBpwsmot Sev
oUVAVTIOLVTAL ATTAQ, 0AAQA eTioN g oVYYXpoviovTal.

7. Zvoyetiote

STAUATNOTE VA OKEPTEOTE OTL 0 OXES1AOUOG AoPaAelag
£YKELTAL 0TIV ATTIOPOVKOT) TV avlpmrwy. Oa ftav
Suvatodv va mpovonoete yua €va ovotnpa S10mong,
QITOKATACTAOTG KO EVOMUATMONG TTOV TEAKA va elvat
EVEPYETIKO Y1 TNV KOWV®VIAL.

8. Zyediaote pia Siabeon

STAUATNOTE VA OKEPTEOTE OTL 0 OXESIATUOG EyKeITAL
TENIKA OTOV PHETACYNUATIONO TOPWV O pop@n. Mmopeite
va ovAAGPeTe Eva oxedo mov Sev eivan mapépfaon, aAAa
SnAaver pia evpitepn okoloyia mbavag Snuovpynviag
KOl VEOUG TTOPOUG €V TEAEL.

9. ToAunote va elote epactteyveg
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5. Provide Choice

Stop thinking that all shelter design is about providing
homes. You can also design a system that leaves ample
room for people’s own plans. Design the preconditions,
by focusing on superstructure for maximum-free choice.

6. Focus on Trust

Stop thinking that all security design is about keeping
people out. You can also design moments in which people
can encounter one another beyond fear. Design a place
where people do not just meet, but also synchronize.

7. Engage

Stop thinking that all security design is keeping people
out. It may be possible to draft a system of rescue,
rehabilitation and integration that will ultimately be
beneficial to society.

8. Design an Attitude

Stop thinking that all design is ultimately about
transforming resources into form. You can conceive of
a design which is not an intervention, but becomes a
manifestation of a larger ecology, possibly ultimately
generating new resources as well.

9. Dare to be an Amateur

Stop thinking that innovation design means speaking the
language of “the new”. A history of avant-garde may have
become the domain of creative professionals, but there
has always been the culture of naive explorers who, by
sheer perseverance or utter serendipity, might suddenly
become mankind’s saviours.

10. Never give up Hope

Stop thinking that all design that is ultimately convincing
can only be based on a profound understanding of the
human condition. Although it is true that very little of the
creative destruction occurring in the last century was not
influenced by superposition of the Nietzschean worldview,
a tradition of grassroots initiative may now be emerging as
the treasure chest of hope.

11. Emancipate

Stop thinking that all design is either the vehicle of
honesty and understandable interest, or, on the contrary,
the manifestation of the abuse of power. We can design a
tactic that starts from greed and finishes in new means of
human emancipation.

12. Resist the Icon

Stop thinking that all design is just about highlighting
brilliance. It might be a smokescreen for a power play that
needs your creativity as an alibi. Never stop analyzing
your client’s tricks.

13. Collaborate

Stop thinking that all design is the imposition of a choice
of form upon a reality on the ground. Sometimes it defies
such an abstraction by engaging deeply with a given
program that amounts to permanent collaboration.

14. Challenge Propaganda

Of course as a designer you think about the realization, yet
you may have other options. You may design the language
of the not yet given, or even the explicitly forbidden.



VAKO - QUAO 0TIV APYLTEKTOVIKT)

STAUATNOTE VA OKEPTEOTE OTL KAVOTONOG OXES1ATUOG
onuaivel va pAate v yh\oooa “tov véov”. H 1otopia tng
TPWTOTOPLAG PAivETAL VA EXEL KATAOTEL LTTOOEDT TWV
eMayyeEALATIOV TNG Snuiovpylag, OLWS TAVTA VI PYXE

KL 1] KODATOUPA TWV APEADV EPEVVITGOV, Ol OTTOI01 UE
TEPACTIA ETUOVT] T} OAOKANPOTIKT) EUITTVEVOT), LTTOPOVV
Eapvika va yivouv o1 owtpeg g avOpwmotrag.

10. IToté punv eykataeinete v EAmtida

STAUATNOTE VA OKEPTEOTE OTL 0 OXES1ATUOG TTOV elvan
TEAIKA TTEW0TIKOG pItopet povo va Paciletal oe pia fabia
Katavonon g avlpwmyvng katdotaong. Molovot

elvan aAnBeia 6T eEAA10TO HEPOG TNG SNUIOVPYIKNAG
KATAOTPOPNG OV GUVERT TOV TEAELTATI0 AOVA

Sev emmpedotnke and mv emPBoAn mg Nitoeikrg
KOOLOEIKOVAG, Hia mapadoorn Kavopavey mpewtofovAimv
umopel topa va avadveTal wg To GEVIOUKL LLE TOV Bnoaupo
™mg eATtidag.

11. XewpagetOeite

STAUATNOTE VA OKEPTEOTE OTL 0 oXeS1aoUOg eival

£lTe 10 OYNUA TNG EKPIVELG, TNG KATAVOTOTG KAl

oL evilaPEpovTog eite, avtibeta, n ekdHAwon g
kataypnotkng egovoiag. Mmopolpe va oxedidoouvpe pia
TAKTIKT) 70V va EEKIVA QIO TNV QITANOTIA KAl VA KATAANYEL
0€ VEOUG TPOTIOUG XELPAPETNONG TWV AVOPOTWV.

12. AvuiotaBeite oto EpfAnuatiko

ITAUATNOTE VA OKEPTEDTE OTL 0 oXeS1aoUdg eival povo o
VEPTOVIOUOG TOV eEIPETIKOV. MITOPET vV LITOKPUITTEL Eva
sayvid e€ovoiag mov peradetal v SnuovpykoOTHTa
oag wg AM0OL. TToTe PNy oTaPATOETE VAL AVAADETE TA
TEXVACLATA TOV TTEAQTN 0AG.

13. Zvvepyaoteite

STAUATNOTE VA OKEPTEOTE OTL 0 OXeS1A0UOG eival

1N ePBoAn piag HOopPOAOYIKNG ETAOYNG el piag
TPAYUATIKOTNTAG TOU €8APOUG. Mepikeg popeg pia tétola
agpaipeon pmopel va kAoviotel peow g Pabidg epmthokng
pe eva 5e50UEVO TTPOYPALILA TTOV EVVOEL TNV HOVIUN
ouvvepyaoia.

14. Apgropnote myv HpomayavSa

DUOIKA WG OYEBIAOTEG OKEPTEDTE TNV TPAYLATOTOINOT),
A\ ptopet va Exete kat AAAeg emloyeg. Mmopet

va oxediadete v YAwooa auto sov Sev etvat

akopn 6e5opEvo 1) aKOUN KAl auToL oL gival pnta
QTTAYOPEVUEVO.

15. AUTOKAN TN APYITEKTOVIKT)

M7opovUE va EAVAOKEPTOVLE TNV AVAKAACTIKT) TTPAKTIKN
TOV OXEBA0LOV 7OV ATAVTA O€ Evay TTEAATT), Evav
TPOVITOAOYIOUO, EVav TOTO, pia odnyia;

Mopovpe va oxed1acovpe pia atdévia ya tov
oxeblaopo...

material - immaterial in architecture

15. Unsolicited Architecture

Can we rethink the reactive practice of design that
responds to a client, to a budget, to a site, to a brief.
We can design an agenda for design...
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To Ynerako Topedeg

To ewovootoyeio (pixel) firav pia amod Tig peyaleg
AVOKOADWELG TOV €1K00TOV cuwva. 'Exet miéov yivel to
Bepehideg cwUATIOO TOL TAYKOCUIOTONUEVOL KAl
UNVTIAKOU KOPEGUEVOU TTOAITIOUOD TOV E1IKOOTOV TIPGTOV
awwva. Nopidw 0T n avakdAvyr| Tov amodidetat otov
Russell A. Kirsch tov EOvikot T'pageiov Ipothnwv

twv HITA ota péoa g Sekaetiag Tov 1950. O Kirsch
avEénTuEe Evav TPOTIo YNPLoTIoinong GWTOYPAPIOV
UEOK TEPITOAIENC TOVG YUPW AITO &va TOUTTAVO. APov

TIG TTEPVOVOE KATM ATIO £VAV NAEKTPOVIKO PWTOYPAPIKO
aoOnTpa eAéyyovtag SetypatoAnrukd Tig Tiueg g
£vtaong oe Eexwplotd Sraotuata, g KwdKOIo1000e
apBunukd. O1 Srodrdotateg akorovdieg aplBumv

JTOV TIPOEKLITTAV UITOPOVOAV TOTE VA AtofnKevTOVV

O€ PV UM NAEKTPOVIKOD LITOAOYIOTI] KAl APYOTEPA VA
enmavepunvevbolv mg eVIAoEIg KATAMNAEG YA EKTOTI®OT)
1 tpofBoAr) og 06ovn.

Inuepa, ta eikovooTokeia eivan tavtov. H peyébuvon
0T0100ONTOTE e1KOVAG piag 000vng vitohoyloth odnyet
TeENKA 0Ta e1kovooTotyeia. Ot TwANTEG YNPLaK®OY
POTOYPAPIKOV UNYAVOV KAt 000vmv vpnAng avahvong
EMALPOVTAL Y1 TOUG CUVEX MG ALEAVOUEVOUS aplBpovg
megapixels mov tpoopépovv. Meydheg 000veg, Otwg
otV Times Square g Neag Yopkng kaAbmtovv Owpelg
O0AOKAN PV KTNpiwv pe eikovoototkeia. To Google
Earth avayet myv em@daveia oAOKANpng NG yng oe
ewcovootoyeia. To Second Life Sev eivan timote Ao mapa
£1KOVOOTOIKELA.

Ta e1kovooTotyela oLVNBWE EAKOUV TNV KATAYWYT) TOUG
QaITO TOV PLOTKO KOO0 HECK NG aloBnong g dpaong,
MG auto dev eivar voxpenTko. Ia mapaderyua,
elpaote 601 eE0IKEIUEVOL pe TIg LITEPLOPES KA TIg
PASIOPWVIKNG CUXVOTNTAG SOPLPOPIKES EIKOVES TNG
EMPAVELAG TNG YNG - TTOL SnpovpyovvTal amd aodnTrpeg
NAEKTPOLAYVITIKTG aKTVOoAiag EEm amd To pAopa Tov
opatov. Kay, pe anodntipeg katdning texvoloyiag,
UITOPOVUE VA KATAOKEVACOVLE akohovBieg amd
£1KOVOOTOIKELA TTPOEPYOUEVES ATTO XN TIKA Tedia, Ao
aTTika edia, amd edia mpooKPoLOTE, AKOUA KAl AItO
APWOUATIKA KAl YELOTIKA media.

Ta £1KOVOOTOIKEIA ATAOITTOI0VY KAl GUUITIE(OLV.

Me A Adya, TpdKerTat ept apaipEsewV - oV
JPAYHATOTOI0VVTAL GLVHOWE HECK 10OKATAVOUT|G KAl
AVAYWOYT|G TNG AN POPOPIAG TTOU GUYKEVTPGOVOUV O1
aoONTIPEG 0 OLYKEKPIUEVT] KAMPAKA. T pia Wi@akn
POTOYPAPia, yia TapASetyua, ol EVIATEIS TOV POTOG
O€ TUTLATA NG OKNVIG IOV €lval 0paTtd o€ 0ToKEld TOU
JvVaKa ToV AoHNTAPA NG UNYAVIG L0OKATAVEHOVTAL,
0TIV OUVEXELA XAPTOYPAPOLVTAL O€ ia £KTACT] HEIWUEVG
&vtaong (e@doov 01 GLOKEVEG TPOPOATIC KA EKTOTTMOTG
Sev pmopoliv va avamapayouvy v Suvapikr) £ktaon
TOV TTPAYUATIKOD KOOHOV) KA TeMKA tpofBadlovial oav
HUIKPOOKOTIKA XPWUATIOTA TETPAY®DVA.

Evadaxtikd, ta Sedopéva mov culMéyovtal oe kabe
JEPLOYT] TOL XMPOL KAL TOV XPOVOL MITOPEL va eivat

technology, space, architecture

William J. Mitchell

Professor of Architecture and Media Arts and
Sciences at the MIT

Digital porosity

The pixel was one of the great inventions of the twentieth
century. It has now become the fundamental particle

of the twenty-first century’s globalized, media-saturated
culture. As far as I can tell, the inventor was Russell A.
Kirsch at the United States National Bureau of Standards
in mid-1950s. Kirsch developed a way of digitizing
photographs by wrapping them around a drum, passing
them beneath an electronic photo sensor, sampling
intensity values at discrete intervals, and numerically
encoding them. The resulting two-dimensional arrays of
numbers could be stored in computer memory and later
re-interpreted as intensities for screen display or printout.

These days, pixels are everywhere. If you zoom in to any
image on a computer screen you will eventually get to
the pixels. Vendors of digital cameras and high definition
display screens brag about the ever-increasing numbers
of megapixels they offer. Giant displays, as in New York’s
Times Square, cover building facades with pixels. Google
Earth reduces the earth’s entire surface to pixels. Second
Life is nothing but pixels.

Pixels are usually derived from the physical world through
visual sensing, but they don’t have to be. We are all
familiar, for example, with infrared and radio frequency
satellite images of the earth’s surface - created by sensing
electromagnetic radiation from outside the visible
spectrum. And, with the right sensing technology, we

can construct pixel arrays from audio fields, tactile fields,
impact fields, and even scent and taste fields.

Pixels simplify and compress. In other words, they are
abstractions - usually produced by averaging and scaling
information gathered by sensors. In a digital photograph,
for example, light intensities in segments of scenes that
are visible to elements in the camera’s sensor array are
averaged, mapped onto a reduced intensity range (since
display and printing devices cannot replicate the dynamic
range of the real world), and eventually displayed as tiny
colored squares.

Alternatively, the inputs that are collected at each location
in space and time may be spatially and temporally
bounded extracts, made without averaging, as with
snapshots, video clips, and audio clips. In this case, the
pixel values aren’t single numbers but extensive files.

The output generated from pixel values doesn’t have

to take the form of displayed or printed squares. As

the gridded paintings of Chuck Close suggest, arrays of
digitally encoded data can be interpreted in terms of
many different kinds of marks or objects. These output
objects can be patterns of dots, blobby brush marks, other
images, lights, mechanisms, drops of water, bubbles,
balloons that inflate and deflate, variously shaped lumps
of stone - just about anything that can express some sort
of difference from one grid location to the next. They can
be two-dimensional graphic objects on planar surfaces,
elements of bas-reliefs, or three-dimensional architectural
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QTOCTTATUATA XWPIKA KA XPOVIKA TTEPLOPIOUEVA, TA
071010 YIVOVTAL XWPIG I00KATAVOLLT), OTIME TA POTOYPAPIKA
OTIYHIOTLTIA, TA NYNTIKA - KAt Ta video-clips. Ze avt v
TEPITTWOT), O1 TIUEG TWV EIKOVOOTOLXEIWV Sev eivar amol
apBpol, aAG exTeTapEVa apyeia.

To TAPAYWYO TWV TIHMV TWV EIKOVOOTOIKEIDV Sev etvat
VTIOYPEWHLEVO VA TIALPVEL TNV HOPPT| TPOPANOUEVHDV

T EKTUTIOUEVOV TETPAYDV®YV. 'OTwg HapTtupovv ot
meypatoedeig mivakeg tov Chuck Close, akolovbieg
PNELaKa KoSKomomnpeveoy dedopevmv ptopovv va
epunvevbolv wg oA SrapopeTika €idn onuaTeY N
AVTIKEILEVOV. AUTA TA TAPAYWYA AVTIKEILEVA HLTTOPOVY
va eivan potifa amd tedeieg, knAideg mvédov ) fovptoag,
AAEG EIKOVEG, PMTA, UNXAVIOUOL, OTAYOVEG VEPOV,
(POVOKEG, LITAAOVIA TTOV (POVOKMVOUV KL SEPOVOKMVOULY,
TOKIAOLOPPEG NALES AITO TTETPA - 0XeSOV oTIdT)MTOTE
UIopel va ekQpacel KATToov eidoug Stapopd amod v pia
JEPLOYT) TOV TAEYHATOG TNV emOpeVT. Mmopolv va eivar
SodraoTata ypapikd avtikeipeva oe eninedeg empaveleg,
oToeia avayAv@ou 1 TPIoSIACTATEG APYITEKTOVIKEG
ouvvheoelg peoa OTIg oToieg UItopelg va mepunynOeic.
MopoVv va givatl 0TaTIKA 1) KAl va stotkidovy Suvapika.
M7opoUV va EKTTEUTIOVY X0, SOVNoN T} Apmpa avtl

yia QwG.

Ta Tapdynya Ty elkovooTtoxeiwv Sev xperadetal kav

va asevBivovtal ota ida aoOnpla kavaa e ekeiva
ota omola ewonxOnoav ta SeSopéva. Hyntikég evraoerg
UITOPOVV VA LETAYPAPOVV O POTEWVEG EVIATELS KAL
avtiotpoga. H Beppokpacia katd Pijkog piag emepavelag
pmopel va KwS1komonfel XpwUATIKA Yid TIG AVAYKES [ag
OTTIKNG TPOBOANG. OOUEG LITOPOVV VA LETAYPAPOVY OE
VPEG, 10wG HEOW eVOG 1810TVITOL ovoThatog Braille. Ta
TAPAYWYA QIO 0,TISNTOTE PITOPOVV VA TTAPOLY TNV LOPPT
AKOAOUOI®V OTOEIWY YEVOTG, OMMG TA AAATIOUEVA
WToKOTAKIA HETABANTIG AAHUPOTITAG, TTOV TPETEL VA TA
YADpeig yia va v avtiingBeig. H Siadikaoia epunveiag
TOV EIKOVOOTOLYEIWV EMTPETEL VEEG LOPPEG CLVALOONOLAG.

Me 0Aeg QUTEG TIG TTOAAEG KAt TTOIKIAEG HOPPEG, TA
ewkovootoyeia £xovv petatpastel oe eva eidog mov
e10BANEL OUVEXDG O VEES TIEPLOYES.

'Exouv topa Ee@Uyel amd o apyikod ToUg PUOIKO
sepPaihov kot eEamAevovTtal o€ kKabe onpELD TOL LVAIKOV
koopov. ES® Aertoupyolv wg Tdpot Tov emTpenovv

OTNV TANPOPOPIA VA PEEL GTOV KUPBEPVOXDPO OE
OUYKEKPIHEVA CUVOAX ONUEIWV TOV XMPOL KAL TOU XPOVOL
(Tig TomoBeoieg Twv Ao pwv) kot TdAL €Ew o€ A
oUVoAa onpeiwv (Tig eproxeg e£08ov dedopevmv). 'Oro
KL TEPLOCOTEPO, LLE TA EVODUATOUEVA NAEKTPOVIKA KA
TNV YEVIKEUUEVT SIKTUWOT), TA KTNPLA KAL O1 TTOAELS LG
yivovtal ynelaka mopmserg.

AvTo 10 veo mopmSeg etvar avamogevkto. Eite tehka

TO EVAYKAAIOTOUHE KAl TO QTOAAVOOVE ELTE TOV
avtiotaBolpe, n vTapEr Tov Ba amotedel pia ovvOnKn
710V Bt 0PideL TNV VEA APYITEKTOVIKI] TOV EIKOGTOV TIPWTOV
amva.

compositions that you wander around in. They can be
static or they can vary dynamically. They can be emitters
of sound, vibration, or aroma instead of light.

Pixel outputs don’t even have to engage the same sensory
channels as inputs. Sound intensities can map to light
intensities, or vice-versa. Temperature across a surface
can be color-coded for visual display. Smells can map to
textures, maybe in a kind of Braille notation. Output of
anything might take the form of arrays of taste elements,
such as Saltine crackers of varying saltiness, that you lick
to experience. The pixel interpretation process allows for
new forms of synesthesia.

In these many and varied forms, pixels have become an
invasive species.

They have now escaped their original habitats and are
spreading throughout the material world. Here, they
function as pores that allow information to flow in to
cyberspace at particular sets of points in space and time
(the sensor locations) and out again at other sets of points
(the output locations). Increasingly, with embedded
electronics and ubiquitous networking, our buildings and
cities are becoming digitally porous.

This new porosity is inescapable. Whether it is embraced
and celebrated, or whether it is resisted, its existence will
be a defining condition of the new architecture of the
twenty-first century.
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Yuvévrevdn péow e-mail omyv
Avaotacia Kapavdewvov

AK: Epomon 1
[véeg texvoloyieg-xwpikeg avTanpelg-apyttéktovag]

RC: Autd eivan éva peydho epatnua. Mia amavinon
Ba fjTav va LIToXWPTOELS KAl VA TELG OTL T) APYLTEKTOVIKT)
QOYOAELTAL [LE TNV PUOTKT LOPPT) KA APOPA OTOV
TPOTO 7OV 01 AVOPMITOL AMNAETIS POV pe autiv. Ag
npooAdfoupe oupfovrovg va pag vovbetnoovy mept
aMnAemtibpaong pe Tig véeg texvoloyieg. Avtr) Ba ftav
pia Aoywkr) amavnon. Ot apyrtéktoveg dev pmopolvv
VO AVTIHETOITLOOUV OAEG TIG TTTUXEG TOV KTIOUEVOL
neplPaiovtog. Mepikoi aplteEkToveg evogxeTal va
£MAEYOLV VA S1EVPVLVOLV TNV TEXVOYVWAIA TOUG ETOL MOTE
va yivouv gkeivol avtol ot cUpBovAot, pe tov id1o Tpdmo
IOV OPLOUEVOL APYITEKTOVEG EIGIKEVOVTAL OTIG KATAOKEVEG,
ot Sayeipon vnpeoiwv, otV agwpopia kat oto CAD.

AK: TToMOol apyITEKTOVES ATTAVTOVY, OU®E, TAV
va givat 6vtwg oe BEoN va avTIETOIo0VY aUTH TV
kawovpyla katdotaon. ati ovpfaiver avto;

RC: Mia a6 Tig (Beputeg) pavtaoiooeig mg
APYLTEKTOVIKTG €lval OTL LITOPEL VA AVTILETWOIOEL OAEG
TIG JTTUXEG TOV KTIOUEVOL TEPIPAANOVTOG. AUTO elvan éva
QITO TA TIPAYLATA TTOV OV APEGOLY 0TIV APYITEKTOVIKT].
Timota Sev Ppioketal ekTOG TOL TESIOL NG, AKOUA KL AV
vrepPaivel Tig Skég pag IKavoTnTeg.

AK: Epaotnon 2 [1 enaveppavion tov auAov otnv
APYLTEKTOVIKT ovdrTtnon]

RC: Aie€ayetau pia avadijmon yia 1o veo, yia auto
IOV TIPOKAAEL —OTIWG O€ OAEG TIg TEXVEG, AANwOTE. ToTE
elvau Tov avaTvooeTal pia kpiown pada evélapepovtog.
Nouidw ot 1 eloaywyn eEeAMlyHEVOV TEXVIKOV TAPAYWOYTS
KA EELTTVOV TEXVOAOYL®DV EXOUV LEYAAT OXEOT] E QUTO.
Yrapyel akopa kat katt 1o madikd oxedov oe 6Ao auto:
Toiyot mov e€apavidovtal, KTrpla Tov AKOVUTOUV eEAAPPLd
010 £6aPog, pia apltekTovikn g eAdyiotng Seopevong.
Av n apyttektovikn Sev apeoet atovg avlpmItoug, ToTe
umopetl va e€apaviotel 1) va Stadvbei oto pUonua tov
ayepa n pdAov Sev vmnpEe ot £tol kK alwg. Elvan pia
0711000 MPTN 0T PO TNV ACPAAELA TOV HAYIKOV.

AK: Epaoon 3 [véeg texvoloyieg -arobavtikotntal

RC: Zxedov oav amavnon oTny apvnTikn
SNUoo1OTNTA TTOV TTPOTEIAKUOAV O TEXVOKPATES
KOl YPAPEIOKPATES LLOVTIEPVITTEG, OL GUVIYOPOL TV
GUYXPOVOV PNPLAK®V TEXVOAOYI®V OTnpidovial oe
15¢€eg mov mpopnBeviovtan amod Ta MESiA TOL CWHATIKOV,
OV AEBAVTIKOD, TNG EAAPPLAG KAl SNHOKPATIKIG
apytrektovikng. Kat mov eivan Suvapel am-avOpwmotiko
£yel petapopewet oto avtiBeto tov. Auto Sev eivan
A pia egamatnon 1 éva kuviko koAso. Eivar topa
TPAYHATIKOTNTA.

AK: Evvoeite, nAadm, ot eivan éva €16og
avtibpaong o’ avtn v apvnukr Snpoototta; Kau

Richard Coyne

Professor of Architectural Computing, Head of School of
Arts,Culture and Environment, University of Edinburgh

E-mail interview by
Anastasia Karandinou

AK: Question 1
[new technologies — conceptions of space — architect]

RC: This is a big question. One response is to
retreat from it and say that architecture is concerned
with physical form and how people interact with it.
Employ consultants to advise on interaction with new
technologies. This is a reasonable response. Architects
cannot deal with every aspect of the built environment.
Some architects might choose to expand their expertise
such that they are these consultants, in the same way that
some architects are specialists in structures, facilities
management, sustainability and CAD.

AK: Many architects do respond, though, as if they
are in a position to deal with this new situation. Why does
this happen?

RC: One of the (desirable) conceits of architecture is
that it can deal with every aspect of the built environment.
This is one of the things I like about architecture. Nothing
is out of bounds, even though it may be beyond our
competence.

AK: Question 2 [the immaterial and its
reappearance in architectural discourse]

RC: As in all the arts there is a quest for the new and
challenging. Then a critical mass of interest develops.
I think the introduction of sophisticated manufacturing
techniques and clever technologies has a lot to do with
it. There is also something about the child in this: walls
that disappear, buildings that touch the ground lightly, an
architecture of minimal commitment. If people don’t like
the architecture then it can disappear, or be blown away
in a gust of wind, or perhaps it never existed anyway.
It’s a retreat to the safety of magic.

AK: Question 3 [new technologies —sensuality]

RC: As if to counteract the bad press attracted
by the technocrats and bureaucratic modernists, the
proponents of contemporary digital technologies are
bent on purveying ideas of embodied, sensual, light and
democratic architecture. Something that is potentially
dehumanising has turned into its opposite. This is not just
a cynical trick or deception. It is now real.

AK: You mean, then, that it is a sort of reaction to
that bad press? Was it — then — always dealing equally
with the other senses and a sensual/ light/ democratic/...
way of thinking?

RC: Well, Le Corbusier famously described
architecture as forms in light. It is a commonplace to
remark that architecture and the architectural treatise
focussed on the visual. I don’t want to assert that digital
technology now makes it possible to focus on what
architecture always wanted to be. If anything, digital
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UNTIWE TOTE TAVTA AVTILETMOINSE OLOIOTPOTIA TIG AANEG
aoBnoeig kot evav aofavtikd/eAa@pv/dnuokpatiko/ ...
TPOTO OKEWYNG;

RC: Aoutov, eivan maoityveooto mwg o Le Corbusier
TEPIEYPAYE TNV APYLITEKTOVIKT WG LOPPES OTO PWG.
H mapatripnon 0T n apITEKTOVIKT] KAl O APYITEKTOVIKEG
mpaypateieg eotiadav 0To 0TTIKO elval pia KowvoTortia.
Ag BEA® VA 10XLPIOTG OTL 1) PNPLAKT] TEXVOAOYIA Hag
Siver topa ™ SuvatodTTa va E0TIACOVE 08 AUTO TTOU
T apXLTEKTOVIKT mtavTa NBele va gival. EEaov, ta
Pnelaka pEoa £xouv evioyvoel To omtiko Beaua. Nopidw
OTLLTIAPYEL A AOYIKT KATA TNV o7toid Ta akpaia onueia
KAtevBuvouy TEMKA TNV TPOCOoYT) TTPOg TA AvTifETA
Tovg. ‘000 10xVPOTEPT YiveTal 1 EAEN TOV OITIKOV, TOCO
7110 0PodpT etvan N avtibpaon oe avto. H axivn,
HIKPT PQVI] AKOVYETAL TTEPLOCOTEPO KOVTPA 0TIV
QAVATTTUOOOUEVT) OLWITT TOV PWTOGC.

AK: Epoon 4 [atuoo@aipa kat apyItektovikog
oxedlaouog]

RC: Atpoopaipa eivar pia G AEEn ya to édagog
OTNV TAAA GLTNTNON YA TV OXEOT LOPPNG-ESAPOUG.
Eipaote ovvnBiopévol otnv avtiAnyn 0Tt ta mipdypata
VIOXWPOVV OF T avadhovTal astd pia [n-tapatnprion
avumapgla.

AK: Epaotnon 5 [xaptng wg emomnteia kat frpa-pripa
seputAavnon]

RC: Nay, frwvovpe xapteg -kat PItopovpe akopa
kot va Stapwvnoovpe yia avtovg. H mo eviiagpépovoa
TAEVPA AVTIG TNG epmelpiag eivan ) oxgon petald g
eUTEPIOG TOV XAPTN KAl TNG EUTEIPLAG TNG TEPUTAAVIIONG.

AK: Epaotnon 6 [ moAn 0nwg mpémel va eivat — )
TOAN OTIWG TPAYUATIKA elvar]

RC: O1 tep1oo0TePOL AVOP®ITOL TOV HEAETOVV
TIg TTOAELS €OV cuvaioBnon g Stapopag petadl tov
18eatov oxediov kat avTov mov TEAIKA oupPaivel 0To
£dagog. O1 avBpwiot Srapepouvv otV avtidpaot) tovg
amévavt ge auth) Vv acvpgwvia. Euvvom pia drtoyn mou
Sev ammokAeiel autr) v aovpvia, 1) avadnta vbiveg,
o\ SovAever pe aunv.

AK: Epotnon 7 [ta 0p1d g xaptoypaenong kat
™G Kataypagric]

RC: O 1yog gival amd moANES ATTOWELG TTOAD
Srapopetikog amd v 6pacn. Ot xapTeg kat AAAEG
ovpfatikeg avilypelg oxedinv kat Soumv eAeyyov
aivetal va Tpo@odoTovvTal KAAUTEPA HET® TNG
opaong. 'Otav petaxivnBeig oty meploxn g
NXNTIKAG KATAYPAPTG, TOTE AVATTOPEVKTA TPETEL VA
AVTILETOITIOELS TV TUXAOTNTA, TIG CUYKPOVOUEVES POVEG,
TIG VEEG HOPPES XAPTOYPAPTOTIG.

AK: Epotnon 9 [AOrva kat nyntikn tavtotntal

RC: O1 10UpioTeg KUPIWEG OKEPTOVTAL TNV
AKPOTIOAN: AKIVNOiQ, 10TOPIKEG PWVES, O AVELOG OTA
meVka. Mepikol 10wg ovv 0Tt autd anmeEyet pila pakpa
Qo MV «TIpaypankr» ABnva, ala ol 18ealoteg
TOVPLOTEG XAUNADVOUV AUTH TNV EVTACT), TOVAAXIOTOV 0TI
QAVAULVT|OELG TOVG.

media has amplified the visual spectacle. I think there is
a sense in which extremes draw attention to their
opposites. The stronger the pull of the visual the more
intense become the pockets of resistance. The still, small
voice is becoming more audible against the growing
silence of the light.

AK: Question 4 [atmosphere and the design
process]

RC: Atmosphere is another word for ground in the old
figure-ground relationship. We are used to the notion that
things retreat into or emerge from inconspicuous non-
awareness.

AK: Question 5 [map as overview/map as step-by-
step exploration]

RC: Yes, we experience maps, and even have
arguments over them. The most interesting aspect of the
experience is the relationship between the experience of
the map and the experience of moving around.

AK: Question 6
[the city as it should be vs. the city as it really is]

RC: Most people who think about cities are aware
of the difference between the idealised plan and what
actually happens on the ground. People differ in their
response to this discrepancy. I favour a view that is not
embarrassed by the discrepancy, or looks for blame, but
works with it.

AK: Question 7 [limits of mapping and recording]

RC: Sound is very different in many respects from
vision. Maps and conventional
understandings of plans and control structures seem best
purveyed through the medium of sight. When you move
into the area of sound recording then you inevitably have
to deal with contingency, competing voices, new forms of
mapping.

AK: Question 9 [Athens — sonic identity]

RC: Tourists mostly think of the Acropolis: stillness,
historic voices, the wind in the pines. Some may say this is
a million miles from the “real“ Athens, but idealistic
tourists tune that out, at least in our memories.
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Ta pia Oewpia Tov peTa-PnELaKov
OV APYLTEKTOVIKT)

H o onpavukn aAhayr mapadetypatog mov engpepav
TA VEA HECA KA 1] TEXVOAOYIQ, LLE TNV eMakoAovOn
TAVTAKOV TApovaia g, eivatl avTn g anmeAevbepwaong
TOV XPTOTN QIO TIG VPOAOYIKEG KAl XWPIKES TTPOOTAYES
PACOTOV NG aodnTikng, SnAadn Twv apyItektovey,
TOV TOMTIKOV Ko TwV TToA0d0pwV. Kabawg mpoywpet
autog 0 Atwvag, 1 Tvpavvia avtr) Ba kabiotatal

0A0 ka1 Atyotepo vopupomompévn. H ikavotta twv
XPNOT®V VA OXNUATIOVV XMPOUG IOV ival LVILOVIKOL,
VYPNANG KAt XapnANg Kwd1komoinong, Tpoowmikol kat
avapetadoool, emrayvvetan paydaia. H extipnon
G HOVOIKNG, Yia Tapadetypa, £xel eEelixbel oe a
AVATTTUOOOUEVT] EIKOVIKT| TTEPLOXT], O1 LOVOIKEG CUAAOYEG
UITOPOLV va Elval AOPATES, VA AVAULYVDOVTAL, VA
Saporpadovrar kau va Stavépovral ydpw ota Swpatia
oav adopata aA\a akovotika graffiti, va evaAhaooovtal oe
AOTEG HEXPL TOV ONUEIOL TNG ATEAELWTNG IKAVOITOINONG.
Tewypa@ikeg TaVTOTNTEG PITOPOVV va amotebotv
0TOVSHTTOTE OTOV KOOWO YA VA TIPOTPEPOLY YVAOOT),
Siyoyvompia, mpogidomoinon kat evyapiomon. Mmopovpe
VO KATAOTIOOVE TA 1YV ToV BloVv Hag avayvmoud og
pia véa kowvwvikn apyatoloyia. IIpopavog to peydho
mapado&o g Emoyrg Hag, n pooTike g et pnong
TAVTA Hag avaykadel va otoxalopaote mept g nowkng
£VOG TIPOTEKTIKOV, GOMOV KA TTANPOPOPLAKA AGPAAOVG
PYNeLaxov Xmpov.

Katapynv etvat onpavtiko va toviotel 0t n «Meta-
PYNELakr ApYLTEKTOVIKT» eV elval pia apyITEKTOVIKN
XWPIg Kapia Ynelakr ouvioT®oa. TNV TPAYUATIKOTTA
elva pia apyITEKTOVIKT) IOV aoTeAE eV TOANOIG pia
ouvOeon peta&d Tov o10vel, TOV TPAYLATIKOV, TOV
BroAoyikov, tng Aoyikrg Tov cyborg, Tov emavinuévov

kat Tov piktov. Eivan adlvatov mAgov va pidape ya myv
Wnprakn APXLITEKTOVIKT] e TOVG OPOUG piag Suadikng
avTifeong wg TPOG TNV KAVOVIKT] APYLTEKTOVIKT TOV
TPAYLATIKOU KOOHOV. O KUBEPVOXMPOG EXEL EITXWPTIOEL
VmovAa oV kN pag vapén - oe kaBe yovia kal oe kGOe
KkAipaxa. 'Eva tétolo medio pmopet va meptaapfaver pia
TOKIALAL TIEPITTAOK WV VITOKOVATOVP®V TNG APXLTEKTOVIKIG
710V OAEG oLVTIOEVTAL ATTO SLAPOPOTTONUEVOUG

Babpovg Tov Ynprakov, Tov oovel, Tov PloAoyikov

KOl TOU VAVOTEXVOAOYIKOV, TG S1adpaong kat g
avtanmokplong oe epebiopata, xwpig va egopider Tig
TEPLOTOTEPO EKKEVTPEG KA TLUVNOWG AtyoTepo Snpoguleig
avadntioeig, TPoTAcelg kat €peuveg. [avm am’ OAd autég
01 APYITEKTOVIKEG TTPOTTABOVV VA ATTAOTIO|CoVY, Va
EVIOXVLOOLV 1) VA S1ELKOAUVOLV KAl VA KATAGTIOOVV 0pATh
mv oLvBet Stamhokr) Tov GLYYXPOVOL XWPOU.

Katavomvtag tov ApY1TekTovikd Syedaouo
TOU ApYITEKTOVIKOV Zyedraouov
Mid TETO1a APYITEKTOVIKT) OPEIAEL ETIOTC VA OTPAPEL KAt
P0G TO BEUA TV TTOAGDV ETNOTNHUOAOYIKAV AYVOOTOV TOU
koopov pag. H Apyrtextovikn tng IIAEENg Sev pmopet va
avamntuyOel pe tov Tpomo mov SieEayel kaveig pia oelpa

Neil Spiller

Professor of Architecture and Digital Theory,
Vice Dean and Director of the Advanced Virtual and Technological
Architectural Research Group at the Bartlett, Faculty
of Built Environment, UCL [www.avatarlondon.org]

Towards a theory of the post-digital
in architecture

The most important paradigm shift sustained by the new
media and technology with its consequent ubiquity is that
of the liberation of the user from the stylistic and spatial
dictates of aesthetic fascists like architects, politicians
and planners. As this Century progresses this tyranny

will become less and less legislated. The ability of users

to configure spaces that are mnemonic, high and low
coded, personal and transmittable is swiftly accelerating.
Music appreciation, for example, has become a evolving
virtual terrain, music collections can be invisible, remixed,
shared, distributed around rooms as invisible but aural
graffiti, play listed to infinite satisfaction. Geo tags can be
left all around the world to offer insight, polemic, warning
and delight. We can make the traces of our lives readable
as a new social archaeology. Obviously the great paradox
of our Age, the prospect of surveillance, always makes us
consider the ethics of careful, wise and informationally
safe digital space.

Firstly it is important to stress that “Post-Digital
Architecture” is not an architecture without any digital
component. Indeed it is an architecture that very

much is a synthesis between the virtual, the actual,

the biological, the cyborgian, the augmented and the
mixed. It is impossible, anymore, to talk of Digital
Architecture as a binary opposition to normal real world
architecture. Cyberspace has insidiously insinuated
itself into our existence, at every scale and at every

turn. Such terrain can include a variety of complex sub
cultures of architecture that are all composed of differing
degrees of the digital, the virtual, the biological and the
nanotechnological, interaction and reflexivity without
banishing the more off piste and often less fashionable
investigations, propositions and researches. Above

all these architectures seek to simplify, amplify or
facilitate and make visible the complex entanglement of
contemporary space.

Understanding the Architectural Design

of Architectural Design
Such an architecture must also address itself to the issue

of the many epistemological unknowables in our world.
Plectic Architecture cannot be developed, as one would
conduct a series of scientific experiments: objective and
sacrosanct. Firstly we must establish an understanding
of the activity of “design” and the “ontology of designer”.
Plectic Architecture can be nothing if not a second

order cybernetic system and its designers nothing if not
epistemologically observing and acting conversational
dynamos. Second order cybernetics, often known as the
cybernetics of cybernetics, is a relational subject; it never
excludes the observer or the observer of the observer of a
system. We must understand that everyone’s worldview is
different and we construct this worldview by interacting
and building, in short having conversations with people,
objects and ideas.
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EMOTNUOVIKOV TEIPAUATOV: AVTIKEWWEVIKA KAL TNPOVTAG
ALOTNPOVG KAVOVeEG. TIPETEL TPMOTA VA GUYKPOTHOOULE pia
Katavonon g Spaotnplottag Tov «oxediaopov» kat g
«ovtohoyiag Tov oyxediaoti». H Apyitektovikn g ITAeENg
Sev pmopet va eivan timote dAo Tapd Eva kuPepvnTiko
ovoTnpa Sevtepng TAfng Kat o1 oxedla0TEG TG Timote
A0 TTapa SUVAIOUETPA TTOV TTAPATNPOVV ETOTILOAOYIKA
kat Spovv Stahektikd. H kufepvnmikn Sevtepng tagng,

0 YVWOT Wg KLPEPVNTIKA TG KLPEPYNTIKIG Elvan Eva
OUOXETIOTIKO OXTUA: TTOTE Sev amokAeiel Tov Tapatnpn)
1] TOV TAPATNPTTI] TOV TAPATNPNTIH) EVOG CUOTHATOG.
O@eilovIE VA KATAVOT)OOULE OTL ) KOOLLOEKOVA TOV
kaBevog elvar StaopeTikn kabBmg kat 0Tl kataokevalovpe
QUTIV TNV KOOUOEIKOVA LEoK TG S1adpaong kat tng
01K0SOUNONG, €V OAYOIG CUVOHIAGVTAG HEe avOpamovg,
avtikeipeva kat 18eeg.

H yAwooa €xel pia kAomn mpog v avakpifela, v
eEATOIIKELOT), TNV TTAPEPUNVELQ, TNV TTAPAVAYVWOT], TOV
OXETIKIONO- elvan ETIOTG KA GUYKIVIOLOKA VITOKEUEVIKT].
O1 emoTnpHoveg avTIAAUPAVOVTAL EAVTOVE WG LAXOLEVOUG
evavTIa 0" AUTI TNV OVTOAOYId TNG YAWOOOG KAl Hag
{NTOVV VA TOTEWYOULE TNV AVTIKEIUEVIKT KAOOAKT
YA®OOW TIPOKELEVOL VA TTEPTYPAPOLV TNV LITOTIOENEVT
kaBoAwkr) Toug yvwor). ES® eivar mov xel ovvieleotel

TO HEYaALTEPO oPaApa ¢ Emotiung kar axpipag edm
elvan mmov €xel avBioel kau i) oinon pEow g S1kng g
amtoSoyrig g ovroAoyiag g YAwooag. H mipaktikr tov
APYLTEKTOVIKOV OXEG100HOV OTOV E1IKOOTO clyva €1xe
OAYNVEVTEL QIO ALTOV TOV ATTPOCMIO TPOTIO TEKUNPIWOTG
KO TTEPLYPAPTIG TNG EMOTIUNG - TTOV APVEITAL TO «EYD».
O apYITEKTOVIKOG AOYOG GUYKAAUIITEL AUTO TO XAOHA
HEOK TOV VOOV TOL APYITEKTOVA-T|PWA, LA OPAUATIKIG
Bropuiag, evog PUAavOpwtov pop@omAdot. Avth

1 TPOCEYYION KAANEPYNOE OAQ AUTA TA XpOVia pia
MovTtepvioTikT| SUOTOTIA ATEVAVTL 0TV APTYNOT), OTN
Slakoounaon, otov CUUBOAIOHO KAl O€ OTTO10VOTTTOTE

1 0,1énTote Parvotav «TpuPnAO» 1) Siebete pia
eEMPE0TIOVIOTIKT TTPOOMITIKOTNTA. AUTH 1] ATTOYUUVOUEVT
QPYLTEKTOVIKT) €lXE AVAYWYIKA KaTtaAn&el oto oxedov
Timota - pia yevikevpevn Attotnta. To povo mov Eexmpidet
TO €va KTNP1o amd To A0 elvar pia {®vn emkaAvyng
450 MM IOV TAPAYETAL ATO EVAV TEPLOPIOUEVO aplOpo
KATAOKELAOTOV EMKAADYEWV. Agv popel kavelg

VA TPOKATAPBAAEL TOV TPOTO LE TOV 070l0 PAETETAL,
TAPATNPELTAL KAl CLUVSIAAEYETAL 1) APYITEKTOVIKT].
Yoot pidw OTL 01 XPOIEG TTOV METUXAIVEL 1] APYLTEKTOVIKT
UITOPOVV VA EIVAL LOVO TIPOTWITIKES KA TIPOTKOITIKA

VI LOVIKEG YO TOV JTAPATNPNTI/XPNOTH - €V OAlyolg pia
KIWVOUHEVT Y0pTH), Lia TpAyULATIKOTNTA EEAPTMOUEVT ATTO
TOV P1{O0TTACTIKO KOVOTPOUKTIBLOTIKO VOU - pia VOpadikn
moTun.

'Otav oxedadw, prayve evav Xopo ouvapuoloviag
TPAYHATA, SNHUIOVPYDOVTAG KEVO a0 TNV Hada kat pada
Q716 T0 Kevo. '‘OTav ouvapprodw TPAYUATA, OV APECEL

VA KAVOUV TTEPLO0OTEPES ATTO piat SOVALIES - va eival
soAvonpa. Towg pov dpeoe €va ototyeio va eivat Sopko,
Srakoounpévo kat va aAhadet B¢on oe ayEon pe evav
TpoKaBoplopEVO ahyOp1BLo Kat autdg 0 akyopldpog

va ptopet va Stakvpaivetat otov Xpovo aladovtag ta
KPLTNpLa Ko ToUg tapayovteg BeAtiotonoinong tov. Towg
VO KATAOKELALO AP YTOELS YA TO OAOV 1) Y1 TA HEPT
IOV VA OV ENMETPETAV VA AvaTOE® pia fabitepn kat
TMEPLOCOTEPO GUVTOVIOUEVA TTEPUTAOKN ONUEIWTIKT. Towg

Language has a propensity of inaccuracy, for
personalisation, for misconstruing, misreading, for
relativity and it is emotively subjective. Scientists perceive
themselves as fighting against this ontology of language
and ask us to believe in objective and ubiquitous language
to describe its allegedly ubiquitous knowledge. It is

here that Science’s biggest error has been made and it is
here that poetry through its acceptance of the ontology

of language has bloomed. The practice of architectural
design in the twentieth century has been seduced by this
impersonal way of documenting and describing science-
denying the “I”. Architectural discourse camouflages

this lacuna with the myth of the hero architect, visionary
genius and beneficent form giver. This approach has
through out the years fostered a Modernist mistrust

of narrative, decoration, symbolism and anyone or
anything seen to be “self - indulgent” or of expressionist
personality. This stripped down architecture has been
reductively honed down to almost nothing - a ubiquitous
plainness. All that distinguishes one building from
another is a 450 mm zone of cladding, produced by a
limited number of cladding manufacturers. One cannot
preordain the way architecture is seen, observed and
interacted with. I argue that the nuances that architecture
delivers can only be personal and personally mnemonic,
to the observer/user - in short a movable feast, a radical

constructivist mind dependant reality - a nomadic science.

When I design I make space by putting things together,
creating void from mass and mass from void. When

I put things together I like them to do more than one

job - to be multivalent. I might like an element to be
structural, decorated and change in position related to

a predetermined algorithm and that algorithm might

be able to fluctuate in time changing its criteria and
optimisation logistics. I might construct narratives about
the whole or the pieces that allow me to develop deeper
and more resonantly complex semiotics. I might like

to take the view that my work is part of the “Modernist
Project” and that its functionalism includes its symbolic
nuances. The conversation between my work and the
user/viewer of it (and the ability/or inability of the
observer to understand and decode my intentions)
should be able to evolve in all manner of associations and
hierarchies, some considered by me and others not.

These internal (to me) and external (to me) conversations
are all languages and Meta languages, which are a

rich broth of symbiotic interaction between me, my
inspirations, my architectural lexicon and idiosyncrasies,
my intent and the observer/users preoccupations,
memories and formal associations and intent. These
systems are ascalar universes of discourse. Cybernetically,
a universe of discourse denotes the entire set of ideas,
notions, concepts that are potentially useable in a specific
domain of discourse. Gordon Pask’s Conversation Theory
seeks to describe the parameters of conversations. A
conversation is circular, but not always verbal, it happens
when one observes and one can talk of conversations
within conversations. Coversations with humans and also
machines and our reflection on them define who we are.
This is second-order cybernetics. Design is a second order
cybernetic system and Gordon Pask was first to stress the
relevance of cybernetics to architectural design. Pask also
introduced the notion that the architectural profession
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Hov dpeoe va avaAdfm v omrtikt} 0Tt  SovAeld pov eivat
pepog tov «IIpoypdupatog tov Movtepviopov» kat 0Tt

0 AELTOUPYIoUOG TOV TTEPIAAUPAVEL CUIPBOAKES XPOLEG.

H ouvvopiMia peta&d tov €pyou pov kat tov xprotn/Oeartr
TOL (KA 1] IKAVOTNTA/ AVIKAVOTI TA TOV IAPATNPNTH

VO KATAVOTO€L KAl VO ATTOK®S1KoTTooet Tig ipobEoelg
pov) Ba énpemne va pmopel va e€eliooetat pe kabe tpomo
OUOXETICEMV KA IEPAPYTTEWYV, KATOL0UEG ATTO TOVG
omoiloug Ba eiya peletroel kat AAoug OxL.

AUTEG 01 E0WTEPIKES (WG TTPOG EUEVA) KA EEWTEPIKES

(g tpog epéva) ouvopiieg eivar OAeg YAWOOEG Kat
UETA-YADOOEG, IOV ATTOTEAOVV VA TTAOVO10 {WUO
ovpfwtikng Srtadpaong petald epov, TV eUTVEDOEWV
HOV, TOV APXITEKTOVIKOU oL AEEIKOD, T®V 15100VYKPATIOV
L0V, TOV GKOTTOV 1OV KAl TNG EYVOLAG, TWV AVAUVI|OE®Y,
TOV LOPPOAOYIK®V OUGYETIOEWYV KA TOU OKOTOV TWV
TAPATNPNTOV/XPNOTOV. AVTA TA CLOTIHHATA glval
adrafaduntor yaragieg Adyov. Ztnv KuBepvntkn,

évag yoha€iag Adyou Sniavet 0Ao to oUvoro 18emv,
AVTIANPE®V, EVVOLOV KA1 apX®V T0V eivar Suvapet
XPNOUOTO|OIUESG O LA CUYKEKPIUEVT) TTEPLOXT) TOV
Aoyov. H Bewpia g Zuvophiag tov Gordon Pask
ETMYEIPEL VA TTEPTYPAWEL TIG TTAPAUETPOVUG TWV CUVOLIALDV.
Mia ouvopiia eivat KUKAIKT), 0AAA O TAVTA AEKTIKT),
ovpPaiverl Otav kaveig mapatnpel kal propel Kaveig tote
va AA Y1 GUVOLIAEG HECX O€ CUVOLIAEG. Zuvophieg pe
avBpmovg KABME EMONG KAL e UNYAVES KOl O OTOXAOUOG
pag ent avtmv opidovv Mool eipacte. Avtr) eivat Kat

n kuPBepvnTikn Sevtepng Tang.

O oyedraopog etvar éva kufepvnTiko ovotnua devtepng
a€ng kaw o Gordon Pask rjtav o paTOG IOV TOVIoE

TNV GUVAPELN TNG KUBEPVNTIKNG LLE TOV APYLITEKTOVIKO
oxeblaoud. O Pask emiong ewonyaye v avriAnyn otin
Sovleld Tov aprtekTova 1owg EeKvovoe va XpnotHomotel
VTIOAOYI0TEG WG AVAITTA PWUATIKOUG APYITEKTOVIKOUG
BonBovg. Kabe oxedraotng eivan Stagpopetikog kat
aoBaveTal 0Tt EYEL KATL TPWTOTLITO VA PEPEL OTOV
KOO0, ETMAVOVTAG EVA TTPOPANUA LE EVAV KATVOPAVN T)
18100VYKPAO1aKO TPOTT0. AVO OYedaoTeg dev eivan oTe
6101, SV0 oyEda Sev elvan mote idia, SVo owkomeda Sev
elvan oTe i1 kat SVo mapatnpnTéEg N Xprioteg Sev eivan
70t 18101 (ko OAA auTd aAAdoLVY HETA GTOV XPOVO Kat
TTAPoVo1AdovVY MOKNA 0TIG S1APKELEG TOUGE). AVTA TA
yeyovota pe €xovv 0dnynoet va PAET® TOV KOOUO wg
KAt Eexwploto kat Wiaitepo, oav pia oepd kufepvnTika
TPOOMITKMV KAl SIOAEKTIKA LVILOVIKOV YEYOVOT®V.

H oyeblaotikn pov SovAed péoa oe autov tov odavoioto
T ta Sev Ba €mpene va KAVEL TITOTA TTAPATTAVR ATTO
T0 va a&lomotel auTO T0 CLOTNUATIKO TTAPASETya KAt

va Snuovpyel oM TIKEG OTIYUEG LETA 0TOVG S1AKEVOULG
X®POUE TOL.

'Eto1, 0 peta-yn@uakog oxediaouog mpémnet va
TpooTadnoel va petvel anpooPAnTog anmEvavt oe
ETYELPTILATA VPOAOYIKNG COPIOTEIAG KAl KAAOU YOUOTOL.
Opeilel va tavnyupioet 1o 181aitepo Kat T0 «EYyQw»
07101081 TOTE KAl 0,TIETITOTE K1 AV ELVAL AVTO TO «EYQD».
(TTpémer va BupdpaoTe OTL TA AVTIKEIUEVA LITOPOVV

mAéov oe auEavopevo Babuo va yivouvv «eym».) Ilave ar’
OAQL O LETA-YPNPLAKOG OYESIATHOG EIVAL OXETIKIOTIKOG,
saykoopia tomkog (glocal), adiafaduntog kat
kataokevadetal and va genius loci ov dev mepraapfaver
Hovaya TIg avOpwIToLOPPIKEG CLUVONKES TOL TOTOV,

might start to use computers as surrogate architectural
assistants. Every designer is different and feels that they
have something original to bring to their world, solving
a problem in an original or idiosyncratic way. No two
designers are the same, no two designs the same, no
two sites are the same and no two observers or users are
the same (and all change over time and have varying
durations). These facts have led me to view the world

as exceptional, as particular, as a series of cybernetic
personal and conversational mnemonic events. My design
work within this blooming tapestry should do nothing
more than exploit this systematic paradigm and create
poetic moments in its interstitial spaces.

So post-digital design must attempt to be immune to
sophist arguments of style and good taste. It should
rejoice in the particular and the “I” who and whatever is
the “I” (We must remember that objects can now become
“I” to a growing extent.) Above all post digital design is
relativistic, glocal, ascalar and constructed from a genius
loci that does not just include anthropomorphic site
conditions but also includes deep ecological pathways,
mnemonics, pychogeography and narrative.

The Continuums of Architectural Composition

at the beginning of the Twenty-first Century
The experience of contemporary designers is one of

positioning their work in relation to seven continua.
These are:

1. Space

There is a continuum of space that stretches from “treacle
space standing in a field, no computer, no mobile phone,
no connectivity whatsoever to full bodily immersion in
cyberspace, along the way between these two extremes are
all manner of mixed and augmented spaces.

”»

2. Technology

Like space, technology ranges from simple prosthetics
(the stone axe) via the Victorian cog and cam, to the valve,
capacitor, logic gate, the integrated circuit, the central
processing unit, the quantum computer, the stem cell,

the nanobot and a million states and applications between
and beyond.

3. Narrative, Semiotics and Performance

An architect or designer can choose whether their work
operates along a continuum that ranges from minimal
engagement in quotation or mnemonic nuance in relation
to the history of culture or the contemporary world or
embraces the multiplicity of the complex and emergent
universes of discourse that we inhabit and engage with
it daily. A design might conjure new conjunctions of
semiotics as a way of re-reading them. It also might
integrate itself with human and cultural memory and it
might be reflexively and performative (in real time or
retrospectively).

4. Cyborgian Geography

A designer now can posit work, which operates in all
manner of mixed and augmented terrains that are subject
to all manner of geomorphic and cybermorphic factors
and drivers.

5. Scopic Regimes- Architecture can exist at all scales, it
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oA kot Badid 01KOAOYIKA HOVOTATIA, VILOVIKT],
PYuxoyemypapia kat aprynon.

Ta Jvveyn g ApYITEKTOVIKNE ZUvOeong

oty apyn tov Eikootov-Ilpaetov Atova
H euneipia tov obyxpovmv oxedlaotov apopd oty
Tomo0€tNon g SOVAELAG TOVG O OXEOT LLE ENTA CUVEXT).
Avtd eivau

1. Xwpog

Yrapyet &va xwpikd GUVEXEG TTOL EKTEIVETAL QIO TOV XMPO
evog ABadion, xwpig vITOAOYI0TH, XWPIG KIVNTO THAEPWVO,
X0pig kavevog e18ovg CUVEETIUOTNTA HEXPL TNV GUVOALKT
OWUATIKT eUPUBION 0TOV KLBEPVOXDPO. TTNV TEPLOXT|
petafl twv Svo avtev dxkpwv Bpiokovtal OAa ta eidn
HIKTOV KA ETAVENUEVOV XDPWV.

2. Texvoloyia

'OnwG KAl 0TV TEPUTTMWOT) TOU XDPOUV, TO TEXVOAOYIKO
OUVEXEG EKTEIVETAL QITO TNV ATAT) tpooBeTikr) (To

TETPIVO TOEKOLPL) HEC® TOL BikTwpravov Tpoyov,

pexpr Vv ParPida, Tov mukve T, TNV AOYKT) TUAN, TO
EVOOUATOUEVO KUKA®UA, TNV KEVTPIKT| VITOAOYIOTIKN
povada, Tov KBavtikd vToAoyloTH, TO EUBPLOVIKO
KUTTAPO, TO nanobot Kat eKATOPHLPIA ANEG KATAOTATELG
KO EQAPHOYESG AVALETA OAA KAL TTEPAV OADV AVTHOV.

3. Apnynon, Enpewwtikn kat Emtéleon

'Evag apyrtéktovag 1 oxeblaotng ptopel va emietet

av 1 SovAeld Tov Aertoupyel eviog evOg GUVEXOVG TTOV
eKTelveTal Ao TV eEAAYLOTN EUITAOKT] LLE IO TTAPATIOUITN
T) TNV LVNLOVIKT] XPOLA O€ OXEOT) LE TNV 10TOPIA TOV
JOALTIOUOD T} TOL GUYXPOVOL KOGLOUL T} HEXPL TOV
EVAYKAAOUOD LE TNV TOAATAOTNTA TV OUVOETOV

Kat avadvopevev yoha&lov AOyou mtov HETEXOVLE KAl
katowovpe kabnuepwva. 'Eva oxédio pmopet va ovykpotel
VEEG CUOYETIOELS OTLEIWTIKNG 0AV EVAV TPOTIO VA TIG
EavadiaPader. Mmopel emiong v EVOOUATOVETAL 0TV
avOp@TIVN KAt TNV TOMTIOUIKT) LVTUN Ko propet va Spa
AVOAOTOYOOTIKA KL EMTEAEOTIKA (0€ TTPAYUATIKO XPOVO T
avadpopka).

4. Tewypapia Cyborg

'Evag oxediaotrg pmopel topa va Betet to €pyo tou

o€ AELToupyia e OAOVG TOUG TPOTTOVE TV MIKTOV KAl
EMAVENUEVHOV TIEPLOYGDV TTOL LITOKEIVTAL O€ KABE eidovug
YEWUOPPIKOUG KAl KUBEPVOLOPPIKOVG OUVTEAEDTEG KA
o8nyovg.

5. Ieproyeg Epférerag

APYITEKTOVIKT] LITOPEL VA VIIAPYEL O€ OAEG TIG KAILAKEG,
QAPOL TA TTAVTA EEAPTOVTAL QIO TNV AVAALOT) TNG
JPOOTTTIKNG TTOV KAVEIG ETAEYEL VA XPT|O1LOTIONOEL -
TTELPOL, WKEAVOL, TTOAELS, SpopoL, Swudtia, xahid, pkpo-
TOTTA KAl (PAPHAKEVTIKO-TOTIA EIVAL OA HEPT) AVTOV TOV
ouLVEYOLG.

6. EvauoOnoia

'Evag oxediaotrg pmopel va amo@aoidel va priayvel
AVTIKEILEVA, XOPOUG T} KTHPLA TV 00wV TA KOUUATIA
elvan evaoBNTOTOMNUEVA MOTE VA GLAAEYOUV

neptfarhovtikeg petafAnteg n va Aapfavouv mAnpogopia.

AvToi o1 auoOntipeg popolv ooy va priagouvv
AVTIKEILEVA KL KT P1A TTOV €M PpeAdovIal amtd YEyovoTa
710V oUUPBaivouV AANOD T} TTPAYHATIKA Elval emEpaoTika

all depends on the resolution of the scope that one chooses
to use- continents, oceans, cities, streets, rooms, carpets,
micro landscapes and medico landscape are all part of this
continuum

6. Sensitivity

A designer might decide to make objects, spaces

or buildings whose parts are sensitive that pick up
environmental variations or receive information. These
sensors therefore can make objects and buildings that are
influenced by events elsewhere or indeed are influential
elsewhere.

7. Time

Time is the most important of these continua. All the
above six continua can be time dependant. Therefore
designers can “mix” the movement of their spaces
buildings and objects up and down the other six continua.
So a design might oscillate the spaces within itself

with varying elements of virtuality over time. A design
might use different technologies at different times in its
existence. A design might perform complex mnemonic
tableaux at certain points in its life cycle. A design might
demand of its occupants the use of different lens with
which to see other than anthropocentric phenomena or
spaces. A design might coerce the occupant to be aware
of environmental conditions in other locations that
change. A design might change the sensitivity of objects
over time, dulling them sometimes, making them
hypersensitive other times.

In other words it is the negotiation and understanding of
these continua that will give us the opportunity mentally,
physically and virtually to create post digital Plectic
architectures. Whilst the description of the continua are
necessarily relatively simple the manifestations of post-
digital Plectic architecture is extraordinary and infinite.
For millennia the simple act of building has been in
essence one of destruction or at very least ecological
truncation and rearticulating. Things and relationships are
lost and others formed. A post digital Plectic Architecture
needs to buck the entropic trend and it needs to be smart
enough to comprehend and respond, if required, to the
myriad of natural and artificial ecologies within which it
sits. Architects need to also understand that architecture
must be bedded into a landscape of ecology that far
exceeds the boundaries of any specific site, country,

and continent and it is the spatial manipulation of the
relationships in these ecologies that their architecture
resides. Architects must understand, appreciate and
design within the subumption imperative of flora, fauna,
machines and networks and their architecture capable

of husbanding the forces of bio- chemistry, virtuality,
movement patterns, the seasonal and diurnal and even
millennial perturbations, accommodate and rearticulate
slow and abrupt phase changes of sites and landscapes.
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KATov aA\ov.

7. Xpdvog

O XpOVOG €lval TO O OTIUAVTIKO ATIO AUTA T CUVEYT).
'OAa Ta TapATTAVE €L GUVEXT) LITOPOLV va gival

Xpovika egaptopeva. OmoTe 01 0XeSA0TES LITOPOVY

VO «avVapiEouV» TV Kivion Tov XOpwv, ToV KTnpimv
KO TOV AVTIKEUEVOV TOUG TTAVE® KAl KAT® 0Ta AAAA €EL
ovveyn. 'Etol, éva oxédo pmopel va mapapetpomotel toug
X®POUG EVTOG TOV e HeTafAnTd ototyeia Suvntikotmrag
péoa otov xpovo. 'Eva oxedio pmopet va xpnoosmoret
Srapopetikeg texvoloyieg oe SrapopeTikolg XpOVoLg

™mg VrtapEng tov. 'Eva oxédio pmopei va ouykpotel
TEPLTTAOKOVG [LVILOVIKOUG THVAKESG OE CUYKEKPIUEVAL
onuela péoa atov KUkAo g {wrg tov. 'Eva oxédo

Ba popovioe va amaltel amd Tovg EVOIKOUG TOV TNV
XP10N S1aPOPETIKGOV PAKGOV YA va PAETELG KATL AANO
TEPA ATTO AVOPWITOKEVTPIKA (PAVOUEVA T) XDPOUG.

'Eva oxé610 Ba pmopovoe va avaykdadet Tov €voiko Tov
va ouveldntomnotel tig meptBalovTikeg ouvOTkeg Tov
aMadovv oe alheg tomoBeoieg. 'Eva oxédio Ba pmopovoe
va aAAAGEEL TNV evaoON oA TWV AVTIKEIUEV®V GTOV XPOVO,
adpavomoIHdVTAg Ta HEPIKES (POPEG T) KABIOTMOVTAG T
vIEPELAITONTA KATTO1EG AANEG.

Me d\\a Aoyia, givan 1 Slampaypdtevon Kat n Katavonon
AUTOV TV CLVEXQOV TTOL Ba pag Swoouv v gvkaipia
SrtavonTikd, puokda kat SuvnTika va Snuovpynoovpe
peta-ynelakeg apyrrektovikeg g IAEENS. Evoow n
TEPLYPAPT) TWV CLVEXQV EIVAL ATTAPALTITOG OYETIKA
Q7TAT) Ol EKSNADOELS TNG LETA-PNPLAKTIG APYLTEKTOVIKIG
g [TA&ENGg eivan €xtakteg kau amelpeg. a yAeTieg,

TO ATAO evEPYN LA TG 01KOSOUN oG HTAV 0NV ovaia
KATAOTPOPT) T) TOVAAYIOTOV OIKOAOYIKT] autopiAwoT Kat
enavadiapBpwon. IIpaypata kar oXEoelg XAvovTal Kat
oxnuatidovrar AAeg. Mia peta-ypn@lakn ApYITeEKTOVIKN
™G I[TAEENG Xpe1AdeTAl VA AVTIOTEKETAL 0TV EVIPOTKT)
TAOT) KAl va elval apkeTa €EVTvn MOTE VA KATAVOETL Kat
VoL QItavTd, epooov g nmoet, otig pupladeg puotkmv
KO TEXVI TV OIKOAOYIDV, EVTOG TWV OTTOIMV OTEKETAL.
O aprtéxtoveg opeilovy emiong va KataAdfouv 0Tt

T APXLTEKTOVIKT) TIPETEL VAL EVODUATOVETAL OE EVAL

Tomio okoAoyiag mov Eemepva KATA TOAD T Opra

TOV OTO0LOTTIOTE GUYKEKPUEVOL TOTIOV, XDPAG KAl
N7Eelpov kan eival akpimg oTtnv xwpikr Stayeiplon twv
OXE0EMV PHEOA O€ AUTEG TIG O1KOAOYieg Tov edpadetan n
APYLTEKTOVIKT). Ol APYITEKTOVEG TIPETEL VA KATAVOT|OOLV,
VO EKTIUNOOVV KAl VAL OXESIA00UV EVTOG TNG KATNYOPIKNG
POOTAYNS TNG YAwpPidag, Tng mavidag, Twv UNXavev Kat
TOV SIKTVWV KAl 1} APXITEKTOVIKT] TOUG OPEIAEL va elval
wKavn va ovvtapradel Tig duvauerg g Proynpeiag, mg
EIKOVIKOTNTAG, T®V HOTIBwV KIVIONG, TWV ETOXIKGOV,

TOV NUEPTOIWV AKOUA KAl TV XINETOV Slatapdfewy,
va @uhogevel kau va emavadiapBpmvel apyeg kat fioeg
aAAYEG PAOTIC TOMWV KA TOTWV.
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Kas Oosterhuis

Apyrtektov, Kadnynmg TU Delft, Aicvbuvtng Hyperbody
Research Group kot [Oosterhuis_Lénard]

Nora L. Schueler

Apyrtéxtov, MSc, Hyperbody Reasearch Group
Evappovidovtag v toAn

KdaBe moAn £xet tov 810 g tovo. Atabéter évav pubuo
710V Sratpéyel myv 61a kat Tovg avBpwmovg g, TV

KUK O@Qopia katl OAeg TIg AMEG CLVIOTMOEG O1 OTTOIEG

tov kaBopilovv. davrtaoteite v Nea Yopkn. Mmopel
KQVELG VO AKOVOEL OEIPT|VEG TNG AOTUVOUIAG KA KOPVEG
TV Tagl, padi pe évav ovveyn 00pvfo amd avBpnmovg
70V OUPPEOLY 0TO TTe(OOPOLIO LE POVTO TOUG YNAOUG
0VPAVOEVOTEG KAl TOVG LEYAAOVG SPOLOUG Ol 0710101
ALITOVPYOVV WG AYWYOL - IOV emITNPOVV Kat kaBodnyovv.
AMayn oknvikov topa. Pavraoteite Tovg SpOpoLE TOu
Apotepvrap. Eivar emtiong molvmAnBeig ad\a oe évav
TOAD SrapopeTiko tovo. Ta avtokivita eEaipovvrarl and
UEPT) TOL KEVIPOU NG TOANG KAl AVTL EVOG AVGTN POV
kavapov, pikpd kavaia kat évag AafupivOog amo aeeg
kat 8popovg Sraoyidovv 10TopIKA KTHpLa 7tov otnpidovtal
YEPVOVTAG TO €va OTO AAAO.

Avtog o tovog, Tov omoio Ba propovoape emtiong va
QTOKAAETOVNE XAPAKTIPA ) ATHOCPAIPA Hag TTOANG
elvat &va ToAD mepimAoko cLOTNHA. QG ATOUO, TIPETEL
Va XPNOUOTIOWOELS OAEG GOV TIg AoOT|0E1g Yia va To
GLUMABES g Eva OAoV. Agv elval Eva YpapiKd cVOTHHA
70V Yivetal eDKOAA KATAANTITO, AAAA TTPOKELTAL Y1
JOAAA péPN 710V Spovv EexmproTa kat Ty idia otiyun
CUUTTEPLPEPOVTAL WG M OVTOTNTA. AUTH| 1) GUUTEPIPOPA
ounvoug eivar kAt tov Siepevvovpe oto Hyperbody
Research Group £6® ka1 0XTo XpoOvia Twpa, TO00 0
KAlpaxa toAng 600 xat og kAipaka ktnpiov. Eneidn,

artd TV KN pag otk yovia, autog eival 0 KaATepPog
TPOIIOG YA VA AVTILETWITIOOVIE TNV TTOAVTAOKOTITA TTOV
opeilovv va Srabétovv Ta olyypova KTnpia.

Ta ktpla pémet va aAadovy, Ta KTipla Ipemet va
npooappolovral. Néeg texvoloyieg ag emTpemovy va
TPOXWPTOOULE akOUn va Pripa mapamdve. Ta ktnpla
UITOPOLVY va SlavTiSpovv Kal va LePIUVoODV yid Tig
TPOOMITKEG AVAYKES TWV EMOKETTMV T} TOV 11wV TOUg
TV eautv. O@ethovy va eyeipouvv evBovolaopo kat

VO AVAITTOO00VY EVAV XAPAKTIPA 7OV VA Ta Kafotd
EexwploTtd - akp1Pmg 6Ttwg kot ) OAN. 'H, 6mtwg To BeTer
o Christian Norberg-Schulz, nipémet va yivouv évag
«TOMOG» TTOV VA ATTOTEAEITAL ATTO APYITEKTOVIKO XOPO KAl
xapaxtnpal. Zto Hyperbody otoxevouvpe ot Sidrhaon
AUTOV TOV XAPAKTIPA, TPOOBISOVTAG OTNV APYITEKTOVIKT)
pia SladpacTikn CuUTEPLPOPA OE TIPAYUATIKO XPOVO

Kat kafotovTtag Ty mpoypappatilopevn. Méoa

ato S1APoPaA LOVTEAA KL EPAPLOYEG OE TIPAYUATIKO
XPOVo &xovpe Seiel OTL T XPioN VEWV TEXVOAOYLDV

KO AOYIOHIKOU PItopel va PeATiooet Ty TToldTnTa g
APYLTEKTOVIKNG OX1 LOVO LE OPOVG ATONTIKTG, AAAG Ka
pe dpoug xpnoukoTnTag kat agwpopiag. Kan yati Sev

Ba énpene, Awote; Ta tedevTtaia xpovia 1 texvoloyia
£XEL EUTAOVTIOEL KA ATTAOTIOMOEL TIG {WeG PAG 08 TOOOVG
JTOANOVG TOUEIG TTOV paiveTal LAANOV AOoY1KO va Bpet Tov

1. Norberg-Schulz, (1980) Christian, Genius Loci: Towards a Phenomenology
of Architecture, oe)\.5

Kas Oosterhuis

Architect, Professor TU Delft, Director of Hyperbody Research
Group and [Oosterhuis_Lénard]

Nora L. Schueler

Architect, MSc, Hyperbody Reasearch Group
Fine-tuning the city

Every city has its tune. It has a pace that runs the city,

and its people, traffic, and other components play to it.
Imagine New York City. One can hear the sirens of the
police and the horns of the cabs, a continuous noise from
the people rushing down the pavement set in scene by
high skyscrapers and wide streets that act as a conductor,
supervising and guiding. Now, change of scenery. Imagine
the streets of Amsterdam. Still crowded, but a very
different tune. Cars are abandoned from parts of the city
centre, and instead of a strict grid, little canals, and a maze
of alleys and streets guide through historic buildings that
are leaning crooked against each other.

This tune, or we could also call it character or atmosphere
of a city is a very complex system. As a person you have

to use all your senses to perceive it as a whole. It is not

a linear system that is easy to understand, but there are
many parts acting individually, and at the same time
perform as one entity. This swarm behavior is something
we have been researching at Hyperbody since eight years
now, on the city scale as well as on building scale. Because
this, from our perspective, is the best way to deal with the
complexity current buildings have to achieve.

Buildings have to change, buildings have to adapt. New
technologies enable us to take this even a step further.
Buildings can interact and cater to individual needs of
visitors or themselves. In the same way as a city they have
to raise excitement and develop a character that makes
them special. Or as Christian Norberg-Schulz puts it, it
has to become a “place” which consists of architectural
space and character.! At Hyperbody we aim at building up
this character by giving architecture an interactive real-
time behavior and making it programmable. In several
prototypes and real-time applications we have shown
that using new technologies and software can improve
the quality of architecture not only in terms of esthetics
but also in terms of usability and sustainability. And why
should it not? Over the last years technology has enriched
and simplified our lives on so many sectors that it seems
rather logic that it also makes its way to architecture.

In our research strand at the Technical University Delft
we explore all these new possibilities and develop ways to
apply them to architectural design. We implement them
and evaluate them, so that when educating our students
to become architects we can teach them how to use all

the tools available to build non-standard, interactive
architecture. That includes knowledge about file to factory
processes, parametric modeling, gaming software, and
sensor technology.

By these means they learn to design a complex building
that does not only adapt to the continuously changing

1. Norberg-Schulz, (1980) Christian, Genius Loci: Towards a Phenomenology
of Architecture, p.5
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SpOLLO NG KAl TTPOG TNV APYLITEKTOVIKT).

310 epyaotnpilo pag oto Texviko Ilavemotpio tov
Delft, e€epevvovpe OAeg autég Tig véeg BavoTnTeg Kat
QAVAITUOOOVE TPOTOUE V1A VA TIG EPAPIOCOVLE OTOV
APYLTEKTOVIKO OXed1aopo. Tig epapprolovpe kan Tig
a&loAoyolE, £TOL MOTE OTAV EKTTALGEVOVIE TOVG POLTNTEG
LLOG Y1 VAL YIVOUV QPYLTEKTOVEG, VA LTTOPOVLE VA TOUG
S18aovpe mag va xpnoipomolovy 0Aa ta Srabéoua
epyaleia yia va kKavouv pn-tumikr, Stadpaotikn
apyttektovikn. Kat tétolo nepirappaver yvwoeig mept
v Sudikaowwv file to factory, g mapapetpikrg
HOVTEAOTIOINGTG, TOV AOYIOHIKOU TwV PrvteomayViSiov
KL TNG TeXVoAoyiag Twv alodnTrpwv.

Me autd ta péoa pabaivovv va oyxedialovv éva ouvleto
KTIP10 T0V OX1 LOVO TIPOTAPLOLETAL OTO OLVEXWG
petafarropevo meptBAAov g TOANG, AAAA emtiong
EUITAEKEL TOV XPT)OTN O€ LA GUVOAIKT] APXLTEKTOVIKT)
eumepia mov amevBuveTan oe OAeg TOL TIG OO oE1G.
"Evag ovveyrg Sihoyog e€eliooetal Heta&h aoTikov
TAAOT0V, KTIOHEVROV OTOLKEIMV KAl EEXWPLOTMV XPNIOTMV.
H apyttektovikn yivetal Eava poowrmikn - padika
TPOCAPHOTOpEVT.

Thati topa, Opwg; IIPog TL N AvAYKN Yl KATL «TTEPAV-
TOV-VAKOU» TOpa; O ¥pdvog Kal 1) TavTnTa eivat
olyovpa onuavtikoi mapdyovieg. O KOOHOG Hag £Xel
yiver tayvtepog. H mAnpogopia pag katakAidet kat

TA TPAYHATA OTIWG TA EEpovE petafarlovtal oe
kaOnuepwvi faon. "Etot, yivetar 0Ao kat Suokohotepo va
antevBuvBovpe 0ToUg AVOPHOTOVG LOVO HEGW TNG OTTTIKIG
ouVIoTOOoAG. H evowudtwon kat AAwv aiodnoeny Ba
enavénoel myv epmepia kat Ba KATAoTHoeL EVKOAITEPO
TOV OUOYETIOUO TV aVOPOT®V pE TO TEPIPAAOV TOUG,.
O Norberg-Schulz to amokalel «vmap&axo otprypa»2,
KAt mov emPeParmverl Eava tovg avBpmItoug yia TV
OTLAVTIKOTNTA TOUG KA TOUG HETAPEPEL EAVA TO® OTOV
S1kd Toug pubuo.

H i61a vonuato8dtnon mpémet va Srakpivetar kan

otV oheodopkr khipaka. To epotnua eivat g Ba
UITOpOovoE €va ATOLO VA avayvwpidel ToV QUTO TOU
OTNV KATAOKELT) TNG HeYAANg oAng; ®avtaoteite v
70NN va e€atopikevetal. H tpéyxovoa avtiAnyn Oa
aMade kat Ba arratovoe pia o evepyT) CUUTIEPIPOPA
TOL ATOUOVL 7OV Kiveital o° authv " pia petdfaon amo

70 Aapfavev oto StavtiSpav. IIpooHmKeg CLOKEVEG
onwg ta pda (poowmikol ynelaxoi fonbot) N ta
KvnTta Agpmva kat ot Sekteg GPS Ba pmtopovoay va
0€ TIPOOKAAOVV TTPAYLATIKA VA XPTOLLOTTIOOELG TV
TOAN, va g kaBodnyroovy ota teAevtaia yeyovota kat
VOl 0€ EVIILEPOOOLY YA TNV YUP® TEPLOXT] GOV, OAA O
TPAYLATIKO XpOvo. Baolopéva otig embupieg oov, Ba
npooappodoviav kat Oa Exavav mpotdoelg. Xe avtifeon
He TIg peyaAeg mvakideg Oa ntav £vag mpoommKOg
Sabpaotikog xapng g TMOANG KAt epogov Ba
XPNOUOTOI0V0E OAEG TIG AOOT|OELG YA VA ETKOIVOVI|OEL
He Tov Xp1ioTn, Ba prropovoe va YMOTPNoeL Kal 0TV
TEPLPEPELA.

E@pooov eAeyyelg To mayvidt ng moANg, Hropeig va
emAegerg tov pubuo kan to eminedo Tov mayviSiov. H moAn
Ba ywotav pia Sk oov mandikr) xapd e XapakTnploTika

2. 0.

city surrounding, but also engages the user with a
complete architectural experience addressing all senses.
A continuous dialogue evolves between urban context,
building elements, and individual users. Architecture is
personal again — mass-customized.

But why now? Why the necessity for something “beyond-
the-material” now? Time and speed are definitely
important factors. Our world has become faster.
Information is overflowing us and things as we know
them change on a daily basis. As a result it becomes more
and more difficult to address people only with visual
components. Incorporating other senses will augment the
experience and will make it easier for people to relate to
their surrounding. Norberg-Schulz calls it the “existential
foothold” 2, something that reaffirms people of their
meaningfulness and brings them back to their own pace.

The same meaning has to be offered when looking at

the urban scale. The question is how a person could
recognize himself in the big city construct? Imagine the
city being personalized. The current perception would
change and demand a more active behavior of the person
moving through the city. An adjustment from receiving
to interacting. Personal devices such as pdas (personal
digital assistants) or mobile phones and GPS receivers
could invite you to actually use the city, lead you to latest
events and inform you about the area around you, all

in real-time. Based on your wishes it would adjust and
recommend. Contrary to big billboards it would be an
individual interactive map of the city, and by using all the
senses to communicate with the user it could slide into
the periphery.

Since you are in control of the city game you can choose
the pace and the level of the game. The city would be your
open source playground. Of course some events would still
be unexpected but this random factor will only nourish the
excitement that can be created.

A recording of this experience could function as basis
for new developments. Individual logbooks, taken out of
context would serve as design tools for urban planners
and architects that would have to adapt to this new
design surrounding. The goal of designing would not

be simply shape or order anymore, but interaction and
communication between people, between buildings,
between all elements of the city.

Returning to the starting example, the tune of New York
or Amsterdam could actually become your personal city
soundtrack. You could still be drawn into the city, but
you would not drown. Instead of reading street signs you
would navigate with your personal map and you would
follow exciting sounds and inviting smells. A building
would personally welcome you to enter and adjust its
program to your individual wishes. Furniture customized
exactly to your size would evolve and you would sit down
and get inspired for the following stroll through your
New York. And who knows, maybe your data is already
streamed to Amsterdam, so that the city can adjust and
prepare for your visit there next week. It depends on you,
because you are the main player in the city game.

2, Ibid.
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avorytol kodika. Puolkd, kAol yeyovota Ba mapepevav
QKON QTTPOTLEVA, AAA AUTOG 0 TUYAiog Tapaywv Ba
KAANEpYEL TEAIKA TTepattepm Tov evBovolaopd mov pmopet
va SnuovpynOet.

Mia kataypa@r avtng g epmepiag Oa pmopoioe va
Aertovpynoet oav Baon ya veeg e€eliferg. IIpoommuxd
«MUEPOAOYIA KATACTPOUATOG» ATTOCTIATUEVA QIO TO
Aaio1o Toug Ba Emandav tov poo epyaleiwv oxediaouon
Y10 TOUG TTOAE0SOLOVG KAl TOUG APXLTEKTOVEG TToL O
£TPETE VA TPOOAPUOCTOVV O€ AUTO TO VEO OXESIAOTIKO
TepPaAov. Ekomog Tov axediaopov de Ba ftav mAgov
A 1) oxnuartostoinon N N tagvounon, aAa n Ssiadpaon
K 1 emkoveovia petafd avlponwv, HeTa&d kmpimv,
petafh OAwV TwV OTOKEIOV TNG TTOANG.

Emotpépovtag oto apyko mapadetypa, o tovog g Neéag
Yopxng 1) tov Apotepvrap Ba pmopolioe TeAKa va yivel to
TPOoWIKO ooV soundtrack g moAng. H oAn Ba cuvexle
va og tpafd mpog To HeEPog g, ara Se Ba mtviydoouvv
mAéov peoa . Avti va Srafadeig tapmedeg Spopwv,

Ba TEPUTAAVIOOOLV LIE TOV TIPOCKITIKO GOV XAPTN Kot Ba
aKoAouBoloeg CLVAPTATTIKOVG TXOUG KAl GAYNVEVTIKEG
pupwdieg. 'Eva ktplo Oa oe kaAwoopile oty eioodo kau
Ba Tpooappole TO TPOYPAUUA TOV OTIG TIPOTWITIKESG GOV
embupieg. Oa PpoOvTIZE Y1a pid EMTA®MOT) TPOCAPLOCTHEVT
akp1wg oto pEyefog oov ki ol Ba kaBoooLvY KAT® Yia
VO EUIVEVOTELG Y1 TNV emopevn BoAta oov otnv Néa
Yopxn. Ko toog Eepet, iowg ta SeSopéva oov va eiyav
Ndn petadobel kat oto Apotepvray, £T01 OOTE 1 TOAN va
TPOCAPHOZOTAV KAL VA TTPOETOLALOTAV Y1 TV ETUOKEWT
oov ekel v emopevn efSoudda. Anod eoeva e€aptatay,
ene1dn eov eloat 0 PaoikOg TAIKTNG 0TO A VioL TG
TOANG.
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v A/
Znong Kouuiwvng
Apyrtektov, Kadnynmg Tunuatog Apitektovmv
Tavemompiov Ocooaliag

Tvvévrevin otovg ATHENS by SOUND

AK: Nouidw 6T nj évvola tov auAov epgavidetal oe
JOAA Kelpeva oag. Tuyvd Eexvate amd pia wotopia 1) éva
MO AVAO OTOLXEIO ATKETO ATTO TNV APYITEKTOVIKT] YA VA
KATAANEETE va LIATOETE Y1a TNV 0V0ia TOV XWPOU.

ZK: Autd 1ov 10wg IEPYpAPETE eivan pia
Sadikaoia petagopwv. Me eviiapeper 1 petagopd
QAITO TOV LAIKO XWPO OTO YPAITTO KEIUEVO: O XOPOG WS
keipevo(g) A KAt TO KEIHEVO WG XWPIKT) KATAOKELT).
O1 LETAPOPEG AUTEG UITOPOLV VA SKAwBOUV POVO wg
Srayepioerg g epepiag Tov VAKoL koopov. Nouidm
OTL 0 VMIKOG XOPOg eppavidetal otny emoyn pag g medio
Srapuyng amod o Aulo kal avTioTaong NG COUATIKIG
epmepiag. To Aéw kal pe v KUPLOAEKTIKT] €vvold Tov
opov «avtiotaon»: H VA aviiotéketat. O faocikog tpdmog
VO QITOKTNOE1G EUTTEIpia NG LANG eival péoa amd my
AVTIOTAOT TTOU TTIPOKAAEL € QUTO 7oL BEAEIG VA KAVELG EGV
oe auTnv. Avuioteketan Oghovtag va peivel otn Béon g,
£xovtag pia ven KT\ Avtifeta, o QuAOG XWPOg eivar Evag
X®POE UN-avTIoTAOTG KAl 0 VAIKOG - TTEPAV TNG AVTIOTAOT|C
- Yapaktnpidetar kau amd v fapidnTa, pe mmy évvola
auToL TToV pag katakabilel miow ot yn, Seiyvovtag
TENKA TOV TPOITO LLE TOV OTT010 1) YN HAG TTALPVEL HEoA TNG.

AK: Autov tov eidoug n avtiotaon Sev ouvavtatat
O€ Ol0VEL TPAYUATIKOTNTES;

ZK: Nopidw 6T o1 010vel TpaypatkoTnTeg eivat
710 pohakég artd v VAN - €€ ov kot to soft-ware.
Eivar podaxd epiBadovta tov mapovotadovy Hkpn
avTioTaon oty enevépyela e’ avtmv. Eivat kawvolpyieg
Lo pe aobevéaTtepeg 1) UNdevikeég avTIOTAOELS O
oxéon pe Ty natura, Tov UOIKO KOOp0. AuTtd Toug Sivel
Kot pia Eexwprotn yonteia, yatl ekel poldder oav n
embupia va propel va avostomnBel avev 0pwv Kot vopilen
oL autd Bader k1 éva eviiag@épov Bepa oe oyEomn pe v
ovtoloyia tov oouatog. H yevikevpévn mpooympnon
OTOV XPNOTIKO KOOHO TV VEDV TEXVOAOYIGV TomobeTel
Eava to epOTNUA Y1 To avOpamvo oopa ev Spaocet.
Ynapyovv Vo mpooeyyioeig edw. H aio1d80&n Aéel ot ot
VEEG TEXVOAOYIEG TIPOXWPOUV AKOUA €va Brina stpog v
ateEAeVOEPMOT) TOV COUATOG ATIO TOVG KATAVAYKATHOUG
™mg VANG. H kprikn) mpoogyyion Aéel 0Tt To copa
TAPOVOLALETAL TTAEOV WG TTEPIOOELHA TNE AVOPWITIVIG
Spaotnpromrag, kabang avtr £xel cuykevtpwbel ot
patid oty 000vn, 010 MOVTIKL, oTa TATKTpa. Evromtidovue
£T01 pia KpioT 0TOV LAIKO XWPO, Hid KPIoT) TV OOUATIKOV
CUUTIEPLPOPGOV KAL TV SPATE®V, KA1 APA OVTOAOYIKT)
Kplon Tov oouaTog.

XA: Gupapat e8¢ ™ Sovield tou Stelarce ov
Aée1 0T To owpa meplopilel enerdn eivar OapTo, ever N
TEXVOAOYia EEPEVYEL AT TETOL0UE XPOVIKOUG KA (PUOTKOVG
sepropiopovg. Exelvog mavta mpoomabel va yepupaooet
auTtd To Yaoua, tpoabétovrtag eEaptuata 1 AAAa opyava
O0TO OMUA TOV, APTVOVTAG TTAVTA TO EPATILA AVOLKTO.

ZXK: MaMov Belet va pag Bopioet kidAag 6Tt to
OQOUA VITAPYEL Y1A VA TTOVAEL, AUTH £Ival 1) E1pWVELA TNG

Zissis Kotionis

Architect, Professor UTH, Faculty of Architecture

Interviewed by ATHENS by SOUND

AK: I believe the notion of the immaterial appears
in much of your work. You often start with a story or
another immaterial element unrelated to architecture,
which leads you to a discussion of the essence of space.

ZK: 1 think what you are describing is a
metaphorical process. I like using metaphors from the
material world in written texts: playing on the notion
of space as a text, but also of text as a spatial construct.
But these metaphors can only be justified as a means of
managing our experience of the material world. I think
that in our time material space has become a means of
escaping the immaterial and resisting physical experience.
And I mean “resistance” in the literal sense: Matter is
resistant. A crucial way of getting to know and understand
matter is through its resistance to what you want to do
with it. It might resist because it won’t move, or because of
its texture, or whatever. On the contrary, immaterial space
is non-resistant. Whereas material space — besides being
resistant — is characterised by gravity, in the sense of that
which keeps us grounded, and ultimately shows us how
the earth engulfs us.

AK: Doesn’t this kind of resistance also exist in
virtual realities?

ZXK: I think that virtual realities are softer
than matter — hence the term software. They are soft
environments that demonstrate a slight resistance
to the energy that they generate. There are also new
environments with weaker or zero resistance to the
natural world. This quality makes them uniquely attractive
because it creates the impression that every desire can
be satisfied unconditionally, and I think this also raises
an interesting issue related to the body’s ontology.
Widespread access to the utilitarian world of new
technologies raises new questions about the human body
in action. There are two different approaches to this issue.
The optimistic approach argues that new technologies
are a step forward in terms of releasing the body from
the physical constraints of matter. The critical approach
argues that the body has become redundant in human
activity, since physical movement is reduced to staring at a
screen, clicking a mouse, or typing on a keyboard. So this
points to a crisis in the material world, a crisis of physical
behaviour and actions, and therefore an ontological crisis
of the body.

CA: This reminds me of the work of Stelarc,
who believes that the body is a limitation because it is
perishable, whereas technology transcends such temporal
and physical limitations. Stelarc tries to bridge this
chasm by attaching contraptions or other mechanical
instruments
to his body, leaving this question open.

ZK: I think he also wants to remind us that the
body exists to suffer pain - that is the irony inherent in
his artistic performance. We should point out here that
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KOANTEXVIKTIG TOV TTPAENG. Na onpeimoovpe 0Tt 0 AuAog
X®POG EIval £vag XMPOG UN-TOVoL.

XA: Ey® oKEQTOLAL TMPA OTL KAL ATTO TAEVPAG
NOKNGg, 0 kKOOUOG Tov software elvat o HAAAKOG KL
UKAUITOG,. ..

ZK: Alvo pia ovveyxela oe avtn v okeyn: Fivetau
Ui TPAYUATIKT) ETAVACTACT) O€ OXEOT) LLE TA 0P
avapeoa 0to 1w Tko kat o dnpooto. H Sieotahuévn
NBwn - 01 povo tov software aAAd kat - Tov Aladiktvov,
£POooV 0 AvOpwITOg epPaVIfETAl HOVO WG AVAN E1KOVA,
pag odnyet oe oAU eviiapepovoeg kataotaoelg. Eva
Cevyapy, ag TOVLE, UITOPEL TTOAD AVETA VA KAVEL EPHOTA
070 AlaSiKkTLO KAl va To PAETOVY gKATOUHLPIA HATIA,
£V() OTOV TIPAYHATIKO XWMPO TEPTXAPAKMVETAL LETA OTO
omitt tov. Enopévag, iowg avtr n Stdotaon g nbkrg va
pag Badet kat to Bepa g SravoiEng 1 g AvVTIOTPOPTIg
petafl Snuoolag kat whwtikng opaipag. Ki opwg, o1 o
Srapopetikég katd ovpPacty nBikeg ouvtiBevral. Yrdapyet
Ui OIKOVHEVIKT| TTOAN-TTAV®-ATTO-TNV-TIOAT, QIO TNV
07T010 KPEUOVTAL O TTOAELG. Ze auTH| TNV AAAN/QUAN TTOAN,
N Wwtikn kat n dnpoowa opaipa avadatdooovtat kat
CUUTTANP®VOLY TNV NOKT TNG VAIKAG TTOANG.

AK: Eoeig Oewpeite 0T 0 YNTIKOG Hag XAPTNG
UETAPEPEL TTOLOTNTEG TNG ATUOOPAIpAg TG ABNvag; Eivan
gvag Sevtepebmv TPOTOG va LABOVE KATTOWA TTPAY AT
yia TV 7OAn;

ZK: Mnaivovtag oto medio Tov fxov, otav
aUTO eQapuOleTal oTnv TOAN, LTOPOVUE VA KAVOULE
pia Siaxpron petagl tov Boplfou kat avtov mov Ha
QTOKAAOVOA - 0TO AAAO AKPO - oA, AnAadT) 1) 7TOAN
umopet va exkAngBet wg eva medio BoptPou - mov Ba
uopovoe va vtootnpydel kKal amd Eva HOVTEAO TG
TOANG WG TTOALVOYIE0UE TAPAYWYIKNG Hnxavng. Ta opra
Tov tediov BopvPou eivat Mo opaTd Ao Ta OpLa piag
HETAPOPAG TNG TOANG w¢ mediov ophiag/ovvophiag. H
TOAN S1apkaG LAdet kat Ba EAeya 0TL N ABRva Sev givan
pia optdovoa TOAN e Tov 1810 TpoTto Mov givan opdovoa
7tOAN T0 MAavo 1) 1o Aovdivo.

"Towg avTdg 0 SlaywPLoUOG TTOV Xpnoporotel o Aakav
avapeoa otnv opAia (pavopEevo) Kal v YAWooo

(Bour)) ptopel va yivel emyelpnolaka Xprjowog oe
npoonabeieg oav  Sikn oag. O xapng pummopel va
exAneOet wg mediov mg YAwooag. Ao v AN TAevpd,
N opthovoa TOAN Exel avtr| TNV WiatepOTNTA TOU AOYOU
JTOV EKPEPETAL KAL EKELVT T OTIYLT| XAveTal - pia ToAD
OYUPN TAPOVTIKOTNTA. Apa éva ep@Tnua eivat: Ilog
ophei n ABnva; "Eva mapadetypa g opthovoag Abrnvag
HOV €PYETAL AUETWG OTO HLAAO: BEPIVOG KIVIILATOYPAPOG,
o7 TV Beatmdv, Eva £pyo Tov MIoVIovEA mov
TpofaileTal KAl TALTOXpOova Eva SeDTEPO EPYO TTOV
TPEXEL TAPAAANAA KA EIVAL 0 EVTOVOG KAUYAG EVOG
Cevyaplov otov Suthavo akdAvnto. To Simolo petaly
£VOG OMUATOG TTOV LAAEL KA EVOG GOUATOG TTOV AKOVEL
VOUIw OTL TPAYHATIKA CUYKPOTEL XWPOXPOVO Ka eivat
evBlapepov va §e1 Kavelg mmg autog o Xwpoypovog yivetat
Kat aoTikog. BePaiwg to dotv Sev ouykpoteitat 1000 oo
Celiyn CUVOLIANT®V 000 amtd To TToAVPBovOo TAT00g¢. Exet
ophia to AN 0og;

immaterial space is pain-free.

CA: This makes me think that from a moral
standpoint as well software is softer and more flexible...

ZK: Let me take that thought one step further: a
real revolution is taking place in terms of the boundaries
between private and public. This distended morality —
not just of software but also of the Internet, given that
people only appear online as an immaterial image — has
created a very interesting state of affairs. For instance,

a couple can easily make love online and be watched by
millions of people, whereas in the real world they are
cooped up at home. So perhaps this ethical dimension
raises questions about opening up or inverting the gap
between public and private. Even so, these two moralities,
which are conventionally seen as being different, are
synthesised. There is a universal city-above-the-city from
which all cities are suspended. In this other/immaterial
city, the private and public spheres are re-deployed and
complement the morality of the material city.

AK: Do you think that our sound map conveys the
different qualities in the atmosphere of Athens? It this a
secondary means of discovering something about a city?

ZK: Entering a field of sound, when this is installed
in a city, we can make a comparison between noise and
what I would call — at the other extreme — speech. In other
words, the city can be understood as a field of noise, which
could also be upheld by a model of the city as a multi-
purpose productive machine. The boundaries of the field
of sound are clearer than the boundaries of a metaphor
of the city as a field of speech or conversation. The city is
always talking, although I would say that Athens is a less
talkative city than Milan or London.

Perhaps the distinction made by [Jacques] Lacan between
speech (appearance) and language (structure) could

be useful in experiments like yours. The map can be
interpreted as a field of language. On the other hand,

one of the distinctive characteristics of the talking city

is that speech is lost as soon as it is expressed — a very
strong present-ness. So one question would be: How does
Athens talk? One example springs immediately to mind:
an outdoor cinema, an audience of silent spectators, a
Bunuel movie on the screen, while another scene plays
out in parallel — a couple arguing loudly in an empty lot
next door. I think the bipolarity between a body that talks
and a body that listens is really what constitutes time and
space and it is interesting to see how this time and space
becomes urbanised. Of course, the city is not so much
made up of couples in conversation as a noisy throng.
Does the throng have a voice of its own?

SG: What would you expect to hear in these 100 sets
of headphones?

ZK: 1 feel that Athens is a city that I've already heard
before. I have “used” the city relentlessly for years, so
I'm not that interested in listening to it incessantly. Even
so, your installation seems to be a fascinating attempt to
make the city perceptible — with the city being perceived
as sound. The question is whether or not this perception
can include political speech, because otherwise it would
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2I': Eoeig 11 Oa mepipévate va akovoeTe 0e autd
TA 100 AKOVOTIKQ;

ZK: AwoBdavopat 0Tt n ABnva etvan pia toAn
70V TNV €Xw NN akovoel. Tng &xw kavel pia emipovn
Ko xpovia xpnon, 6ev pe evéiapepet kat t00o va myv
akoLw 0To Sinvekeg. [Map’ OAa avtd o Srafnua cag
paivetan va emyelpet pia eviagepovoa aobnrtomoinon
™G OANG - e TNV TOAN va yivetal awobn T wg fxogs.
To epwTua eival av autr) 1 aodntomnoinon propet
VO EUTTEPLEKEL EVAV AOYO TTOV VA EIVAL TTOALTIKOG, YT
aMwg avt n aweBntomoinon Ba oSnyovoe oe pia
kaBapr awoOnuikomoinon. Eivar ev téAer n ABnva
£Vag TPOVOLLAKOG XMPOG YA VA TAPAYAYEL KAVELG Eva
aoONTIKO ATOTEAEOHA KAt TG Popel kKavelg va otabdet
KPLTIKA, va S1aomBel amd v awobntikomoinon tov
TTONITIKOD);

2T': Mia enavadiatdnmon g TEAEVTALAG OKEWYNG
Ba potaye: Byadet povoikn tehika n Abnva;

ZK: Aev Epw, 1) povoikn eivan Befaimg pia vpnAn
OTOXELOT], AAA TTAPATN POVUE OTL EVH T) O pItopet
va yiver tpayovdt, o 00pvfog pairov oyl @a pmopovoe,
£mloNG, KAVELG VA TTEL OTL O T)XOG UETATPETNEL AUECWG
TOV XWPO OE E0WTEPIKO, SNAAST, yia mapadetypa, to
YeYovog 0Tt TQtdikia TAAAOVTAL 0 Evay EAOVA AUECKS
UETATPETEL TOV XDPO O€ Eva «Swpatio». Etot ko n
NXNTKN TOAN givan éva Swpdtio. Eival meprocotepo éva
Swpatio 6mov oLUPBLHOVOVY ACPUKTIKA AVOP®ITOL TTOV
avtaywvidovtat kat Atyotepo pia aibovoa ouvavAimv.

AK: To aulo £xet epunvevdel kal (g 1 AtHooEapa
£VOG XWPOL — TO ATLACTO, AVTO TTPOG TO OO0 TTAVTA TEIVEL
T APXLTEKTOVIKT), KA1 TO 071010 TTavta g Eepevyel. Mijmwg
OLWG 1 ATUOOPAIpA gival EE0PIOLOD TEPAV TOV APECA
AVTIANTTTOL KAl tpoadiopioov; Mimwg n atpoopaipa
£VOG XMPOV EIVAL TA XAPAKTNPIOTIKA TOV EKEIVA, TA omoia
Sev yivovtal avTiAnmtd astd Ty ouveldn T Ipocoyn Kat
okéyn;

ZK: H atudopaipa givar eviiapepwyv 0pog,
YAt eV HIAA YA KATL TTOL gival KateEoxnv guotko (n
ATHOCPALPA KAADIITEL TN YEDOPAIPQ), onpactodotel
KATL 7TOV ivat oA TTEPAV ALTOV. ZTNV ovoia LAdeL
Y T vonpatodotnon tov xwpov. O ouykepaouog Twv
Ao0NoENV, TV EVIVLTTOOE®Y, TNG EUTEIPLAg TAPAYEL
éva €ibog vonpatog. 'Etol, atpoopaipa Ba eeye xaveig
OTL €lval 0 VONUATOSOTNHEVOG X®POG. ‘OTav (AduE yia
ATHOCPALPA, EIVAL AV VA AEE OTL 0 XMPOG TTOTE Sev elvat
KEVOG, TTAVTA eival IAT|pNG - KA v TeAeL eivan AT png
voTjLaTog, eivat €€ opl1opon vonuatodoTnuEVog, aAmg
Sev Ba pmopovoape ovte kat va Tov avtiAngBolpe.
SUVTEAEOTIG AUTOV TTOV OVOUALOVLE ATUOOPAIPA eival
TPOPAV®G KA 0 TIX0G, aMa Sev Ba Empene va tov
Sovpe amokoppévo. O 1x0g elvat TAVTA 0 YOG KATO10V
TPAYHATOGS. YIAPYEL TAvVTaA Eva avopevo ouvaiodnoliag:
0 TIX0G €ELTTAKOVEL EIKOVA, LUPWOBIA, AVTIKEILEVA,
KATAOTAOELS. ¢ YVWOTOV I EUTELPIA, WG CLVALTONTIKT),
Sev katatépvetal. ToAumvtag mpdyelpa va mpoadiopion
a atpdo@apa yia v Adnva fa epieypaga pia
KATAOTAOT YEVIKOU avaPpacpol agplnv kal Stapkeig
HIKPEG EKTOVAOOELG TOVG, Ol 0T101eg oUYVA SoKIAdovv v
VOUIKT] OUYKPOTNOT TNG TTOANG.

merely be aesthetic. Ultimately, the question is whether
the city of Athens is fertile ground for producing an
aesthetic outcome and how one can remain critical,
how one can avoid reducing politics to mere aesthetics?

SG: To rephrase that last thought, one might ask:
Does Athens produce music?

ZK: 1 don’t know, music is of course a high goal, but
while speech can become a song, I doubt whether noise
can. One could also say that sound has the instant effect
of transforming a space into an interior - for instance,
the fact that crickets sing in an olive grove immediately
converts that space into a “room”. So too, the soundscape
of the city is a room. But it is more like a room where a
crowd of antagonistic people are crushed together, rather
than a concert hall.

AK: The immaterial has also been interpreted as
the atmosphere in a space — the unattainable, which
architecture is always striving to reach, but which always
eludes it. But isn’t atmosphere by definition something
that is impossible to perceive directly or to define?
Perhaps the atmosphere in a space is comprised of those
elements that cannot be perceived by consciousness and
rational thought?

ZK: Atmosphere is an interesting term because
although it refers to something that is a fundamental
part of nature (the atmosphere covers the geo-sphere),
it tries to give meaning to something that transcends
the natural world. Essentially, it tries to give meaning
to space. The mingling of senses, impressions, and
experience creates a kind of meaning. Thus one could say
that atmosphere is a space infused with meaning. When
we talk about atmosphere it’s like saying that a space is
never empty, it is always full — and ultimately that it is
full of meaning, that it is by definition meaningful, we
could not even imagine it otherwise. Sound is obviously
a contributing factor to what we call atmosphere, but we
shouldn’t think of sound in isolation. Sound is always
the sound of something. It is always accompanied by a
sense of consciousness: sound implies an image, a smell,
objects, situations. We know that experience, being a
perception, cannot be divided. If I were to try to define the
atmosphere of Athens ofthand, I would describe a general
state of bubbling gases that are constantly letting off little
bursts of steam, that frequently test the legal composition
of the city.

CA: In Athens - perhaps because of the climate - the
atmosphere of a confined space tries to move “out there”,
into the city. The city’s indoor spaces seem to be more
extrovert than in most typical European cities.

ZK: Yes, an extreme example would be a Middle
Eastern city where the “inside” of the city is essentially
“outside” - the bazaar. But which Middle East are we
talking about? Today, the exact opposite is happening in
the new cities of the Gulf States.

CA: Whereas in Atlanta the sound of the city is
muffled because you always hear the city from the inside
of a shell.
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XA: v ABnva ouykekpiueva - i0mg Aoym
KAILATOG- 1] ATHOO@AIPA EVOG KAEIGTOV XWPOUL Ttpootabdel
va petapepbet «ekel Ew», otnv mOAN. O1 ecwTepikol
NG XWPOL PAIVETAL VA TTAPOVOIALOVY HEYAAVTEPT
eEwoTpepela amo autnyv g Tumikng Evpomaikng moAng.

ZK: Nay, 1o akpaio mapaderypa eivat pia toAn g
AVATOANG, OOV TO «UETA» TNG TTOANG ElvAl OLOIACTIKA
10 «&€w», T0 adapt. Iowag Avatong opwg; To dkpwg
avtifeto oupfaiver onpepa oTig VEES TTOAELS TOV
Iepowkov KoArmov.

XA: Evo avtifeta otnv AtAavta iowg Sev etvat
oa@eg MOL0G £ival 0 11X0¢ TG TOANG, KaB®G TNV TTOAN TNV
AKOUG OLUVEXHOG OVTAG HETA OE KEAVP).

ZK: Ot teyvoloyieg kat i) Texvikn o8evovv mpog
£va LOVTEAO OTTOV 1) EPTTEIPIAL HETATPETETAL OAO KA
TEPLOTOTEPO OE EUTEIPIA ETWTEPIKOV XDPOL. AlAPKDG
peyeBivetal autd T0 E0MTEPIKO - PE TOVG KOTLOUVG TOU -
KOl UTTOXWPEel To eEWTEPIKD YEVOUEVO EEMTIKO.

O &€w KOooG Telvel va eival To KaBoAIKO amdppa Tov
£0w kOopov. Nopidw 0Tt tpokettal yia pia teAeoloyia
™mg texvikne. Exel 08evet kan n ABrjva av kat, wg vAtkog
KOOLLOG, EVEVMS AVTIOTEKETAL.

ZK: Technology and science are moving us towards
a paradigm where experience is increasingly becoming the
experience of an indoor space. The indoors - and all the
different worlds it contains - is growing all the time, while
the outdoors is becoming almost exotic. The outside world
is in danger of being totally rejected by the inner world. I
think this is a teleology of technique. This is where Athens
is heading too, although as a material world, it is benignly
resistant to this development.
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TO EIIIITPOXOETO AYTI:
TxeSradovrag Sradwrvara opyava

TIavra pe oaynveve n 16¢a ¢ EPAPLOYNE LLAS
eAappag mpoobetikng, mov Oa xpnoyomoovoe To

610 pov 1o Sépua: pia popen povIUNG LETATPOTNS

TG APYITEKTOVIKTG TOV OWUATOG. AOVAEVOVTAG UE

Baon v vdOeon ot edv o owua dArade, TovTo

(0w¢ va onuatve pia avazpooapuoyn e Sikng tov
ovvaiobnong. Zyedialovrag uia evallaooouevn
AVATOUIKT] APXITEKTOVIKT], TETOLA WOTE VA ETUTEAEITAL
kat Stabpaoctixd. Ziyovpa, Quto 10V QITOKTA OTjUAcia
TWpa Sev elvat AmMOKAEIOTIKA 1) TAVTOTITA TOV OWUATOS
aAka n ovveodTnTa TOL - O)YL 1) KIVNTIKOTNTA 1) 1) Od0m
TOV OTOV XWPO, AAAA 1) Stemapn Tov. Xe QuTég TIg ueAéteg
Kat performances, n mpooBetixn Sev voeitat wg onuadt
EMerpng ard kupiwg wg Eva ovumTOua vITePBOoATG.
Kabdg n teyvoloyia eEamdavetal kat tavtoypova
ovppIkveveTat oe kAiuaka, yivetat floovufiatn toco

o€ KAluaka 000 kat oe ovoia Kat EVOOUATOVETAL OTTWG
Kat 0roLo8NIoTe A0 oVOTATIKO TOU OWUATOS. AUTEG

Ol TPOOOETIKES EMOVVAWELS KAL TA EUPUTEVUATA EEV
avaTATPOVOUY amAd EVa UEPOG TOV OWUATOS JTOV EXEL
TpavuaTotel 1 akpwmplactel. Eivat tpooetixd
avTikeipeva sov eravEavovv v apxITEKTOVIKT] TOV
OWUATOG, KATAOKEVAJOVTAG EMEKTEVOUEVA AEITOVPYIKA
OLOTNUATA COUATOV KAL PNPIOV COUATWY, TTOV givat
Xwpixa Staxwpopgéva alla nAektpovika Staovvbebeuéva.

AoV kataokevaoa éva Tpito Xept (evepyomolovpevo
artd nAektpopayvnTika onpata EMG) kat évav Eikovikd
Bpayiova (katevBuvopevo ammd yavtia pe caodntrpeg),
pov yevvrOnke n embupia va KATaoKeuaom Eva emTAEOV
avti (1o omoio Ba phovoe oto Atopo mov HBa epyxoTav
Kovtd tov). To €pyo autd e&elixOnke pe Stapopoug
TPOTOVG, KATA TN S1apKeld TV TeAevtainy 12 etov. To
EITIIIPOZOETO AYTI amelkovioKe apyikd oav éva avtl
0TIg TAPLPEG TOL TTPoceov. To EITIITPOZOETO AYTI
e KMpaka 1:4, mepieddppave v KaANEPYEI HKpmv
AVTLYPAP®V TOL AUTIOV HOV , XPT|CILOTOIOVTAS {OVTAVA
kvttapa. Kot tpoogata, to EITIITPOZOETO AYTI: Avti
Ytov Bpayiovd pov, yua to omoio Eekivioe 1) XE1povpyikn
KATAOKELT £VOG AUTIOL 08 PuOTKO peyebog oTov Ty Hov
Kot 10 07oio Ba propoloe va HETAPEPEL TOVG TXOUS

IOV AKOVEL.

To EIIITIPOZOETO AYTI (1997) empOKelTo va
KATAOKELAOTEL Ol artd ouvBeTikd Ko SvoKauTTa

VAKA, 0N a7td HoAaKO 10TO KAt VENIKTO XOvOpo. Aev

Ba NTav povo pa pooBeTikr) KATAANAN yia eEwTepikn
ePAPUOYT) aAAA kATt 7tov Ha kataokevaldtav TAvm oTo
OOUA OG HOVIUN TTPoaBNKT. Ol XEIPOVPYIKEG TEXVIKEG

Y10 TV KATAOKELT) Tov avTtiov eiyav e§ehiybel, k1 £1o1 T0
eyxeipnua autd pawvotav evhoyo. Avokohia cvvavtrOnke
OTNV AVEVPEDT] KATAAANANG LATPIKNG APWOYTIS TIPOKEIUEVOL
autd va tpaypatomomnBet. To mpofAnua eivar 6Tt o
eyxeipnua poxwpda niEpav g faoikrg Koountikng
Xelpoupyikng. Aev TpoKerTal athd yia pia Tposmosoinon

T] TPOCAPLOYT] AVATOMIKMDY XAPAKTIPLOTIKMYV - LE TOV

Stelarc

Performance artist, Chair in Performance Art,
Brunel University West London, Senior Research Fellow & Artist
in Residence, MARCs Laboratory,
University of Western Sydney

EXTRA EAR:
Engineering internet organs

T was always intrigued about engineering a soft
prosthesis using my own skin, as a permanent
modification of the body architecture. The assumption
being that if the body was altered it might mean
adjusting its awareness. Engineering an alternate
anatomical architecture, one that also performs
telematically. Certainly what becomes important now

is not merely the body's identity, but its connectivity -
not its mobility or location, but its interface. In these
projects and performances, a prosthesis is not seen

as a sign of lack but rather as a symptom of excess.

As technology proliferates and microminiaturizes it
becomes biocompatible in both scale and substance

and is incorporated as a component of the body. These
prosthetic attachments and implants are not simply
replacements for a part of the body that has been
traumatized or has been amputated. These are prosthetic
objects that augment the body’s architecture, engineering
extended operational systems of bodies and bits of bodies,
spatially separated but electronically connected.

Having constructed a Third Hand (actuated by EMG
signals) and a Virtual Arm (driven by sensor gloves), there
was a desire to engineer an additional ear (that would be
speak to the person who came close to it). The project over
the last 12 years has unfolded in several ways. The EXTRA
EAR was first imaged as an ear on the side of the head.
THE EXTRA EAR: 4 SCALE involved growing small
replicas of my ear using living cells. And recently, THE
EXTRA EAR: EAR ON ARM which began the surgical
construction of a full-sized ear on my forearm, one that
would transmit the sounds it hears.

The EXTRA EAR (1997) was to be constructed not out

of synthetic and stiff materials, but out of soft tissue

and flexible cartilage. This would not be simply a
wearable prosthesis, but one constructed on the body

as a permanent addition. The surgical techniques for

ear reconstruction had been developed, so this was

a plausible project. The difficulty was in finding the
appropriate medical assistance to realise it. The problem
is that it goes beyond mere Cosmetic Surgery. It is not
simply about the modifying or the adjusting of existing
anatomical features - now sanctioned in our society - but
rather what is perceived as the more monstrous pursuit of
constructing an additional feature that conjures up either
some congenital defect, an extreme body modification

or even perhaps radical genetic intervention. We know
the medical community is conservative. But it does do
experiments on people. It does experiments on the aged,
the injured and the ill - but not on consenting artists.

A different strategy was then pursued. In collaboration
with TC&A (Oron Catts and Ionat Zurr) and SymbioticA,
a 1/4 scale replica of my ear was grown using human
donor cells and first exhibited at Gallery Kapelica in
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TPOTO TOL AVTA £XOVV TIAE0V KabiepwBel otnv Kowvwvia
Hag- AAAA TTEPLOTOTEPO YA O,TL YIVETAL AVTIANITITO WG T
0 TEPATM®ONG EMBIWEN TNG KATATKELTG EVOG EMTAEOV
XOPAKTNPLOTIKOV 710V €€0pKilel elTe KATOWA EYYEVT)
aTeAEL, ElTE LI aKpaAia CWUATIKT TPOTTOTOINOT - eite
aKoun 10w Kot pa pLdikr| yevetikn enepfaon. EEpovpe
OTL 1) WATPIKT| KOWOTNTA Elval CUVTNPNTIKY. QO0TO0O,
kavel mepapata oe avpamovg. Kavel mepapata oe
NAKIOUEVOLG, TPAVHATIOUEVOUGS KAt A0DEVELG - AAAG OXL
KOl 0€ KOAAMTEYXVEG TTOV GUVALVOUV 0€ KATL TETOL0.

AxolovOnoape AoV pia S1apopenikt| oTpATNYIKT). X
ovvepyaoia pe toug TC&A (Oron Catts xat Ionat Zurr)

kot v SymbioticA, kaAAiepynoape pia pETAKA Tov
AUTIOV OV 0€ KAIHAKA 1:4, XPTIOHOTOIOVTAS AvOpOIIvo
50N KLTTAPWV KA 1) OTT01a EKTEONKE Y10 TTPQTN POPA
otnv ykahepi Kapelica oty Ljubljana to 2003. To

auti KaMepynOnke oe éva meploTpePoevo PloAoyikod
avudpaotipa pikpo-fapumrag (mov enETpemne ota
KUTTAPA VA LEYOADOOUV LIE TNV HOPPT) H1AG TPLIOSIA0TATNG
Soung yOpw amod eva froSraiutod moAvpepeg ikpiopa) Heéoa
oe &va ekkohamtnplo. To auti Tpe@dtav pe Opemntikég
ovoieg KAOE 3-4 NUEPES HETA O ATOOTEIPOUEVO KAAVUUA.
'Eva mteproprotikd mpoPAnua oe ouvOnkeg ekBeong eivar n
poAvvon. To EITIITPOXOETO AYTI Xe Khipaka 1:4 otnv
eykataotaon ya 1o Bpapeio Clemenger tng EBvikng
IMvaxoBnkng Victoria ot MeABovpvn, pmopolioe va
TapApeivel ovtavo povo yia 2 efdopadeg amo toug

2 unveg mov Ba Srapkovoe n £xbeon. H amomepa va
avamtuyOet To auti xpnowwonowwvrag kbttapa HeLa
Snuovpyovoe emtiong adikatooynteg nbikeg avnovyieg
otmv EOvikr) IIivakoBnkn - Sedopévov ot Stabetape
akopn kat nOwn adewa. Tehka, 560nke n adewa va
UEYOADOOULE TO AUTL XPNOUOTOIHOVTAG HOVO KUTTAPA ATTO
TOVTIKIAL.

ApYKA, PAVTACTNKA OTL AV TO AUTL UITOPOVOE vVa
pHeyoh@oel e Ta S1kd Hov KUTTapa Tov HUEAOD TOV 00TOV,
Ba ftav Suvatov va 1o 10AYm KAT® amtd To SEpua Tov
TXN HOV, 0V €va TPMTO PBriLa TPOg TNV KATAOKELT) VOG
auTtiov ato Bpayiova pov. To déppa oto Bpayiova eivar
pHaAako kat Ba pmopovoe va empunkuvOel emapkmg xwpig
va xpelaotel omoadnmote Seppatikr enéxtaon. To avtl
otov Bpayiova Ba propotioe Snhadn va kataokevaotel
pe pia Atyotepo TTOADTTAOKT XELPOVPYIKT emépfaor.

Kat 6vtag amokoAAnpévo astod 1o mpdomo, T0 AUTL 0To
Bpayiova Ba pmopovioe va kaBodnyeitatl kat va oTpépeTal
oe SapopeTikeg katevBivoelg. Oa popolioa va LIAAW 0€
£€va auTi 0To Bpayiova Hov Kat To avti avto Ba prtopovoe
va tapadobei kot oe AMovg. 'Eyve epgpaveg Opmg, ot

N XP1on auTng g teXVikng Ba odnyovoe tehikd oe eva
TOAD HIKPO aUTL. Od NTAV H1a TTAPA TTOAD UIKPT) OTTTIKT
7POoONKN 0TO COUA.

To EIIITIPOXZOETO AYTI oe KAipaka 1:4 agpopovioe
6o ouvBiaheyopeveg €vvoleg. To €pyo avamapiotovoe
£va avayvmpiolo HEAOG Tov omUaTog ov Ha ftav
TEAIKA EMOVVAITITOUEVO OTO OOUA- EVAG TPOTOG
KATAOKELNG pag ehapplag poobetikng. Ev tovtolg,
Ba pItopovoE va TAPoVoIACTEL AKOUT KAl WG MIa
UEPIKAOG {WVTAVT] OVTOTNTA KAL VA EYEIPEL EPWTIHATA
0€ OXE0N L€ AVTINYELG TNG OAOTNTAG KA TNG
AKEPAOTNTAG TOV OMUATOG. AVTIHETWITICEL, ETIOTG,
TIG TIOAITIOHIKEG AVTIAPELG TNG KOVWVIAG Yl TN

(w1 HEOW NG AVEAVOLEVNG IKAVOTNTAG Slayeiplong

Ljubljana in 2003. The ear was cultured in a rotating
micro-gravity bioreactor (allowing the cells to grow as

a 3D structure over a biodegradable polymer scaffold)
within an incubator. The ear was fed with nutrients every
3-4 days in a sterile hood. Contamination is a constraining
problem in gallery conditions. The EXTRA EAR - 1/4
SCALE installation for the Clemenger Prize at the National
Gallery of Victoria in Melbourne, could only be kept alive
for 2 weeks of the 2 month exhibition. The attempt to
grow the ear using HeLa cells also created unwarranted
ethical concerns by the National Gallery - even given that
we had ethical clearance. Eventually, permission was only
given to grow the ear using mouse cells.

Initially I imagined that if the ear could be grown with
my own bone marrow cells it would be possible to
insert it beneath the skin of the forearm as a first step in
constructing an ear on my arm. The skin of the forearm
is smooth and would adequately stretch without the
necessity of any skin expander. The ear on the arm
could then be constructed with less complex surgical
intervention. And disconnected from the face, the ear
on the arm could be guided and pointed in different
directions. I could speak into an ear on my arm and

the ear could be handed over to others. But it became
apparent though that using this technique would only
result in a very small ear. It would be too small a visual
addition to the body.

The EXTRA EAR - 1/4 SCALE was about 2 collaborative
concerns. The project represented a recognizable human
part and was meant to be ultimately attached to the body
as a way of constructing a soft prosthesis. However it can
also be presented as a partially living entity and brings
into question the notions of the wholeness and integrity of
the body. It also confronts society’s cultural perceptions
of life with the increasing ability to manipulate living
systems. TC&A are dealing with the ethical and perceptual
issues stemming from the realization that living tissue

can be sustained, grown and able to function outside of
the body. The prosthesis is now a partial life form - partly
constructed and partly alive. With the proliferation of
harvested, grown and possibly printed organs we’ll be
living in a time of not only circulating flesh and body
parts, but also of organs awaiting bodies, of organs
without bodies.

The EXTRA EAR: EAR ON ARM has required 2 surgeries
thus far. An extra ear is presently being constructed

on my forearm: A left ear on a left arm. An ear that not
only hears but also transmits. A facial feature has been
replicated, relocated and will now be rewired for alternate
capabilities. Excess skin was created with an implanted
skin expander in the forearm. By injecting saline solution
into a subcutaneous port, the kidney shaped silicon
implant stretched the skin, forming a pocket of excess
skin that could be used in surgically constructing the ear.
The body is a living system which isn’t easy to surgically
sculpt. And recovery time is needed after the surgical
procedures. There were several serious problems that
occurred: a necrosis during the skin expansion process
necessitated excising it and rotating the position of the ear
around the arm. Ironically, this proved to be the original
site that the 3D model and animation was visualized.
Anyway, the inner forearm was anatomically a good site
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{wvtavav cvotnuatov. Ot TC&A acyolovvta pe ta
NOKA KAt AvTANTTTIKA BEPATA TTOV TIPOKVIITOVY ATTO

mv ouveldnTosnoinon 0Tt 0 {WVTavog 10TOG UITopet

va SratnpnOet, va peyaAmoet kat va eivat Ikavog va
Aertovpynoet £€w amtod to owpa .H mpoobetikn eivan topa
L1 LOP@T) HEPIKNG {MTIG- HEPIKMG KATATKEVAOUEVT

KAl HEPIK®G {owvTavr). Me Tov ToAATAQC1Ao U0 TV
OUMEYOLEV®V, KAANEPYOULEV®DV KA TOAVAS TUTTWUEV®V
opyavav, Ba {ovpe o€ pia emoyn OXL LOVO UETAPEPOLEVIG
OAPKAG KA LEAMV TOV OMUATOG, AAAA KA OPYAVRV EV
AVAPOVT] COUATWOV, 0PYAVOV XWPIG oOuaATA.

Ta to EIIIITPOEOETO AYTI: Avti oto Bpayiova
amaThOnkav 2 eyxepnoeig uExpt onpepa. 'Eva
EITITIPOZOETO AYTI kataokevaletal tdpa oTov nyn
HOV: &va aploTepo avTi o€ Evav aplotepod Bpayiova. Eva
auti To 071010 OY1 HOVO akoLEeL, aAAd kat petadidet. 'Eva
XOPAKTNPLOTIKO TOV TIPOTMITOV TIOV EXEL AVTLYPAPEL, EXEL
enavatonofet el kat Topa Oa emavakahwdiwbel yia va
QITOKTIOEL K evaAhakTikeg Suvatotnteg. H enéktaon
TOL 8EPUATOG TTPAYUATOTOWONKE HECW EUPVTEVOTG
SaoteMopévou Sépuatog atov myn. Eloayovtag pe
£veon alatovyo Sttivpa oe pia vrodopla Bvpa, to
GIMKOVOUYO EUPUTEVLA OE OYTIA VEQPPOU ETMUNKLVE

10 6¢ppa, oxnuatidovtag Evav Hapouto mePiooelag
Seppatog mov Ba propovoe va xpnoposom el yia myv
XELPOUPYIKT) KATAOKELT TOV avTiov. To ompa amoteAel
éva {ovtavo oLoTnUa Tov gival SuokoAo va Aafevtel
Xelpoupyikd. Kau amarteitan 0efaoto xpovikd Siaotnpa
AVAPPHONG LETA TO TEPAG TWV XELPOVPYIK®V Sradtkaoimv.
IMapovolaotnkav Siapopa cofapd poPARpATA: VEKPWOT
katd ) Sapkewa g Swadikaoiag mg deppatikng
5100T0ANG, IOV EMEPAAE TNV APATIPEDT) TOV OYKOL Kat

™V TEPLOTPOPT| NG BE0NG TOV AVTIOL YUP® ATIO TOV
Bpayiova. Me évav elpmvikd tpomo, amodeixdnke ot n
B&omn avtn nTav n B¢on omyv omnola eixe omtikomonOet

TO APYIKO TPIOS1A0TATO HoVTENO Kot animation. Ev stdon
TEPUTTMOEL, TO ECMTEPLKO TOV TXT NTAV AVATOUIKA Eval
KOAO HEPOG YA TNV KaTaokevn) Tov avtiov. Ekel to §¢pua
elvan Aemto kat Aeio, aAAA KAt £pYOVOLIKA 1) TOTtoBETN oM
0TO E0WTEPIKO TOV TNXT, EAayiotonotel Ty mubavotnta
AKOVO10V Y TUTHATOG 1) TPAVUATIOHOV TOV avTiol. Mia
Sevtepn eyyelpnon ewonyaye eva ikpiopa Medpor kat to
Seppa avappo@nOnke mdvw tov. To epgutevpa Medpor
elvan eva mopadeg, ProovpPatod moAvarBuAevikod LVAIKO, pe
70 péyebog Tov TOpov va Kupaivetal petagl 100 KAl 250
micrometers. ToUto ptopel va oxnuatiotei oe Siapopa
HEPT) KA HETA VA OLPPAPEL OOTE va Slapoppwdel to
oxfua tov avtiov. Eneidn n mopadng Soun tov eivan
Sraovvdedepévn kar molvkatevBuvopevn, emtpénet pia
L0TOAYYELAKT| AVAITTUEN TTPOG TA HECA T) OTTOIA KAL TO
evorolel pe tov Bpayiova pov oty BEon el0aywyrg Tov,
XWPIG VAL ETMTPETEL KAUIA HETAKIVIOT) TOV IKPIOUATOG,.
Apykd, oudnTovoapE TNV evamtobeoT) TOV IKPIWUATOG
TOL ALTIOV O¢ €va éAaopa Medpor, OKemTopevol 0Tt i0wg
£101 0 avamTTLOCOTAY TTEPLOOOTEPO, KAt Ba pitopovoe va
eykataotabel mo otabepd oto Ppayiova. AMA KATL TETO0
Sev NTav @Ko kal aut 1 Ao eykataleipOnke petd
arto oxeTKn Soxun katd ) Siapkewa puag eyyeipnong. H
EUPUTEVOT), TOPA, PG 10XIAKNS payNg Slapoppwuevng
KOATA TapayyeAia KAtd UiKog Tov eANtkoedoug
meprypappartog, Oa av&ave olyovpa v akpipeia tov
kaBoplopol g EAkag, kabawg emtiong Ba Snuovpyovoe
X®PO KAl Y1 P HEAAOVTIKT] AVTIKATACTAOT) AUTHG TNG
paNg atd xov8po mov Ba avamTLECOTAV ATTO TOUG S1KOUG

for the ear construction. The skin is thin and smooth
there, and ergonomically locating it on the inner forearm
minimizes the inadvertent knocking or scraping of the
ear. A second surgery inserted a Medpor scaffold and
the skin being suctioned over it. The Medpor implant

is a porous, biocompatible polyethylene material, with
pore sizes ranging from 100-250 micrometers. This can
be shaped into several parts and sutured together to
form the ear shape. Because it has a pore structure that
is interconnected and omnidirectional it encourages
fibrovascular ingrowth, becoming integrated with my
arm at the inserted site, not allowing any shifting of the
scaffold. We had originally considered mounting the ear
scaffold onto a Medpor plate thinking that this might
elevate it more, and position it more robustly to the arm.
But this wasn’t the case and this solution was abandoned
after being tested during surgery. Now, implanting a
custom made silastic ridge along the helical rim would
certainly increase helical definition but also would make
room for later replacement of that ridge with cartilage
grown from my own tissues. The helix would need to be
lifted enabling the formation of a conch and make the
ear a more 3D structure. The ear lobe will most likely be
formed by creating a cutaneous “bag” that will be filled
with adipoderived stem cells and mature adipocytes. In
other words the ear lobe would be partly grown using
my own adult stem cells. Such a procedure is not legal in
the USA, so it will be done in Europe. It’s still somewhat
experimental with no guarantee that the stem cells

will grow evenly and smoothly - but it does provide the
opportunity of sculpturally growing more parts of the
ear... and possibly resulting in a cauliflower ear!

During the second procedure a miniature microphone
was positioned inside the ear. At the end of the surgery,
the inserted microphone was tested successfully. Even
supported with a partial plaster cast, the arm fully
wrapped and the surgeon speaking with his face mask on,
the voice was clearly heard and wirelessly transmitted.
Unfortunately it had to be removed. The infection caused
by the implanted microphone several weeks later proved
to serious and heroic efforts were undertaken to save the
scaffold, after the microphone was surgically extracted.

The final procedure will re-implant a miniature
microphone to enable a wireless connection to the
Internet, making the ear a remote listening device

for people in other places. For example, someone

in Venice could listen to what my ear is hearing in
Melbourne. This project has been about replicating a
bodily structure, relocating it and now re-wiring it for
alternate functions. It both manifests both a desire to
deconstruct our evolutionary architecture and to integrate
microminiaturized electronics inside the body. We have
evolved soft internal organs to better operate and interact
with the world. Now we can engineer additional and
external organs to better function in the technological and
media terrain we now inhabit. It also sees the body as an
extended operational system - extruding its awareness
and experience. Another alternate functionality, aside
from this remote listening, is the idea of the ear as part of
an extended and distributed Bluetooth system - where the
receiver and speaker are positioned inside my mouth. If
you telephone me on your mobile phone I could speak to
you through my ear, but I would hear your voice “inside”
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pov 10tovg. H eéhika Ba amaitovioe aviwmor, TpoKeEVoL
VAL EMTPEWPEL TN SLAPOPPHOT) Hag KOYXNG mov Ha
kaf10ToVoE TO AUTL LA TEPLOTOTEPO TPLodIAoTATH o).
0O A\ofog Tov aUTIOD elvat TOAVOTEPO VA OYNUATIOTEL ATTO
™ Snuovpyia evog Seppatikov «odkov» mov Ba yeple
HE KUTTAPIKA OTEAEXT TTPOEPXOUEVA ATTO ALTTOg, KABMG

Kot @ppa AutokUttapa. Me dAa Aoyia, o Aofog tov
auTloL Ba peydhwve HePIK®OG a&lomoimvTag Ta Sika pov
eviAIKa KUTappika oteleyn. Mia tétowa Sradikaoia Sev
elvan vopun otig H.ILA, k1 €tot Ba yivel oty Evpor.
Eival akopa kAt elpapanko mov Sev eyyvatat 0Tt ta
KUTApPIKA 0TeEAEYT Ba HeYaA®OTOUV OUOAA - AAAA Glyoupa
TAPEYEL TNV EVKAPIA OE TTEPLOCOTEPA LEPT] TOV AUTIOL VA
avamtuyBovv TAaoTIKA... Kat Sev amokAeietan va odnynoet
KAl o€ €va auTi oav kovvouridt!

Katda m Sevtepn enéufaon tomobetiOnke éva
HIKPOOKOTIKO UIKPOP®VO HECA OTO AUTL. XTO TEAOG TNG
Sadikaoiag, to £vBeto HIkpOPwVO SoKiudoTnKe pe
emTuxia. AKOUN KAl e Eva TUNHATIKO KAAOUTTL aItd YOWOo
va 10 voPaotadel, pe 1o Bpayxiova ANPOG TUAYHEVO Kat
TOV ¥ELPOVPYO VA IAA LIE TN HATKA OTO TTPOCMITO TOV, 1
PWVI AKOLYOTAV KABapa KAt HETAPEPOTAV ATVPUATA.
Avotuywg, TeAika Enperne va agaipedel. H poAvvon mov
TPOKATIONKE ATIO TO EUPUTEVHEVO HIKPOPOVO UEPIKEG
eBSouadeg apyotepa, katederle v avaykaot)Ta yia
ooPapEg Kat NPwIkeg TPoomadeleg TPOKEIUEVOL va
S1a0wBel 10 Kplwpa, HETA TN XEIPOVPYIKT) APAIPEDT] TOV
HIKPOPDVOU.

H tehikn enepfaon Ba Eava-gpgutevoet eva
HIKPOOKOTIKO UIKPOP®VO 7oL B emTPETMEL pict
aoVpuatn oVvdeon oto Aadiktvo, kabotovtag To auti
10 QUTOHAKPUOHEVT] CUOKELT AKONG Yot avBpmItoug

oe A pepn. Ta tapaderypa, kdmolog otn Bevetia

Ba prtopovoe va akovoEL AUTO TTOV TO AUTL OV AKOVEL
ot MeABovpvn. To £pyo apopd TV TOTH AVTLYPAPT)
piag oopatikng Soung, v enavatonobeon me ka
MV eMAVAKAA®SIWOT) TNG TPOKEWEVOL VA ATTOKTIOEL
evalhaooopeveg Aertovpyieg. ExdnAwverl v embupia
TO0O0 VA ATTOSOUNCOVLE TNV EEEMKTIKT) APXLTEKTOVIKT] LA
000 KA1 VA EVOTIOU|COVE HIKPOTKOTIKA NAEKTPOVIKA LIE TO
oopa. 'Exovpe avantdfel HoAakd E0WTEPIKA Opyava yia
VAL AE1TOVPYOUHE KAt VAL AAANAETISpoUpEe KAADTEPQA LIE TOV
KO0opo. Tdpa, HITOPOVLE VA KATACKEVATOUNE EMITPOTHETA
KO EEMTEPIKA OPYAVA V1A VA AEITOVPYOVE KAAVTEPA OTOV
TEXVOAOYIKO KAl LNVTIAKO XMPO, IOV KATOIKOVLE TP
To oopa yivetal emiong avTIANTTO kG £va ENEKTEIVOLEVO
AEITOVPYIKO OVOTNUA - TTOV ENMAVEAVEL TNV GuvaioOnon
Ko v epmelpia tov. Mia AAAn evaAhaoopevn
ALITOVPYIKOTNTA, TTEPAV AVTHG TOV ATTOUAKPVOUEVOL
AKOVOLATOG, AOTEAEL 1] 16€a TOV AVLTIOL WG TUNHATOG
£VOG EMEKTEIVOUEVOVL KA S1AOIPACHEVOL CLOTILATOG
Bluetooth - 0mov 8éxtng kan mopmdg tomobetolivial peoa
010 otopa pov. Edv tAepuvoioeg 0To Kivnto pov , Ba
UITOPOVOA VA GOV IANIO® HECK TOV AUTIOV OV, AAAA

Ba axovya TN PWVT 0OV «HETA» OTO KEPAAL pov. Eav
KPATOLOA TO GTOUA OV KAELOTO, HOVO Yk Oa pitopovoa
VA akoLO® T v oov. Edv kamotlog 1fitav kovtd pov
KO Avolyd TO OTOUA POV, auTog o avBpwitog Ba dxovye
™ @V TOL AAOL va Byaivel amd avTtd To OO, oav
H10 AKOVOTIKT] TAPOVOia £VOG AAOU COUATOG TTOL gival
KAITOU AAAOU. AUTO TO ETUTTAEOV KA EVEPYOTIOULEVO
EIIIITPOZOETO AYTI: Avti oto Bpayiova yivetat
OVOLAOTIKA £va ALASIKTLAKO OPYAVO Y1d TO OOUA.

my head. If I keep my mouth closed only I will be able to
hear your voice. If someone is close to me and I open my
mouth, that person will hear the voice of the other coming
from this body, as an acoustical presence of another body
from somewhere else. This additional and enabled EXTRA
EAR: EAR ON ARM effectively becomes an Internet organ
for the body.

The body now performs beyond the boundaries of its
skin and beyond the local space that it occupies. It can
project its physical presence elsewhere. So the notion

of single agency is undermined, or at least made more
problematic. The body becomes a nexus or a node of
collaborating agents that are not simply separated

or excluded because of the boundary of our skin, or of
having to be in proximity. So we can experience remote
bodies, and we can have these remote bodies invading,
inhabiting and emanating from the architecture of

our bodies, expressed by the movements and sounds
prompted by remote agents. What is being generated
and experienced is not the biological other - but an
excessive technological other, a third other. A remote and
phantom presence manifested by a locally situated body.
And with the increasing proliferation of haptic devices
on the Internet it will be possible to generate more
potent phantom presences. Not only is there FRACTAL
FLESH (bodies and bits of bodies, spatially separated
but electronically connected, generating similar patterns
of recurring activity at different scales); there is now
PHANTOM FLESH (Phantom not as in phantasm, but as
in phantom limb. Haptic technologies generating tactile
and force-feedback that results in a more potent presence
of remote bodies). The biological body is not well organ-
ized. The body needs to be Internet enabled in more
intimate ways. THE EXTRA EAR: EAR ON ARM project
suggests an alternate anatomical architecture — the
engineering of a new organ for the body: an available,
accessible and mobile organ for other bodies in other
places, enabling people to locate and listen in to another
body elsewhere.

Acknowledgements for extra ear: Ear on arm
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To owua twpa dpa IEpav twv opliwv Tov Sepuatog

TOV KQL TEPAV TOV TOTKOV XWPOU TIOV KATAAQUPAVEL.
Mopei va pofaidet Thv Quatkn Tov mapovaia aAlov.
‘Etot, n avtiAnyn evog povadikov §pwVvTog VITOKEWEVOV
vrovoueveTal 1 TovAaytotov kabiotatat mpofAnuatikn.
To owua yivetat oOUTAEYUA 1) KOUPOS Ao ouvepyagoueva
vrrokelueva sov Sev eivat Hovo Staxwploueva n
amoxAetouéva e&aitiag Tov opiov Tov Sépuarog uagn
Adyw ptag avaykaotikng eyyvmnrag. 'Etot, pmopovue

va Plooovue amouaKkpuoUEva oouaTa, Kat Qutd Ta
QATOUAKPVOUEVA OWUATA LTOPOVY VA ELTLAAOVY, va
EVOLKOVV KAl VA EKTTOPEVOVTAL AITO TNV APXLTEKTOVIKT)
TOV OWUATWV UAG, TTOV EKPPAZETAL QIO TIG KIVIOELS

KaL TOUG NX0VG TTOV VITOKIVOUVTAL QIO QITOUAKPUOUEVA
Spwvta vrokeiueva. Avto oV Iapayetat kat floverat
Sev amotelel To PloAoyikd arlo - alAa éva vrépuetpa
TEXVOAOYIKO AAo, éva Tpito aro. Mia asopuakpuouévn
KaL paocuatikn sapovaoia ov ekdniwverat amo éva
TOTIKA EYKATETTNUEVO owud. Me v avéavouevn
EMEKTAOTN TWV QITIKOV Unxavav oto Atabixtvo Oa eivat
axoun uvato va Tapayovie LOXUPOTEPES PACUATIKES
wapovoieg. Oxt uovo vapyet FRACTAL YAPKA
(oopata xat pneia copdTwy, Xwpika SlaywpLlouéva
ala nAektpovika ovvdedeuéva, ov Tapayovv
zapopota potifa emavalaufavopévns SpaoctnplotnTag
o€ SL1apopeTikes KAluakeg), ald twpa vrapxet xkat
DAXMATIKH 2APKA (paouartikn oyt (e v évvola g
autaratng aAAd wg PAvTaoTiko HEAOS TOV GOUATOG:
QAITTIKES TEYVOAOYIES TTOV TTAPAYOVV QUITIKT) KAL LOXVPT)
avadpaon n omoia odnyel o€ LA LGXUPOTEPT) TAPOVOLA
TOV QIOUAKPUOUEVWY TwUATWV). To floloyiko owua Sev
elvat kaAa opyavw-pévo. To ooua ypetadetat va pmopel
va gvepyomoteitat Stadiktvaxa Ue o uvxtovs tporovs. To
&pyo tov IIpoabetov Avtiov otov Bpayiova mpoteivel pua
evaAAaoouEeVn) aQvaTouiKn ApxLTEKTOVIKT] - TOU OXESIATUOD
EVOG VEOU 0pYAvov yia T0 owua: evog SLabéoiuov,
TPOOLTOV KAl KIVIITOV 0PYAvoU yla AAAa oouata oe alla
LEPT), TTOV ETUTPETEL OTOVG AVOPWDITOVS VA EVTOTI(OVY K
va akovve HEoa oe aAAa oduata sov Ppiokovrat aArov.

SUVTEAEOTEG Y1a TO eMITPOoBeTo avti: Avti 0to Bpayiova
Xepovpykr opada
Malcolm A. Lesavoy, MD, Sean Bidic, MD ko J. William Futrell, MD

IepiBaiyn omv MeABovpvn
EmpAénov Wayne A. Morrison, MD

Topfoviog yia ta epfpuovika kvrrapa
Ramon Llull, MD

Tuvtoviopog
Jeremy Taylor, October Films, London.

Xpnuatrodomon
Discovery US ya v ogipd viokvpavtaip “Medical Mavericks”.

Tprodraotaro povréro & animation

The Spatial Information Architecture Lab, RMIT, Melbourne.
DRTOYPAPTOT) XELPOVPYEIOV

Nina Sellars, xpnuatodotodpevn and to Avotpaiiavo Tvpfovito.
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Avdpeag AyyemSakng

Ap1TEKTQOV

Tuvévrevn péow e-mail

Epotmon 1
[véeg texvoloyieg - Xwpikeg avTIAperg - apltEkTovag]

AA: Katapyrv autog mov aAadet givat o
OUYXPOVOG TTOATNG, 0 KATOIKOG TOV XMPOL. ZUHPOVA
pe v apepikavida epevvnpla Linda Stone, 600
XPTOLOTOIOVLLE TO IVIEPVET KA TIG VEES TEXVOAOYIEG
YEVIKOTEPQ, BPLOKOLAOTE CLUVEXMG O 1A KATAOTAOT
ETMUPAVELAKTIG EYPTYOPOTIG, TAPATNPOVTAG TOV KOGLO
YUp® Hag HE Hia CUVEXT) LEPIKN Ttpoooyn) (continuous
partial attention). Ev® ouvopihovpe pe évav ouvepyatn
o1 SovAeld, e TNV TEPLPEPELAKT) OPAOT) KOLTAE TNV
006vn Tov vtoAoyloTh 0mov o MSN pag e1§omotel yia
«EMAPEG TIOV HOAIG OLVEEONKAV», 1) CLUVOUIALA TTOV
agpnoape ot pEon avaoafrivel avumopova, To Kivnto
MAEPWVO YpLAAiler ato vibration ot )pBe €va véo
unvoua, oto facebook €pyovtal EkTakTeg AVAKOVOOELG
yia PAakeieg mov Sev pag eviiapepouv kar ovTw kabetrg.
'OAa QUTA pag amoatovy amd Alyo TV JIPoCoyT) Eite T0
Belove eite Ox1. 'ETo1 1 oLudiitnon pe tov ouvepydatn
epmhovTideTal amd OAeg avteg Tig £Etpa mAnpogopieg. H
Linda Stone opwg vitootnpidel 0T auto mov oupPaiver
Sev elvar epmmdovtiondg aAha exmtwyevon. H ekmtmtn
Hag TTPOCoYT] AVTIAAUBAVETAL TOV XOPO YUP® Hag
UOVO TTEPIOTACIAKA, KAl £Tal OVNE Aiyo 0TV €5
S1otaon, Aiyo oty Sidotaon tov facebook, Aiyo oty
S1otaon msn aAAG kat Aiyo oty Stdotaon Twv nxwv
710V aKovpe. TeAlkd 0 Xwpog pag eivat moAvdiaotatog,
01 TPAYUATIKOTNTEG TAPANMNALEG, Kat 1) avTiAnyn pag
TELAYLOUEVT), KA1 O APYITEKTOVAG KAAELTAL OTjepa
va SNUIoVPYNHoEL XOPOUG Y1 AUTOV TOV VEOL TUTIOU
TOAITN. 'Towg ALTOL 01 XMPOL KAl AUTA TA KTipLa va
TPETEL VA KAVOLV TO avTiBeTO aItd Tov Xmpo, Sniadr va
OUYKEVTPGOVOUV KAl VAL €0TIALOVV TNV TIPOTOXT HaAG, VA
Hag NPEUOVV ATTO AVTHV TNV ETUPAVELAKT) EYPTYOPOT), VA
pag fonBovv va kaTokov e E0T® Y1a Alyo 0€ €va Kat LOVO
X®po.

Epwmon 2 [ enavepeavion tov auiov oty
APYLTEKTOVIKT ovdnTnon]

AA: Md\\ov 1 adAayn) Tov avapepeoTe oPeIAeTal
TNV YPNPLAKT] ETAVACTACT] TTOV EKIVNOE LE TV upeia
61a600M TOL VTEPVET KA CUVEYIOE e TNV EUTOPIKT
EKUETANAEVOT] TOV PNPLAKDV TEXVOAOYIDV TA TEAEVTAIA
10 XpOvia. AAA 0VOLA0TIKA 1) £pEVVA OTO AVAO dev
otapatnoe amd my Sekagtia Tov 70 670V Eekivnoe oTnv
OUYXPOVN TEXVT T EVATYKOANOT] LLE TOV T)XO Kal To Pivteo.
1A TpOoPATA 90’S TTOANOL KAAAITEXVEG AOYXOAONKaV e
mv Snuovpyla xwpov, epmelpiag aAd kat ANG pe duia
peoa. Iapadetypata 0nmg o1 £1KOVIKOL epimaTot g
Janet Cardiff 67tov kael Toug emokemnteg g €kBeong va
sepynBovv ota adera Swudatia Tov povoeiov akovyoviag
TEPLYPAPES ATTO AANEG eKOETEIG 1 KA ATTO AANOVG XDPOUG,
UITAEKOVTAG TNV OTITIKT) EUTELPIA TOV EVOG XDPOU UE TNV
QAKOVUOTIKT) eUTtelpia amd AAAOV XWpo. AVTioTo L amtd
mv kovAToUpa Tov DJ, 0 apyrtéktovag tov fyov (sound
architect) Francisco Lopez kaAel T0 kK0vO 0TIg GUVALAieg
Tov va §€0eL Ta PATIA TOV pE TIG LACKEG TTOV TOVg Sivel,

Andreas Angelidakis

Architect
E-mail interview

Question 1
[new technologies - conceptions of space - architect]

AA: Firstly, what is changing is the contemporary
citizen, the inhabitant of space. According to American
researcher Linda Stone, when using the Internet and
other new technologies we are constantly in a state of
superficial vigilance, observing the world around us with
continuous partial attention. While talking to a colleague
at work, our peripheral vision is on the computer screen
where MSN informs us of “contacts that have just signed
in”, the conversation we abandoned in mid-stream flickers
impatiently on and off, the vibration mode of the mobile
phone growls that a new message has arrived, we receive
urgent announcements from facebook about inanities that
don’t interest us, and so on. Our attention is distracted,
whether we like it or not, and the conversation with our
colleague is enriched with all this extra information.

But Linda Stone believes that this is not enrichment

but impoverishment. Our reduced attention perceives

the space around us only circumstantially, and so we
partly live in this dimension, partly in the dimension

of facebook, partly in the dimension of MSN, but also
partly in the dimension of the sounds we hear. Our space
is multi-dimensional, there are parallel realities, our
perception is fragmented. The architect is now called upon
to create spaces for this new type of citizen. Perhaps these
spaces and buildings must do the opposite of what space
does, i.e. concentrate and focus our attention, liberate us
from superficial vigilance, help us inhabit, however briefly,
one space only.

Question 2 [the immaterial and its reappearance in
architectural discourse]

AA: The change you refer to is probably due to
the digital revolution that was launched with the broad
dissemination of the Internet and continued with the
commercial exploitation of digital technologies in the
past ten years. Essentially though, research into the non-
material world has never ceased since the 1970s, when
contemporary art began to encompass audio and video.
More recently, in the 1990s, many artists engaged in
the creation of space, experience, but also matter, using
non-material media. An example are the virtual strolls
of Janet Cardiff, who invites visitors to walk around the
empty halls of the museum while listening to descriptions
from other exhibitions or other places, fusing the visual
experience of one space with the auditory experience of
another. A corresponding example in D.J. culture is that of
sound architect Francisco Lopez, who invites the audience
at his concerts to cover their eyes with the masks he hands
out and feel the space he creates with sound during the
show. The perception of this space is so “real”, that at the
beginning of the concert people feel compelled to hold
on to their seats lest they “stumble” over the contours
of Lopez’s space and fall off the seat. This space created
by Lopez exists only in sound, but if vision is eliminated
hearing becomes the dominant sense, and we feel space as
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Kat va atoBavBolv tov xwpo stov Snpovpyet e toug
NX0oLG Katd TN Sidpkela mg ovvavAiag. H epmerpia tov
X®POL EIVAL TOOO «TTPAYUATIKI)» TTOV GTNV ApYT TNG
oUVALAAG TOVG TTPOTPETEL VAL KPATNOOUV aItd TIG KAPEKAES
TOUG Y1ATL LTTAPXEL TTAVTA O POPOG VA «TKOVIAWELG»

HE0A OTOV XMPO TOL KAl VA TIETELS ATTO TNV KAPEKAQ

00L. AuTdg 0 XWpog Tov Lopez vitdpyel Lovo atov X0,
A apalp@OVTAg Ty 0pac” o NXog yivetat n kupiapyn
aioBnomn, kal Prdvoupe ToV X®PO oav TPAYUATIKO, KAt
OPIOUEVEG OTIYHEG KOPUPWOTG 0AV £VA TPLIOIA0TATO
VAIKO avtikeipevo. 2to emkeipevo PipAio tov Augmented
Space o BewpnTikog véwv péowv Lev Manovich, pidaet
Y10 TOV VEO TUTTO XDPOL IOV BLOVOUVLE OTILEPA O OTOI0G
amoTeAEiTal ATTd TTOAATAEG TPAYUATIKOTNTEG AAAA KAt
a7t0 eVATODE0EIS TTPAYUATIKOTNTAG, EVOG XWPOU TTOV
asoteAeitan amd TOAATAEG 0TPOOEIS avtiAnyng. 'Eva
a0 tapaderypa mov diver o Manovich eivat o1 e18110¢e1g
TNV THAEOPAOT) OTIOV EVQ LAAEL O EKPWVNTIG, OTO KATW
HePOg NG 000VNG TPEXOUV AANeG TapAINAeg e18T|0€1g,
eve 070 TAvw Sl Turua g 000vng PAEmovE Kt AMeg
HKPEG AemTopEpeLeg Ommg Oeprokpaaoia, NuepoUnvia KATT.
'Etot 0 xwpog g 000vng yivetat £vag TpumAdg Xmpog, Kat
eve PAETOLLIE E16T|0ELG, TTAPATIPOVLE KAL TOV XMPO YUP®
arto v 000vn, Kat 0 xwpog eivan emavinévog teooepig
TOLAGYL0TOV (PopeG. ‘OAeg AUTEG O1 VEEG KATNYOpieg AUAWY
XWPIKOV 0PYAVOTEDV TPOEPXOVTAL KUPIWE QIO TNV
AVAYKAOTIKT) KATOIKNOT) TOV OUYXPOVOU TOALTN HECA 0TIG
PYNPLaKES TEXVOAOYIES.

Eponon 4
[atpoopaipa kat apltekTovikog oxediaopog]

AA: H avtisnyn pag yua évav xopo eivat ovtwg 1
WG AVAT, 0 TPOTIOG TTOL KATAAAPAiVOULE T KTipLa KAt
TOUG XWPOVLG eival vItokelevikog. Nopidw n atpocpaipa
£VOG XWPOL Yivetal Apesa avTiAnmT, aAAd auto Sev
ONUaivel OTL WITOPOVLE VAL TNV TTPOTOI0PIOOULE, KA AKOUA
Atyotepo va v oxediaooupe. Autog iowg eivat kat o
AOYOG 70U 1) VAOTIOINOT €VOG KTIPIOL (paiveTal va et
aKopa 000 mepiontn BEon oty KapSd Tov apyLITEKTOVA.
Me Vv vAOTI0INGT TOL XWPOU 01 18EEC TOL APYLITEKTOVA
QITOCTIOVTAL ATTO TA OXESIA KAl AITOKTOVV TNV S1kT|
ToUg (W), AWTOKTOVV ATUOGMALPA. ET GUVEXELN AUTH 1)
ATHOCPALPA KATAYPAPETAL € POTOYPAPIES OL OTTOIEG
Byaivouv ge pia gTiyprn tov N aTHoOoPAIpa TOU XWOPOU
elvar 18avikn, ouvnBwg 000 yivetal Mo eEwmpaypaTikn,
SnAadr) 6oo 1o kovtd ota oxedia yivetral. Kat agov
Byovv ot pwtoypapieg kar Snuootevdei To kTip1o, T0
KTipro oxedov otapatael va vapyel kat avukadiotatal
arto TV W8avikT eeToypaPikn kataypagn. To ktiplo
UETATPENETAL O 1A OEIPA ATTO EIKOVEG, Ol OTTOIEG
ouveyidouv va Snuootevovtal akopa Kal 0Tayv To KTiplo
Sev vtapyer ma. "Etot ) vhosoinon tov kTipiov yivetat
AmA®OG €va epyaleio yia v Snpovpyla pag kKaAvtepng
aAvamIapAoTaong. ENHeEPA OP®G He Eva KAAO rendering
engine 071wg To v-ray, piopel kaveig va Snpovpynoet
£1KOVEG EVOG XDPOV 01 OTOLEG AVATIAPIOTOVY AVTHV TNV
WBAVIKT POTOYPAPIKT) ATUOOPAIPA, KL TEAIKA HO1AEL
0 X®POG 0av va XTIOTNKE KAl VA pwToypa@nonke, Eva
akopa oxedo oe &va portnmikd computer. Xe TOAMEG
TEPUTTMOELS, AKOLA KA VAOTIONUEVA project gpaivovtal
KAADTEPA KA 710 PLOKA oTta renderings apa ko n
PWTOYPAPN oM EIvaL AYpNOoTH, Hag kat To rendering
elvat 7o aAnBwvo. Avapwtigpar av To otado g
«vAomoinaomng» evog ktipiov Ba apyioet va xaver v

being real, and at certain peak moments as being a three-
dimensional, material object. In his forthcoming book
Augmented Space, Lev Manovich, a new media theorist,
discusses the new type of space that we are experiencing
today, which consists of multiple realities, but also of
sediments of reality - a space consisting of multiple layers
of perception. A simple example given by Manovich is that
of news programmes on television: while the announcer is
speaking, other, parallel news items are streaming across
the lower part of the screen, while further information,
such as temperature, date, etc., is given in the upper

left corner of the screen. Thus the space on the screen
becomes a triple space; as we watch the news, we also
observe the area around the screen, so that space is
multiplied by at least four times. All these new categories
of non-material spatial organisation are mainly derived
from the contemporary citizen’s compulsory habitation in
the world of digital technologies.

Question 4
[atmosphere and the design process]

AA: Our perception of a space is in any case
non-material, and we understand buildings and spaces
subjectively. I think that the ambience of a space is
immediately perceived, but this does not mean that we
can define it, or, even less so, design it. Perhaps this
is why the construction of a building seems to have
retained its prominent place in the architect’s heart. By
constructing space, the architect’s ideas are detached
from the sectional plans and acquire a life of their own,
they acquire ambience. Then this ambience is recorded in
photographs, which are taken at a moment in time when
the ambience of a space is ideal, as unreal as possible - i.e.
as close to the plans as possible. After the photographs
are taken and the building appears in printed form, the
building almost ceases to exist and is replaced by the ideal
photographic record. The building is transformed into
a series of images, which continue to be published even
when the building no longer exists. Thus, the construction
of the building becomes just a tool for creating a better
representation. Today though, one can use a good
rendering engine, such as v-ray, to create images of a
space representing this ideal photographic ambience, and
the space appears as if it has been built and photographed
- another plan on a student’s laptop. In many cases, even
finished projects appear better and more natural in the
renderings; thus photography becomes useless, since
rendering is closer to reality. I wonder whether the stage
of “constructing” a building will start losing its value for
new architects, since they are now able to represent the
ambience of space with digital means. Perhaps after the
current prominence of photo-realism there will emerge
again the need for personal depiction, visual depiction
and representation. Otherwise, one could imagine a time
when the profession of the architect is distinguished into
categories, depending on the services each provides. There
may be architects who only create non-material spaces
intended for uses that are entirely different from those of
the actual spaces we inhabit. Or
we can imagine a time when mind and body at last inhabit
different dimensions.

Question 5
[map as overview/map as step-by-step exploration]
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a&la TOL Y1a TOUG VEOUG APYLITEKTOVEG, H1AG KAl TOPA
UITOPOLY VA AVATIAPAGTIOOUV TNV ATUOGPALPA TOV XDPOV
pe yneakda péoa. Tong petd v twpvr) E€apon tov
PWTOPEANICHOV eTAVENDEL )| AVAYKT Y1 TNV TIPOTWITIKN
QITEIKOVIOT), EIKAOTIKT] QITEIKOVIOT KO AVOTTApAOTAOT).
AMGG Ba popolioe Kavelg va pavtaoTel P otypn

IOV TO EMAYYEALA TOV apyLTEKTOVA SraywpileTan oe
KATNYopieg avaloya e TIG VINPETIEG TTOV TTAPEXOLV.
M7opel va UITAPYOLY APYLITEKTOVEG TTOL ATYOAOLVTAL LOVO
pe v Snpovpyia ALAWY XOPwV yia TeAeing SlapopeTikn
XPTON ATTO TOVG TPAYUATIKOUG XDPOVG GTOVG OTTO10UG
katowkovpe. 'H ptopet va Sovpe pia otiypr) ov to

HUAAD KOl TO OOUA KATOIKOUV EMTEAOVG 0€ S10(POPETIKES
Saotaoerg.

Epomon 5
[xaptng wg emomteia kan frpa-Pripa meputAavnon]

AA: H faowkr) Slapopa avapeoa otov xaptn Kat
oTnV 7OAN eivan N kAipaka. O xaptng Aettovpyet ouyva oe
i KAlpaka akafopiotn 0o amiag XwpAel o€ EMITOPIKA
Buwoun Siaotaon ektimwong. Kabmg minowadovpe
o€ KAPLAKA 7110 KOVTA 0TV eumepia tov avhpoimov,
PTAVOLNE OTO TOAEOSOUIKO OXES0, O ia KATpaka
Qg TTOVLE 1:10.000, OTTOL GAV XAPTNG elval TEPAOTION
oA 0V OYESI0 AKOMA HLAKPLA QIO TNV AVATapaoTaoT)
™mg epmelpiag. MmopoUpe OU®G KAt 0TIV TTOAE0SOMIKT
KAlpaka va apyicovpe va Stafalovpe xwpikeg epmelpieg,
UITOPOVUE VA PAVTAOTOVNE T ouvaroOnuata Ba pokaiet
£vag KTIpLakog 0ykog. '0go mAnotddovpe oty KAipaka tov
KTIpiov, TO00 0 XAPTNG YIYAVIMVETAL KAl apyilel va pag
mepPaier, apyidet kat yivetat o i810g xwpikn epmepia.
M7OpPOULE VA (PAVIACTOVLE EVAV XAPTH TTOANG 08 KAIpHaKQ
1:100, 0 07T010G VA ATTOTEAEL ATTO LOVOG TOV U1 VEX TTOAN
Qa7T0 XAPTi, HIA AVAITapAOTAoT TG TTOANG 1) ostoia apyidet
VO QITOKTA TNV S1KT) TG VAIKT| vdoTtaon, v Sikn g
atpooeaipa.

AA: The main difference between a map and the
city is scale. Often, the map functions on the basis of
an undefined scale, merely to fit onto a commercially
viable printed form. As the scale draws nearer to human
experience, we have town or zoning plans, on a scale of,
say, 1:10,000; the map is huge, but as a plan it is still
far removed from a representation of actual experience.
However, we can perceive spatial experience in this town-
plan scale, and begin to imagine the feelings generated
by a building. As we draw nearer to the actual scale of the
building, the map acquires gigantic proportions and starts
to encircle us; it becomes a spatial experience in itself. We
can imagine a city map on a scale of 1:100, constituting
itself a new city made out of paper - a representation of
the city that now has its own material existence, its own
ambience.
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Aproteidng Avrovag

ApYITEKTOV KAl GLUYYpAPEQAG

Tuvévrevdn péow e-mail

Epwton 1:
[véeg texvoloYieg - XwpiKeEg avTIMWELS - aplTEKTOVAG]

ApA: KaBévag avtamokpivetat ota SeSopeva pe
TOV TPOITO TOV, AVAAOYA LLE TNV S1KT} TOL KATAVON 0T i
0,TL vopidel 0Tt ouviota aAayn. Eima sipv aso xpovia,
0€ £va OLUVEDSPL0, OTL EILAOTE PITPOTTA O 1A AAAAYT)
TapaSElYHATOG OTNV APYLTEKTOVIKT]. AVAPOTIENAL AV
NBela mePLOCOTEPO VA TPOKAAEC® e ia SHAwON 1)
av tapovoiada npepa v katdotaon. Evvoovoa kat
TPOPAVES KAl ATTOAVTWG TETPIUUEVO OTjHEPA: OTL O
aayeg oty TapakoAovOnon Tng texvoroyiag eixav
GUVETELA OTNV KATAVONOT TOL X0pov. O X®pog Tov
LOVTEPVIOHOV, TO 1€PO CUVTAKTIKO Kal ot SopEg Tov,
OTWE TAPOVOIACTNKAY OO TOVG APYLITEKTOVEG TOTE, TTAV
NN paxpla ano pag. ‘0co mePva o kKapog paiveTal OT,
Qa7TO OAQL TAL TEXVOAOYIKA ETTEVYLATA, EKEIVO TTOV HEVEL
0 10YLPO elval KATL IOV TAVTOTE Aeimel kat 0T 07010
AVAPEPOLAOTE LITOXPEMTIKA ATTO HAKPLAL: Eva oTabepd
KO Avasrtuooopevo apyeio avagopag. Kamowa katavonon
Spaoewv Kal epmelpLov oe Eva TnAe/apyeio anotelel to
OTLLAVTIKO ETTEVYLLA OTTOLATONTTOTE CUOKELTG. ATtO OAeG
TIG CUOKEVEG TTOL AVAKAAVPON KAV KATA KApoUg HEVEL
va 8eomoel 0 voAoy1oTiIg AMA (Itpocoyny!) o1 wg pa
KOATQITANKTIKNG AELTOUpyiag unxavi) aAAa wg o HeEXpL
TOpa 1o aflomoto pEco Sayeiplong mie/apyeinv.
ITpoomaBm va apaipeon e8¢ v texvoroyikn Siotaon
NG KATAGTPOPTIG TNG APXLTEKTOVIKTIG Y1 VA TOVIOK TNV
apyelakn dtaotaon mg kataotpo@ng te. Eivat vopidw
Pavepod OTL Sev AuTtaual yia aUTHV TV KATAoTPOPN
Kot aywvie va o v e&EAEN ne. ITov faoileta n
APYELOKT) KATAOTPOPT] TNG APYLTEKTOVIKNG; Zuvoypilovtag
BraoTikd: oTo Yeyovog 0Tt katotkovue eva apyeio. 'Ot
0 dNpoo10g XWpog eivar Evag apyelakog XmPog Kaln
TPOPOPIKOTNTA LLAG TTAVTOTE )3T YPAPT): NXOYPAPTLEVT,
KIVILATOY PPN UEVT KAl )81 KATAYEYPAUUEVT EV TW
yevvaoOat otyyopvbia. Katowkovpe ndn mavrorte ekel,
a7to pakpld, to Snuooto mieapyeio ka g Stapopeg
TPOTEG TOL.

Ti onuaivel autn n katoiknon; Oa npoonadnow va

mV TEPypaY® PlaoTika, OTwg emPBANETAL ATTO

mv ouvOnKn g ouvEVTELENG. Tnuaivel iIowg OTL N
texvoloyia Sev €xel v onuaocia mov g amodidet

Kavelg otav kaheitan va okepBel ewdika yua avtrv. H
texvoloyia Sierodvel oty kabnuepvotnta povov otav
TTavEL va amaoyoAel kaBavTr) kat tpoo@epet evbeia
pdofaoc oe Evav kKOopo ov Sev givan mma 0 S1kog g
koopog. H texvoloyia Sieiodvet oty kabnueptvotta
otav yivetar peoov, nAadn otav pepver katt, Xwpig

N 8w va mapovotddetat. Ot 0Ao kat o eSehtypeveg
HOPPES POPNTAOV VITOAOYLOTMV, TA VEOL TUTIOV THAEPWVA
Kot OAQL Ta A €161 pnyaviop®y tov pounevopaote
avapoyxAevovy kat Sielodbovv og katt 18N vapyov, OAo
KL TEPLOCOTEPO OTADEPO KA ENMEKTEIVOLEVO, € KATL TIPOG
TO 071010 KIVOUHAOTE EXOVTAG AUTA WG LECA: CUYKEKPILEVQ
Kkatoto Stevpuvopevo Snpoaoio apyeio, 670v kabevag
umopet va Bper kat oty B€om Tov A va Bpet emtiong
Kot avOpwovg oe ouykekpiueva TEPIPAAOVTA [LE TOVG

Aristides Antonas

Architect and Writer
E-mail interview

Question 1:
[new technologies - conceptions of space - architect]

ArA: Everyone responds to these developments
in their own way, depending on their individual
understanding of what constitutes change. Speaking at
a conference many years ago, I said that we are facing a
paradigm shift in the field of architecture. I wonder now
whether I just wanted to make a provocative statement or
whether I was calmly stating the facts. But I was referring
to something back then that is so obvious today it is
almost a cliche: that changes in the way we use technology
have had a profound impact on our understanding of
space. The sacred syntax and structures of Modernism,
as they were expounded by architects at the time, are
already far removed from our own reality. As time goes
by, it appears that the single most important technological
innovation is the one that is always missing and to
which we inevitably refer from a distance: a consistent
but continuously evolving reference archive. An tele-
archive is the most important feature of any technological
device because it enables us to understand actions and
experiences. Of all the machines that have been invented
over the years, the computer is still the most predominant,
but (this is important!) not because it is a fantastically
functional machine but because it is the most reliable
means of managing data and storing tele-archives that
has been created to date. In saying all this, I am trying
to reduce the technological aspect of the destruction of
architecture in order to emphasise the archival aspect. I
think it is obvious that I do not regret this destruction and
I am anxious to see how architecture will evolve. But what
is the basis for the archival destruction of architecture?
In short, it is rooted in the fact we live inside an archive.
Public space has become an archive where our every
expression is constantly and instantly recorded through
sound or on film, and it is already a dialogue recorded
at the moment it is born. We already live - although at
one remove - in this public tele-archive, in all its various
forms.

What does this mean? I will try to explain briefly, since
space is limited. It means that technology does not have
the same significance that people attach to it when asked
to think specifically about it. Technology only permeates
our daily lives when it stops being an occupation in
itself and offers direct access to a world that is no longer
its own. Technology permeates our daily lives when it
becomes a means to an end; in other words, when it
brings something new without making its own presence
felt. Increasingly advanced portable computers, new
multi-purpose phones, and all the other devices that we
buy touch upon something that already exists, something
that is more and more permanent and prevalent, a state
we are moving towards now that we have these means at
our disposal: specifically, we are moving towards some
kind of expanded public archive, in which everyone

can find their place, but can also find other people in
specific environments with whom they can communicate
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o7to10vg pItopel va ouvevvoeita apeoa. To apyeio avto
elvau n kaBnpepvotta kat o1 §paoeig peoa oe AUTd
£XOLV OTOLXELWOEL TNV APXITEKTOVIKT]. XTO E0WTEPIKO
TOV GUVAVTALE TOAMOUG avBp®ITOUG e HeYAAT evkoNa
kat taUta. H Snuoocwa ogaipa tov Siadiktdov eivat
181aitepog XmPog SOUNUEVOG TAUTOXPOVA WG APYELD KAt
g ouuPav.

Ta va eptypaym TV apyELaKT) AEITOVPYIKOTNTA TOV
Snuootov avutov xmpov Ba avapepbm Praotikd oe KATO10
oLVSpopo Tov SradikTuakoL apyeiov, yia To 07Toio EXw
ypawet ektetapeva alov. To ovvEpopo Tov apyeiov,

(ag unv o Sovpe edw ev oxeoet pog To mal d’archive
tov Jacques Derrida) Siaytyvooketat amo v andbeia
IOV TIPOEEVEL ) CUOTMPEVOT) KATAKWPTITEMV: KAMLA
QAVNOoUXIA Y1 TV TIPOEAEVOT) TOUG TTAEOV, OAO KA L0
SvokoAn n iepdpynor) tovg. To ovvEpopo Tov apyeiov
avamTvooeta el ) PAacel evog 01kel00eAovg eYKAEIOHOD
0€ AVATTAPECTIIEVOLG KOOLOUG TTOV OLUVELST TOTTO100NE
¢ T€TO10V¢. H avamapdotaon oto apyeio Hataiwver 1
VMOTACOEL TNV OXECT) TIPOG TO AVATAPIOTONEVO. Mévouue
HECA 0TIV AVATTAPACTAOT], XWPIG AVATAPIOTONEVO. AgV
Eepoupe yiati Bpednke ekel kaOe T ov Ppiokovpe kat
oUte Ba Eexviiooupie Epevveg yia autd. O punxaviopog
QITOVEKPWOTG TNG EYPTYOpong Bupilel Tov unyaviopo

TOV KOPEOHOU LIE TOV 0moio meptypdpet o Simmel v
puoloyvopia tov blasé. H evotabeia twv kataywpnoewy
KL 1] TOAAQUTAT] AvTIOTOIX10T) Toug o€ Afjppata Badet oe
Sevtepn poipa omo1adnIote avnovyia yia Ty Kataywyn
Tovg. Ta AMupata §ev mapaméumovy og KAt eEm-apyelaKo
oA\ O€ ETEPOKANTEG, EOMTEPIKES TTAEOV KATAXWPT|OELG.
Ot kaTaywpnoeig dev avapepovral AppnKta oto
avagpepopevo (1 oe pa Sradpopr) mpog v KATtaywyr Toug
onwg ovpPaiver oty meptypagn tov mal d’archive) ada
AVTIOETOG TTAYWMVOLV 08 KATTOL! AUTOAVAPOPIKT) AKIVIoid.
KaBepa tovg ovoowpevetat Simha otig AAeg Xwpig va
ovoyetidetat padi mg. Ztov 1iaitepo Xwpo Tov Snuociov
apyeiov, UVAVTALE CLOCKWPEVOELS, OXL TOTO abpolopata
oUTe CUOYETIOUOVG, OX1 apyelakeg mpa&ers. To avvSpopo
oL apyeiov avagepetat otnv Sapovr) oto Sradiktvo
A apopa Ty TTapovoia Hag 0ToVSHTOTE EKTOG AVTOV.
Kagoov €idovg mpo/xaptoypagpnon apopd ndn mavrote
ka0e mpwtoyevn epmeipia.

'Etoy, to oupfav oto apyeio tov Stadiktdov meprypapet
kat 8aitepo. Zuvnbwg Eexwpilovpe to cuufav amod
TO YEYOVOG, TTEPLYPAPOVTAG TO GUUPAV KOG AVOIKTO
OTNV LETAUOPPWOTIKT TTPOOTTIKT) KAL TO YEYOVOS WG
KAt epatwpevo. To oupPav oto apyeio mapeyet

A Eva S1apopeTiko TPOTO yia va gupfaivouy ta
TPAYHATA WG «T)0N &V Tw yevvaohal tepatmpéva». Av
Sev evvorjoovpe avtiv v petafoln tov ovppdavtog oe
eowTepkn) eEENEN Tov apyeiov Ba SuokolevTovpe va
Sovpe Toug SpopovG TToL OdNYELTAL 1) APYITEKTOVIKT] KAl
1] TOALTIKT) TTOV EPYETAL.

Axoua, o oupupav ato apyeio yapaxtnpiletal and ta
eUPAVIZOHEVA TIPOOMITA TTOV AAUPAVOUY HEPOG OE AUTO.
Q01000 T Elval £va TPOCWITO OTO EGMWTEPTKO AVTOV

oL apyeiov; Ioyupilopal OTL 0TV ONUEPLVT) ETOXT 1)
AVATTAPACTATIKOTITA, IOV OTAEL GUVEXHOG VEQ (PPAYLATA
OTNV TOWOTNTA TNG TTPOCOUOINONG, £xel eEeAyBel T000
®OTE, LAl LLE TIG TTPOTOUOIWOELS EEMTEPIKMV XDPWV 1)
TPAYUAT®YV, VA ATTA0Y0AEl KaTtolov eidovg mpogopoiwon
TOL «i810V» TOV EAUTOV. AV ETPETE VA TOVLE TTO1A EIVaL

directly. This archive is our everyday life and the activities
contained within it have also made their mark on
architecture. Within this archive, we meet many people
with great ease and at great speed. The Internet is a public
sphere whose defining characteristic is that it is structured
both as an archive and as an event.

In order to describe the archival function of this public
space, let me briefly refer to a “syndrome” of online
archives, which I have written about extensively
elsewhere. The most obvious symptom of this syndrome
(let’s forget Jacques Derrida’s mal d ’archive for now)

is apathy caused by information overload: people no
longer care about the source of information and it is
harder and harder to create order from an overwhelming
accumulation of data. The archive syndrome stems

from a voluntary imprisonment within representative
worlds which we consciously recognize as such. Archival
representation cancels or undermines our relationship
with what is represented. We remain within the
representation, without the represented. We do not know
why the information is there and we do not bother to
research its provenance. The mechanism that numbs
vigilance is reminiscent of the mechanism of saturation
used by Simmel to describe the profile of blasé. The fact
that online listings are fixed and organised into multiple
entries renders any concerns about their provenance
secondary. These entries do not refer to something
outside the archive itself, but link to miscellaneous other
listings contained within the archive itself. Nor do they
necessarily link directly to the subject in question (or to
a chain of connections that leads to their provenance, as
outlined in the mal d’archive); on the contrary, they are
frozen in a kind of self-referential paralysis. Individual
entries are listed side by side although they may be
completely unrelated. This public archive is a jumble of
accumulations, rather than equations, correlations, or
traditional archival operations. This archival syndrome
refers to online activity, but it is equally relevant in other
spheres. Every primary experience inevitably entails some
kind of pre-mapping.

Thus, an event contained in an online archive has a
distinct meaning. Usually, we distinguish an event from

a fact by describing an event as something that has the
potential for transformation, and a fact as something that
is finite. An archival event simply allows for an alternative
way for things to happen, as if by nature they were already
over. If we fail to understand this transformation of an
event into an internal development, we will have trouble
grasping the evolution of architecture and politics that lies
ahead.

In addition, an online event is characterised by the visible
list of people who attended it. But who are the people who
inhabit the archive? I would argue that representation,
which is constantly breaking new ground in its capacity
to replicate reality, has evolved to such a degree that,
alongside simulations of external spaces and objects, it
allows for a kind of simulation of the “self”. If we had

to define the dominant art form in western civilisation
today, we would probably say: simulation of the self. Let
us try to make a brief comparison between the reader

of a book and the user of an online game: we might say
that the involvement of the viewer-player of the online
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1 KAte€oyIv onpUepvi TeXVN Tov SuTIKoL ToAITIoNOV Ba
AEyaypLe: 1) TPOCOUOIWOT) TOV EAVTOV. AG ETKELPTIOOVNE
i TPOKELPT) OUYKPLOT) TOU avayvaoTtn evog PiAlov kat
TOL P10 evog Sradiktuvako mayvidiov: Ba Aéyape
{owg ypriyopa 0T1, oto mayvidy, n mapépufaon tov Beatn-
aAvVAYVQOOTN eival CUVEISN TOTOUEVT) CUUUETOXT], EVO 1)
EUIAOKT) TNV TepUTETELd TOL BiAlov oThveTal amo o
£PYO0 WG EAV HEVAUE «EEW» ATTO TOV XMPO TOL EPYOUL.
'Towg onuepa dev yperadetar Ommwg Tad, pe mv
Aoyoteyvia, va emyelpeital n Snuovpyia nponv
AVOAOY®V LIE TOV AVAYVQOOTH, Y10 VA TAUTIOTEL 0
aAvVaAYvVeOOTNG e autovg. O avayvootng Hmopel va

puage Npweg / avatars sov va tov poradovv 600 Ha
NBele MEPLOOOTEPO KA VA CUVAVTIOEL ETTLOTIC Avaloya
PTayHEVOUG AAOUG NpweS. O avayvwotng - Beatng
umopet va eivat kat va yivet o npwag. Me tov tposmo mov
PTLAYVEL TOV T)POA O AVAYVOOTNG, TAPAYEL ETLONG YA TOV
£0UTO TOV 1A E1IKOVA TTOVL TOV €lval o1Kela 000 kat EEvn,
710V 10WG Mponyeital avtoL mapd énetat, pia Unheimliche
£1KOVA YA TOV EQUTO.

O XapaKTNPAG TV TPOCOTWV O OTOLASTTTOTE EPAPLLOYN
Tov SadkTdov €xel TéTola Yapaktnpotikd. Ta tpdowma
£lval 0pyavwUEVOL, TIPOETOILACUEVOL QIO TIG EPAPLOYES
unxaviopol Stapopwv e8av avatars. Aev avagépopar 5o
HOVAXA OTIG TTPOPAVEIG KATAOKEVEG avatars L Tig 0T0ieg
e1oayopaote og SHradpaotika mayvidia aAd emiong ota
TPOLAKTIKA avatars stov dev ovopadovial wg TeTola, J.x.
OTNV PACHATIKT EKOVA TOV SPOVTOV TTPOTMOTWY 0TO ebay
1, AKOUA TTEPLOCOTEPO, O€ STUIOVPYNUEVA VITOKATACTATA
TPOOMIWV 0TO A0 hi5, 0Tto myspace ka1 0to

facebook. O 8npooiog xwpog tov Sradiktvov katokeital
TEPLOTOTEPO AITO AVTA TTAPA A0 ENAG (000 akopa EXEL
vonua avtn n Stapoporoinon).

Epwtmon 5:
[xaptng wg emomteia kan frpa-Pripa meputhavnon]

ApA: Eipaote akoun oe apyaikr) emoyn g mpog
TNV TPOETOKOTIOT KAL TNV S10SIKTVAKT ETLOKEYT
TOMOV (TPAYUATIKQOV 1) AVTIAOTIKGOV: TAM 1) onpaocia
™mg Staopdag eivar onpavtiko Beua mpog avadimon).
O {810g 0 kOOpO¢ TG epmelpiag xel ahwbel amod v
OXEOT LE TNV AVATTapAaoTaoT) e5aLTiag TG EVKOALAG
APYE0OETNONG TV AVATTAPACTATEWY, EEANTIAg TNG
TTOCOTNTAG TWV AVATIAPACTACE®Y Kal eEantiag g
16€ag 0T N epmelpia eivan pata TpoPAEYIUN aTtO
TNV AvatapaoTacTt) Kot KATomy avamapaotaotpr. Ot
TEXVOAOYIEG TNG AVATIAPAY®DYTIG CUAALPAVOLY TXOUG KAl
£1KOVEG LE TPOTTO TTOV potadet emapkng. Kabe T pmopet
va yaptoypagpnBei: auto Sev eivan Bewpntikn Satimwon
A TpakTIKT SlamioTwon yia Tov onuepvo KOO0, Ao
authv v Slamiotwon mepvape eVKoAA o€ AAN: 0 SuTikog
avBpwmog eival 181 TAvVToTE TAVK 0 XAPTEG 1 TAV® OE
AVATAPACTACELS, TTOAD TIPLY TPooyelwDel oe omoladnote
npaypatikotnTa. Mepikég Sekaetieg mpv o Robert
Smithson mapatnpovoe yia to New Jersey ot 1 emiokeyn
TOV AVAAOYOVOE OTO TEPTIATN LA TAVK O evav Xaptn. O
Borges &ypawe &va a@rynua yia tov autokpatopa tng
Kivag mov dijtnoe évav xaptn g autokpatopiag tov
o€ KAMpakKa 1 71pog 1. O1 AOYOTEYVIKEG T} KAANTEXVIKEG
eneviLoelg o€ PLwpEVOUg XAPTES OTHEPA PAiVOVTAL
TETPIUPEVEG. AUTO TTOV OUVEPT eV Tw HETAED Sev fTav
OTL PTIAEAIE TTOTE TETOLOVG XAPTEG. METATPEWPANE OUWG
mv eumelpia oe 1N xaptoypaenuévo vako. O Borges

game is characterised by conscious participation, whereas
the reader who becomes engrossed in the plot of a book
is removed from the events described, like a witness
standing outside the scene. Perhaps today there is less
call for the creation of recognisable heroes with whom
the reader can identify, as was the case in literature in the
past. Now the reader/viewer can create heroes/avatars

in their own form and meet other heroes designed to
resemble different users. In designing the hero, the user
simultaneously creates an image of his or her self that

is both familiar and foreign, which arguably prefigures
rather than follows on from the self, an Unheimliche self-
portrait.

The characters in any online application have these
particular traits. The characters are organised into various
types of pre-ordained avatars by computer programmes.
I am not only referring to the patent creation of avatars
in interactive computer games, but also to the sinister
avatars that are not clearly defined as such, for example
the spectral bidders on eBay, or the substitutes for the
self uploaded onto his, myspace and facebook. The
online public sphere is inhabited to a greater extent by
these avatars than by ourselves (to the extent that this
distinction even remains meaningful).

Question 5
[map as overview/map as step-by-step exploration]

ArA: We are still in the stone age in terms of
virtual tours and scoping destinations, whether real or
imaginary (this distinction is an important issue for
further exploration elsewhere). Our ability to experience
has been altered by our relationship to representation,
because it is now so easy to access or add to a vast archive
of virtual representations, which has in turn led to the
notion that experience is predictable and is subsequently
easy to represent. New technologies can reproduce sound
and images in a way that seems adequate. Anything can
be mapped: this is not just a theoretical statement, but
a practical reality in today’s world. This naturally leads
us to another conclusion: in the western world, people
are always poring over maps or representations, long
before they land in another reality. Several decades ago,
Robert Smithson noted that his visit to New Jersey was
like walking though a map. Borges wrote a short story
about the Emperor of China who demanded a map of
his entire empire on a scale of 1:1. Today, literary or
artistic interventions on living maps seem trite. In the
meantime, we did not create such maps; instead we have
transformed experience into material that has already
been mapped. Borges and Smithson both describe a time
when experience was still identified by our ability to map
it. Today (and this is what I have been trying to explain
from the start), experience is understood as something
that has already been mapped. Such narrative structures
begin to appear illegible as to their meaning. “Experience
is equivalent to mapping”: today, we wonder how else
could it possibly be understood? As a structure, the map
precedes the notion of experience. If we want to describe it
accurately, experience today is a series of maps.

Turning to the post-Internet city, one does not simply
go to a city: one goes looking for something that one
has already seen online, something one has already
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kat o Smithson meprypagovv akoun to StakvBevua

G TAVTIONG TNG EUTEPIAG [LE TNV XAPTOYPAPNOT)

™mge. Znuepa (auTod TPoonabdom va tw Ao TNV apxn) N
eumelpia Srafadetan HOVOV wg 1SN XAPTOYPAPOVUEVT.
Tetoov eidoug apnynuatikeg Sopég apyidovv va
paivovtal SuoavAYVOOTES WG TTPOG TNV OTLACIA TOVG.
«H gpmepia Tavtidetal pe my XapToypapnon»: onuepa
AVAPWTIOUAOTE: TOG AAAIOG Ba ptopoioe va Titav;

O xapng mponyeitar wg Soun g Evvolag g epmelpiag.
H eumepia, av ¢hovpie va v meptypaypoupe e
akpifela, Oa eivar oiyovpa pia oelpd amo xapteg.

Metafaivovtag otnv petadiktvakt) oAn Sev mnyaivet
Kavelg amhd otny 7oAn: nyaivet va Bpet kat oo 1160
£tuye va Set, va Ppet kAt Tov o7oiov yvwpidel kAol
OUYKEKPIUEVT] AVATTAPACTAOT) KO ETTIOG TNy AiVEL

ya va tpocbéoer péoa o 0,1 eide oto Sadiktvo, TV
AVATTAPACTACT) TOV EAVTOV TOV G EMOKETTN EKEL.
Metafaivel otnv OAN yia va enava-fiooet kamrola
avamapaoTaot ekeivov mov «Ba» Piwoetl. Autod eivat
onuepa éva ovpPav oty oAn. "Eva oupfav mov 116n
seprapfavetar kamov oto dradiktvo. Exel Ba kataAnget
KO KATIO1A KATAy paupr) Tov. Oa ouvavtnoet kaveig ekel
L0 QvaItapaoTtaoT, yia va emavaiafer (€€ apyng) kamola
euTEPiA IOV SEV TOV HETEPEPE AKOUN KAVEIG AANG
TAVTOTE 1181 T0 CLAAOYIKO aVTO apyelo. Evag adpatog
XAPTNG PTIAYVETAL QIO TO GUYKEKPIUEVO APXELD TWV
EIKOVV.

O petadiktvakog flineur emokepOnke 1o apyeio

7pv Byet otov Spopo mov Sidkete va akohovdnoet

kat Ba evnuepwoel To apyeio auEowg petd: n Suthn
£MOKEYT - TPV KA HETA AITO TNV «EUTEIPIA» - T}

ortoia kaBopidel T epmelpia, TPOoPEPEL LA TPMTN
TEPLYPAPT) TNG HETASIKTUAKNG KATAGTAONG TOV
avBpamov kat g KaToiknong tov apyeiov. H e€eMén
™mg epmeipiag mpoodropileTar amd v Ipoemiokeyn

KQ TNV petaemiokeyn oty anekovion. [pokertar yia
KOO0 TIPOCHOVT) TNG TTOANG 7OV TOTIEL ETWTEPIKA

mv eunepia. H Tpoemokomnon Kat n Ipoopovn
Bupidovv v avavBevTikn CLYKPOTNOT TOL LEANOVTOG,
onwg v evvoel o Heidegger oto Sein und Zeit. To
pueMov katd tov Heidegger ptopet va givar avBevikod
otav anodidetan o€ kamowo npotpéxerv [Vorlaufen]

OOV «QUTO TOUTO TO HEANOV TIPETIEL VAL KePDileTan,

OX1 QITOOTIWEVO ATIO KATIO0 TTAPOV AAAA ATtO TO
avavBevtikd pEAovV». To TPoTpEXELY EXEL GUVEISTIOT) TOV
ETEPYOUEVOL KA TTAPEKKAIVEL OLVEITTA QIO ALTO, elval
£pYQoia amOoTAOTG TOU HEAAOVTIKOD KA EVEPYELX TTOV
voBaATter To emepyopevo. H avavbevtikn mpoopovn,
OV OPYAVMVETAL LLE TOV TPOTO TOL SadikTuakoL xpovov,
BuBidetan (otoV TAE/APYEIAKD KOOLO) EOWTEPIKA OTNV
«gumepiar, kat enavabepehiover Ty «epmepior». H
avavBevuikotnTa (pe v omoia poptwvel o Heidegger
QUTI| TNV TPOGUOVT] KAL TNV EUTEPIA TOV HEAAOVTOG TTOV
ouvendyetat i) tpocpovn) dev onuaivel fePaiwg Agov
TAPAKUT AAAA Olyovpa LETATOTIOT| TOV TTPOOPLoUOV. O
HETASIKTUAKOG XAPAKTAPAG TPEPETAL ATTO TNV ATTOAAVOT|
oL avavbevtikoL otolyeiov.

To avavBevtikod ototyeio Ba ftav onuepa BeTika
npoadlopiopévo: Sev Provouvpe ma v avavbevikotnta
¢ 0TEPN 0T Tov avbevtikov. Avtifeta o avbevTiko
poladel KouTo, TaSapiHBES KAt PTOXOTEPO A0 TO MO
Tetplupévo avavbevtikod amoonaopa. To avbevikod

seen represented in one form or another. Moreover,

one visits a place one has already seen online to add the
representation of oneself to this image. One goes to a city
to re-live the representation of something that one will
experience in the future. An event taking place in a city
today already exists online. The recording of this event
will also end up online. One can view the representation
of an event online, which allows one to repeat (from

the beginning) an experience that is not conveyed by a
person but by a collective archive. This archive of images
constitutes an invisible map.

The online flaneur visits this archive before venturing out
into the streets in order to choose which route to follow.
Afterwards, the flineur will update this same archive to
include his or her own experiences. This dual visit - before
and after the “experience” - defines the experience itself
and provides the first description of the post-Internet
condition of man as he inhabits this online archive. The
unfolding experience is determined by the pre-visit and
post-visit to that which is portrayed. Consequently, there
is a certain expectation of the city which infuses the actual
experiences. This process of preview and expectation
recalls the unauthentic formation of the future, as
described by Heidegger in Sein und Zeit. According to
Heidegger, the future only can be authentic when it is
attributable to something that precedes it [Vorlaufen],
where “this future must be won not by being extracted
from a different present but from the non-authentic
future”. What precedes is conscious of what lies ahead
and deliberately deviates from it - an action aiming

at appropriating the future and fomenting the future.
Unauthentic expectation, which is organised in the same
way as online time, is saturated internally (or tele/archive)
in “experience” and re-establishes the “experience”. The
unauthentic (with which Heidegger infuses this sense

of expectation and its impact on how we experience the
future) does not of course imply decline, but certainly
entails a change of direction. The post-Internet character
is fuelled by delight in the unauthentic.

Today, this unauthentic element would be defined in
positive terms, because we no longer equate a lack of
authenticity with a loss of authenticity. On the contrary,
the authentic seems silly, childish, and shabbier than

the more hackneyed unauthentic excerpt. The authentic
remains disabled and fake, constrained by a pathetic
idealism that is invalid by default. What I am trying to do
here is to define the unauthentic in the most neutral terms
possible, and to avoid any ethical judgement for now. Let
us define as non-authentic something that is imprisoned
a priori within a given representation of itself. Perhaps
the unauthentic knows its own limitations: but these
limitations are what define it, irrespective of whether

or not they are conscious. Pleasure in the post-Internet
age will always seem limited compared to more open,
dangerous forms of pleasure. Lust in the post-Internet
age manifests itself as a pornographic commitment to
representation, in a way comparable to taking a walk in
the post-Internet city or diving into the post-digital sea.
With its simplistic representations, pornography will gain
more and more ground over actual, direct experience. In
this respect, pornography is the enemy of experiential
logic: instead of action, it promotes a kind of pleasure in a
conscious substitute. Thus a sojourn in a post-Internet city
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technology, space, architecture

TAPAUEVEL AVATN PO KA WPEVTIKO, SEOUEVEVO ATTO
kartolov aduvato kat ndn €€ apyng akvpwpévo 1Wealiouo.
Emyelp® Aoutov va evvonow 5o v avavbevukotnta
e TNV 710 0LBETEPT) ONUACTA TNG KA ATOPEVY® TTPOG

T0 7TapOV TV NOKN g aloAdoynon. Ag ovopacovue
aAvaVOEVTIKO EKEIVO TTOV EYKAEIETAL, EK TOV TIPOTEPWY,

oe kamowa dedopévn avamapaotaot tov. IMbavag

70 avavBevTikod yvwpilel Ta Op1d Tov: aAAA eivar Ta

0p1a 7oL TO TTPOCTdLopifovy, aAveEAPTNTA AV AVTA

elvau 1y Ot ovveldnta. H petadiktvakn amolavon Oa
eUPAVIZETAL TEPLOPLOUEVT] EV OYETEL TTPOG TNV ATTOAAVOT
o€ omowadnmote avokth, emkivéuvn exdoyn e H
petadiktuvakn ndovn emovpPaivel wg TOPvoypaAPIKT
Seopevon oy avamapaoTaot), e TPOO AVTIOTOLKO
7POG TNV BOATA OTNV HETASIKTUAKT TTOAN 1) pe v

BouvTid oV petayngraxr Baacoa. H mopvoypagia

Ba kataktd 6Ao kAt ePLocOTEPA 6APT TNG EUTEIPIAG

HE TIG EVANTITES AVATAPAOTACELG TNG. ATTOOTA XWPO

arto v Agyopevn aueon epmeipia. H mopvoypagia,

7ov Ba e€eppade Tov exHpo TNG KATAGTACIAKNG AOYIKNG,
npowdel avti ya §paon, karroov eidovg amdAavon amod o
ovveldnromomnpévo vrokataotato. 'Etat, n petadiktvakn
Slapovn otnv OAn Sev eivan ma «Srapoviy oty TOAN»
A TEPLTOOTEPO SLALOVT| O€ KATTOL0 ApYEL0 OTTOV
PLAACOETAL - TNV 1610 oTLYpT) - 1) TTOAT KA O TTEPWTATNTIG.
H 7t6An NTav ndn, pe Kamoo Tpdmo, UAAYHEVN: 0
TEPUTATNTAG TTpoopiletar va guAiayBei kat o i610¢ oTo
610 Sradiktvaxo apyeio. H Siapovn oto apyelo oty
ortoia &xel mapadobel o Sutikog avBpwimog yivetar oav
e&ENEN g Slapovig 0TV YAOOOoA OTIwE TNV EVVOOLOE

o Wittgenstein. Av n paypatikotnta £xet v Soun

LG TTPOTAONG, T} S1ALOVT) 0TIV TIPAYUATIKOTITA EXEL TA
XOPAKTNPLOTIKA KATIO10G SIAUOVIG OTO apyelo TnG.

is no longer just “a sojourn in the city”, but rather it entails
spending time in an archive that simultaneously guards
both the city and the flaneur. To a certain extent, the city
was already guarded: but the flaneur will be guarded in
the same online archive. Inhabiting archives, a condition
to which western man has surrendered, is becoming an
extension of inhabiting language, as Wittgenstein defined
it. If reality takes the form of a sentence, inhabiting reality
has all the characteristics of inhabiting an archive.
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Xaptoypagnon — karaypapr

o ryev
Slavoj Zizek
KowwvioAdyog, pu\oco@og, epeuvntng oto Ivotitoito
Kowwvikov Emomuov tov Iavemotpiov g Atovpmhiavag

IIaOn tov paypatkov, Iadn g Ilpocopoiwong

...T0 Bepehmeg apado&o Tov «maboug yia to
ITpayuaTiko»: WTOKOPLPMVETAL OTO (PAIVOUEVIKA
avtifetd tov, oe éva Beatpiko Beapa - atd TIg OTAAVIKEG
Sikeg-mapwdieg uexpt Tig OEAUATIKEG TPOUOKPATIKEG
npd&ere. Omodte, av o tdbog ya to Ipayuatikod
KATAANYEL 0TV QITAT] TPOCOUOIWOT Hag OeauaTikng
wevdaionong tov Ipaypatikol, TOTe, o pia emakpiPn
AVaAOTPOPT), TO «UETAUOVTEPVO» TTAB0G y1a TNV
JPOCOUOIWOT) KATAANYEL O€ pia ioan emoTtpo@r) 0to
7taB0o¢ yia to Ipaypatkd. Ag TApoOvUE TO GAVOUEVO
TOV «XAPAKOUEVOV>» (AVOPOITOV, YUVAIKGOV w¢ TTL TO
TIAEL0TOV, TTOV PLOVOUV A aKATAUAYN TN TTapdpUnon
va xapakmBolv pe Eupagia 1 va TpavpaTioTovy pe
07010V TOTE AANOV TPOTIO), TIPOKEITAL Y1 £VA PATVOUEVO
aLOTNPA TAPAAANAO UE TO YEYOVOG OTL TO TEPIBAAOV pag
kablotatal EIKOVIKO: AVTUTPOOMITEVEL UIA ATIEYVOOUEVT]
OTPATIYIKT] EMOTPOPNG 0TO IIpaypatikod Tov COUATOC.
Qg 1010, Ba pémel va avtutapabécovpe To Yapakmpa
LE TA KAVOVIKA TATOVAL TAV® 0TO OOUA, TTOV EYYUOVTAL
™mv évtagn tov atopov oty (ewkovikn) ovpfolkr) Ta&n -
TO TTPOPANUA HE TOUG «XAPAKDUEVOLS» glval TO akplpag
avtifeto, ovykekpluéva 0Tt SiekSikovv v 161a v
TpaypaTkOTTA. To YapAKmpa oUTe AUTOKTOVIKO gival
oUTe vTodnAwvel pav embupia avtoegovdetépwong.
Agtotedel pddhov pua pLdikn poondBela va avaktn et
£va OTIPYUA 0TV TTPAYUATIKOTNTA, 1) (kat pokertat
Yia piav AN oy Tov 1610V Pavopévov) va atoKTroet
T0 ey® 0Tabepd OepéNa 0T CEUATIKY TPAYLATIKOTNTA,
eVAVTIA 0TO AVLTTOPOPO AYXOG TTOV TTPOKAAEL 1 AvTIANYN
TOL 2AUTOV WG AVLITAPKTOV. O1 YAPAKWUEVOL, AEve
ouvnBwg Oty poNg BAETOVY TO {EOTO KOKKIVO aipa va
avafADdel ammd To TPAVUA TTOV £XOUV KATAPEPEL 01 18101
oToV £aUTO TOVG, VimBovv tdht {wvtavol, fabia prlmpévol
OTNV TPAYLATIKOTNTA.2 TUVETWE, LOAOVOTL TO XAPAKMUA
avap@ofnmTa cuviotd Taboloyikd @avouevo,
evTovTolg etvan pa taboroyikn poomdbeia va avaktOet
éva £160¢ kavovikoTtag, va amo@evydel pa ok
WYUXWOTIKT KATAppevor.

1 onuepvi ayopd, Bpiockovpe piav oAOKANpn oelpd
TPOTOVTWYV TTOV OTEPOLVTAL TIG KAKOT Be1g 110 Tég

TOUG: KAPE XWwPIg KAPEIVN, kKpEpa Xwpig Autapd, pmipa
XWPIg aAkoOA... O katdloyog ovveyiletat: meprapfaver,
peta&h AWV, To e1KOVIKO 0eE, wg 0eE Ywpig oeE, To
5oypa tov Koy ITdovel mepi moAépov Xwpig ammAeieg
(yia v mAevpd pag, Pefara) wg exBpompatia xwpig
exBpompaia, Tov oLyXpovo avasmpoodloplopd g
JONITIKTIC WG TEXVNG TNG S101KNOTG TV EUTIEIPOYVOUOV®V,
SnAadn wg TOMTIKTG XwPIg TTONTIKT], KAl TNV AVEKTIKT)
JTOAVTTIOANITIOUIKO TN TA TV NUEPDV LA KOG EUTTEIPIA

1. Y& €va yevikoTepo entineSo, Ba mpEel va onpeEI®OOVLE TOG 0 CTAMVIOUOG

—pe o WO «tafog Tov yia o Ipaypatkd», v 0O Ta 0V va Buotaoet
eKATOpUOPIA {WEG GTOV OKOTO TOV, VA HETAXEIPLOTEL TOVG AVOPMOITOVS 1G TTEPLTTONG
Kl aVaAQOTHOUG— T TAV TAVTOXPOVMG TO KAOEOTMS TO TAEOV evaiodnTto 6oov agopa
TV THPNOT TV TPOCYNHAT®YV: AVTIEPOVOE HE ATTOAVTO TAVIKO OTOTE EMATENOVVTAV
1N Staodevon aLTOV TV TPooYNHAT®Y (ag TOVLE, 0TO evOeEXONEVO Va avapepBOel
Qa7 Ta HECA HAGIKTIG EVIHEP®OTG KATIO10 ATUXNIA TTOV ATTOKAAVIITE TNV QIIOTUXIA
TOV KaOeoTMTOG: OTA COPLETIKA HETA EVIIUEPWOTC Sev LT pYAV pavpa XPOVIKA,
PETOPTAL YA TNV EYKANHATIKOTNTA 1) TNV 70pvela, ovte BEfaia yia epyatikeg 1
Snuooeg Srapaptupieg). 2. IpPA. Marilee Strong, The Bright Red Scream, AovSivo,
Virago, 2000.

o ryev
Slavoj Zizek
Sociologist, philosopher, senior researcher
at the Institute of Sociology, University of Ljubljana

Passions of the Real, Passions of Semblance

... the fundamental paradox of the ‘passion for the
Real’: it culminates in its apparent opposite, in a theatrical
spectacle - from the Stalinist show trials to spectacular
terrorist acts.! If, then, the passion for the Real ends up
in the pure semblance of the spectacular effect of the Real,
then, in an exact inversion, the ‘postmodern’ passion for
the semblance ends up in a violent return to the passion
for the Real. Take the phenomenon of ‘cutters’ (people,
mostly women, who experience an irresistible urge to cut
themselves with razors or otherwise hurt themselves); this
is strictly parallel to the virtualization of our environment:
it represents a desperate strategy to return to the Real of
the body. As such, cutting must be contrasted with normal
tattooed inscriptions on the body, which guarantee the
subject’s inclusion in the (virtual) symbolic order —the
problem with cutters, is the opposite one, namely, the
assertion of reality itself. Far from being suicidal, far from
indicating a desire for self-annihilation, cutting is a radical
attempt to (re)gain a hold on reality, or (another aspect
of the same phenomenon) to ground the ego firmly in
bodily reality, against the unbearable anxiety of perceiving
oneself as nonexistent. Cutters usually say that once they
see the warm red blood flowing out of the self-inflicted
wound, they feel alive again, firmly rooted in reality.2 So
although, of course, cutting is a pathological phenomenon,
it is none the less a pathological attempt at regaining
some kind of normality, at avoiding a total psychotic
breakdown.

On today’s market, we find a whole series of products
deprived of their malignant properties: coffee without
caffeine, cream without fat, beer without alcohol.... And
the list goes on: what about virtual sex as sex without sex,
the Colin Powell doctrine of warfare with no casualties
(on our side, of course) as warfare without warfare, the
contemporary redefinition of politics as the art of expert
administration, that is, as politics without politics, up to
today’s tolerant liberal multiculturalism as an experience
of the Other deprived of its Otherness (the idealized Other
who dances fascinating dances and has an ecologically
sound holistic approach to reality, while practices like
wife beating remain out of sight...)? Virtual Reality simply
generalizes this procedure of offering a product deprived
of its substance: it provides reality itself deprived of its
substance, of the hard resistant kernel of the Real — just
as decaffeinated coffee smells and tastes like real coffee
without being real coffee, Virtual Reality is experienced
as reality without being so. What happens at the end of
this process of virtualization, however, is that we begin
to experience ‘real reality’ itself as a virtual entity. For
the great majority of the public, the WTC explosions

1. On a more general level, we should note how Stalinism —with its brutal ‘passion
for the Real’, its readiness to sacrifice millions of lives for its goal, to treat people as
dispensable — was at the same time the regime most sensitive about maintaining
proper appearances : it reacted with total panic whenever there was a threat that
these appearances would be disturbed (say, that some accident which clearly
revealed the failure of the regime would be reported in the media : in the Soviet
media there were no black chronicles, no reports on crime and prostitution, let alone
workers’ or public protests). 2. See Marilee Strong, The Bright Red Scream, London:
Virago 2000.
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evog AMov 7ov otepeital Etepotrtag (fAEmovpe evav
e&l8avikevpgvo AMo (710U XOpeLEL CUVAPTATTIKOVG
XOPOUG KA EXEL L1 OIKOAOYIKA YEPT] OMOTIKT] TTPOCEYYLOT
NG MPAYUATIKOTNTAG, EV® TIPAKTIKEG OTTWG 01 EvAodapyiol
TV YUVAIKGOV artd ToUg 0ULVYOVG TOUG TAPAUEVOLY EKTOG
TOV OTIKOV pag nediov ...). H Ewovikn Ipaypatikotnta
amovoTata yevikevel avtn m Stadikaoia mov ovviotatat
0TIV TPOTPOPA EVOG TTPOTOVTOG GTEPUEVOL TNG OVOIAG
TOL: TTAPEKEL TNV 1510 TNV TPAYUATIKOTNTA OTEPTUEVN

™G ovaoiag Tng, Tov OKANPOL avOeKTIKOL TTUPTVA TOU
Ipaypatikov - akpipog TG 0 KAPES XwPIg KAPEIVT Exel
™ LUPWSIA KA TN YEVOT) TOV TPAYHATIKOD KAPE XwPig
WOTOOO VAL EIVAL TTPAYHATIKOG KAPEG, £TO1 K 1 Elkovikr
IMpaypatikotnTa PLdveTal wg TPAYUATIKOTNTA XWPIG

va givat. Evtovtorg, ekeivo mov oupfaivel oto tehog g
Sadikaoiag eikovikomoinong etvat 6TL apyidouvpe va
Brwvoupe v i1 TV «TIPAYUATIKT] TTPAYHATIKOTHTA»
oav H1a IKOVIKT ovrotta. I'a ) cuvtputtikn
TAELOVOTITA TOV KOVOV, 01 AVATIVAEELS TWV TTUPYWV

tov ITaykoopiov Kévrpov Epmopiov ftav oupfavia

oV mAeontikn 000vn. 'Otav tapakolovbovoape

TO OUYVA eavalapfavopevo TAAVO TwV POPIOUEV®Y
avOPOTOV 7OV ETPEXAV OMMG TN UNXAVT] ANYPNE, LITPOoTA
QA7TO TO YIYAVTLAHO OUVVEPO OKOVNG IOV OTKWOE 0 VIO
KATappevon mipyog, To 1510 To kadpdpiopa tov TAAvou
Sev g BLle dpaye ta Beapanikd TAAVA TOV TAVIOV
KATAOTPOPNG, OV VA TiTay &va e181k0 epE mov Eenepaoe
OAQ Ta AAAQ, AoV - TG NdN yvaopile o T¢epepv MmevBau
- 1) TPAYHATIKOTNTA ELVAL 1) KAADTEPT) ETLPAOT) TOV
£aUToL TNG;

ToUto onuaivel 0Tt 1 SIOAEKTIKT) TNG TPOTOUOIWONG

kat ov Ipaypartikov dev pmopet va avaydet oto

UAANOV OTOIXEIWMOES YEYOVOG OTL 1] EIKOVIKOIIOINOT) TNG
kaOnuepvig dwng pag, n epmerpia 6t fovpe o Eva 6o
KO TTEPLOCOTEPO PEVTIKA KATATKEVAOUEVO GUUTIAY,
TPOKOAEL 1AV AKATAUAXT TN EVOPUNOT) VA «ETNOTPEWYOVUE
oto [Ipaypatikd», va avaxktnoovpe eva otabepo

BepEA10 08 KATTO1 «TTPAYUATIKT TTPAYHATIKOTTA».

To IIpayHaTIKO TO OTT010 EMOTPEPEL EXEL TO KAOEOTAOG
ag (AAANG) mpooopoiwong: akpiPag eneldn eival
TPAYLATIKO, SnAadT eEartiag Tov Tpavpatikov/
VIEPBOAIKOV XAPAKTIPA TOV, EIHACTE AVIKAVOL VA TO
EVOWUATOOOVLE 0TNV (0,TL PLdVovpE WE) TPAYUATIKOTNTA
HAG, KA WG €K TOVTOV avayKalOUAOTE VA TO BLOCOVUE G
e@laATikn ontaoia. Oplote Tt NTav N eMPANTIKT EIKOVA
™me Katappevong Twv Aidvpwy Ivpywv: pia eikova, pa
JPOCONOIWAT), EVA «EPE» TTIOV, TNV 1810 OTLYUN, TIPOoPEPE
«T0 1610 T0 MpAypa». AUTo T0 «e@E Tov IIpaypatikot»
[effect of the Real] Sev tavtietan pe auto mov o PoAav
Mapt, kata T dexaetia Tov 1960, aokahovoe leffet
du réel*: eivar pddov to axpipag avtifeto tov: effet

de I'irréel.** Auto onuaivel 0ti, oe avtiBeon pe mv
évvola tov leffet du réel tov Mmtapt, ovppwva pe v
071010l TO KEIUEVO HAG KAVEL VA ATTOOEXTOVE TO TTPOTOV
™¢ LUBOTAAOIAG TOV WG «TTPAYUATIKO», £6® TO 1810

0 TIpaypatiko, TPOKEUEVOL VA TO AVIEEOVLLE, TIPETEL

VAL T0 avTIANPBoLNE WG EVA EPLAATIKO [N TTPAYLATIKO,
TAAOPATIKO paoua. ZuviiBwg, Aépe o Sev Ba mpémel

va TapavooLpe T pubomiacia ekAapufavovtag my wg
TPAYLATIKOTNTA - BuunBOeite ™ petapoviépva 66&a
CULPOVA [LE TNV OTIOLA 1] «TTPAYUATIKOTNTA» ATTOTEAEL
7poTOV Tov AdYov [discourse], pia ovpfoAkn pubomiacia

* WevSaioOnom, evidnwon tov mpaypatikov. (E.t.p.)
** WeudaioHnon, evidmwon tov pn rpaypatikov. (E.T.4.)

were events on the TV screen, and when we watched the
oft-repeated shot of frightened people running towards
the camera ahead of the giant cloud of dust from the
collapsing tower, was not the framing of the shot itself
reminiscent of spectacular shots in catastrophe movies,
a special effect which outdid all others, since - as Jeremy
Bentham knew - reality is the best appearance of itself?

This means that the dialectic of semblance and Real
cannot be reduced to the rather elementary fact that the
virtualization of our daily lives, the experience that we
are living more and more in an artificially constructed
universe, gives rise to an irresistible urge to ‘return to
the Real’, to regain firm ground in some ‘real reality’.

The Real which returns has the status of a(nother)
semblance: precisely because it is real, that is, on account
of its traumatic/excessive character, we are unable to
integrate it into (what we experience as) our reality, and
are therefore compelled to experience it as a nightmarish
apparition. This is what the compelling image of the
collapse of the WTC was: an image, a semblance, an
‘effect’, which, at the same time, delivered ‘the thing
itself’. This ‘effect of the Real’ is not the same as what
Roland Barthes, way back in the 1960s, called I'effet du
réel: it is, rather, its exact opposite: I'effet de I'irréel.
That is to say: in contrast to the Barthesian effet du reel,
in which the text makes us accept its fictional product

as ‘real’, here, the Real itself, in order to be sustained,
has to be perceived as a nightmarish unreal spectre.
Usually, we say that we should not mistake fiction for
reality - remember the postmodern doxa according to
which ‘reality’ is a discursive product, a symbolic fiction
which we misperceive as a substantial autonomous entity.
The lesson of psychoanalysis here is the opposite one:

we should not mistake reality for fiction - we should be
able to discern, in what we experience as fiction, the hard
kernel of the Real which we are able to sustain only if we
fictionalize it. In short, we should discern which part of
reality is ‘transfunctionalized’ through fantasy, so that,
although it is part of reality, it is perceived in a fictional
mode. Much more difficult than to denounce/unmask
(what appears as) reality as fiction is to recognize the part
of fiction in ‘real’ reality. (This, of course, brings us back
to the old Lacanian notion that, while animals can deceive
by presenting what is false as true, only humans [entities
inhabiting the symbolic space] can deceive by presenting
what is true as false.) And this insight also allows us to
return to the example of cutters: if the true opposite of
the Real is reality, what if, then, what they are actually
escaping from when they cut themselves is not simply
the feeling of unreality, of the artificial virtuality of our
lifeworld, but the Real itself which explodes in the guise
of uncontrolled hallucinations which start to haunt us
once we lose our anchoring in reality?

Excerpts from “Passions of Real, passions of semblance”, published in Slavoj
Zizek, Welcome to the Desert of the Real! Five Essays on September 11 and
Related Dates, Verso 2002, pp. 9-11 and 19-20.
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IOV TNV TTAPAYVWPIJOULE MG AVTOVOUT OVTOTNTA e
Swr) g vdotaon. Ex’ avtov, n yuxavdivon pag
S18aoker 1o akpifag avtiBeto: dev Ba mpemel va
TAPAVOOULE TNV TIPAYUATIKOTNTA EKAAUPAVOVTAG

™mv wg pubomiacia - Ba mpémer va eipaote wavol va
SapAéyovpe, oe 0,11 frwvovpe wg pubomiaoia, Tov
oKANpO Tupnva Tov Ipaypatikov Tov o7oio eipaote o
0€on va vmopeivoupe HOVOV QOCOV TOV LETATPEYPOLE
oe pvbomhaoia. Ev odiyorg, Oa mpémer va Srakpivovpe
TO KOUUATL EKELVO TNG MPAYUATIKOTNTAG TOV OTOI0V

n Aertovpyia éxel petafindet péow g pavtacinong
0VTWG WOTE VA YiveTal avTIANTTO wg pubomiaaia,
HOAOVOTL ATOTEAEL KOUUATL TG TIPAYUATIKOTNTAG

pag. IToAd SuokoAdTtepo amd To va katayyeihovpe/
ATOKAALYOoUE WG PuBomAacia Ty IpayHaTkoOTTa

(1) aTO MOV EUPAVIZETAL WG TPAYUATIKOTNTA) glvan va
AVAYVOPICOVLE TO KOUUATL TG puBomhaciag evtog g
TPAYHATIKNG» TPAYHATIKOTNTAG. (AUTO Pefana pag
EMAVAPEPEL OTNV TTAALA AAKAVIKT) avTiAnyn cUUP®VA
e TNV 0710ia, Ve Ta {Oa PITopolV va eEamathnoovy
sapovoladovtag 0,Tt eival Yevdeg wg ahnbég, povov

o1 avBpwrtot [ovTOTTEG TTOV KATOIKOVY 0TO GUHPOAKO
oLUTav] HITopPolV va EQTTATIOOVY TapovoladovTag 0,Tt
elvar aAnBég wg pevdeg.) H SieroSutikn avtr) avtiinyn
pag emTpenel paota va enavéldovpe oto mapaderypa
TOV XAPAKWUEV®V: €AV TO aAnBvo avtiBeto tov
IpayuaTikov eival n TPAYHATIKOTNTA, UTIWE TOTE EKEIVO
716 T0 0700 A0S povv OTAV Yapakmvovtat Sev eival
ATAGOG KAl HOVOV TO aiofnua g Un Tpaypatkottag,
™G TEXVNTIG EIKOVIKOTNTAG TOU BLOKOGUOL Hag, AANA TO
610 T0 ITpayuaTiko, To 07010 EKPNYVUTAL LLE T LOPPT)
TOV aveEeeyKTwV mapaiodnoewy ov apyidovv va pag
KATATPUXOUV HOAIG XATOVNE TO AyKLPOoPBOAL pag otnv
TPAYHATIKOTNTA

Xwpia ano 1o keipevo «I1adn tov Ipaypatikol, dbn mg Ipocopoiwong»,
onwg Snuootevetat oto Slavoj Zizek, Kahwoopioate oty £pnuo tov
spaypatikov! Ilévte Sokipa ya v 11 Sentepfpiov kat yia AAeg ovvageig
nuepounvieg, Scripta, Abrva 2003, ptg. Bikv IakdBov, 00. 19-21 ka 31-33.
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NwoAaog Aaokapng

Kabnyntg EMII

H astewcovion tov Sounuévov yopov
0TI YA®OOX TG TTAACTIKIG

MeAeT®OVTAg AUTH TN VEQ ETKOIVMVIA IOV AVOiyouv

(1] IOV KAELVOUV;) O1 OMTIKOAKOVOTIKEG TEXVES KAl
TeXVOAOYieg, emyelpovpe va Sovpe Tt akpiBmg onuaivel
«@uokn pebodooyia» evvololoyikng, oxeS100TIKNG,
KOATAOKEVAOTIKNG KA TIOLOTIKNG avTiAnyng otnv
QITEIKOVIOT] TOV SOUNUEVOU XWDPOV, TTPOKEUEVOL VA
Siepevvnoovpe oe Tt fabpod TPOoPEPEL TPAYLATIKT
VTOOTNPIEN 1) ATEIKOVIOT) LECK TNG OLUYKEKPIUEVNG
YA®OOAG TNG TAACTIKNG.

Ag 0VOpLAOOLIE QITEIKOVIOT TNV Tpoomtddela va
OUUTTUKVOOOVLE TNV TIPAYUATIKOTITA O€ XAPAKTNPLOTIKESG
YPOULES, XWPIG VA TN LEIWOOVLE 1) VA TNV AAAOIOOOULE.

O TPDTOG 0TOXOG TNG ATEIKOVIONG CUVTATOETAL KATA TN
OEPA AVAYV®OT) - AVAYV®PLOT) - KATAvon o - 181omoinon
HEOK TNG ATAOVOTEVONG. AUTI 1) EVEPYELA Uopel

va vAomonBet pe S1aupopoug Tpomovg, akoun kat va
xpnowomotel avtiBetikeg pebBodovg.

Av gmnA&€oupie va aEKovioovpe éva oUVOETO AVTIKEINEVO
e To oKitoo, a S1moTOooULE TTwg AVTO 0XeSOV TavTa,
emyelpeltan e Tov TpoobeTikod oxediaopo, Snhadn
TPWOTA TO TEPTY PO KAL LETA UEPIKESG YPALUES TTOV
AVATTAPIOTOVV KATIOLA XAPAKTNPoTIKA. Avt N néBodog
£MYEIPEL VO CUYKEVTPWOOEL TA KOWVA XAPAKTNPLOTIKA
HEOA OE EVA APYETLIIO, TIPOKEUEVOL VA TO TIPOCEYYIOEL.
H mo gunerpn Sradwkaoia vayopeverl v adiagpopia
QTEVAVTL OTA KOWVA XOPAKTNPLOTIKA 0€ OAA TA OPOELST)
avtikeipeva i81ov Thmov kat v apeon Slatdmtwon g
Srapopag, g 181autepdTNTAG, TWV XAPAKTNPLOTIKOV

TOV ATEIKOVIZOUEVOV AVTIKEWUEVOL O€ CUVAPTNOT| LE TOV
U0 OToV 071010 avnkel. 'Otav n arewovion Sekvaet
a7to TV addoor Tov eEEISIKEVIEVOL XAPAKTN PLOTIKOV,
100G VAL 1NV KATAANEEL KAV 0TO TTEPTypapia, EQOcov 1
TAUTOTNTA EIVAL KIOAAG EVTIOTMIOUEVT HECA OTO LTTODETIKO
TEPlypappa. ATEIKOVICETAL £TOL £VA AVTIKEIEVO TTOV
S1a0etel opropEva HOVO XAPAKTNPLOTIKA, TTOV TIPOKVITTOVV
a7to TV 1epapynon anmevBelag Kal EMAEKTIKA TwV
VIOAOITOV, CUUPOVA LE TNV TIPOCWITIKT| TTPOTYOULEVT
eumepia, kpion, TANPo@OpnaT, KovAtovpa, SnAadn
£pyaoia, - £T01 MOTE va TALTICETAL 1] ATEIKOVIOT [LE TO
avTikeipevo mg.

H agpaipetikn aoknon, mov eivay, Opwe, GUYKEKPUEVT] KAl
QAVOAUTIKT), ETLTUYXAVEL T HETAPOPA ATTO TO AVTIKEIUEVO
(avtiAnyn) oV AITEIKOVIOT, OOTE AUTH EVOEXOUEVKG

VAL AE1TOVPYNOEL AKOUN Kat autdvopa (Xwpig Tnv avaykn
TAPOVOLAG TOV AVTIKEILEVOD).

Av £10ayoUpE TNV £VVOLd «KTIPLO» T) KA AKOUA
TEPLOTOTEPO «ITOAN» - AVTIAAUPAVOLATTE TNV TEPATTIA
emyelpnolakn SuvatoTnta, aAAG Kat Ty Atepn
ovvBetotnTa ™mg nefoddov.

AtoxTd €101 18aitepn onpacia to va mpoodopicovpe
enaxkpPwg kat pe avotnpn nelfapyia to avrikeipevo
NG ATEIKOVIOTG, VA AVAYVWPIOOUUE KA VAL HEAETI|COVUE
T XAPAKTNPLOTIKA OTOLXEL TNG O GLUVAPTNOT LE TOUG

Nikolaos Laskaris

Professor NTUA

The depiction of structured space in
the language of the plastic arts

We study the new means of communication that are
opened up (or perhaps barred?) by the audio-visual arts
and new technologies to try and understand the exact
meaning of ‘physical methodology’ in the conceptual,
design-based, construction-based and qualitative
approach to the depiction of structured space, in order to
investigate the degree to which depiction can offer actual
support through the specific language of the plastic arts.

Let us define depiction as an effort to distil reality into
characteristic lines, without reducing or distorting it.

The first objective of depiction can be considered as
reading - recognition - understanding - appropriation via
simplification (in that order). This can be implemented
using a variety of methods, which can even be contrasting.

If we choose to depict a composite object by sketching

it, this is almost always attempted through a process of
addition - i.e. the outline is drawn first, and then a few
lines representing certain characteristics are added. This
method seeks to distil the common characteristics into

an archetype, in order to capture its essence. A more
advanced method of depiction is to ignore the common
characteristics in all similar objects of the same type and
focus instead on the differences, the peculiarities, the
features of the object being depicted in relationship to the
type to which it belongs. When the depiction begins from
a representation of a specialised characteristic, ultimately
it may not even have an outline, since its identity has
already been defined by this hypothetical outline. Thus,
we depict an object that has only certain characteristics,
which arise from prioritising its other characteristics, both
directly and selectively, according to our own personal
experience, judgement, knowledge, and culture, until the
depiction is identified with its object.

This specific and analytical exercise in abstraction
succeeds in transforming the object (perception)

into depiction, so that the latter may even function
independently (without the necessity for the object to be
present).

If we introduce here the notion of ‘a building’, or even
more so of ‘a city’, the enormous practical possibilities,
but also the infinite complexity of this method becomes
apparent.

In this case, it becomes particularly important to precisely
define the object of the depiction, to recognise and study
its characteristic elements in relationship to our specific
objectives - i.e. to simplify the object until we rid it of all
other particularities which need not preoccupy us, but on
the contrary result in a semantic confusion that obstructs
the flow of recognition of the method. We are thus
enabled to understand/penetrate or to realise a conscious-
appropriated metaphor of this cognitive burden through
this specialised language.
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OUYKEKPIUEVOUG OTOYOVG LLAG, VA ATTAOVOTEVOOVE
SnAadn), pexpt va armtaAAEoUE TUTTOAOYIKA TO AVTIKEILEVO
a7tO AAAEG 18101 TEPOTITEG TTOL SEV HAG ATTATKOAOVY,
avtifeta TPOoKAAODY EVVOI0AOYIKT GUYYLOT) TToL epItodidet
TNV AvVayvVepLoTIKn por) g pnebodov, emtpemovtag v
katavonon-oieiobuon 1 v katavonTi-11omomnpevn
HETAPOPA TOV (POPTIOV YVOONG HECW ECEIOIKEVUEVNG
YA®COOG.

Tetoleg amelkovioeig Tov Sounuévov xwpou Sev
OTOXEVOLVV OTOV APXLTEKTOVIKO PpEANOUO TG oUVOeoNG,
oUTe MPOTIBEVTAL VA XPNOUEVOOVY WG VTTOOTIPIEN

™G MAPAS001aKIC APYLTEKTOVIKNG SIAAEKTOV yia va
CUUTTAN POOOLY, VA KOAAKEWOLV, T) VA GTPOYYUAEWYOLV
TG 08ElEg YWVIEG TWV KATOWEMV KAL TV EKAEKTIOTIKMV
OTOKEIDV TNG HETAUOVTEPVAG SLATVTTWONG TWV TOUMV
KA TV Opewv. Eivat 0AokANnpmuéveg, autOVoES,
EVPLOG FLAKPITIKES TAAOTIKEG KATATKEVEG, ATIO HOVEG
TOUG, L€ OKOTO TNV epunveia g vonukng diadikaoiag
NG LITOVONONG TNG OPYAVWTIKNG 15€aG, TNG KATAVONONG
KO NG artd500ng Tov SounpeVoL Xmpov, - S1KN¢ Tov
Wuaitepng Tiung kat a&iag, mov Sielodvel ota puoTika
moALS1AoTATA, AUPIAEYOUEVA, TTAPAANAQ, EVOAAKTIKA,
AVTIPPOTA KAL AVTIPATIKA LOVOTTATIA TG AVAYV®ONG KAt

™G XPNIONG TNG TOANG.

ITpoxertan yia OUVOETEG VO TIKEG KATAOKEVEG TTOV HETQ
TOUG KIVEiTal 0 18106 0 APXITEKTMOV 7OV TIG OLVEAAE, Yia
va ouvOETEL i AAAT, VEQ LEAETN-TIPOTAOT), TNG OTToiag I}
AMEKOVIOT O TPOKAAETEL TNV EVTAOT| TNG OTNV OPLAKT
NG LITOOTAOT, VA O1 ATOWELS TNG Oa avijkouv otV
Katnyopia mg avayvwplotkig apgifoAiag wg iowg kat
™V akUP®OT) TNG.

Mapd v avompd ypaupkn Stadpopur g, pa tétoia
QITEIKOVIOT ALEOVOAG ATTEIKOVIOTIKIG KAIHAKAG, amd
NV AIEKOVION TOL XMPOL TNG CUANNYNG /avTiANyng
G TNV AWIEKOVIOT) TOV AVTIKEILEVOV OTOV SOUNUEVO
XWpPo, o€ ovveyr dadpoun avtrg mg kKAipakag -
(POPEA APYLTEKTOVIKNG, opeilet va StapuAdager St
(aprototelikr)) VIOOTAOT) TNG, LE OAES TIC TOAVEG
TAPAKALYPELS, AKOLA KAL EMOTPOPES, OV ETMTPETOVY
o1 vonTikeg pag Suvatotnteg. ‘000 yua T ypappkoTnTa
™mg, ag m Sextovpue kabapd ovpPatikd, oav vodeon
epyaoiag.

Ot 8uyotopieg amewkovion/ovvOeon, apltekTovikn/
T\AOTIKT] AVTIOTEKOVTAL 0TI OUYXPOVI) AITOWT) 0V
KATEXEL 1) £VVOLA TNG CUVEXOVS AvadTnong HECA OTO
610 10 amoTtéAeopa g peAETNG, SnAadt) g cuvexolg
pONG TOL SOUNUEVOL XDPOV. AMKDOTE, TTWG UITOPOVE VA
(PAVTAOTOVE Hia peAétn moleoSopkng ovvBeong xwpig
TNV ONTIKOAKOVOTIKT YAOOOA TTPOKEUEVOL VA avaiubel
o Sounpévog xmpog kat va Sratunmwmbel Eva mpoypaupa;
Ti a€ia Oa eiyav o1 kaBapd kAl HOVAXA KEWEVOTOMUEVEG,
AEKTIKEG TTAN POPOPIES Y1 TOUG APYITEKTOVEG;

31 @aon g enefepyaciag Tov EVVOI0AOYIKOV
APYETLIIOV, 0 APYITEKTMV EKPPALEL TNV TPQOTN 1€
0PYAVKOOTG TOV XOPOU, XWPIg va voladeTa yia Tig
AemTopépeleg ov Ba LEAETHOEL ApyOTEPQ, OTNV TEAIKT
@aon. Ot anewkovioeig mov enefepyadetar facifovral
KUPLWG OTIG AVOAOYIKEG OOLOTITEG LIE TNV TIVEVUATIKT
QATEKOVIOT KAl OX1 o€ oxedaotikeg ouppaoelg mov Ha
TOL XPNOUEWPOUV APYOTEPA YA VA SlEVKPIVIOEL KAt VAL
Sraveiper autn v ekova.

Such depictions of structured space do not aim at the
architectural realism of a synthesis, nor are they intended
as a complement to the traditional architectural dialect in
order to supplement, flatter or round-out the acute angles
of plans and the eclectic elements of the post-modern
wordage of sections and facades. They are comprehensive,
autonomous, cleverly discreet plastic constructions in
themselves. Their purpose is to interpret the mental
process involved in suggesting the organisational concept,
and to understand and represent structured space -
which has its own particular value - which penetrates

into the secret, multi-dimensional, ambiguous, parallel,
alternative, counter-balancing and contradictory paths of
reading and using the city.

These are complex intellectual constructions which
involve the architect who conceived them, so that he or
she can create a new study/proposal, whose depiction will
increase its intensity to the limit, while its approach

is characterised by the recognition or even cancellation

of doubt.

Despite its strictly linear course, such a depiction on a
continuously rising scale, from the depiction of the field
of conception/perception to the depiction of the object in
structured space - which is the medium of architecture-
must retain its dual (Aristotelian) basis, including all its
possible diversions, or even reversals, which our mental
abilities permit. As for its linear nature, let us accept it
purely symbolically, as a hypothesis.

The dichotomies of depiction/synthesis and architecture/
plastic arts resist the current notion of a constant quest
for answers in the outcome of the study itself, i.e. the
continuous flow of structured space. In any case, how can
we imagine a study of urban planning without the audio-
visual language necessary for analysing structured space
and formulating a plan? What value would purely textual
information have for architects? At the stage of processing
the semantic archetype, the architect expresses the
primary idea of organising space without bothering about
the details, which he will study later, at the final stage.
These early depictions are mainly based on proportional
similarities with a mental image and not on design-related
conventions, which will be of use later, in clarifying and
distributing such depiction.

However, this formulation is implemented, this depiction
is the best that the draftsman succeeded in expressing and
presenting to us. We have proved that the equation with
the initial mental picture may be total or partial, with the
addition of symbols - i.e. graphic symbols corresponding
to objects - and which may or may not have a virtual
similarity with the objects they depict. The presence of
symbols leads us to the notion that the design is codified,
which presupposes a restrictive system or framework of
requirements that connects these graphic elements.

Thus, it is not sufficient to be aware of a graphic symbol
and its meaning; we must understand the system that co-
ordinates all the lines - i.e. the graphic code, the language.
Graphic depiction is a powerful tool of one's imagination
that uses culturally verified subjects, but dependence on
design often proves restrictive.
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YAomomnpévn pe kabe eidog Stathmmong, avt n
QATEIKOVIOT) €1VAL 0,TL KAAVTEPO KATAPEPE O LEAETNTIG
va eEmtepkeoel kat va pag deifetl. Anodeiape ot n
e€oolwon pe TV apyIKI) TVELUATIKY 1KOvVa pmopel va
elvat oAkr| 1) pepikn pe v tpoadikn cvpforwv, Snhadn
YPAPIKA OT)HATA OE AVTIOTOLIA [E OTLAVOUEVA, TTOV
UITopovV va Exouv (1) OX1) TNV EIKOVIKI OLOIOTNTA LE TA
onuaivovta. H mapovoia twv oupfoiwv pag odnyet otn
oKEWPN OTL TO OYEDI0 elvan KwSIKOTOMUEVO, TPAYHA TTOV
TpoUIOOETEL Eva TEPLOPIOTIKO OVOTNHA TTAALC10 ATTO
AVAYKEG OV CUVEEOUV TA YPAPIKA oTotyeia petafl Toug.

Aev apkel Aoutdv va yvwpidouvpe Ty avriotoryia petafld
£VOg YPaPKoL oLPBOAOL KAl TG ONUACiag TOV, AL
emPBAMETAL VA KATEXOULE TO GVOTNUA TTOV GUVTOVIEL

TO GUVOAO TWV YPAUU®V, SNAAST) TO YpaPIko K®S1Ka, TN
yA®ooa. H ypa@ixr ameikovion ouvioTtd 10Xupo epyaieio
EPAPLOYTIG TNG TPOCWITIKIG (PAVTACIAG KA TNG XPNONG
Bepdtwv moArnokd enainfevpevav, aAa n eEapmon
arto Tov oxedraopod amodetkvietat ouyva Seopevtik.

H amewovion tov Sounpévou xmpov epapuoopévn pe
Bivteo ompiletar, kupiwg, 0TV Evvola g TPLodiactatng
TAAOTIKIG KATAOKELNG TOV PAVTACTIKO LLOVTEAOV
TPOCONOIWOTG KL ALYOTEPO OTO YPAUUIKO OXES10.

Mua epappoyr) oe Bivieo, ®oTtO00, OPEIAeL va unv
astokAeiet Ty mbavotnta Stathmwong g aupifoiiag,
NG AVTIPACTG, AKOLT KA TNG EVVOI0AOYIKIG AOPLOTIAG,
Sraotaoeig mov Sev pitopovv va mepthapfavovtat oto
ox€610, T0 omoi0 pITOopEl va evompatovetal oe otabepn n
/ Kat KivoUpevn elkova oe Baoikeg oekavg tov Pivteo.
Evowpatovovtag Aowtdv 1o oxe610 wg Baoikn etkova
TOV, T0 PBIVTED, MG VEQ ATEIKOVIOTIKT] TIPOCOUOIDOT) OTNV
APYLTEKTOVIKT), Avolyel KATeVBUVOELG OTTTIKOTOINONG TNG
TN POPOPIAG, TNG YVMOONG, TNG OKEWPNG KAL TNG TENKIG
TAAOTIKTG S1IATUNWONG, «OTTIKOAKOVOTIKOTIOIOVTAG»
TA E0WTEPIKA KA TAPAMNAQ patvopeva tov Sopunpevou
X®POV, LITOOTNPILOVTAG KAL AVAVEWDVOVTAG TNV

EMKOVOVIA TNG OKEWPNG KATA TNV APXLTEKTOVIKT OUVOEDT).

H amewovion, 0mwg XprolUOomoleital oTny apXLTEKTOVIKT),
QATTOSEIKVLEL OTL LTTAPYOUV KA AAAA, VEA TEKUNPLAL

«oxeSlaopov», oLVBETOTEPO €180 TPOTAATHATOG HEAETNG

KL TTPOVOIAOTG, «ETMKOIVWVIAKT) KATAOKELT)» OTO
Bivteo, emonpaivovtag v ToAaItAn cuvaioOnuatikn
—TPOCMITIKT) CLAANYPT TTOL AVTUTPOTWITEVOLV, LAKPLA
a7to aviANTTkEG wevdanobnoelg oteipov Avplopov
Kot Tpomayavdag pEoa otn oUYXpovn eKOVOVIA o
Srayepidovtat o1 emayyeApatieg g eKOVAG.

To keipevo tov NikoAaov Adokaprn Snpootedke 0to TVAMOYIKO,
H petdfaon g ABrvag, futura, ABnva 2005, 0.21-24.

The depiction of structured space using video is primarily
based on the notion of three-dimensional plastic
construction of an imaginary, simulated model, and less
so on linear design.

However, a video application must not exclude the
possibility of expressing doubt, contradiction, even
semantic ambiguity. These are dimensions that cannot be
included in the design, but which may be incorporated in
a still and/or moving picture in video sequences.

By incorporating the design as its central image, the
video, as a new means of architectural simulation, opens
up the potential to visualise information, knowledge,
thought and ultimately the final plastic formulation, by
“audio-visualising” the internal and parallel phenomena
of structured space, supporting and renewing the
communication of the thought process during the
architectural composition.

Depiction, as used in architecture, proves that other new
forms of ‘design’ exist, which provide a more complex
means of preliminary study and presentation, such

as the ‘communicative construction’ of video, which
underlines the multiple emotional-personal concepts that
are represented - a far cry from the perceptive illusions

of impotent lyricism and the propaganda of modern
communication as managed by professionals of the image.

This text was first published in Collective project,
“The transition of Athens”, futura, Athens 2005, p. 21-24.
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Apyvpng Poxag

Apyitiktov, Kabnyntg EMIT

TuvévrevEn otovg ATHENS by SOUND

AK: Epoton 1
[véeg texvoloyieg — xwpikeg avTMypelg — apyirtektovag]

AP: AUTEG 01 AAAAYEG TTOV ETOTIAIVETE KA TTOV
AVAPEPOVTAL KAL GTOV XWPO, APopovv Befaing wg
£VVOLEG 0TOV GUYXPOVO KOGHO - KAl 0TA TAaiola g
JTAYKOOULOTIOINONG, 0°OAEG TIG XWPES KA UIKT) KA TTAQTN
™mg I'ng, A £xw TNV evTLTTWON OTL KUPIWEG APOPOVY
0TOV AUTIKO KOONO, 0TIg AUTiKEG Kowvwvieg. Eav Sotue
TOV KOO0 W¢ GUVOETO OVOTNHA KOWV®OVIWDV, OLASwY
KO KATAOTAOE®DV O1IKOVOUIKO-KOIV®OVIKO-TIOATIKGDV
KO TOMTIOUIKQV, TTOV EVTUXQG, TTOKIAOLY aKOLT Tapa
JOAD 0€ 0,TL APOPA KAl € TETOLA {NTHATA, VITAPYXOLY
ACPAADG KOWVWVIEG, TTOV TTAPOTL «CUUUETEXOUV» KL
«ETMKOWVOVOUV», EV TOVTOLG aKOT Sev emnpeddovon )
Sev TIg apopovv kaipla Ta JNTHUATA AQUTA.

Ev mtdon eputtaoel, pe Sedopévo to SuTiko-kevTpiko
TPOTO TPOOEYYIONG TOV TPAYUATWYV, Ba Litopovioe va et
KOVELG OTL astd T OTIYUN) Tov 0 apyltektovag et ka Spa
Heoa 0’eva TETo10 TEPIPANAOV, AOPAADS KAL TTPOPAVARS
avtamokpivetal kat avtidpd o’avto ka de facto oxebov,
enmpeadetat. Ennpeddetal t000v wg ATopo, 000 KAt K¢
Snuiovpydg, emmpeddetal AoUTdV Kat 1 avtiAnyn Tov yua
TOV XWPO.

Exel mov pmopet kaveig va StagpopomonBet, eivar oto
KATA TO00V LTTAPYEL 0" OAA AVTA, «TOVEL KAl KAA(», &va
«qpemew. [lawg «mpémer» va ennpeddetay; Iog «mpémer»
va avtidpd; Ta’péva TETo1a KAVoVIoTIKA «TIpEme» Oev
VIAPYOLV.

H kd&0e avramokpion, Snhadn, mpokimtel fropatika

KO VOUi{w OTL AUTO QITOTUITMVETAL KAl 0TI TOKIAEG
APYLTEKTOVIKEG TTOU LITAPXOUVV OT)UEPA KAL TTOV KAAVITTOLV,
000 o€ emineSo ePapuoyrg, O00- KAl TTOAD TTEPLOCOTEPO-
oe emineSo akadnuaiko, Eva evpl PATHA AVTILETOINOEWY,
Qa7td TV «TTPACIVI» KATEVOLVOT) TNG «EMOTPOPNG TNV
@PLOT», LEXPL TIG VYNAEG TEXVOAOYIEG KA T OO Kau 1) Sk
oag SovAerd tpoomabet va Bigel, Ta nTuata tov aviov,
ag TOVLE. Apa, OAQ AUTA CUVLTTAPYOLV, eNeldT) akpPmg
VIAPYOLV TTOAMEG KAl SLAPOPETIKEG AVTIBPATELS OTO VEO
seppaAiov.

2T': H Sikny oag (n Bewpntikn kan ktiopévn) Sovield,
TNOTEVETE EXEL ENMNPEATTEL ATTO OAA AVTd; PorTape e1dika
£00G 7OV ETKOVWVEITE KAONUEPIVA [E POITNTEG, A
yevia dnAadr| mov ta et OAa autd oAU Evrova kau givat
KOUUATL TNG KAONUEPVOTNTAG TNG.

AP: Nay, otV eknaibevon Aowtdv... Kortagre, oty
exmaibevon mpémnel va eivan kaveig avoiytog, Sniadr va
uropel va akovel kat va gudntdet ta mdvta ko Pefaimng
va tpoonadel va otabel mépa amd o 671010 «XAoHa»
YEVEDV KA AVTINWEWV UITOPEL VA LTTAPXEL LETAED AUTOV
KO TOV (POLTNT®V TOL KAl VA Habaivel amod Toug portnteg
TOV, A a7T0 TNV AN HEPLA TIPETEL va SA®VeL Kat
Tig B¢oe1g Tou. Nopidw kat eAstide OTL TO KAVEL KAVEIG
autd OTav S186A0KeEL —EUIETA T} ALETQ, TTEPLOCOTEPO N

Argyris Rokas

Architect, Professor NTUA
Interviewed by ATHENS by SOUND

AK: Question 1
[new technologies — conceptions of space — architect]

AR: All of the changes that you stress and which
refer to space are concepts of the contemporary world.
Within the context of globalisation, they concern all
countries in every longitude and latitude of the planet
but I have the impression that they mainly concern the
Western world, Western societies. If the world can be
regarded as a complex system of societies, groups and
economic, socio-political and cultural conditions, which,
fortunately, still vary a lot in their response to such issues,
there certainly are societies, which are not influenced by
or widely concerned with them, even though they still
‘participate’ and ‘communicate’.

In any case, given the prevailing Western-centric
approach, one could argue that from the moment an
architect lives and acts within such an environment, he
surely responds, he obviously reacts and he is almost

de facto influenced by it. He is influenced both as a
person and as a creator; thus his concept of space is also
influenced by his environment. How one can differentiate
oneself lies in the extent to which there is an obligatory
‘must’ behind all this. How ‘must’ one be influenced? How
‘must’ one react? For me, such normative obligations do
not exist.

Every response arises experientially and I think this is
reflected in the various types of architecture that exist
today and cover, both on a practical and - even more so -
on an academic level, a wide array of approaches, ranging
from the ‘green’ direction of a ‘return to nature’ to high-
tech and the question of the immaterial that your work is
also attempting to address. Everything co-exists precisely
because there are many different reactions to the new
context.

SG: Do you think that your (theoretical and built)
work has also been influenced by all of this? We would like
to hear your experience since you communicate on a daily
basis with your students who belong to a generation for
whom all this is an important part of everyday life.

AR: Yes, from an educational point of view,
then... You see, as educators one should be ‘open’; one
should be able to listen and to discuss everything and, of
course, attempt to rise above any kind of conceptual or
generational ‘gap’ that might exist between the teacher
and the student; the teacher should be able to learn from
his students, while clearly stating his own opinions. I think
and hope that one does this when teaching - directly or
indirectly, more or less emphatically, dogmatically or not,
the teacher nonetheless openly declares his worldviews.
The academic whether he is also a pedagogue or not,
should at least provide some models for professions such
as architecture or the creative arts that, in his opinion,
serve to aid and support his teaching and of course also
allow the student to use their own judgement. Fortunately,
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AlyOTEPO KATNYOPNUATIKA, SOYLATIKA T} OXL, TO KAVEL,
Snhaver Tig B¢oerg Tov ya o mmg PAEmEL TOV KOGRO. O
TAVETOTNHIAKOS SATKANOG TTPETEL, av O va glvan kat
Tadaywyog, TovAdoTov va Sivel kol vodetypata,
IOV KATA TN YVQOUN TOV, 0€ SOVAEIES OTIWG elval N
APYLTEKTOVIKT), Ol SUI0VPYIKEG TEXVEG, BonBolv exelvov
va ompidetat yia va 518a&et kar amto ekel ko Epa BEPara
TOV (ortnTN va kpivel. Eutuxmg, o anpepvog portnng
AKOVEL TOAOUG SATKAAOUG OTA KAAX TTAVETOTA LA KA
umopel va emAgyet!

3T': Epotnon 2 [n emavep@avion tov AQuov otnv
APYLTEKTOVIKT ovdrTnon]

AK: Na emonudavovpe 0t §ev evvoolpe 0T eivan
KATL KAVOUPYL0, aAmg OTL £xel Eavaeppaviotel. Topa,
av eivar Bepa podag 1 AWV TapapeTpwyv, Omwg ot
TEXVOAOYIEG T PLAOCOPIKA KEIPEVA, TTAPANEVEL EVA LEYANO
epwmua. Tt ovpPaivel oe oxeon pe OAA autd;

AP: Me poAdfarte, kabog avapepate  AEEN
noda. "Exet onpaoia o tpomog tov opidet Kaveig T evvoet
WG «AVAo». TTAvTwg Kt eyd autod Nbeda va nw, 6T auto
TO eVBAPEPOV T) KATTOIA OTPOPT) OTNV OKEWT, Sev eivan
KAvoupyla, oUTE TAPOVCIATTNKAV EAPVIKA. ZYETIKOL
spofANpaTiopot, Tov Sev eiyav TAVTA ALETT) OXEOT e
TNV APXLTEKTOVIKT] AAAA TTOV EMNPEATAY TOVG OXESIA0TEG
TOV X®POV, TOVG TOAEOBOLOVG KL TOUG APYITEKTOVEG,
VIAPYOLV HETA TOV SEVTEPO TOAEUO KAL TTAVTMG ATTO
mv Sekaetia tov 50. Evewktika, n yevikr Bewpia
oLOTNHATWYV, I} KVPePVNTIKT, Pefaing Ol amowelg Touv
Marshall McLuhan, stov fTav yia v €710y1) Toug apKeta
TPWTOTOPLAKEG, LLE TNV EVVOLA TOUAAKIOTOV OTL 0TIV ALYT
™G TEXVOAOYIKNG eEENENG TV VEWV HECWV EMKOVOVIAG,
elye n6n emyepnoet va Set 1 Ba ovpPel. Pebuata 6mwg n
KIVI|TIKT) APYLTEKTOVIKT), EIXAV EMLOTG KATIOLA OYEOT LLE TO
Aavho. Apa onpepa, HITOPeL TPAYLATL VA AVTIHET®ITILOVUE
pia poda kat 01 amapaitnTa He TV apvnTiKn EVvold g
AEENG. Towg va eMOTPEPOLLE PE KavoUpyleg Oemprioelg,
HE KavoUpyloug 0povg, oe dntnuata sov fefaiwg Exovv
ovdnOel ko TaAaoTepa.

Twpa, K¢ TPOG TIG EMOTAIES KAL TIG TEXVEG TOU XMPOU, 1)
£Vvold TOU UN-VAIKOD €lval uVUQACHEVT pe Tig Spaoelg
OTOV X®OPO, LLE TNV 1510 TNV APYITEKTOVIKT] EV TPOKEUEV®,
oxe6ov 1000 600 Kat 1 evvola g VAtkoTnTag! Aviog Sev
elvay, ag OLE, 0 KOWVWVIKOG tapdyovtag; Ia va pnv
avapepBem oto kAipa, otov Tomo, otnv 1otopia. Ilapte
povo tov avBpwmo. Minwg oxedialovpe HOVO yia TIg
VAKEG, Brohoyikeg Tov avaykeg; H ovola g téxving

NG APYLTEKTOVIKI|G, 1| TTOMTIKI| HETOVOIWOT) TNG VANG

o€ vonua, oe uvupa, dev €éBete mavtote To JTnua g
£VV010¢ TOL AVAOU;

AK: Epaotnon 3 [véeg texvoloyieg kau
awoBavtikotntal

AP: Qpaia epomon! Eyeo motedon 0Tt Katd kaveva
TPOTO 01 VEEG TeXvoloyieg Sev oyxetidovran Betikd pe
£vvoleg OMtwg 1 aroBavukotnta. Avtibeta, oe 0,TL apopd
TIG TEXVOAOYIEG «ETMKOWVOVIAG» KAl «GUVEVPEOTIG»
avBpamwv, Ba Eeya 6TL pAAAoV eEAPTOVY TO ATOLO
arto auieg Sradikaoieg, apfAvvouy Tig aobnoeig kat
VToKABoTOVY TNV AOBAVTIKOTNTA TNG AUETOTNTAG LUE
™V 0ELHWPN «KUPLOAEEIA» TOL UNVOUATOG KAl KUPIWG

the contemporary student can listen to many teachers
within the same faculty and to make his own choices!

SG: Question 2 [the immaterial and its
reappearance in architectural discourse]

AK: We don’t mean it is something new; we
understand that it has just re-surfaced. The question
remains whether this is just an ephemeral trend or
whether it depends on other parameters, like technologies
or philosophical texts. What is your response to this?

AR: I noticed you already referred to the word
‘trend’. I think the way in which one defines the
‘immaterial’ is important. In any case, I wanted to say
exactly the same thing: that this interest or intellectual
yolte face is neither novel, nor has it suddenly appeared
from nowhere. Comparable investigations, which did
not always have a direct relation with architecture but
influenced both urban planners and architects, were
already taking place after the Second World War and
increasingly so in the 1950s. For instance, the general
system theory, cybernetics and of course the opinions of
Marshall McLuhan who was ahead of his time -at least in
the sense that at the dawn of the technological evolution
of new media, he had already attempted to foresee
the future. Trends like mobile architecture were also
associated with the immaterial. Nowadays, we may really
be facing a trend —not necessarily in the negative sense
of the term. Perhaps we are now returning to issues that
have, of course, already been discussed before with novel
points of view, with a different set of conditions.

Now, regarding the science and art of space, the concept
of the non-material is associated with actions in space,
with architecture itself, almost to the same degree as the
concept of materiality itself! Isn’t, say, the social factor
immaterial? Let us not refer to climate, place and history.
If we take man alone: Do we design merely according to
man’s material and biological needs? Doesn’t the art of
architecture - the poetic transubstantiation of matter
into meaning or message - essentially always address the
concept of the immaterial?

AK: Question 3 [new technologies and sensuality]

AR: That is a nice question! I believe that new
technologies are in no way positively associated with
concepts such as sensuality. On the contrary, regarding
‘communication’ technologies and ‘social networks’,

I would say that they make man dependent on immaterial
processes, they numb the senses and substitute the
sensuality of immediacy with the oxymoronic ‘literalness’
of the message and of the medium that transmits it. I
believe that this produces a ‘persuasive’ illusion regarding
mental concepts such as the non-material, the sublime,
things that go beyond the material. Let us not forget

that new technologies are actually nothing more than
very specific products of an industrial process. They are
invented, designed and constructed. They are constructs.

Of course, from a cultural standpoint, each society is
different. I have the impression that we are at the stage of
impressed but somewhat uneasy users who are not really
acquainted with something, which is why we are over-
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oL péoov mov To petadidet. IIotebw OTL £T01 TapayeTal
wa wevdaioOnon, pia «telotikn» pevdaioOnon ya
£VVOLEG TTVEVIATIKEG, OMMG elval KA TO UN-VAKO, TO
vrepPatikd, To mEPAV TNG VANG. Ag punv Eexvape, mwg oty
TPAYLATIKOTNTA 01 VEEG TEXVOAOYieg Bev eivat tapd ToAD
ouyKekplpEva mpoiovta piag fropnyavikrg Stadikaoiag.
Emvootvtay, oxedialovtat kan kataokevadovratl. Eival
KATAOKEVEG.

Ynapyovv BéBaia kat Stapopég oTov TpOTO ATTd
TOATIOIKT) Artoyn o€ kaBe kowvavia. Exw v
aioBnon dnAadr), twg Pprokopacte iowg 0To oTAd10
TOV EVILTIWOLIACUEVOU KAl KATIWG AUTXAVOL XPTOTH IOV
Sev €xel ouvnBioel axopa kAT, yUautd Kat Hag vitep-
amaoyoAel!

Yrapyet 1€Aog kat éva JNTNUA OXETIKO LE TNV OPIUOTNTA
0NV XPNON TWV VE®V TEXVOAOYLQOV, KATL TOV YiveTal
AVTIANTITO TTAPATPOVTAG Y1 TAPASEY A, PavOpeva
OTWG ELVAL 1] XPT10T) TOV KIVITOV TNAEPWVOL OTIG S1dpopeg
XWOPEG - TOCOTIKA KA To10TiKA. Ev katakAeidy, vouiln

OTL KAITOL OTLY LT B XAAAPMOOVE ATEVAVTL OTIG
TPAYLATIKA XPTOUEG VEEG TEXVOAOYIEG TNG EMKOVWVIAG
Kot T0Te Ba TAVOOLV VA Hag ATTATYOAOVY TOGO TTOAD WG
£PAOITEXVEG PLAOTOPOUVG!

2I': ITotevete SnAadn 0T eipaote akopa oe pia
PAOT) AVTLOTOLYN TOV 10AYEVOV HE TA KABPEPTAKIA KAl TG
XAvTpeEg;

AP: Y ginag! Nay, otn xopa Hag 0nmwadnmote, oA
kat Sebvamg, wg eva Paduod iowg.

AK: Epaotnon 5 [xaptng wg emomteia kat frpa-prpa
seputAdvnon]

AP: H avBevtikn epmepia Sev vmokabiotatar amd
povteda. O xapmeg, BERara, exel eviiapepov yia 6oovg
umopovv va tov Stafacovv. Emdntel pia epunveia. O
XAPTNG AVIKEL OTNV KATNYOPLA TV HECWV TTOV APTIVOLV
éva mebilo avoryto ot gavtacia. EE ov kat koot xapteg
£X0UV 0PLoUEVA KTIPLA, XAPAKTPLIOTIKA HIAG TTOANG,
Tpodiaotata oxedlaopeva Kal £Tol pavtadetal Kaveig
7RG Ba glval 0TV TPAYUATIKOTITA AUTOG O XDPOG.

AvoTLYX®G, TA TTEPLOCOTEPA ATTO TA EEEATYLEVA
NAEKTPOVIKA HOVTEAQ TA OTTOLA TTPOOEYYILOLY LE HEYAAN
akpifela v TpodlaoTatn TPAyHATIKOT)TA TOV XDPOL,
oLVNOWE EKKIVOUV KAl XPTOLOTOIOVVTAL Y1 TTOAEUIKOVG
0KOTIOVG . ANAAdT), TO KIvTPO Yia TG EMEVOVOELS O€ TETOLA
povtéda Sev eivan 1000 va taidovye 1) va Sidaokovpe,
oUTe va avamaplotovpe. Elvan mepioodtepo ya va Egpet

0 TAOGTOG TOU HAYNTIKOV TIOV KA TTMG VAL 1] YELTOVIA TTOV
Ba Poppapdiotel.

2T AuTO OYeTIdETAL KAL LIE TO EPAOTNIA TTEPT TWV
opiwv g xapToypagpnomng.

AP: Acpalmg. Ta Eoyata opla g XapToypapnong
KO TNG KATAYPAPTIG O€ TPAYLATIKO XPOVO €lval 1) TTANPNG
TTAPAKOAOVONON, 0 EAEYXOG, 01 ATMALLEG TNG eAevBepiag.
Kan motevw ot kel tifevran oofapd nOkd ko toAtika
nTpata.

2I': Epwton 9 [ABnva kot nyntikr tavtdotta]

concerned with it!

There is another issue concerning maturity in the use of
new technologies, something that can be perceived by
observing phenomena such as the use of mobile phones in
different countries - both quantitatively and qualitatively.
To conclude, I think a moment will come when we will
become more relaxed towards genuinely useful new
communication technologies and then the interest they
now present to amateur philosophers like

us will wane!

SG: Do you believe that we are still in a state
reminiscent of the reaction of aboriginals towards mirrors
and beads, then?

AR: You said it! Yes, in our country that’s definitely
the case; but maybe that is also true globally, to
a certain extent.

AK: Question 5
[map as overview/map as step-by-step exploration]

AR: Authentic experience cannot be substituted
by models. The map is interesting for those who can
read it. It demands interpretation. The map belongs
to the category of media that leave some space open to
the imagination. That is why some maps depict some
buildings, the city’s landmarks, in three dimensions so
that one can imagine what they actually look like.

Unfortunately, the vast majority of advanced electronic
models that can accurately approximate the three-
dimensional reality of space are usually originated by and
used for warfare. That is to say, the motive for investing
in such models is neither to ‘play’ nor to teach, nor to
represent. It is mostly a case of providing the pilot with
information about the target area that is about to be
bombed.

SG: This is also associated with the question
regarding the limits of mapping.

AR: Of course. The extreme limits of mapping and
real-time recording are total surveillance, control, loss
of freedom. And I believe that very serious ethical and
political issues arise as a result.

SG: Question 9 [Athens and sonic identity]

AR: Yes, I think there is a sonic identity for every
city, including Athens. If not every city, then possibly
certain groups of cities have some common sonic
characteristics. Now, I am not a musician so I cannot
predict the musical identity of Athens or what kind of
melody would ensue should one use real sounds of the
city to create a personal ’composition’. But I can point out
some specific, characteristic Athenian sounds like: high
volume, car horns, helicopters and airplanes, quarrels
and arguments, laughter and larking about, usually
embellished by a famous Greek word that starts with ‘m’,
hushed conversations in various languages...
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AP: Nay, paAAov pItopet va ummapyel yia kabe moAn - apa
Kat yla v AOnva - pia nynikn tavtotnta. Kiav oyt yua
kA0 OAN, iI0wg yia opadeg mOAEWV OV TAPOVOLALOVY
KAITO1 KOWVA NYNTIKA xapaktplotikd. Topa, Sev

elpat HovoKOg yia va EEPM TL TAVTOTNTA LOVOIKR Ba
eixe n ABnva, 1 T peAwdia Ba tpoékumte av Kaveig
XPNOUOTOI0V0E KAl GUVSVALE TTPAYLATIKOVG TIXOVE TNG
TOANG. M7op®, Opwe, va fpe KATTow yvwpiopata tomv
NX®V TG ABNvag 0mmg: LYPNAR Evtaon, kopvapiopata
AUTOKIVI TV, EATKOTITEPA KA1 AEPOTAAVA, KALYASeg

Kat StamAnktiopol, yeAdkia Kot KaAapmovpia, ouxva
SravOiopéva pe kamola yvwotr) A&En mov apyidet amod
«», OLVOLIAIEG XAUNAOPWVEG 08 S1APOPES YADOOEG. ..
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Avdpeag Kovpkoviag

Apyrtektwv, Erikovpog Kabnyntig, PhD UCL

Tuvévrevn otovg ATHENS by SOUND

AK: ITog avtiapfaveote goeig v ABnva
IMow elvat n TAVTOTNTA TNG;

AKo: H ABnjva eivan oav pia wpaia yovaika pe
TOAD wpaio oopa kat pe tedeing Adbog povya. Exet
SnAadn) pia amiotevtn tomoypagia, AAAA To KTioo
£MAVM NG, AV To SoVUE TAV POUYO, ival Eva pOUYXO MOV
Sev €xel avtiAnyn Tov COUATOG OTO 0010 AVAPEPETAL.
A6 TV AN TAELPQ, £XEL S1ATNPToEL Hid KOWVOVIKT
{wvtavia —pape yua pia oAn pe oxedov undevikn
EYKANUATIKOTNTA Kot Xwpig ykETTo. Towg va unv
£XELTTOAA TPAYHATA Y10 VA TTOVEVTEL ATTO TAEVPAG
APYLTEKTOVIKNG, AOONTIKIG 1) XWPIK®DV TO0THT®V, CAAL
TNOTEV® OTL TEAKA HETA ATTO OAEG TIG TUUTANYASEeG TTov
nEpaoe (TTOAEHOVG, PlopnXaVIKT] AvaITTuEn, HOVTEPVIOUOVG
KTA) KATAPEPE K1 EPTIALE EVAV XAPAKTPA, TOV OTTOL0
eueig mov pévoupe edm, Tov vtoTindpe. 'Exet kan mov Sev
OUVAVTA KAVELG EDKOAN OUTE G€ AATIVOAUEPIKAVIKT] TTOAT
ovte oe Evponaikeg. Nopidw 0T 0 TpaTog mov Eeotooe
KATL TETO10 Xwpig va (poPnBei ntav o Kenneth Frampton,
0 071010¢ 0TOV TTPOAOYO Yl TNV eEAANVIKT] €kSoon g
Iotopiag g Movtépvag ApYITEKTOVIKNG TN dekaetia
oL 1980 ShAwve 0T ) ABNva tov evivnwoiace. Nopidw
OTL aKOpA Ko Topa av aglomoinBovv ot Suvatotnteg,
Y- ) Ox€oN pe v Bdhaooa, ) TOAn avth Ba apyioe va
avaoaivel Sla@opeTika.

2I: ITiotevete 6T AUTN 1) WBaiTePn TALTOTNTA TNG
AB1vag, 0nwg mv meptypayarte Topa, Oa propovoe va
amotunwBel oTov NY0 TNG;

AKo: Eivat oav va pe pwtate: «Mmopel va ypagtel
£va TpayoLSt yla va Leyaio EpaTa;». Mmopel, aAAd to
Oepa eltvatl MG To YPAPELS TO TPAYOLSL - OGS ATOTUTIWVELG
o€ 11X0 éva aioBnua. Mopel va akoLow €va Tpayoldt
KA va Tw: «Auto eival Mtovévog Atpeg» kat ag pnv
£X0 TAEL TOTE 0T0 MToveEvog Alpeg, aMA kpivw pe Baon
7o pvbo Tov gxer oxnuatiotel yU avtd. Iowd eivan ta
TPAYLATA TTOV CUANEYELG AOUTOV G Yn@ideg Nyov kat
aPoL Yivel To Hovtad kal gTiayTel To TpayoLdy, Aget
Kaveig 0Tt «Avtd eivan Manchester!»; O 1jxog mpopavag
Sev €xel TV evkpivela KAl TV avaAVTIKOTNTA TG A&ENG,
A Exet pia AN Svvapn. Av 0Aa ta mepintepa g
Biennale éxavav 1o 1810 paypa yia dheg oAelg Tov
KOOLOoV, Ba KataAdfava apEcwS TNV NYNTIKT TAUTOTNTA
™e Kabedg. AKOUA KL AV 0 ETMOKENTNG EIVAL TEAIKA O
ouvVvOETNG NG LOVOIKNG TNG TTOANG, Ba Tov £xovv §obel To
TEVTAYPALUO-TTAAIO10, O1 KAVOVEG TNG LOVOIKIG KAl TA
opyava, ®ote 0Tav ouvteBolv o1 Yyneideg va punv pmopet
va Byadet 0,11 Beet. "Etot, pmmopoiv va maytovv Yiaadeg
HOVOKEG, AAAA elval XApAKTNPLOUEVES - Elval OAeg jazz,
onwg N ABrva xat Ot A.. KAQOOIKT| HOVOIKT), OTIWwE 1
Biévvn.

AK: 'Exet aAAG&eL 0 TpOTOG LE TOV 071010
AvVTIAQUBAVETAL O APYITEKTOVAG TOV XDPO HECA QIO TIG

£EeNEeIg OTOV TOUEN TV VEMV TEXVOAOYLRV;

AKo: Befaing! ATA®g o1 aAhayEg auteg etvat

Andreas Kourkoulas

Architect, Assistant Professor NTUA

Interviewed by ATHENS by SOUND

AK: What is your perception of Athens? How would
you describe her identity?

AKo: Athens is like a beautiful woman with a great
body who is wearing a totally inappropriate outfit. I mean
the topography of the city is amazing, but if we think of
the buildings that cover the landscape as clothing, they
are like garments that do not flatter the wearer at all. On
the other hand, Athens is still very socially vibrant - it’s
a city with almost zero crime and no ghettos. Perhaps
Athens does not have much to boast about from an
architectural, aesthetic, or spatial point of view; but I
believe that despite all the turbulent upheavals the city
has suffered (wars, rapid industrialisation, aggressive
modernisation, and so on), Athens has managed to create
a distinctive character, which is underestimated by the
people who live here. Athens has certain qualities one can
not easily encounter in Latin American or other European
cities. I think Kenneth Frampton was the first person to
freely admit that Athens had really impressed him in the
Greek edition of his book Modern Architecture: A Critical
History, which was published in the 1980s. I think that
even now, if we were to fully exploit the city’s potential,
such as the city’s relationship with the sea, Athens would
start to ‘breathe’ more freely.

SG: Do you think the distinctive identity of Athens
that you have just described could be expressed in the
sounds of the city?

AKo: That is like asking: ‘Can you write a song
about a grand passion?’ Of course you can, but the issue is
how you write the song - how you express feeling through
sound. I may hear a song and say: “That is the sound of
Buenos Aires” even if I have never been there, because
I base this assumption on the mythical image the city
conjures in my imagination. What sonic elements are
essential components of a song so that you automatically
think: “That is the sound of Manchester”? Sound
obviously does not possess the distinctness and analytical
power of the word; its power lies elsewhere. Supposing
that all the Pavilions at the Biennale were trying to capture
the cities of the world through sound, I would immediately
be able to distinguish the sonic identity of each city. Even
if each visitor ultimately composes their own soundtrack
of the city, you have provided a clear framework - the
musical rules and instruments - so that when all the
elements are combined the visitor cannot just produce
any old tune. Although thousands of different musical
variations are possible, they will all belong to a certain
category - for example, all the music created by the sounds
of Athens will be jazz, rather than the classical music of
Vienna.

AK: Have new technological advances influenced
the way in which the architect perceives space?

AKo: Absolutely. But those changes happen so
gradually that we have the impression that things remain
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TO00 APYEC, IOV HAG PAIVETAL OTL TA TIPAYHATA Elval
otabepd. ITotebw 0T o€ KABE PAOT TOVL TOAITIGHOV,
Sapopmvetat pia 10oppormia HeTall Twv HECWV Kal

TOV S10POPWV GUVICTWORDV TTOV TOV GUYKPOTOLV - YU
AUTO AANWOTE SLAPEPEL 1) EVTAOT] LLE TNV 0TI O XWOPOG
onuadevel kabe moArtiopd. Nopidw 0TL 1) eppavion

o€ kaBe PAOT TOL TOATITHOV piag ATIO AVTEG TIG
TAPAUETPOUG [E LEYAAT EVTATT) TTPOPAVDS SIAUOPPOVEL
pia vea woooportia - «piyxvelr» Tig aiheg. Ia mapaderypua,
otav 1o f1BAlo mapayetal padikd pe Ty Tuoypapia,
onkovetat o Biktop Ovyko kat Aget 0Tt to BifAio Ba
KATAOTPEWEL TO KTNPLO - EVVOMVTAG OTL B aAaEerl apdnv
n ouufoAn, n Aertovpyia tov ktnpiov. To KTAPLO pEXPL
TOTE, OLYVA, EYPAPE KAL EIKOVOYPAPOVTE TPAYLATA TTOV
mapeiyav éva madevtikd prvopa. O Ovykm Béler va

el 0T OAA AVTA TTEPVOLV TOPA 0TO PLBAL0 Kt 0 VAIKOG
X®OPog avarapfavel aAho poro. E@ooov, opme, n yneakn
TEXVOAOYId - OTTIWG Kat To BiPAio Tov Ouvyk® TPV ATt
AUTIV - TALPVEL ATTO TOV VAIKO XMPO TPAYLATA, TPOPAVDG
Kot aAAGdet TV oupPoAT} TOV XOPOU, TO VOTA TOV TEAIKA.
Eivar adayég mov eite Spapatomolovval amd ) pia
uepid, eite aviipetomidovral pe pia anddela, oav va

unv ovpPaiver timote. Kau exel xavetat 6Ao to mayvid,
vopidw, ylati ot aAayEg autég elvat oAU o AemTég

Kat o1 Sradikaoieg oA 70 HAKPOXPOVIES - ATTO TO TTWG
oxebidllovpe PEXPL TOV TPOTTO TTOV YEWPILOUAOTE TIG VEEG
ouvOnkeg.

AK: Kamolot vtootpidouv OTL 01 vEeg TeXVOAOYiEg
EMPEPOLV KA Hia EMOTPOPT) 0TNV AoBaAvVTIKOTNTA,
BepatomoimvTtag Tig oOnoeg TEPAV TOV OTTIKOV.

AKo: ITpopavmg kat kaOe Heéco evepyomotel pe tig
S1Keg TOL TEYVIKEG K IKAVOTNTEG SlapopeTikeg cuodnoelg.
AMNIOG PAVTACIOVOUAL Y10 TV APYLITEKTOVIKT] HECA
a7to &va OKITOO pE KAPBOLuVo Kat OKIEG Kal AAAIG ATt
£va TPLoS1a0TATO HOVTEAD 1) OAOYpapua. Agv EEpw av 1
PYNPLOKT) TPAYUATIKOTITA OT|LEPA ETTAVAPEPEL LLE KATIOL0
TPOT0 TO BENa NG elkovopayiag. Aviidaufavopaote Tov
X®PO ONUEPA HETA ATTO TNV EIKOVA T) O€ TTOAD AlYO XpOVIKO
Stopa avtn N eninedn, Siobotat avamapaoTaTikn
PYneaxn ewova Ba yiver tohd ypryopa tprodiaotactn
HAKETA ATTd PWG; AVTH TNV OTIyUn} vopidw 0Tt eipaote
0€ Pid pAoT VIKNG TNG EIKOVOAATPELNG —KAL AUTO EXEL
EMNPEACEL TNV OXEOT LA LLE TOV XD PO, OOV TPOKPIveTAL
70 BAgupa KA1 1) E1KOVIKT] TOV avastapdotaot. Nopidw,
OLWG, OTL AVTO Sev yapakTnpilel Ta Ynelaxkda péoa Kat
elvan authd pia Ao asd v omoia ePVAve Kat TOAD
ouvTopa, OAQ autd Ba 0dnyrcovv oV evepyomoinon kat
AV aonoewv kat Ba TPooPEPOVV TOAD 0 ONIOTIKEG
eumepiec.

3T: IIiotevete OTL €80 £yKeELTAl KAl 0 AOYOG 7OV
1 £Vvola TOU AVAOV, TOV TTEPAV TOV KTIOUEVOL» TIOU
antaoyoAel kot v Biennale @étog, emavepyetat onpepa
OTNV APYLTEKTOVIKT ovdijTnon;

AKo: Nay, vopidw 0Tt eivat kupimg 1 véa texvoloyia,
kaBag ouykpotel pia 1000 Suvapkr ouvioTOoa, 1
07T010 AVATPETEL TIG LOOPPOTTES TNG KOVWVIag —HAape
oxebov yla Ao oM TIoNO Katd Tov 1610 TpodTTo Tov Ha
WAOVOAE Y1 TNV ETTOXT] TOV XAAKOD O€ OXE0T e TNV
emoyr) Tov AiBov. Autog o pvbog g SUvaung piag Aving
PYNPLAKTNG TPAYLATIKOTNTAG EIVAL TOGO CUYKAOVIOTIKOG
JTOVL CUUTTAPACUPEL TA TTAVTA Kot evOappLvel Tov

stable. I believe that in every phase of cultural evolution
there is always a balance between the influence of the
media and the other components that constitute culture

- that is why the impact of space is different in every
civilisation. When one particular factor makes an intense
impact on cultural evolution, this obviously upsets the
balance and a new status quo emerges. For example, when
typography opened up the possibility to mass produce
books, Victor Hugo stood up and said: “Books will destroy
buildings” - meaning that the social contribution and
function of buildings would radically change. Until then,
buildings often incorporated texts or illustrations that
conveyed educational messages. What Hugo wanted to
say,o was that as soon as books became the bearers of
these messages, material space took on another role.
However, since digital technology - like Hugo’s books
before it - ‘captures’ certain qualities of material space,
this inevitably affects the role and meaning of space

itself. Our response to these changes tends to either be
overly dramatic or apathetic. I think we are missing a real
opportunity here, because these changes are far more
subtle and the consequences are more far-reaching than
we think - from the way we design to the way we deal with
new circumstances.

AK: Some people argue that new technologies also
result in a return to sensuality because they explore other
senses beyond the visual.

AKo: Obviously every medium touches upon
different senses depending on its methods and
capabilities. The way I imagine architecture through a
charcoal sketch is different to how I imagine it through
a 3-D model or hologram. I am not sure whether today’s
digital reality is somehow encouraging a return to
iconoclasm. Do we perceive space through an image, or is
it only a matter of time before this flat, two-dimensional,
representational digital image becomes a 3-D model
made of light? Right now, I believe we are in a phase
where iconolatry prevails — and this has influenced
our relationship with space, because sight and virtual
representation are the dominant ways of visualising space.
However, I don’t think this is an inherent characteristic of
digital media; it’s just a phase we are going through and
this process will soon lead to practices that activate the
other senses and create more holistic experiences.

SG: Do you think this is why the concept of the
immaterial has resurfaced in architectural discourse
today, such as the notion of ‘beyond buildings’, which is
the theme of this year’s Biennale?

AKao: Yes, I think that new technologies are the
main reason for this shift, since they are so dynamic that
they can upset the balance of society — we could almost
be talking about a new kind of civilisation, in the same
way we might compare the Bronze Age to the Stone Age.
The mythical power of an immaterial digital reality is so
awe-inspiring it can sweep along everything in its path
and encourage the imagination to run wild. For instance,
if we study the discourse and dreams of the 1960s through
the prism of the digital era that followed, we can better
understand what is happening now. Thus, we become
aware of the major transition that is taking place, which
in no way means that the design of physical space will
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KOATIAOUO NG pavTtaoiag. Av mapakolovdnoet kaveig

TIG KOUPEVTEG KAL TIG (PAVTACIWMOELS TOV 1960 A.Y. péoa
QIO TNV TPOCLOVT| TNG YNPLAKT|G ETTOXTG, LITOPEL VA
kataAapet 1 yiveral. 'Etoy, €xovpe ovveidnon tng peyaing
QAVATPOITIG 1) OTTOLA YIVETAL KA 1} 07t0la pe Kaveva TpoTo
Sev onpaiverl 0Tt Ba et va vItapyeL o oxedlaoog

TOV (PLOTKOV XMPOU - Athd Ba TpooapooTel oe veeg
antautoelg. 'OAa autd maipvouv xpovo. Koo tétolo
TAPASEIY LA OTOV TOUEA TNG APXLITEKTOVIKTG elvarn 0 Gehry,
0 071010¢ 0V TPOAYYEAOG TNG VEAG ETTOXTG YOI TEVETAL
Qa7T0 TIG VEES YEWUETPIEG KA TIG VEES SuvaTOTNTEG
PYNELaxov oxedlaopol Kat kataokeung. Bpioketal, opwg,
0€ Jid E7T0YT IOV 1) TAPAYWDYT] KAL TO XTIOHO AUT®V TWV
TPAYHAT®V eival TpoPANUATIKT, KaB®G Xpropomotel
akopa ta aAd epyaieia. O Gehry Bradet ta vAika

Y10 VAL TETUYEL TO GTOXO TOL - V1A VA TIPOKAAEDEL piat
O0AOKANPT) OKEWT) TTPOG TN VEA ETTOXT| TTOV EPXETAL KA VAL
(PTACEL O OTUEPIVOG APYLITEKTOVAG VAL TTEL OTL UITTOPEL va
kavel 1o 1810 pe mv Pondera g ynelaxng texvoroyiag
Kat Yutd vAka. To 8o kot ) Zaha Hadid, ta ipota
oxebia g omoiag oto AovSivo v Sekaetia tov 1980
BewpnOnkav mwg katadikadav v apXITEKTOVIKT O
apaitnon kat v HetdAAagn g oe {wypagikn. Zav va
Unv v amacyoAovoe 1 Bapltnta, n OTaTKOTNTA N 1)
VAo Ta TOTE, oTjuepa 1 Hadid ytider oe oAOkANpo Tov
koopo. H augopritnon twv kavovev tov 1980 odnynoe
OTNV YEVVION MG APXLTEKTOVIKTIG IOV XTIdETAL KA EXEL
TPAYLATA VL TTEL.

XA: Mnopel 0 apltéxtovag va oxedlaoet kat v
ATHOCPALPA EVOG XDPOUL 1) UNTOG ATHOTPALPA TEATKA
elval aUTO 7OV TIPOKVITEL HETA TO TEPAG TOV OXESIATUOV;

AKo: Av Seytolpe v amoyn OTL I} TAPAYwYT) EVOG
TOAITIOHOV gival CUVIOTAUEVT S1APOPHOV TAPAUETPWYV TTOV
£X0UV va KAvouv e OAeg Tig o oelg, vouidw ot eival
HEYOAOUAVIAKO VA TTOVE OTL LTTOPOVUE VA GLANGBoVpE
OAa auTd Ta payupata. IIpoavag Aettovpyovpe
EAEYXOVTAG KAITOLEG TTAPANETPOVG TOV TTPOPANLATOG KAt
otyovpa Ba yavape kat v yonteia g wng kat tov
ATTPOPAETTOV, AV LITOPOVOAE AKOUA KAL VA «KAEITOUUE»
TO £PYO0 KA VA TTOVE OTL EIVAL AWTOAVTKOG KABOPIopEVO.
Kat povo 1o yeyovog 6Tt auTr) T OTLyr) Ta KTHPLa 10V
rayvovtat {ouv mepLocoTePo ait’ O,Tt LOVUE eueig
PAVEPAOVEL OTL AUTA AAALOVY EvTova, EVIACOOVTAL 0
A TOMTIoHIKA Ao K.0.K., Apa, elval ampofienta
G POG AVTO ToV Ttapayovta. To Bepa etvar av gxovv
KATAPEPEL VA KPATHOOLVV OE 100PPOTTLA TA IO ALOVIA
TPAYHATA IOV KpUPoVTAL artd KATw Tovg. Mmopel 1) Ayla
Sopia va yivel and ekkAnoia bar 1) oxoAeio; Mmopel va
evtayBel o€ &va vEo TOATIOTIKO TAAIG10 KAl Eva KAvoUplo
AEITOVPYIKO TPOYPANLA KAL 01 BACIKEG TTOIOTNTEG TNG TTOV
£XOUV VA KAVOUV [LE TO YOG, LIE TNV VYpaAoia, [E TOV OPLopo
TOL TIXOV KA TNG KAIHAKAG VA elval TETOLEG TTOV TAVTA VA
Srapop@mvouy Eva TOAD OTHAVTIKO TAQIO10 EVIATEWY
70V Mpoadlopidovv atudoaipa; Otav oxedialovpe pe
opidovta eva Ae1TovpyKo TPOYPAUUA, OPEINOVLE Va
yvwpidovpe 0Tl Ta KTHpla teAkd pag estepvouv. Exouvv
Héoa toug pia Aoyikn Soun ota otoyelwdn mpdyuata
(AN, wg, oKOTABL, TIX0G) TTOL TOVG EMTPETEL VAL
petaAhdooovtal. AAMwg de Ba pitopovoa va pavtaote
YAl LG ATTATYOAEL 1] APYLITEKTOVIKT| TOL TapeABOVTOG.
Wayvoupe 0” autd ylat, mapoTt £xel mapéAdet to mvebua
™G emoXN G Tovg, eEakorovBolv va xelpidovrat ta
Babitepa autd mpaypata pe eEapeTika MEITIKO TPOTO.

cease to exist, it will simply adjust to the demands of the
new reality. All this takes time. A good example from the
field of architecture is the case of Gehry, a pioneer of the
new age who is intrigued by novel kinds of geometry and
the new possibilities for digital design and construction.
However, in this day and age the production and
construction of such buildings is problematic, as we only
have old tools at our disposal. So Gehry forces matter

to achieve his goal, which is ultimately to stimulate a
whole school of thought geared towards the potential

of the future, empowering the architect of today to use
digital technology and cast materials to create buildings.
The same goes for Zaha Hadid, whose early drawings

in London in the 1980s were condemned as a dismissal
of architecture, or a transmutation of architecture into
painting. Seemingly not bothered with gravity, stability
or materiality back then, today Hadid is constructing
buildings all over the world. Her defiance of the rules in
the 1980s gave birth to a new form of architecture that is
taking shape and that has a powerful message to convey.

CA: Can the architect also design the atmosphere of
a space or is the atmosphere something that takes shape
after the design process?

AKo: If we accept the view that the creation of a
civilisation is the result of various factors that relate to all
the senses, I think it’s sheer arrogance to claim that we can
apprehend the full complexity of this process. Obviously,
we try to control some problematic aspects of creation, but
if we were ever able to ‘complete’ a project and declare it
to be ‘definitive’ we would inevitably lose the fascinating
and unpredictable qualities of life. The mere fact that the
buildings being constructed now live longer than we do
suggests that they will face intense changes and will have
to adapt to different cultural contexts, so at least in this
regard the fate of these buildings is totally unpredictable.
The point is whether or not these buildings can continue
to exist in harmony with the more eternal structures
that preceded them. For example, could the church
of Hagia Sophia be converted into a bar or a school?
Could it be incorporated into a new cultural context and
functional framework, given that its fundamental qualities
of light, sound and scale are such that they generate
a very particular intensity that defines the building’s
atmosphere? When we design a building with a functional
purpose in mind, we ought to know that these buildings
ultimately surpass us. Their elemental components
(matter, light, shade, sound) are arranged within a logical
structure that gives them the power of transformation.
Otherwise, I cannot imagine why we would be concerned
with the architecture of the past. We investigate these
buildings because although the spirit of their time is now
lost, they continue to manifest these deeper qualities in
an extremely convincing way.
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I'iavvng Iemtovig

KaBnyntg Apyxitektovikng, Georgia Institute of Technology
Xapagerg avOpomvng @wvng

'OTtav oKEPTOUAL NYNTIKA TNV TTOAN avadnTe TpaTa

a7t6 OAQL TNV PUOIKT| 10TOPIA KAL TN YE®YpAPIA TG
avBpamvng pwvng. Knmot, Bepavteg kat pmaikovia

Q716 OOV AVASLOVTAL CLYNTAOELS e SLaKPLTOVG
TOVIOLOUG KOl VPEG, KATIOTE TPAYOLSIA T} YEALQ, XTI TIKES
7poPOAEG TNG IIWTIKIG CLUVAVACTPOPTIG OTO SNOTI0
X®Po. AUAEG ooAeiwV TV ®pa Tov Stakeippatog, eva
TAVEAUOVIO POVILAT®YV 70V 0pidet SraoteAMopevo

oyko. O KupuaTIoHOG TNG EVTAOTG TNG PWOVIG OTIG

ayopég, NNTIKN okvtarodpopia. H ypapkr kivion
HKPOTIWAN TGV, LE T} XWwPIG HEYAPWVO, TPOXIES EMTAPTI
710V TANO1AdOVV Kat amopakpuvovtat. H otepeo@wvikn
AVTNYXNON TONTIK®V AOYwV og padikég ouvabpoioerg,
£KTAOT), TUKVOUATA KAl apaiopata. Movoloyol e Kivita
MAEPWVA, 0av TEPATTIKA Boviopata. ZuvToviopéveg
aEg atod Ta Kageveia ka ta prradkovia ta fpadia tov
710800@APIKOV KUTTEAOV, TO «€5®M» TOAATAACIAdeTAL
stavTov. 'Eva TAEYLA-aKOpVTIEDV EKPOP®V KAl ATTOKPITEDY
OTIG TAATELEG LLE TA TTAAA KAPeveia, oynuatiopol mg
owkelomrag. To Opoiopa twv TapdAAnA®wy ounnoewv
0TOVG SPOLOVG LLE TA E0TIATOPLA, TTEPVAG, KOITALELS,
paiveoal, aAG Sev pmopeig evkoAa va Sielodvoeig

0TOVG KUKAOUG KOl TA TETPAYOVA TNG PWVNG. ANuooia
MAEPWVA, YEPUPES TTPOG OTOVOTITIOTE TTOV €0V AKOVG
Alyo azto ) pia tovg axpr. O mepimatog Hag vuytepvig
ovdnong, otav o B0pufog g nEpag Exel eoet,
anoonaopa a@riynong. Kat tave amd oAa n yvwotr, aAa
TAVTA EKTANKTIKT, oTypiaia oUvEean g gwvng, Tov
TPOCMITOV, TOV XWPOU, TNG OIKEIOTNTAG KAl TNG S1apopag:
«Eepete mov elvar 1 080G ...» 1 «TTOG UITOP® VA TAW
070...». To mAg¢ypa Twv Spopwv g moAng oxnvobetel kat
evioyvel v avBpaomvn v pe iaitepoug Tpomovg,
TPAYLA TTOV EXEL KATAYPAPEL ATTO TN AoyoTexvia, To
owvepd, TN HOVOIKT| KAl TN {wYpPa@IKm.

Almtda oy avBpemvn @wvr avadnte Toug 1ovg Tov
mv mteplopidovy, v XPWUATIOUV, TNV CUUIIAT pOVOLY

N mv ofrnvouv. g peydheg aptnpieg o foppog g
KUKAOQOPLag elval NYNTIKOG TOIXOG TTOV UELWVEL TV
euperera g ewvng kat opidel Eva meploTaciakd

{wtikd xwpo. Katd onpeia o1 fxot ouykekpluévmv
Spaotnplot ey, oeuPLd, TPLOVIA, EpYareia Kat
UNXAVILATA, AKOUA KO O OTOXEIWSETTEPOG TIXOG TOU
avBpOTVOU BUaTIopol, AVAKAAOUY TNV eV Suvaplel
TAPOVOLA TNG PWVIS. ALTOAVAPOPIKES SleAevoelg
HOTOGIKAETOV GBNVOUV TIPOCHPLVA TNV OTT01A OLIALQ,

pe Waitepn paota fapfapotnta otig EMnvikeg
TOAeLS. TPoX1EG TPAIVWYV T} AEPOTTAAVHV LETAPEPOLY

TOUG PLOLOVE TWV EPXOUMV KAL TWV AVAXWPT|OEWV KAL
Sampaypatevovran v andotaot. Ko Simia otovg
TIXOVG TNG KOLVIG TAPOVOLAG, Ol TEXVNTOL avaditAaoiacpol
™G PWVNG, TNAEOPATELS, PASIOPWVA, CLOTIHATA
AVATIAPAYWDYTIG TOV TXOL TTOV AANOTE ApALpOLV To 1edio
™G OALag KAt AMoTe g Sivouv kowvod onpeio avapopag.
H avBpamvn @wvr ouvodedetay, potpaia, amod v OAn
EVOPYNOTPWOT] TNG LO OPOVE KOIVIG TTAPOLTiaAg TOV
OUYKPOTEL 0 TOMTIONOG TNG TTOANG, T PWVI) CUUUETEXEL O
a Stapkn Stampaypdtevon opiwy, TON®V, ATOCTACEDY,
PLOUGV KAl TAYVTHTOV.

John Peponis

Professor of Architecture, Georgia Institute of Technology

Plotting the human voice

When I think of the city in terms of sound I am drawn,
above all else, to the natural history and the geography
of the human voice. Voices of discernible textures and
intonations, sometimes even singing or laughter, are
heard from gardens, porches or balconies, as if to project
the tone of private conversations onto public space even
as you cannot make out what is being said. Between class
times, schoolyards vibrate with expanding solid volumes
of vowels. In street markets, the intensity of voices is
relayed in waves. The voice of a travelling salesmen,
whether amplified or not, runs a linear trajectory first with
increasing and then with decreasing intensity, as it goes
past a point of most proximate contact. The stereophonic
sound of political speeches sets up an extended space
with denser and sparser regions. Cell phone monologues
pass you by. In the evenings of the football cup games,
coordinated exclamations roar from balconies and coffee
shops to multiply ‘here’ into ‘everywhere’. Greetings in old
squares form an accordion of acquaintance that expands
and contracts freely across space. The hum of parallel
conversations follows you as you walk past restaurants
and bars; you can see and be seen but you cannot
penetrate the circles and squares of intimacy. Public
phones let you catch one end of a bridge to an unknown
place. At night, when the noises of the day subside, you
can hear a conversation stroll by your window, a narrative
fragment accidentally caught. Last, there is the familiar
and yet always surprising fleeting moment when voice,
face, space, familiarity and difference all come together
as someone asks “where can I find ... street?” or “Where
is ...?”. The urban fabric stages and amplifies the human
voice in particular ways that have been noted and
recorded in literature, cinema, music and painting.

I am also drawn to the sounds that limit, qualify,
complement, or erase the human voice. On the main
roads traffic noise creates a wall that limits the reach

of voices and creates a circumstantial vital personal
space. The occasional sounds associated with human
activity, hammers, saws, drills, tools and machines,

even the most elementary sound of footsteps, imply

the virtual presence of voices. Self-absorbed noises

from passing motorbikes momentarily but aggressively
erase all verbal communication, especially in Greek
cities. The trajectories of trains and airplanes bring
forth the rhythms of departures or arrivals and negotiate
distances. Besides the sounds directly associated with
the common occupancy of space, various forms of
reproduction of the voice, televisions, radios and hi-fi
systems, alternatingly displace human speech or provide
it with a shared reference. Quite naturally, the human
voice is accompanied by the entire orchestration of co-
presence engendered by urban culture. It participates in
a continuous negotiation of boundaries, places, distances,
rhythms and velocities.

My interest in the human voice stems from a prior interest
in the fields of co-presence defined by urban space
according to the flow of movement and the patterns of co-
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To S1kd pov evlapEpov yia v gwvn mnyadet amo to
TPOTYOULEVO EVOLAPEPOV LLOV Y1 TA TTESIA GUVEVPEOTG
710V 0pidel 0 XWPOG TNG TOANG, AVAAOYA LE TIG POEG TWV
KIVIOEWV KAl Ta IAEYHATA ouvopatotntag. Me to pat
BAemouvpe v ev Suvapel emkovovia. Me mv gwvi
Soxiuddovpe, amevBUVVOHAOTE KA EMKVUPMVOUUE TO «EYWD»
0€ OXEOT LLE TO «E0V» TO «ENEIG» ) TO «EKEIVOL,

1N StampayaTeEVOLAOTE TO TEPATUA ATTO TO «EeXWPIlw»
010 «EEpw». AlapEoou g Pmvig ovopatifovtat
HOVIHOTEPA 1) TIPOTWPIVOTEPA TA TTPAYHATA. AAMA TO
evBlapePOV LoV Y1 TV POV, OTIWE KAl TO eVEl1apEpov
LoV y1la TV Kivnom kal v Kown sapovoia, Sev exouvv

G OTOXO TNV S1EVPLVOT TOV TMESIOL TOV APYITEKTOVIKOD
oxeblaopon. Aev Eekivaw payvovtag va fpw av PItopovpe
va oxedlaoovpe mEPLo0OTEPA TPAYLATA. AVAdNT® TIG
APXES TTOV HAG ETTPETOVY VA OXESIACOVLLE TA OKEIA
TPAYLATA KAADTEPAQ, TT0 CUVEISTTA KAl TT0 eumpOOeta.

Ipaypaty, n oA pag S18aoket 1000 peyahog TAoUTog
eumelpiag, kot Sopqv epmelpiag, otkodopeitan TAv®

0€ £Va ALTO XWPIKO-KATAoTATIKO Ltofabpo. Ot
APYLTEKTOVIKEG TEXVIKEG TTOV LITOOTNPILOVV OAN TNV
avOnon g ewvrg oTtnVv OAN eivan Sedopéveg amd
o 1) tepapyia ka ) oUVTagn tov moAeoSokon
10TOV, 1) VITOXWPNOT TNG OIKOSOUIKNG YPAULTG, TO TAATOG
Tov mtedoSpopiov, To TAATOG Tov Spopov, N BEon Twv
SevTpwv 1) TV 0TAOUEVUEV®V AUTOKIVI|T®V AVAUESA
OTIG YPAUUES KIVIIONG TV TTE(®V KAL OTIC YPAUUES
Kivnong Twv oxnuatwy, n opidovtia 1 kabetn yerrviaon
TV XPNOEWV, T TUKVOTNTA TV S100VVE0eE®V KATA
UNKog tov 8popov. Movo pe Sedopéveg auteg Tig apyeg
QTOKTAEL 1) APXLTEKTOVIKT] TIPOCOYT] KAl LTTOPOVLE VA
UITOVUE OTO ALK ViISL OXE0EWV TTOV TIEPTYPAPOLV OL

AEEe1S «€100006», «TTPOONKN», «KATOPAL», «TPOAVALO»,
«TepPady, «uIadkov», va katahdfovpe Snhadn,
ONHA01A TV CUYKEKPIHEVHV LITOPabpwv Tng avBpamvng
PWVIG ATTO TN OKOMA TOV KTIpiov, kat va Sokipuaoouvpe
VO T AVAVEMOOLLE UE T Slayeiplon Twv opiwv, Twv
AVOLYHATWY, TNG OLVEXELAG KA TNG aovvexelag. 'Exw,
AOUTTOV, TNV EVTUNOOT) OTL 1) avaditnon véwv nediov
£VAOYOANONG LITOPEL VAL AEITOVPYNOEL €1TE Yia va
Suvapmoet Ta Bepehia Tov apyITEKTOVIKOU oXeS1a01oU
eite yia kpUypetl v artoodBpwor) tovg. ESo kat karpod n
QPYLTEKTOVIKT) EXEL XAOEL HEYAAO HEPOG TG SUvaung mov
elye 0to mapeABov va ovppetexel otny Srapkn Snuovpyla
™G OANG, 0pilovVTag TIG KATAOTATIKEG TNG APYES, TNV
Xapagn twv §popwyv, TNV KATATUNOT TV 1810KTNO1®V,
TNV 0pYAVOOT] TWV OIKOSOUIKGOV TETPAYDOV®OV, TOV OPIOHO
TOV OIKOSOUIKGOV YPAUU®OV, TN SIapUOpP®OT TPOTUTOV
Satopmv Spopwmv, ™ Snuovpyia mateimv, myv
ePeVPEDT) TPOMWV EVTAENG KAl ATTOAAVOTG TOV TTPAGIVOV.
IIpoomaBolpe 0TIg HEPEG LAG VA AVAKTIIGOVLE TO XAUEVO
£dagog.

'Omov SO TOV® TOV 00TPAKIONO TNG AvOpmTIvNG
opiag astd To SNUOCI0 XMPO LAV KAl OTOV TEIPACTHO
VAL TOV A0S0 0€ TTPOCPATEG TEXVOAOYIEG: AKOVOTIKA
IOV L€ AITOGTTOVV QIO TOV TEPLYUPO KAL LLE TOTODETOVY
o€ L W10 TIKN 0@aipa aKOUa KAl OTaV TEPTATAN OTO
Spopo. Avtokivnta mov kpatave £Ew to BopuvPo, TV
atpooeailpa, akopa kat m Bepuokpacia g moAng.
Kwntd tAépova mov mpoomepvollv Toug YOPm Kal
Sivouv Aoyo oe amovteg. Mikpég 080veg tov povpave
0€ EIKOVIKOUG XWPOUG AKUPMVOVTAG TNV EVIOMOTNTA
oL «padi». EEpovpLe, OUMG, OTL AUTEG Ol TEXVOAOYIEG

visibility. We become aware of potential communication
as we look around and see others. We use the voice to test
whether communication is possible, to address others,
and to continuously establish the self in relation to them,
or to cross the boundary between recognizing others and
knowing them. The voice names things, provisionally or
permanently. But my interest in the human voice, much
as my interest in patterns of movement and co-presence,
is not initially aimed at expanding the scope of what there
is to be designed architecturally. I do not start by looking
for new things to design. I seek the principles that might
allow us to tackle familiar design questions better, more
reflexively and more intentionally.

Indeed, the city teaches us that parsimonious spatial and
constitutional foundations can support a great variety of
experience and structures of experience. The architectural
technologies and devices that allow the human voice to
flourish have been known for a long time. They include
the configuration and syntax of streets, set-back lines, the
width and design of sidewalks, the placement of trees or
parked cars between pedestrian and vehicular flows of
movement, the horizontal or vertical mix of land uses, the
density of connections. Only when these are deliberately
drawn and agreed does architecture acquire a fagade; only
then can we start talking about entrances, shop fronts,
thresholds, courtyards, windowsills and balconies, that is
about all the named relationships that support voices from
the point of view of buildings; and only then can we strive
to innovate the manner in which voices are supported by
rethinking boundaries and openings, forms of continuity
and forms of discontinuity. I have the impression that the
search for new domains of design endeavor can work to
either strengthen the foundations of architectural design
or to hide their erosion. For quite some time, architecture
has abdicated a substantial part of the power it once

had to contribute to the continuous creation of the city,
define its constitutional orders, the layout of streets,

the subdivision of properties, the definition of urban
blocks, the position of set back lines, the specification of
street section standards, the creation of squares and the
arrangement of planting, green spaces and parks. From
this point of view, we are currently trying to reclaim lost
ground.

When I confront public spaces in which human

voices have been marginalized I am tempted to blame
recent technologies: earphones that detach me from

the surroundings and install a private zone even in

public. Cars that keep out noise but also the sound, the
atmosphere and the temperature of the city. Cell phones
that bypass those around me and link me to people absent.
Small screens that draw me into virtual spaces cancelling
out the localized meaning of ‘together’. However, we know
that such technologies can work either to weaken or to
provide new impetus for face-to-face communication. Our
ability and our resolve to design lively cities are among the
deeper cultural and social factors that will determine their
impact.

Our current focus on reviving public space as a field of
human activity reinstates the importance of the traditional
concerns of architecture. When we speak of the city, the
major task is to shape the collective institutional and
spatial framework within which private investments and
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mapping — recording

UITOPOVV VA AELTOVPYTIOOLV TOCO Y1 VA ATTOSUVAU®TOLY
000 KA1 ya va §®oovv vea ®Onomn otny xatd 1poomIto
emkowvaovia. H ikavotntd kot 1 ammo@aoiotkotTa Hag
va oxediadovpe {HOVTAVEG TOAELG CUYKATAAEYOVTAL LETAED
TV BabBUTEP®V TOMTIOUIKAOV KAl KOVOVIK®OV TAPAYOVI®V
710V B EMNPEATOLY TNV SLVAUIKT TOUG.

H tpéyxovoa pepiuva yia tov aotiko 10T wg {oviavo
Snuooio xwpo pag Bupider m onpacia mov gxovy Ta
TTapadoolaKa HeEANUATA TG APYLITEKTOVIKTG. Baowkd
peAnpa eivar n SlapopP®on Kat avavemarn Tov
HOVIHOTEPOVL BEGUIKOD KAl XWPIKOL GUAAOYIKOU TTAALGT10V
HEoA 0TO OTOI0 UITOPOVV VA eEeEAMT0OVTAL O1 IIWTIKEG
Spaoerg kat o1 onpelaxeg dSnuooteg emepfAoerg ov g
7poadidovv (wvtavia. 'Exel onuaocia va avavemvovpe

T0 evBlaPEPOV Hag yia Ti¢ PACIKEG KATAOTATIKES APXES
™G OANG pe Ta Waitepa epyaieia mov gxovpe kabe
@opa otnv Siabeom pag kot otig Wwitepeg ouvOTKeg OV
Jovpe. Te aUTO UITTOPEL VA CUVELCPEPEL T} KATAYPAPT) KA
OTLLELOYPAPTOT] TV TTAOVOIWV EUTEIPIOV, NXNTIKGOV KA
AWV, 0V oUVSEoVTAL LE TNV aoTikn {wr). Tati tehika
70 {nTovpevo Sev eival LOVo €vag VPNUATIKOG EMTOMIOG
XEPLOUOG IOV avadelkvie I1aiTepeg AOTIKEG TOLOTNTEC,
000 EVPAVTACTA KAL AV AVALYVOOOUVLE AUTEG TIG TTOLOTNTEG
Kat 000 Snuovpyikd kat av g epmhovtidovpe. To
{nTovpevo eivar emiong, HECA A0 TIG TOTKEG EMEUPATELG,
va avalwoyovouue To Kowvo vdfabpo g TOANG LE Tov
Buaitepo TpOTTO OV EYYPAPOLLE TIg evaloOnoieg g
Swkng pag emoyng.

public projects can unfold over time, to contribute to
urban vitality. It is, therefore, important to renew our
understanding of how the constitutional principles of the
city work, using whatever tools we have at our disposal
and based on whatever conditions we confront. Finding
ways to map and notate urban experience, including the
experience of sound, according to the underlying spatial
structure of the city can contribute to this end. Our aim
should not only be to find ways to read local conditions,
however imaginatively, nor to design local projects,
however creatively. Our aim should also be to design
local interventions in such as way as to re-invigorate the
collective global order of the city and to inscribe within it
the particular sensibilities of our time.
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IN'wpyog Imavvovu
Svyypageag

Ouovowa 1980

'"Exw peydn advvapia ota topeveevia edova mov
TEPLTELYICOVV TIG KATATAKTEG TOL Ldyelov. To Bpddu
TEPVQ LLE TPOTTO KA KOLTA® OAOLE AUTOVg Tov kadBovtan
novya eket. Mov @aivetat wg eivat o1 TAEVOTEPOL KL,
ag 1w, oL aBwoTeEPOL A0 TOVg Bapmveg NG TAATELAG.
Eilvat autol tov mtepiuévouv kamotov S1ko toug kat
OUYXPOVKG XAZEVOLV, 01 AAAOL TTOV pHovaya Xalebouy,
XWPIG VA TEPUEVOLV TITTOTA, KA 01 AANOL TTOV €lvat
OTEVAXWPEUEVOL, ATEATIOUEVOL 10WG, kat kKaBovTa ekel
070 H1o00KOTad0 yia va Anopovnoovyv. Ilpénet iowg va
poofETovpe KAl TOLUg AYIAOLG, TTov Sev €xouv 1) Sev
TOUG TEPLOCEVOLVV XPTILATA, YA VA TA TETAOLV TivovTag
«VEOKAPE PPATE» KAl KOAOKUOW pe T plyavn, mov
£uabe Topa va mapayyiver o kabe veapdg. Kabovtan
OLWNAOL Ka KOLTdve Ta vepd mov avefoxatefaivouv kat
T AQUTOKIVNTA KAl TOVG TTEPATTIKOVG,.

Avapeoa tovg BplokovTal oAogva Kal TEPIoTOTEPOL
Apafeg, povadikoi oto xadl. ‘'OAot Tovg avTtol amoPevyovv
£MPEADG TA VITOTTA ONUEIA TNG MAATELNG KL AUTO ATTO TO
OB0 TOL KOLTEOUITTOALOD TV SV Tovg. Elvan pAvapog
KO ETTAPYLAKNG VOOTPOIiAg KOOOG - TOUG YVwpidw.
Juyva AW KOVTA TOUG, YA V' aKOV® T YA®OOW TOUG.
Mov ap€oeL 1 apaiKn YAMOOQ, POUPAK TOUG TIXOUG e
euyapioton. Mov ap€oet kat 1 apautikn Lupmdid Tov
KOPLIOV KAl TV povywv. Abo xpovakia otn Beyyadn toug
ouvvnOoa.

Kat topa, autog etvar akopn €vag Adyog yua va kabopat
pe evyapioon ota medovAd. Mov mEPTOUV Opmwg Atyaxt
VYPNAA 0€ 0PIoEVA TOVG OTLEL KAl Ta TToSapia Hov
awwpovvtal, otav kabopat. Eipal pdAhov kovtog, 1,70

07O VYOG, AAAA OTO TIAYOG TTOAD TTAPATIAVK ATt To Seiktn
vyelag, 18img Tov apepikaviko. IToAEG ouppopeg pag
S1exbikovv, va Solue amd moway Ba tpwtomape. 'Otav Ha
AP TN oVVTAEN - ooo amexBavopar t A&En avtn!- Ha
£pyopat ouyva ota tedovha. Oa pedetem kat Oa oxé@Topat
st 10 TTpwi Ta Fkd pov kat o Bpadakt Ba BeAw va

Byw. Kt 07twg, yia AOyoug 01kovopikoug 1 HaAov kat yU
autovg, Sev Ba PITop® va INYaive CUXVA OTIG KAPETEPIEG,
Ba mnyaive va kaBopat k1 ey®d ota efovAa peg ota
okotewva. Kat Oa kortaw T avtokivnta, mov Sev paba
TTOTE VA 0ONY®, KAL TA PAOTA, TTOV TTAVTOTE ATOPUYA.
AimAa pov Ba ouvasttovtat o1 yvapipieg kat ta el
™G H1AG OPAG, O TPLUPEPES TLYNTNOELS TTEPT XPTUAT®V KAl
tapipag pe Touvg Prditadeg kot Ba oLV o1 TPWTOTLIEG
PPACELG, «TL WPA EYETE;», «TN PWTIA TAUG, TAPAKAAD»,
«aitd 7oV glote;», «mooa Oa Swoeig;», «oco Ba peiverg;»,
«JT010 EIVAL TO TNAEP®VO GOV;», KA TAL A0, pa eym Ba
elpat téAela adapopog, kabawg ta EEpw, Ta Eepw, kat Ta
H0®, TA HI0G), TA H0®, OAd avtd. 'Oca emtmOnkav, 6oa
Agyovtat kat 60a Ba eutwBolv e1g Toug awvag. Ot pov,
Sev Eepw ma, av AUTH 1) TAVOUOLOTUIN EMAVAANYT ATTO
YeVIa o€ YeVid TOAMATTAQO1AEL 1) ATTAOTIOLEL TO HUOTIPLO
TOV TAACUAT®V OOUL.

Andonaopa a6 o fiiio tov INdpyov Inavvov, Opovowa 1980, Kedpog,
ABnva 1987 (B’ £xSoon), oeA. 78-84.

Yorgos Ioannou

Writer
Ommonia 1980

I have a real soft spot for those low cement walls built
around the ventilators of the subway. At night, I sidle
past and watch all the people quietly sitting there. They
seem to me to be the most humble and I would even say
the most innocent of all the people in the square. Some
of them watch the world go by as they wait for a friend

or relative; others just sit and stare, not waiting for
anything; and others seem depressed, or even desperate,
as they sit there in the half-darkness trying to forget. And
then, there are those who are so broke that they have no
money to spare for a “Nescafe frappe”, or whatever other
rubbish that every young person knows how to order
these days. They sit there in silence, watching the water in
the fountains go up and down, watching the cars and the
passers-by.

Lately, there are more and more Arabs among them,

who have a unique knack for staring into space. They are
very careful to avoid any of the suspicious corners of the
square, in case people they know start to gossip about
them. They like to chatter away and have a small-town
mentality, these people - I know because I often go close
to them so I can hear them speaking in their language. I
love Arabic, I drink in the sounds with pleasure. I also love
the smell of Arabs' bodies and clothes. I got used to it after
two years in Benghazi.

So now, this is another reason for me to perch on those
little walls and enjoy myself. Sometimes, the walls are a
little too high for me, so my feet dangle in the air. I guess
I'm pretty short, 1 metre 70 cm, but I'm much fatter than
my optimum body weight, especially according to the
American system. So, many misfortunes lurk all around
us, let's see which one will get us first. When I retire - how
I hate that word! - I will come often to sit on these little
walls. I will make plans and ponder on my problems all
day and then at night I will want to go out. And since,
partly for financial reasons, I won't be able to go to cafes
very often, I too will go and sit on those little walls in the
shadows. And I will watch the cars that I never learnt how
to drive, and the lights that I always avoided. All around
me, brief encounters and one-hour flings will unfold,
those sweet nothings about money and going rates with
hookers, and all those original phrases will ring out - ‘Do
you have the time?’, ‘Can I get a light?’, ‘Where are you
from?’, ‘How much can you pay?’, ‘How long will you
stay?’, ‘What's your phone number?’, and all the rest. But
I will be completely indifferent, because I know them all,
I know them and I hate them, I hate all that. Everything
that's been said, that is said, and that will be said for
centuries. My God, I don't know any more whether

this identical repetition from generation to generation
multiplies or simplifies the mystery of your creatures.

Excerpt from Yorgos Ioannou's book “Ommonia 1980“
Kedros, Athens 1987, 2nd edition, pp. 78-84
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IN'wpyog TQptCakng

Apyrtextwv, Enikovpog KaOnynmg Tunuatog
Apyrtektovov Havemmotnpiov O@cooaliag,
KaMuteyvikog Zvppouviog Ispvpatog AEZTE

Tvvévrevin otovg ATHENS by SOUND

H Sivon ¢ ap1tekTtovikrg
Agiog X®POgG, XAPTOYPAPNOT) Kat N oypapia

AK: Epoon 1
[véeg texvoloyieg — xwpikeg avTAnypelg — apyirtektovag)

I'T: 'Olot xpnowormolovpue onuepa Google Earth,
GPS, Awadiktuo, yn@laxkd Slaypaupata, XapToypagnoeig,
Sopuopikég ewkoveg, kabe eidovg media kan Siktva.
TIpdkertan yia pia oelpd ypageg, o1 0stoieg aAAAdovv
PIQKA TV AVTIANYT| HAg YA TOV XOPO. EEKIVOVTAG
antd tov L. B. Alberti, n avtiAnyn tou x®pov apyioe va
QITOKTA peyaUtepn onpacia asd tov id1o 1o xmpo. Auto,
AOUTOV, IOV E0EIG TEPTYPAPETE WG «VEEG TEXVOAOYIES»
OJITIKOTTOLEL TT) OT|LEPIVT| TTAYKOGUIOITOINOT) TOL XMPOUL.
Oa entpeva, OUmE, TEPLOCOTEPO 0TIV EVVOLA TNG
yewypagiag kat oY1 Tov Tostiov. Av Tapovpe v Ae&n
«yew-ypagia», Oa Sovpe 6T onuepa aAAadel n «yaia»
-1 Y1-, aAader kau i «ypagn». Apa, alMadovy kot ta
600 ocvoTtatikd Tov 6pov. Nouidw, Aoutov, OTL AUTEG O
QITEIKOVIOELG TN TTAYKOOUIOIOINOTG £X0UV €va OT|UEL0
TO 071010 SeV PITOPOVUE VA TIPOCTEPATOVIE EVKOAQ.
Katapynv, mapovoiadovral oav pia evoei€n texvoloykng
10x00g, oL Sev kpvPet Tig P1rodo&ieg . To a0 0V
vopilw 6T a&ider va tpooefoupe eivarl OTL ATITOKTA TAEOV
spofadiopa n avtiAnyn evog Aeiov ympov. Ot texvoloyieg
AUTEG KAMEPYOUV evBOLOIAOHO KA1 LITEPAVATIAT|P®OT),
Snuovpyovv pia eviaia kowvn yAwooa, Sivovv og 0Aovg
™ SuvaTtoTnTa va £Xouv ypryopeg ATEIKOVIoEIS O)1 LOVO
TOV TOAE®V AAAA KA QUTOLAKPUOUEV®DV YE®YPAPIK®DV
seproywv. Tnv ida otrypr}, Opwe, avamapayovy piav
AUTAPECKELA KAL TNV OUTOIIA TOV OTL ATTOKTIOAUE U1
kaBoAkr) kol avTikelevikr Beopnon Tov xmpov.

AK: ITotevete 6Tt Srampaypatevovral kaboiov v
£vvola NG TomKOTNTAG;

I'T: Nopidw 6T 0 adVvauog kpikog otnv alvoida
AUTGOV TV AVATTOPACTACE®Y ElVAL 1) TOTKOTNTA. ZTNV
ovoia, auTtd ov avadelkvietal gival 1) eviaia Kowr)
YA®OOQ KAl EKEIVO TT0V TiBeTan o€ pa v oKlag eivan 1
Tomkr) Stdotaom, 1 omoia avayetal oe PEPOS TOL EVIAIOV
Aelov xmpov.

AK: TTapd v emkpAaTnon g Kowr|g yYAwooag,
péoa oto Agio autd medio moTedeTE OTL UTOPOLY Va
EUPAVIOTOVV KATTO1a oNuadia TomKOTNTAg, AKPOG AdYK
auTrg g Aglag empavelag;

I'T: Nopidw 0Tt autd eivan 1o kabnkov pag onuepa.
Na avantogovpe epyaleia ov va o Ti{ovv auTiy ™
oKotewn {ovn, TV Tteployn Tov AAov, Onwg Ba Eleye
£vag youyavalutg. Av To KahookepTovpe, Ba Sovue
o1 1o Aladiktvo, To Google Earth xan to GPS givan
KATEEOXTV OUOIOUATA AUTAG TG AVTIANYNG TOU Agiov
xopov. Ilwg, duwg, Ba avayvaopicovpe Tig Srabldoeig g
JTAYKOOULOTIOIN 0T, TIC KATAKEPUATIOUEVEG TOTKOTNTES

Yorgos Tzirtzilakis

Architect, Assistant Professor UTH,
Faculty of Architecture,
Art Consultant of DESTE Foundation

Interviewed by ATHENS by SOUND

The Dissolution of Architecture
Smooth space, mapping and soundgraphy

AK: Question 1
[new technologies — conceptions of space — architect]

YT: Today, everyone uses Google Earth, GPS, the
Internet, digital diagrams, mapping, satellite images, and
all kinds of other media and networks. These are all ways
of writing that fundamentally change our perception of
space. As L.B. Alberti pointed out, our perception of space
is becoming more important than space itself. These so-
called ‘new technologies’ are actually a reflection of the
globalisation of space in the world we live in. Here I would
emphasise the notion of geography, rather than landscape.
The word ‘geo-graphy’ has Greek roots: ‘geo’ comes from
‘gaia’, meaning earth, and ‘graphy’ is Greek for writing.
Today, the meaning of ‘earth’ and ‘writing’ have both
changed, so the definition of geography itself has changed.

So, I think these representations of globalisation have
now, reached a point that we cannot easily go beyond. For
a start, they appear to be an indication of technological
power that does not hide its ambition. The other thing
that is worth noting is, that the concept of smooth space
is now in the ascendant. New technologies generate
enthusiasm and ‘hyper-disposability’, they create a unified
common language, and they give everyone access to rapid
representations of cities, but also of distant geographical
regions. At the same time, though, these new technologies
create a sense of complacency and the utopian idea that
we have achieved a total and subjective command of
space.

AK: Do you think these technologies address the
notion of locality?

YT: I would say that locality is the weakest link
in this chain of representations. Essentially, what is
being highlighted is a unified common language; this
overshadows the local element, which is reduced to part
of a unified, smooth space.

AK: In spite of the predominance of a common
language, do you think that smooth space allows certain
elements of locality to appear, precisely because of its
smooth surface?

YT: I think our duty today is to develop tools that
will shed light on this zone of darkness, on the Other, as
a psychoanalyst would call it. If you think about it, the
Internet, Google Earth and GPS are reproductions par
excellence of this perception of smooth space. But how
can we recognise the refractions of globalisation, the
fragmented localities within a unified language? This is
a virtually unknown factor that could be the subject of
further investigation. We must invent ways to penetrate
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Héoa amod pa eviaia yYAwood; Avut Tapapével pa oxedov
AYVOOTI TAPAUETPOG TTOL PITOPEL va Tebel wg oTtdXog TG
£peuvag. Xpeladetal va emvoroovpe Tpomovg dieioduong
0€ AQUTEG TIG TOAATAITNTEG, - KAL £5M TPLIMOVEL ATTO TO
TapaBupo 1 Evvola TG XapToypaenong.

3T: Epotnon 8 [«XApTeg» - XwPIKT 0pyavwon
Kataypapaov]

I'T: Akopa kat ta mass media -tov ouViIoTOLV
™MV KateoynV maykoopa yAwooa- 0Tav AELToupyolv
o€ ToTKO eninedo Srabétovv TeppaTikovg otabpoig,
S1ekbikovv Siedevoerg kan Ta Sikd toug «ethnoscapes»
(BnAadn, Tomia avBpwmwv). Apa, LITIAPXEL LA AKATACTATN
HOPEPT) TOTIKIG S1ONONG AVTOV TOV ATEIKOVICEWMY TOV
«vIEPX®POL». I T0 AdYo auTod, MOTEV® O pia HKTn
ouVONKN avayvemong mov Ba eival TavToXpova avaloyikn
(xaptoypa@ikn) kat yneaxr, Oa cuvdvadet  Aoyikn
Tov bricoleur kat Tov uNYavikov. Av 1) APYITEKTOVIKT
yivetau éva €18og off-shore ovng pe Sloykwpévn
maykoopa Staotaon, SlakatExetatl, TavToxpova, Kal and
T0 Bpayva g TOTKOTNTAG, TO Saipova Tov Tomov (genius
loci). Na ylati 0Aeg 01 GUYXPOVEG AVAYVHOTELS TTPETEL VA
EUTAOLTIZOVTAL [LE XAPTOYPAPIKA OTOLXEIQ TTOV EXOUV VA
KAVOULV L€ TN OOUATIKOTNTA, TNV KaOnuepvi epmeipia
KOUL TNV UTTOKEWEVIKT) - T] «<YVOOLAKT»- XAPTOYPAPNOT).
MeBoSoloyika oToryeia yia pia €Tl xapToypapnon
SraBetovpe 1161 apketd. Oupilw, o Dymaxion Map tov
Buckminster Fuller, 1| ta mpwtoAeia eyyxeipnuata twv
VIAVTAIOTOV KAl TOV GOUPEAANTT®OV KA, TIPOTTAVIWY,
TOV KATAOTACIAK®DV, AAAA KAl KAAMTEXV®V ONKOG O
Robert Smithson x.a. IIpdkertat yia xaptoypapnoeig
IOV E10AYOLV pid KPLTIKT S1dlotaon. Autd mov xpetddetat
VO KAAALEPYTOOUUE TTEPLOTOTEPO EivaL 1] APPIPPETEIA
AVAUECSA 0TO VAIKO KAt 0T0 AvAo emtinedo.

AK: Te oY£0N LE TA TApamdve Kiviuata
XAPTOYPAPNONG, TO TTPQOTO Pripa €ivat 0 TPOTOG PEe TOV
071010 0 XapToypaog Stafadel Tnv OAN kAt to Sevtepo
elvan g 0 avayvootng Stafadet Tov xap.

XA: Kat ta ototkeia mov Sivel o xaptoypapog otov
AVAYVAOOTN V1A TV «UETAPPAOT)» TOU...

I'T: Oa é\eya OTL TpoKeELTAL YA SladoyiKeg
mapavayveooelg (misreadings). EEoAokAnpov
enmaAnBevopog xaptng dev vpiotatat mote. Tnv
i61a oy mov oynuartidetal, petaoynpatidetat kat
AKLPOVETAL Apa, OTTOASTITTOTE XAPTOYPAPTOT| EXEL
VAL KAVEL LE TNV AVAYVKOOT] TOU XAPTOYPAPOU KAt TV
TAPAVAYVHOOT) EKELVOUL TTOV TNV LIOKEEVOTTOLEL. Me Tov
TPOTO AVUTO 1) XapToypagpnaon yivetar pavtaoiakn. To
T elvan ofjpepa 1 ABnva oxeTideTal Kat [E TO TOG EUELG
™ QAVTAOHAOTE OTL EIVaL. TTIG ONUEPLVESG KOVWOVIES, 1)
pavtaolakn Stayeiplon g elkovag g moANg eivan e€ioov
OTLLAVTIKT) LE TNV TPAYUATIK TTOAT.

AK: ITotevete 0Tt Ta véa péoa mailovv poAo
oge auTo;

I'T: Nouidw o elonABapie avemotpenti 0To
TAPOAATPNUA TRV PAVIACIAK®V avayvooewv. H
TPAYLATIKT] TTOAT, ATTO HOVI TNG, ELVAL AVOTTAPKTI.

XA: Ta 6p1a HeTaED (pavTaciag Kal IpayHaTIKo

these multiple dimensions - and this is where the notion
of mapping comes in.

SG: Question 8 [mapping — spatial configuration
of recordings]

YT: Even mass media — which are the
quintessential repositories of global language — have
certain terminal points; they try to open up channels
at the local level, and seek their own ‘ethnoscapes’ (or
human landscapes). So, there is a sort of unsystematic
local filter of these representations of ‘hyperspace’.

That is why I believe in a composite type of reading, that
is both analogue (mapping) and digital, and combines
the rationale of both the handyman and the engineer. If
architecture is becoming a kind of offshore zone, with an
expanded global dimension, it simultaneously bears the
onus of locality, the genius loci. That is why all modern
interpretations should be enriched with cartographical
elements that have to do with physicality, with everyday
experience, and subjective, ‘knowledge-based’ mapping.

We already have a considerable amount of methodological
data for this kind of mapping, such as Buckminster
Fuller’s Dymaxion Map or the early experiments of the
Dadaists, the Surrealists, and most importantly the
Situationists, as well as artists like Robert Smithson.
These are all mapping exercises that introduce a critical
dimension. Now, the main thing we need to develop is a
fluctuation between the material and immaterial.

AK: Regarding the mapping experiments you
mentioned before, the first step is how the cartographer
‘decodes’ the city and the second is how the user ‘decodes’
the map.

CA: And the information provided by the
cartographer to enable the user to ‘translate’ the map...

YT: I would say that this is a question of successive
misreadings. There is no such thing as a totally accurate
map. Even as the map is being drawn, the landscape is
changing, making certain elements of the map obsolete.
So mapping of any kind has to do with the interpretation
of the cartographer and the misreading of the subjective
user. Thus mapping has an imaginary quality. How Athens
is today depends on how we imagine it to be. In today’s
society, our relationship with our imaginary notion of a
city is just as important as the real city.

AK: Do you think that new media play a role in this
relationship?

YT: I think we have reached a point where this
jumble of imaginary interpretations is irreversible.
The real city no longer exists independently of our
imagination.

CA: The boundaries between the real and the
imaginary seem to be increasingly blurred. Reality now
lies somewhere between the two, but since the boundaries
are usually hard to define, it is difficult to know where you
actually stand.
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aivovTal oTjUepa apKeTd ovykeyvpeva. IIAov n
TPAYUATIKOTNTA €lval HETAED AUT®OV TwV V0 XHPwV, Ta
opia etvat ouvnBwg Svodiakpita kat ol Sev pmopeig va
kataAaperg oL Kiveioat.

I'T: Aev mpoxertan Hovo ya Anpogopieg (data),
QA ka1 yia GUHBOAIKA oLuoTHUATA HECA OTA OTToTa
Kwvovpaote. To QuAo Sev LITAPYEL TTOTE ATTO LOVO TOVL.

Tt autd MOoTeV® OTL EIPACTE O KOVIA 0 ALTO TIOV O1
HUOTIKIOTEG TOV pedainva amokalovoav «coincidentia
oppositorum» - gg pia evonTa TV aviiBetwy. Yapyet
pia ovveyrg evaalayr) Kat oUYXLoT TOU VAIKOD LIE TO
AavAo. Autd mov onjuepa Sokipadovpe OAOL eival TEXVIKEG
OV HoVTAd. MOVTAPOUUE EIKOVEG, ) LAAAOV GUVAPLOYES
ovwV. Av kATt gxel18aitepo eviiapepov otn Sikn

0ag AvVAYVKOOT) lval To NYNTIKO OTOLKELD, KL AUTO ylaTi 1
Aoyikr) Tov DJ xaBiotata orjuepa pwtevovoa. O Nicolas
Bourriaud gvosoinoe autod T0 GAIVOUEVO LIE TOV OPO
«postproduction». Qotd00, KaBMG OAEG 01 KAAITEYVIKEG
KO APXLTEKTOVIKEG YADTOEG YivovTal samples, 1) TeEXVIKN
™mg pi&ng avadewvietar oY1 povo e aolnTIKO AAAG

Ko xwpko mapaderypa. H mpotepaidtnta Tng nYNTKIG
AVAYVOOTG EXEL TEPLOCOTEPO VA KAVEL IUE TO OTL ATTOTEAEL
apaderypa yia GAovg Toug VITOAOUTOUE KAASOUG 0TO MRS
apBpmvete N YwPkn epmelpia. Aev TpoKeITal yia {HTnua
avamapaotaong aAa pebodoroyiag. H épevva mdvw
OTOV T1X0 €lval oTjuepa 1) eUTTPooBOPLAAKT OAWY TV
AVAYVOOEWV - AKP1POG XAPT 0TV €E0IKEIWOT) TNG LE TIG
TEYXVIKEG NG avapugng (remix).

3T TIog oXeTIOVTAL 01 KATAYPAPES LE TO Bepa
™mg epmelpiag;

I'T: ¥ Sexaetia tov 1980 provoape ya
«AVATAPAOTACELG TNG TTOANG», IOV TI¢ Bewpovoape
amekovioeig. To kupilapyo LOVTENO T)TAV EIKOVOYPAPIKO.
«H ABfva omwg (8ev) @aivetar» (1986) amotéheoe
TO ONUAVTIKOTEPO eKkBeTIaKO 0TAONO LG TETolag
avayvoong. To poviédo autd, Opmg, Exel oTjuepa
avtikataotadel. Metd ano Siadoyikég avabewprioeig
@tacape o’ éva povielo mov Ba to EAeya epeuvnTiko. Exel,
Ba evétaooa kan TV S1kn oag TPOTACT), ATTO TN OTIYUN
710V 1) 1810 N OTTIKOAOVOTIKT) €peuva artoteAel AoONTIKO
KOl APYLTEKTOVIKO VAIKO NG ekBeomng. Mia ékBeon-tour
o’ autrv TV katevBuvon amtotédeoe ) Mutations (2000)
twv Stefano Boeri, Rem Koolhaas, Sanford Kwinter,
Nadia Tazi kat Hans Ulrich Obrist. Ot tpeig teAevtaieg
eMnvikég ouppetoyeg otn Biennale tng Bevetiag (2002,
2004, 2006) KIVHOnKav e epeuvnTIKO TPOTAYLQ,
teivovtag oe SrapopeTikd kabe popd atdoyo. Madi pe v
S1k1) 00G, TO COrpus AVTMV TWV CUUUETOXMV LLAG TIAPEXEL
pia 18éa g emtedeotikng (performative) - kat Oyt g
AVATPACTATIKNG - AEITOVPYIAG H1OG APYLTEKTOVIKNG
£xBeong.

XA: Ep®tnon 4 [atpoo@aipa Kot apyLTteKTOVIKOG
oxeblaouog]

I'T: Ma and Tig peyaivtepeg @Aodogieg g
HOVTEPVAG APXLTEKTOVIKIG OTOV 200 AlVA HTAV VA
EepUyel amd ™V VAIKOTNTA TOL KTIpiov kat va Staotadel
o€ atuoo@aipa. Mia tétola S1avon g apyLTEKTOVIKNG
Srakpivetal 0To £pyo oplopEVWYV EETTPECIOVIOTOV
apyttektovwyv, otov Frank Lloyd Wright, oto Iepintepo
g Philips twv Le Corbusier, Eevakn kat Varése kat

YT: This is not only true of data, but also of the
symbolic systems in which we operate. The immaterial
can never exist per se. That is why I think we are
closer to what the medieval mystics called coincidentia
oppositorum - a unification of opposites. The material
and the immaterial are in a constant state of flux and
confusion.

Today, we are all experimenting with the art of editing.
We edit images, or rather sequences of images. What
fascinates me about your interpretation of the city is the
element of sound, because of the prevailing idea these
days that everyone is a DJ. Nicolas Bourriaud made the
connection between this phenomenon and the term ‘post-
production’. However, since all artistic and architectural
languages can now be sampled, the art of synthesis has
become a spatial as well as an aesthetic paradigm.

The pre-eminence of auditory interpretation has more to
do with the fact that it is a paradigm for all other fields,
in terms of how we express our experience of space. This
is not a question of representation, but of methodology.
Today, the investigation of sound is at the forefront of
all other artistic exploration precisely because it is so
accustomed to the technique of remixing.

SG: How do recordings relate to actual experience?

YT: In the 1980s, we talked about ‘representations
of the city’, which we considered to be depictions. The
dominant model then was illustration. “Athens as it
does (not) appear” was a major exhibition in 1986 that
epitomised this approach. But, this model has since been
superseded. After a succession of different interpretations,
we have arrived at a model that I would call investigative.
I would say that your project belongs to this category
insofar as the audiovisual investigation is in itself
the aesthetic and architectural material on display. A
landmark exhibition in this field was Mutations (2000),
which included work by Stefano Boeri, Rem Koolhaas,
Sanford Kwinter, Nadia Tazi and Hans Ulrich Obrist.

The last three Greek Pavilions at the Venice Biennale (in
2002, 2004 and 2006) all started from an investigative
impulse, although each had a different objective. Together
with your project, this corpus proposes a performative -
rather than representational - approach to architectural
exhibitions.

CA: Question 4 [atmosphere and the design process]

YT: One of the major aims of modern architecture
in the 20th century was to move away from material
construction and expand into the atmosphere. This
diffusion of architecture can be discerned in the work
of some Expressionist architects such as Frank Lloyd
Wright, the Philips Pavilion of Le Corbusier, or the work
of Xenakis, Varése, and above all Constant. It might seem
strange, but the diffusion of architecture into atmosphere
has brought it closer to popular culture. The suppression
of spatial clarity is what recreational spaces aspire to.
Discotheques are a perfect example of this approach,
which has been widely emulated in shopping malls.

In relation to your audiovisual installation, it might
be worth referring to Brian Eno’s ‘ambient music’, a
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niponavtwv otov Constant. Mowdlel mapa&evo, oA n
S10\voT NG APYLTEKTOVIKNG O€ ATHOCPALPA TNV EPEPE
10 KOVTA 0TIV KOLATOUpa g StaokéSaong. v
TPAYUATIKOTNTA, 1] KATAPYNOT KAOE XWPIKNG oaprvelag
elval 10 amoyelo Twv xwpwv dtaokedaong. Y avtrv
NV €Vvold €lval XApaKTnNploTIKO TO mapadetypa g
disco, To omoio onpepa Srayeetal ko ota malls. X1
Skry oag omTikoaovoTiK eykataotaon Ba propovoe va
(PAVEL XPNOUOG 0 0P1oOG 1oV £6wae o Brian Eno, ot
Sekaetia Tov 1970, yia v «ambient music» kal otov
omoio a&idel va emotpéyoupe. O Eno enefepydomke
«HOVOIKN Yl agpodpopiar, Snhadr nyntikd vrofabpa
(backgrounds) yia 6UYKeKPILEVOUG XDPOLG. AV OUKG
elpaote meplocoTEPO MTpooekTikol Oa Siamotmoovpe
OTL KABe NyNTIKN eykataotaon Snuovpyel pia EAAoTIKN
XWPKOTNTA, 1) 0710l AerToupyel woTikA —8nAadn €xet
éva petafAnto nedio péoa oto omoio Spa. Me tov tpomo
AUTO CLOTNVEL SIAPOPETIKES XWPIKES UTTpeg (matrix),
£va e180¢ YmPov HECA OTOV XMPO. AVTIOTPEPOVTAG
oT|LEPA TO SNUOPIAT) popavTikd 0ptopo tov Goethe -«1
QPYLTEKTOVIKT) EIVAL TETPWOUEVT LOVOIKT»- UTOPOVLE
BewpPNOOLLIE HIa NYNTIKE EYKATACTAOT) 0AV L1
«pevoT apyltektovikn». Badiovpe iong auryava

KOl GUYKEYUUEVA TIPOG LA LT)-AVAITTAPAOTATIKT
QPYLTEKTOVIKT), Hi0 APXLTEKTOVIKT] OV AVTAEL QIO TG
VEEG XWPIKEG ETTEIPIES TNG TOANG. Mia apYITEKTOVIKT
akaBoploTn, TV o7Toid HOVO VAL TNV PAVIACTOVUE
UITopovpe Le To AA0BL g ToANng. 'Exel eviiapepov 6T
1 7110 TTAOVOLA £PEVVA YA TO APYLTEKTOVIKO AVTIKEILEVO
E£PYETAL OTILEPA PETA ATTO TO PAVOLEVO TNG TTOANG.

AK: ITiotevete OTL AUTH 1) OTPOPT) OTNV TTOAN
£XEL OXEDT KAl e Eva KOpa S1epelivnong TV opimv TNg
APXLTEKTOVIKTIG;

I'T: Ta 6pla TG APXLTEKTOVIKNG (pAivovTal TAEOV
Satpnta. To eviia@epov elvar OTL 1 ApYITEKTOVIKT elval
QIO TOVG TPWTOUE KAASOUG IOV avoiytnkav oe AAa media
-KUPLWG 0TO S1ANOYO TNG LLE TIG EIKATTIKEG TEXVES KAL TN
yAvmtikn). Towg, yati StouoBavotav 0Tt to avtikeipevo
™G elvan vpltepo amd To 1610 To KTiopa. Znuepa To
AVTIANTITIKO VLA TNG APXITEKTOVIKIG £XEl SlaoTael o
1010 Babud MoTe va yivel oA

XA: Towg auTO EXEL VA KAVEL TAPA TTOAD KAL LIE TOV
TPOT0 MOV {oVE O€ pia emoyn pevotdotnTag. O pubuot
G UNTPOITTOANG eival TETOL01 OV O€ KAVOLV va Kiveioal,
OVTAG CUVEXMG «EEW» - AKOUA KAl OTO YPAPELD eloatl 0TO
Tviepvet. Ta AvTa yivovtal «€Ew» - KL auTo eivat 1ov
VO Ttwg EXEL VO KAVEL LIE TNV OTPOPT) OTNV TOAT.

I'T: TIpdypatt. AUTo OUKG gival KAl TO OPLO OV
OKOVTAPTEL I} VIEPAPYLTEKTOVIKT] TOV LEYAADY OVOLAT®V
(stars) akoun kat ot xmpa pHag. Amevavtiag, yia va
ayYyiEOULE TOV TTUPTIVA TNG APYLITEKTOVIKNG OTUEPQ, TIPETEL
va Byovpe €Ew at’ autnyv.

3T: Epotnon 9 [AOnva kat nyntikn tavtotntal

I'T: Nopidw 0TL | £€pguva TOV NYNTIKOL TOTOV
™mg ABrvag Sev mpoxbTel HOVO aItd Ta onpeia
£vOg aPnpnuevou kavafov, aAAd oupmeptAapfavet
AKATAOTATEG POEG, APNYTOELS KA AVATTIAPAYWYES TOV
NX®V (010G TV padlo@wvik®v) - 0,1t SnAadr) amokalope
soundtrack g moAng. Aev vtapyel Evag «avbevTikog»

term he coined in the 1970s, which is worth revisiting.
Eno experimented with ‘music for airports’ - musical
backgrounds for specific spaces. But if we pay closer
attention we will see that every sound installation creates
a flexible space, which has its own propulsive force - in
other words, it operates within its own variable field. In
this way, it introduces various spatial matrices, a kind

of space within a space.

Today, reversing Goethe’s romantic definition of
architecture as ‘frozen music’, we could classify a sound
installation as ‘fluid architecture’. We are moving

- if somewhat awkwardly and vaguely - towards non-
representational architecture, which draws on these new
spatial experiences of the city. It is a form of architecture
that is undefined, which we can only imagine through the
city. It is interesting that the most profound architectural
investigation today deals with the appearance of the city.

AK: Do you think this focus on the city is related
to the recent spate of studies exploring the limits of
architecture?

YT: The limits of architecture no longer seem to be
fixed. It is interesting that architecture was one of the first
fields to open up to other art forms, in particular art and
sculpture. Perhaps, this is because architects realised that
their subject matter is much broader than just building.
Today, the conceptual features of architecture have
expanded to such a degree that they have become
the city.

CA: Perhaps that has a lot to do with the fluidity of
our lives today. The rhythms of big cities are so intense
that we are constantly moving, constantly ‘out there’ -
even at the office, we are out in cyberspace. Everything
happens ‘out there’, and I think this has led to this shift in
attention towards the city.

YT: That’s true. But that is also the limit that
restricts ‘hyper-architecture’ by big stars, even in Greece.
On the contrary, to arrive at the core of architecture today,
we have to get beyond architecture itself.

SG: Question 9 [Athens and sonic identity]

YT: I believe that an investigation into the
soundscape of Athens does not only consist of points
on an abstract canvas, but also contains muddled flows,
narratives, and reproductions of sounds (like radios) -
in other words, what we call the soundtrack of the city.
There is no single ‘authentic’ topographical sound of the
city (with its cars, rustling leaves, and birds singing in the
trees), because of the decisive role played by scattered
streams of speech and machines that reproduce sound.
So I think the ‘auditory identity’ of a city is primarily
correlative: it brings us back to transformations of
language - to the narrative. Thus we have a re-emergence
of the structure of language, which befits the ‘auditory
identity’ of the city: the fluid, colloquial and diffuse
language that produces rhythms, narratives, behaviours,
variations and soundscapes. The syntax of the language
becomes the structure of the place. Taking this idea one
step further, we could say that, like language, the auditory
landscape - or soundscape - forms a kind of habitation,
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TOTOYPAPIKOG NX0G TG TTOANG (1e avTokivita, Opolopata
PLUAMGV KAl TOLVALA TT0V KeAanSolv «ot” avBiopeva
KA@via»). Kt auto, yati Stabpapatidovv kaipto poro

01 81407apTEG POEG TOU AOYOU KAl O1 UNYAVIOHOL
avamapaywmyng tov nyov. 'Etat, Aowtodv, motedm 0T
«MYNTIKT TOUTOTNTA» Hag TOANG eival Tave art’ OAa
AVTATTOSOTIKY: LAG ETTAVAPEPEL OTOVG LETATYNUATIOLOVG
™¢ YAwooag - Snhadn oty agnynuatikotata. Me

TOV TPOT0 AUTO, avadvetar Eava 1 Sopur) g yAwooag,
IOV TPOGISIALEL OTNV «NYNTIKT] TAVTOTNTA» TNG TTOANG:

H pevotn, kaBnuepvn kan Siéutn yAwooa eivan tov
TTAPAYEL PUOLOVG, APNYTIOELS, CUUITTEPLPOPES, EVAAAYEG
Kot noxpopata’ n dour g yAwooag yivetat Sopr| Tov
tomtiov. IInyaivovtag akoun apanepa, Ha popovoape
VO TTOVUE OTL TO NYNTIKO TOTTO - 1 NYOYPAPIA - ONWG

KAl 1 YA®OOoQ, uvioToLv éva eidog katoiknong, pia
pevyalea Srapovr) og vav TONTIoNO 7oL Agrtovpyet
avBpwmoloykd. Av Ba tpooebeta kAT yia v Adnva
elvat 0 AAMOKOTOL PNYAVIOHOT TTPOCAPUOYNG TTov Stabetet
ATEVAVTL 0TOVG Sradoyikolg ekpovtepviopovg. 'Exovpe
YPTYOPES TPOCAPLOYES OTIG TEXVOAOYIKES KAVOTOLIEGS,
A pe aANOTPOGAMO TPOTT0. AUTO TToL SraPevyel Ao
TNV APXLTEKTOVIKT] LAG KOVATOUpA gival o1 Suvatotnteg
AVTOV TV TPOTAPLOYQDV, TWV POWV KAL TWV EALYLGOV.

H i81a n) tOAN o1kel07T01EITAN 1A OELPA TEXVOAOYIKA
HOVTEAQ KA CUMTTEPLUPOPEG TPV TA AVTIAN POV LE epeic.
Y autiv v évvola, 1 7tOAN EEMEPVA TNV APYLITEKTOVIKT
pag kovAtovpa. OploUEVES AUTOOYESIEG KATAOKEVES, Y1
mapadetyua, eival ;o emMvonTKEG Ao TN YA®Ooo TwV
APYLTEKTOVWY, TTOV GUXVA LOLALEL POPLANOTIKT], APYT) KL
aykvAmpévn. Avt m Bpadvnta, kasote, m Bewpovoape
OWTNPLO TAEOVEKTNIA TNG APYITEKTOVIKNG - £MEI0N
akp1fwg Sratnpovioe pav armdotaon anod ke enuepn
poda. Trjuepa, OUMG, PAVEPMVEL TN GUVTNPNTIKI TNG
TIAEVPA OE OYEOT LLE LA OELPA AVTIOETELS, TTUKVOUATA KAl
EVTAOELG TTOV 1) TTOAN 81 emeepyadeTal KAl APOUOIOVEL
Na ywati, Aowtov, 1 oA YiveTan To Haytko XaAl g
APYLTEKTOVIKNG £pELVAG. MECOW AUTNG, EMAVEPYXOUAOTE O
£KEIVO ATTO TO 07010 EYALE ATOKAEIOTEL: OTNV KOvwvia
Kot oty kadnuepvr {om.

a fleeting sojourn within a culture that functions
anthropologically. If I were to add something specifically
about Athens, it would be the city’s peculiar capacity to
adapt to successive waves of modernisation. We adjust
rapidly to technological innovations, but in an erratic

way. What is lacking in our architectural culture is the
potential of these applications, currents, and diversions.
The city assimilates a whole series of technological

models and behaviours before we even realise they exist.
In this sense, the city surpasses its own architecture.

For instance, certain improvised constructions are more
ingenious than the language used by architects, which is
so often formalistic, sluggish and stiff. There was a time
when this sluggishness was considered to be architecture’s
saving grace - precisely because it maintained a distance
from every passing trend. Today, however, it exposes the
conservative side of architecture in relation to a series

of contrasts, densities, and tensions that the city itself is
already adopting and absorbing. This is why the city is like
a magic carpet for architectural investigation. Through the
city, we return to that from which we had been excluded:
society and everyday life.
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Kwvotavtivog Brjta

Movokog
H ovp@ovia tov x®pov

sota givat n Stapopad g moivag
amo évav adeto xwpo, eine
KQt UETA ELTE
sowa givat n Stapopd evog ovpavo&ootn
o pia adela EkTaon yng
ueta myv dtaredn xat ot vo
éneoav at 10 Tapabvpo oTo avoiyTo ovpTay
KoLTadovtag v OLwanAn yn
0 nAtog €6ve Qo TN LA IAeVPA G yng
0 APYITEKTOVAG ELTE
o uabntg dev amavimoe
UETA 0 uabnt)g potnoe
KL 0 APYITEKTOVAS OKEPTIKE
Kat yla 1oV Alyo 1 otwsn Tovg
KaBpeptiotnke 0 €va yuvaAvo KTiplo Tpamedng
™V wpa mov Svo Ueyaia pavpa avtokivnta
&Pyatvav amo to ykapad tov kTipiov
ANYALVE TO €va UITPOOTA KAL TO AAAO TioW
oW NTAV €va VYPNAO TPOCWITO
Ta autokiviTa StEoxI{ay apya tn HeyaAn Aew@opo
oAa eixav ovupwvnOel
OAa eixav kAgioet
0Tav [a CUUP®VIA KAgIVEL
TOTE €VA KOUUATL QITO TOV XWPO SeOUEVETAL
UETA 1) ovupwvia xTidetat
KAl OTIG TETOEPLS YWVIEG TOV XWPOU
TO0OETOVV KAUEPES
xat Hetd fadovy pa TapmEAQ oV Ypagpet
0 XWPOG TTPOOTATEVETAL
Kat 0Aot kataafaivovv ott AUTOG
elvat évag 1IS1wTikog Ywpog
a (§LoxTnTn Eptovaia
&vag XwpPog LLE TTPOOITTIKT)
oe AAAoUG IBLOKTNTOUS XWPOUG
Kat kabwg o nAtog dvet
T0 OKOTAS!L KAAVTTTEL TA TTAVTA
apya apyd
KQL 0L TOAELS AVOLyoVV T PWOTA
yta va Sei&ovv ott 5 vapyet pia ToAn
xat 1a agpomAava kataiafaivovv
WG elval 1 pa va KAEIOOVV Ta HATIA TOVG

T1 evvoeig 0tav Aeg kAt
Komnkav 8&vipa, €xTioav KTipla, OTapdTnoav 0Ad yia
va Yivouv peyadnpia... Topa, To AEM@OPEL0 TPEXEL OTNV
JTAALA OV OUVOIKIA , eKel Ttov Tistota Sev Bupider Timote.
To tomio €ylve éva AVOVULO TTEPACHA , OTIWG T) YPTIYOPT
VITOYEL HETAPOPA HOU LLE TOUG GUPUOVGE ATIO TO EVAL HEPOG
010 AAo. Ta okdpma mp3 pov Bupidovv ATOoTACHATIKEG
eoveg g {wng Hov. Kamoteg popég kortadw yupw Hov
Kat pe mv pondera Tov nyov arobavopat 1) apnyopovpat
ot Sev elpan €8 1 OTL avikw oTOV KOOWO pov. Me autd
OV KOLTAW OTTAVIA TAVTIOHAL, ATTOLOVAOVOLAL, YIVOuaL
€vag HKpOg oup@etdg oe va Skd touv B0Ao. Eipan o S1kog
pov koopog. Kabe pépa Stamotove nwg 0Aa oupfaivovv
yia va amto&evmbo, yia va ciofavopat aoc@aing kat va
Bpiokw mapnyopld o’ autd ov pov movAave. Ilepvm
péoa am OAa. Méoa amo v Pian kakoyovotn aodnTikn
Snuovpynoav aoBnukr, cav kaveig va unv nfeie va

Konstantinos Vita

Musician
Symphony of Space

what’s the difference between a swimming pool
and an empty space, he asked
and then he said
what’s the difference between a skyscraper
and an empty plot of land
after the lecture they both
fell out of the window into the open universe
looking down on the silent earth
the sun set over one side of the earth
the architect said
the student did not reply
then the student asked
and the architect thought
and for a brief moment their silence
was reflected in the glass building of a bank
Just as two big black cars
drove out of the garage
one behind the other
an important person was in the back seat
the cars slowly crossed the wide avenue
everything had been agreed
everything had been arranged
when a deal is made
then a piece of space is assigned
then the deal is built
and in all four corners of the space
cameras are installed
and then they put up a sign that says
this space is protected
so that everyone knows
this is a private space
private property
a space with a view
of other private spaces
and as the sun sets
darkness covers everything
slowly slowly
and cities turn on their lights
so that people know there is a city there
so that airplanes know
that it is time to close their eyes

What do you mean when you say something
They cut down the trees, they made buildings, everything
stopped so they could erect these monsters... Now the
bus races through my old neighbourhood, where nothing
is familiar any more. The landscape has become an
anonymous way of passage, like my rapid subterranean
movement from place to place on the subway. Scattered
mp3s remind me of fragmentary images of my life.
Sometimes, I look around me and with the help of sound
I feel, or I find solace in the thought that I am not here,
that I belong to my own world. I rarely identify with what
I see, I withdraw into myself, I become a small mob in its
own vault. I am my own world. Each day, I discover that
everything happens so that I become alienated and find
security and solace in what people sell me. I pass through
everything. With their brutal, vulgar aesthetics they have
created aesthetics, as if nobody wanted to be reconciled
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oVUPWOEL pe To mapeABov, pe v 10Topia, He auTovg
IOV LITNPYAV TPV ATTO UAG, PE AUTA TTOV PTIAXTNKAY TPV
a7to pag. Avefaivovtag o 0o1adnIoTe TapAToa Kat
KO1TAZOVTAG TO KEVTIPO NG TOANG PAEmEIS TNV AKPOTTOAN

1 Tov Aukapntto, tov Yuntto kat yia Atyo updoat ot
Ce1g edw. Me 1o MEPAGHA TOV XPOVOL AVAKAAVTT® HETA
HOV, TNV THOTN YA VA S10XETEVOW AYATT HECA OV MOTE
va evwbm Eava pe to mepiBdAov, pe ta Alya Sevtpa, Tig
£PYATIKEG TOAVUKATOLKIEG TTOV OTEKOVV oAV EEXATUEVAL
KOUTLQ, L€ TOUG KEVTPIKOUG TOUEVTEVIOUS SPOLOVG, TIg
TOALEG AEWPOPOLG , LLE TA VAIKA TV O1KOSOUGOV KUPIWG
KO OX1 TOOO L€ TO TEAIKO AMOTEAEOUA TV KTipiwv. Exm
evobel e To ToevTo pe otdnmote eivan ykpido, pe

Tig S fabuioerg Tov PwTOE, e AUTO oV Pavtadopat

0T Ba pItopovoE va LI PYE, He TV TOAVOTNTA EVOG
AVOITAPKTOV TOTOV, UE TNV QPAVTACINOT) EVOg AAAOL
KOoov mov Sev Ba Sw. H éAhenyn tov xopov dnovpyet
NV €VOoT) LoV HE OAA. Zav EAAYI0TOG AEPAG TTOV PUOA
QA7T0 TO HIOAVOLYTO TTAPABVPO TOV AEWPOPELOL TTOV

TPEXEL KATA UNKOG TwV POV, PEPVK €EW AUTO IOV
VTTAPYEL HECA OV KAL ATEVILW PIAKA OAEG TIG EIKOVEG
710V MPOOTEPVQ. H aydun péoa pag eivat n kaAvtepn
apyttektovikn. 'Exel m peyaivtepn Svvapun ki amo

évav ovpavo&votn. 'Exet v i8a vvaun pe to pag

OV AYKOALAZEL TIG TTOAELS TOV KOOHOV. ATtO kPO Ttandi
N&epa mMwg KATTO101 LOUV 0€ HEYAADTEPA OTTITIA ATTO TO
10 pov, eiyav knmovg, aAhot fovoav g LIIOYEL Kat

Sev éfAenav Timota, Aot Sev eiyav mapabupa kat aot
elyav tepaotieg Pepavteg pe Oca. H apyrtextovikn eival
n Sikaoovvn, onuaivel OTL KATO10G £xel EpBeL KovTad

pe pua Bgikn 16ea, ya va dnovpynoet oikovopia oto
OUUTTAV, 0TO XWPO IOV LITAPYEL YUP® Tov. 'Otav dev
vIapyel neBodog Ta TAVTA HITOPOLV VA KATATGTPAPOVV,
auTod pag £5e1&e 1 10Topia, aKopa Kat TOAEIG. Zav adeia
EYKATOAEAEWWUEVA EPYOOTACIA TTOV SEV ATTEKTNOAV YUXT)
Eavd, YAOKOUV HIOOYKPEUIOUEVA Kat ASE10 0TO KEVTPO
™mg OANG yia va vtevBupidouv Tig adeteg Yuyeg Twv
avBpamwv, v EMenyn Sraxeipiong tov oefaocpov. H

T etvan 0 Xpog, 0 x®Pog eivar n) oy mov pag 660nke,
o1 ToAe1g avrikatontpidouvv Tt katdAape o avBpwmog

peg toug arwveg. Eym eipan n moAn pov pe 0Aa ta Aadn.
STEKOpAL €5 TTOV XTUMA TO PAG, £5G TOV OAOL PWVALOLV,
edw mov kavelg Sev oupPwvel pe kavévay, eipat Eva Tagl
IOV UTOPEL VA PTACEL TAVTOV, AVTOG OV ATTO TO APLOTEPD
KaBpe@Taxl pmopel va a@roel omolovonmote 1o Spopo
VoL TEPIUEVEL, AUTOG TTOV pmopel va astapvnBel oe pua
BOATA OAOKANPO TOV KOONO, AUTOG TTOV PBAETEL LAKPLA TTHOW
TOL &va GO AUTOKIVITO VA TTAPVEL PWTLA OTNV AKPT| TOV
Spopov, Epyopatl HIIpoaTd oov.

with the past, with history, with those who came before us,
with what was made before our time. Climb onto any roof
and look towards the city centre and you see the Acropolis,
or Mt. Lycabettus, or Mt. Ymittos, and for a moment you
remember that you live here. With the passage of time, I
discover my faith in transmitting love into myself so that I
can be reunited with the environment, with the few trees,
with the council flats standing there like forgotten boxes,
with the streets of concrete, with the old avenues, with the
materials that make the buildings rather than the ultimate
effect of the buildings themselves. I have become united
with cement, with whatever is grey, with gradations of
light, with what I imagine could exist, with the possibility
of a non-existent landscape, with a fantasy world that I
will never see. The absence of space creates a sense of
connectedness to everything. Like a light breeze blowing
in from the half-open window of a bus driving along the
streets, I bring to the outside what exists within myself
and gaze benevolently at all the images that are passing
by. The love within us is the best architecture. Its power is
greater than that of a skyscraper. It is as powerful as the
light that embraces all the cities of the world. Ever since I
was a child, I knew that some people lived in houses that
were bigger than mine, some had gardens, some lived in
basements and saw nothing, some had no windows, and
some had huge terraces with great views. Architecture is
justice, it means that somebody has come close to a divine
idea in order to create economy in the universe, in the
space that surrounds them. History has taught us that
when there is no method everything can be destroyed,
even cities. Like empty, abandoned factories that never
recovered their soul, lying derelict in the centre of the city
to remind us of the empty souls of people, of the failure

to administer respect. Earth is space, space is the soul we
were given, cities reflect what man has understood over
the centuries. I am the city with all its mistakes. I stand
here where the light falls, where everyone is shouting,
where nobody agrees with anybody else. I am a taxi that
can go anywhere, from my left rear-view mirror I can leave
everyone waiting there on the street, I am the one who can
renounce the whole world in a single ride through town,
the one who sees far behind him another car going up in
flames at the side of the road, I am coming your way.
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Alovvorn g Kapaing

Svyypageag

Tuvévrevn otovg ATHENS by SOUND

XA: EvBappOvouy telkd o1 veeg TeXvoAoyieg pia
emotpon otnv aofavrikotta;

AK: Ot véeg texvohoyieg evBapplvovy v
KAVOTNTA TOU avOp@OIOL va SIEKTEPALMVEL TIG EPYATIES
TOL ka1 Ti§ embupieg Tov Xwpig va eivan «ekei». Emopévag,
n tpoloBeon yia Tig veeg TexvoAoyieg eivan 1 asovoia
Tov avBpwrov. Topa ma propet o kabevag (LAdpe Tavta
Y10 TNV €PYAOIA TOV YPAPEIOV, TN S1avOnTIKT Kot OX1 TN
XEPWVAKTIKT €pyacia) Heom AlaS1KTOOL va Kavovidel
g SovAeieg Tov amd paxpld. O xwpog g epyaociag
yiveTat 0Ao KAl 10 apr)prLEVOG, TTLO0 ATIPOTIIOPIOTOG”
APLSATOVETAL ATIO TA XAPAKTNPOAOYIKA, TOTIKA
oToyeia Tov. Te AAAN MEPINTWOT, EMPETE VA VITAPK®W
AUTOTPOTMOTIWGS, VA EILAL TOUATL TTAP®V, OTWG TTOV
£pWTA, 0NV TTAAN, 0T StadnAwon 1 0T «paptTupiar pe
OAeg Tig onpaocieg g AeENG. IIpokeUEVOL VA HapTUPTIOW
Y10 KATL TIPETEL VA EHAL TTAPDV, VA SIAKIVELVELOW LIE TO
oopa pov. M’ autr) v €vvola, vat, 1 aiofavtikotta
yivetat Eava to gntovpuevo.

AK: AuTi 1 VEQ KATAOTAOT) TTMG TOTEVETE OTL EXEL
enmpeaoel tov xmpo g Texvng; Ilag Spovv ot Snuovpyot
péoa oe eva tetolo mhaiolo; Ilog avriapfavovtat tov
KOOLLO KAl TOV X PO;

AK: TToMol Snpiovpyol, o€ oM@ €i6n kan
HOPPEG TEXVNG, EVOWUATOVOLV AUTH TNV KATAOTAOT
OTO £PYO TOUG, 0TI LOPPT] KAL OTO TEPLEYOUEVO TNG.
AMOL KATAPATKOLV, EMYEIPOVTAS VA E0PTATOVV
™mv anpoodlopoTia, va apefoliv oTo Alkviopa Tov
KuPepvoyxmpov. AMOL Tt T oXoAAoVV KPLTIKA 1)
elpwvikd, ™ kavovv Bepa g texvng toug. Ilapatnpovype,
oav avtidpaon 1) oav avtiotaon otn Stadikaocia g
QITOVAOTIOINONG, 1A OAO KA LEYAAVTEPT] EUPACT) OTNV
£vvola g emteAeong, g performance, g evomopatng
£KPpaong: «Ba kavw a texvn mov Ba vtapyet
HOVO 000 VITAPYKEL TO OMA TTOV TNV TPAYLATOTOED».
Aev givan Befara kavovpia, g eMOXNG HAG HOVO, 1)
avtibpaon autr 0T APAipeaT] KAl TNV AtovAoToinon
™m¢ avBpmmvng ekppaong. Yrdpyet avekabev: Oa
EAEYA OTL LTTAPYXEL TTOAD TPV ATTO TIG VEES TEXVOAOYiEG
VIAPYEL TOVAGYIOTOV QIO TN OTLYUT) 7oV 1) SuvatotnTa
NG TEXVOAOYIKIG AVATTAPAYWYNG KATAPYEL 1) VTTOVOUEVEL
mv avBevtia Tov evog KAl AVETAVAANITITOV TTPMOTOTVIOL”
VITAPYEL Olyoupa aItd TNV EMVONON TG POTOYpAPiag
TOV 190 Al®VA, VITAPYXEL I0WG ATTO TNV EPEVPEOT TNG
TUTIOY PALPIAG TOV 150 ALMVA. TAV HETAPUOTKT Aywvia,
VITAPYEL QIO TNV EMTVONOT| TNG YPAPTIG, ONWG HapTupel
Kat 0 IAaTevikog Paidpog. Tpdpw onpaiver petadidm
VOT|LaTA XWPIG va eipan ekel, Xwpig va AG T} VA amtavT®
OTA EPWTILATA TTOV TTPOKAAEL TO Keipevo pov. Avbevtikn,
He auTn Vv €vvola, gival povo 1 ophia, n StampoowIkn
OXEOT] TOV €£YX KAL TOL €0V OTO TAPOV TNG (WVTAVNG
Aahag. H évvowa g performance emdntet va Oepasetioet
AUTO TO TTPWTOYEVES ENEHA ALOEVTIKOTNTAG,
TPOKICOVTAG TO EPYO TEXVNG LLE TNV OVTOTIKT emayyeAia
£VOg QITOAVTOV TTAPOVTOG.

Dionysis Kapsalis

Writer

Interviewed by ATHENS by SOUND

CA: Do new technologies ultimately encourage a
return
to sensuality?

DK: New technologies allow people to deal with
their work and desires without being ‘present’. One of
the essential characteristics of new technologies is man's
absence. We can manage our business online, from a
distance (of course I'm referring to office work, intellectual
work - not manual labour). The workspace is becoming
increasingly abstract and indefinable; it is stripped of its
distinctive, local elements. In other cases, you have to
be there in person, you must be physically present - for
example in love, in a struggle, at a demonstration, or as a
‘witness’ in the full sense of the word. In order to witness
something, I must be present, I must take physical risks.
In this sense, yes, sensuality is again becoming desirable.

AK: How do you think that this new state of affairs
will affect the art world? How do creative artists operate
in such a context? How do they understand space and the
world?

DK: Many artists, active in various types and
schools of art, integrate this context in the form and
content of their work. Some concur wholeheartedly,
attempting to celebrate the indefinable, or allowing
themselves to be lulled by the gentle sway of cyberspace.
Some comment upon it with irony and sarcasm, make it
a subject of their art. Perhaps as a reaction or resistance
to the process of dematerialisation, there is an increasing
emphasis on the meaning of performance, of physical
expression: “I will make art that will exist only as long as
the body that creates it exists”.

Of course, this reaction to abstraction and the
dematerialisation of human expression is not new, and is
not restricted to our time. It has always existed - I would
say it was there long before new technologies. It has
existed at least since the moment when the possibility of
technological reproduction cancelled or undermined the
authenticity of the unique, irreplaceable original. It has
certainly existed ever since the inception of photography
in the 19th century, perhaps ever since the invention

of typography in the 15th century. As a metaphysical
quest, it has existed since the invention of writing, as
Plato's Phaedrus attests. To write means to communicate
meaning without being there, without speaking or
replying to the questions raised by my text. In this sense,
only speech is authentic - the interpersonal relationship
between ‘me’ and ‘you’ in the present of the living voice.
Performance seeks to remedy this fundamental lack of
authenticity, endowing the work of art with the utopian
promise of an absolute present.

This requirement for directness in art is attractive
precisely because we no longer trust in mediation. Poetry
can still move us because it contains and organises
elements that are directly proximate to the senses (in
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To aiTtnua TG AUETOTNTAG OTNV TEXVT YONTEVEL EMEST|
akp1wg dev eprmiotevopaote ) StapecoAdpnon.

H moinon ovykivel akopa eneidn epumepieyxet kat
opyavavel otolyeia apeoa mpoottd otg aiodnoeig (ev
TPOKEIUEV® OTNV AKOT)), OTOLKElA Un onpaivovta - Ta
oroia ptopet BePara va onpaciodotBolv oe Sevtepo
eminedo, va TAPOLOIATTOVV AV «AUTIOAOYNHEVA»,

01N YAwoooAoyikn oporoyia. Té€towa otoiyeia eivat

n npoowdia, o nyog kato puvbudg, To PeETPo, N
opolokataAn&ia, n CUVIXNON K.AT. - OTOIKELQ AAoya

1 LAAAOV TTPO-AOYIKA, TA OO CUVIOTOVV TV
«OKPOOUATIKT] (PAVTATIO» EVOG TTOUUATOG, Y1 VO
XPNOOTO|ow ia ppaot tov 'EAot. Metagépouy pua
UVIIUN TIPOTOYEVOUG TTPOPOPIKOTNTAG KAl AVANOYXAEVOLY,
070 BaBog Twv A&tewv, pviueg Tov Sev avijkovv oTo
VOT|LLAL LLE TNV QUOTNPT) £VVOLA TOL OPOV, TTOL XWPIG AVTEC,
Opwg, Sev apTiwvetal to o Tiko vonpa. Ta otoyeia
AUTA PEPOLV TO KATAYWYKO BAPOG TNG Moinong Kat
AVAYOVTAL OTIG TEAETOVPYIKES ATTAPYES TNG — OTAV )
7101N0T), TPOTOV YIVEL TOINOT, ATOTEAOVOE HEPOG LIAG
TEAETIG L€ OLYKEKPIUEVT AVOpWITOAOYIKT| AgrToupyia, apa
KO L€ TTPAYHATIKA ATTOTEAETUATA.

AK: AuTo 10 Sevtepoyeveg atoyeio mov iowg Sev
yivetal epaveg oe pia mpatn avayveon 0a to fAémate
KO 0NV APYLTEKTOVIKT] KAl TOV X®DPO;

AK: Oa éAeya vai, ada Sev Ba nEepa g va to
TEPYpAY®. To «AUAO» TNG APYITEKTOVIKIG TAVTKG
Ba 10 6p1da WG Eva oVOTNUA AELMV KA EVVOLMYV TTOV TO
Snuovpyet o xproTng evog omTiov ya va {loet peoa
OTO OTILTL TOV, Y1 va TO otkewtonOel, va to kavel and
xtiopa omit, oiko - Tig évvoleg kau Tig agieg, Adyov xapn,
LLE TIG OTTOIEG O XPNOTNG EKAOYIKEVEL TO HEOA LE TO EEW,
mv évvola g eAevbepiag, Tng AoPAAELG 1) TNG AVEOTC.
Nopidw 0Tt Oa gixe 1W8raitepo eviiagpepov va e€etaoet
KAVELG TOV TPOTO LE TOV OT010 TETOLEG YEVIKOTEPES EVVOLEG
EVOMUATMOVOVTAL 0TI XPTOT) EVOG GITLTION, TO TTME TG
AVATTLOOEL, TG EKAOYIKEVEL T} TIg S1aoTpépet o 610G 0
xpnomg. Elpan BEParog 0Tt téToleg Epeuveg £xouvv ndn
yiver amwg Sev Tig yvwpidw. Elvar mavtwg BEfato ot
OTIG OLYXPOVEG TOAELG TTAPATNPOVLE Hia faoikr) (000 kat
TTOAOTATN) HETAANAEN TNG EVVOLAG TNG AOPAAELNG KAl
™mg veong. XTi{OUUE LOVOKATOIKIEG e «TAOTI», TTAV®
QITO TO XWUA, PNAQ, ATOPEVYOVTAG TNV AUEDT], CUVEXT)
OXEOT TOV HETQ, TOV XTIOUEVOV, LE TO £EW, TO AXTIOTO,
T0 Ywua. XTiouEe KUPIG «TTPOG TA HETA», ALUVOUEVOL,
astokAeiovTag To £Ew* xTidovpe oxvpa, i laitepa
TPWTOYOVN €vvola OTTIoN, av To Kahookepteite. Eoelg
01 APYLTEKOVEG, ATTO TNV AAAT, TTpootadeite ouyva - Kat
OWOTA, KATA TN YVOUN HOV - VA AVTIOTPEWPETE QAUTH TN
POopa, va XTIoETE A0 PHECA TTPOG TA £EW, TTPOG TOV AANOV,
TPOG TNV TTOAT, TNV KOWV®OVIA KAl TN (PLOT], OAQ QUTA TTOV
Y10 TO ONUEPIVO, KUPLAPXO LOVTEAO OIKIOTI) ATTOTEAOVY
arteln). IIoAD ouyva avTIoTPATEDEDTE TOV XPTIOTH KAl
apayyeAodot oag, tpoonabaviag va eykabibpioete
a aioBnon aveong kat ac@aielag mov Sev amotelel
oXUPWOT AAAA ETIYXELPEL VA (PAVTAOTEL TOV AVOLYTO
avOpwIo, EKEIVOV OV eKPPALETAL HETA ATTO TO OTTITL
tov. Ot Kwvédot, av Bupdpan owotd, Eleyav OTL To OTtiTL
TO PTIAYVELS V1A TOV YeITOVQ, Yia Tov ameévavl. Epeig tov
ATEVAVTL TO KAvape pofia - eival o Suvapet kKAeQTNG N
ndovoPreyiag.

XA: ITog Oa meprypagarte eoeig Tov Nyo mg Adnvag;

this case, hearing); non-signifying elements that can,

of course, acquire significance on a secondary level and
appear ‘ustified’ in linguistic terms. Such elements
include prosody, sound and rhythm, metre, rhyme,
consonance - elements that are non-sensual, or rather pre-
sensual, and constitute a poem's ‘auditory imagination’,
to quote T.S Eliot. They carry a memory of primary
verbalisation and stir up memories in the depth of words
that do not strictly belong in the sense of meaning. But
their absence precludes the consummation of poetic
meaning. These elements carry the weight of poetry's
origins and refer to its ritual beginnings — when poetry,
before becoming poetry, was part of a ritual with specific
anthropological functions, and therefore yielded real
results.

AK: Do you see this secondary element, which is
not perhaps obvious at a first reading, as also present in
architecture and space?

DK: I would say yes, but I wouldn't know how to
describe it. However, I would define the ‘immaterial’
aspect of architecture as a system of values and meanings
created by the user of a residence so he can live there,
appropriate it, transform a building into a house, a home
- for example, the ways in which the user rationalises the
indoors and the outdoors, creates a sense of freedom, of
security, of comfort. I think it would be very interesting
to investigate the manner in which such generalised
meanings are incorporated in the use of a house, how the
user himself develops, rationalises or distorts them. I am
sure that studies have been done, but I am not aware of
them myself. It is, however, certain that in modern cities
we notice a fundamental (and very old) mutation of the
meaning of security and comfort. We construct single-
storey residential buildings which are elevated, high above
the ground, avoiding any direct, continuous relationship
between the indoors - the building - and the outdoors -
the open space, the ground. We mainly build ‘inwardly’,
defending ourselves against the outside and resisting it;
we build fortresses - a very primitive idea, if you think
about it. You architects, on the other hand, often try -
correctly, in my opinion - to reverse this trend, to build
from the inside out, opening up towards other people,
towards the city, society, or nature, towards everything
that the current dominant housing model perceives as a
threat. You often go against the wishes of the user - your
employer - attempting to establish a sense of comfort
and security that is not based on fortification but tries to
imagine a resident who is open, who expresses himself
through his home. The Chinese, if I remember correctly,
said that we build our houses for our neighbour, for the
person across the street. But we have transformed the
person across the street into a phobia - he has become a
potential thief or voyeur.

CA: How would you describe the sound of Athens?

DK: For sound to exist it needs something else
- silence. In Athens we usually seek the familiarity of
silence, and fail to find it. Most of the sounds in Athens
are noise, not sound. Athens is one of the most irritating
cities. Not because it is noisy and bustling —all cities
are noisy and bustling- but because the noise very often
exceeds human tolerance levels. Here, the outdoors
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AK: O nxog yia va vrtapget, xpeladetatl kat
A\ - ™ o). ZuviBwg otnv ABrva avadntovpe myv
OIKEIOTNTA TNG O1WING, SUPALE Y1 O1wITT) - K Sev
Bpiokovpe. Emopévmg, Eva HeyaAo HEPOG TV NXWV TNG
AB1vag eivan BopuPog - Sev eivarn fixog. H ABrva eivan
Q7T TIG TT0 EVOXANTIKEG TIOALLG - OX1 €MEISN elvan TOAVPon,
T0ALPoEG eivar OAeg o1 TOAELG, A emteldr) o Bopufog
TOAD ovyva Eemepvael kaBe avBpwmvo 6plo avtoxng.
ES® 10 £€w ppeitan 1o péoa (kar aviotpopmg). Xto omitt
mtaider ouvexag N TNAedpaon otn Slamacwv. O HNXAVIKOG
TOANTIOUOG TTapdyet Eva ovveyn Poupo, to B0puvfo Twv
UNXAVAOV KAl TV CUOKEV®V IOV SEV OTAUATOVV TTOTE
va SovAebovv: eivat o Aeyopevog «Aevkog 0opufog»,
avenaioBnTog A ouveyng. Av YIvOTAV VA OTAUATHOEL
Eapvika autog o B0pufog yua pa otiypun, oav pa aupvidia
QAVAKOTTN TNG TAPAYWYTS TAOVTOV, oav - Ba Ntav 10wg
TPOLAYTIKO, AAAG B axovyaple KAt T T O107tT), OTTWE
100G HITopel Kaveig va v akovoel Tave o Eva fouvo,
HAKPLA QIO KATOIKNUEVEG TTEPLOKES, Kt Oa amoktovoapue
Eava to HETPO ToL TNov. Ot maAaoTePOL EAeyav OTL
UTOPOVOAV KATOTE VA AKOVOOLV TNV AVOlEn ota fouvd -
va akoLooLV TN UOoN va BAaoctaivel taAl. Pavraoteite.
Na popeig va akoVoEIg TOG OKAEL EVA LITTOVUITOVKL.
Ta pag n owan, 07wg Kat 1 novyia, dev vtapyet mapa
UOVO LLE OXETIKO TPOTO, ONWG OEV LITAPXEL KAL TO ATOAVTO
oKOTAS AOY® NG S1a(LoMNG TOU PWTOG TNG TTOANG. AAAG
£0TM KA [LE AVTOV TOV OXETIKO TPOTO, 0PEIAOVIE G
KATOKOL QUTNG NG TOANG va SiekSiknoovpie o Sikaiwpa
0TI OLWITT KA TNV NOUXIA, WOTE VA PTOPEGOULE VA
AKPOAOTOVLE EVKPIVETTEPA TOV TIXO TNG {WNg Heoa
TNV TOAN.

Na, Topa 7oV WAQUE AKOVUE Evay KOTOLPA TTOU
nipoonadel va kehandnoet Atyo mavew aso  for g
TOANG. AUTO TO TOVAL Statpavaver To Sikaiwpd pov otnv
novxia, TV ayavakTnor| Hov Tpog ToV HNXavofio mov
KOPel v eEATION TG UNXAVIIG TOV, TIPOG TNV EKKANoia pe
TIG NAEKTPOVIKEG KAUITIAVES, TTPOG TOV 081YO IOV LApTApEL
K pe ta tapafupa Tov auTtoKIviTou avoryta Stahalet
™MV LIOTIBEUEVT] KAWPOUPA TOV UE LA LTTOTIOENEVT
Hovo1KT) 0T Slamacwmv. E¢pw-eival o) StapopeTikog
AUTOG 0 KOTOLPAG ATTO TOV AAAOV TTOU UITOP® V' AKOVO®
o€ ovvOnkeg LTaibplag novyiag, TEPTATHOVTAG KATOU
otV e€oxn. AMA ot fxot Tng TOANG eivan K1 avtol nyot mg
g, £XOUV LA O1KEOTNTA TToV Snovpyel awobnpata
AOPAAELAG. X’ EVAL KAPEVELD OV APETEL VA AKOV® TO
YKapooOvL, va akoLw TN or) Twv cudnTHoeny, T0 YOpLopa
TOV UMV NG e@nuepidag, Ta Takovvia piag yvvaikag
o1o Samedo 1 o Opoloua eVOg HETAEWTOV (POPENATOC, TO
KOUTAAAKL 710V avadevet T {ayapn otov Kage. Aev BAET®
YAt TPETEL VAL TA TIVIYOUE OAQ AUTA OF LA CUVEYT)
VIOKPOLOT| VOTEPTLAG TTOV TTAPLOTAVEL TN LOVOIKT|. TNV
AB1va Sev vtapyer ma Snpociog Xwpog Xwpig avtov Tou
eidovg ™ povokn nyopvmavon. EEapovvtan fERaia o
epopieg kAl AMa Svodapeota pepn.

Oewp® OTL EXOVUE AVAYKT VA aKOLpE Toug BopvBoug g
g, OTIWG EXOUE avayKn va Bpiokovpe kat BuAdkovg
oW g peoa oty moAn. Tn Por| g dwng o Néa Yopkn,
TNV AVaITvor) g, WIOPEL va TNV akoLOEL Kaveig Hovo

oto Central Park, otnv fjouvyn kapdia g moAng: exel,

Q7t0 TN OYETIKT ATOOTACT] TTOV SNLIOVPYEL TO TTAPKO TTOV
o€ ePIPANeL, PITopElg EAPVIKA va aKODOELG TNV TTOAN
OUVOAIKA, 0V €va {wVTavo ov: ekel yivetal akovatn n
avAoa TOV HEYAAOL {MOV. Agv TNV akoUg OTav ioat KL €0V

imitates the indoors, and vice-versa. Inside the house,

the television is always on full blast. Civil engineering
produces a constant hum, the incessant rumble of
machines and appliances; this is the so-called ‘white
noise’, imperceptible but always there. If it were possible
to suddenly stop all noise for a moment - like a sudden
suspension of the production of wealth - it might be scary,
but at least we would once again be able to hear silence,
as one can hear silence on a mountain, far away from all
habitation. Then we would possess again a measure of
sound. In earlier times, people said they could hear spring
come to the mountains, they could hear the regeneration
of nature. Just imagine! To be able to hear a flower bud
bloom! For us, silence and tranquillity exist only in
relative terms. The same applies to complete darkness,
because of the diffusion of light in a city. But even in
relative terms, as residents of this city, we must claim our
right to silence and tranquillity so that we can better hear
the sound of life in the city.

Just now, as we speak, we can hear a blackbird trying

to sing over the hum of the city. This bird celebrates my
right to silence, my rage against the biker who hacks off
his exhaust pipe, against the church with the electric bell,
against the driver who revs up his car while advertising
his pseudo-infatuation with so-called music blaring out
of his open window. I know that this blackbird is very
different from the blackbird I will hear walking in a quiet
countryside. But city sounds are also sounds of life; they
possess a familiarity that creates a feeling of security.
Sitting at a café, I like listening to the waiter, to the hum
of conversation, to the sound of newspaper pages turning,
the sound of a woman's high-heels on the pavement or the
rustling of a satin dress, the sound of the spoon stirring
sugar in the coffee cup. I don't understand why we should
smother all these sounds under a constant background
that pretends to be music. In Athens, there is no public
space without this kind of music pollution. Excluding tax
offices and other unpleasant places.

I believe that we need to hear the sounds of life, as we
need to discover pockets of silence in the city. In New
York, you can only hear the hum of life, the city breathing,
in Central Park, the quiet heart of the city; there, the
relative distance created by the park allows you to
suddenly hear the entire city, like a living being. You can
hear the great animal breathing. But you cannot hear it
when you are also inside it, a part of the sound.

AK: Do you like Athens?

DK: Yes, I like Athens, I really love it. I like many
of aspects of the city that are not generally considered
‘beautiful’. I like the anarchy of the western suburbs,
which has more breathing space, more empty lots,
compared to the city centre. I like its monuments, old and
new. I like the closeness of the seaside - even if access
to the coast is now impeded by a multitude of Olympic
obstacles. I like the hills of Athens. Perhaps it is also the
way of life in Athens, that sense of familiarity that makes
me prefer it to other cities of the world - even though I
haven't lived in many. I am not a collector of cities and
travel memories. I am simply a resident of the city where
I happened to live, work and grow old. Whether I like it
or not, I am also a carrier of its history, a part of its living
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pepog tov BopvPov, pEoa Tov.
AK: Eodg oag apéoel n ABrva;

AK: Nay, pov apéoer n Adrva, v ayamdo mold.
Mov ap€oouV TTOAAEG ATTO TIG TTAEVPEG TNG TTOL Sev elvat
YEVIKOG AoSeKTEG MG «wpaieg». Mov apéoel n avapyia
TV SUTIKOV CUVOIKIWV, 1) o7toia TeAKA Snuovpyet
MEPLOTOTEPES AVAOTEG, MEPLOTOTEPA AYTIOTA AVOLyLATA,
a7to TO KEVTPO NG TTOANG. Mov apeoouv ta pvnueia g,
Ta TaAad kat ta vedtepa. Mov apéoet n Suvatodmta
npdofaong ot BAdlaocoa - don Tpdofacn vIApyEL akoun,
avapeoa amod A 0og odvpmmaka epmodia. Mov apggovy ot
A0@o1 g ABnvag. 'Towg eivat kat 0 TpoTog {wNg 0€ AUTNV
IOV EPEVA TIPOOWITIKA LIE KAVEL VA TN VIKBw okela kat
VOL TV TIPOTIU® ATTO ANAEG TTOAELG TOU KOGLOU - av Kat Sev
£xw (o€l oe TO00 TOANEG. AgV E1LA CUAEKTNG TTOAEWV
KO TTEPUYNTIKOV avapvhoewyv. Eipot amimg katokog g
TOANG 0TV o7oia Bpebnka va {w, va epyadopat kat va
YEPVA®, OTIWG elpal, ite T0 BEA gite OX1, KAt popEag g
wTopiag mg, HEPog g {owvTavig g pvung. I' avtod kau
UTTOP® VA BUHOVK KAl VO AyAVOKT® AKOLT [Ee TV TTOAN
auTr| - TNV 7OAN pov. Agv BAEnw g Ba yivel kaUtepn
n ABnva av kamolot Sev amogaoioovpe OTL EINA0TE ma
apetaxAnta ABnvaiot ko o1 Eepréwpévor emnAvdeg n
QITOTUXNUEVOL KOOpoTToAITeg. H aydutn pag 0mtmg kat ot
avtutabelég pag, yia va mAcoupe TO VIUA TG APXIKIG
pag oudiTNoNG, MPEMEL KL AVUTEG VA EIVAL CUYKEKPIUEVEG,.
Aev ayamaple OUTE HIOOVLE YEVIKA KA AT prLEVAL.

memory. This is why I can be angry, even outraged with
this city - my city. I cannot see how Athens can become a
better place if some of us do not accept that we are by now
irrevocably Athenians, rather than uprooted migrants or
failed cosmopolitans. To return to our initial theme, our
passions and our dislikes must also be specific. We can
neither love nor hate in a general and abstract way.
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Yvvevtevdn ue tovg
United Visual Artists

Epwton 1
[véeg texvoloyieg - Xwpikeg avTIAWeLS - apXlTEKTovag]

UVA: X¢ kaBe emoyr), ot oxedaotég (e
07101081 710TE AAO OVopa KL av TiTav YvwoTol oe ke
MEPIMTWOT)) GLVHOWG ATTOOKOTOVOAV 0TIV AVEVPEDT)
TOV VE®V KOWVOVIKOV KAl XWPIKAOV TAPAYOVTOV KAl
7pooTafolioay va TOUg EVOMUAT®OOUV KATME OTIG AVOELG
tovg. Tetowa epebiopata okiaypagpovoav tov Spouo
TO00 NG OKEWYNG 000 KAl TNG SouAeldg Toug e Tov 1810
TPOTO TOL TTAPATNPELTAL AVTO KAL O€ EVAV £PYATN OTAV
Tov tpounBevoovy kavovpyla epyadeia. H Aoyikn kat n
7pdBeon miow amd tov oxedlaouo Sev Exel aAGEer oAU,
oA Ta 1610 Ta epyadeia emEPepav pHeYAAeg HETAPOAEG
010 Xépt (LLaAo) movu ta xepidetat. To AAAagav.
M7topeite va eVIOMOETE TNV TNYT] TS YLXAYWYING Tow
a6 eva wpaio kaMutexvnpa; Eivan o kaAAteéyvng 1
70 EPIPAANOV TTOU SIAUOPPWOE TIG IKAVOTNTEG KAL TNV
pavtaoia Tov avto(g) mov atidel va avayvoplotel yia
T0 avTikeipevo; Avto o SiAnupa g TaAdg oXoANG, yia
QAN LA POPA EIKOVOYPAPEL TNV OXE0T HETAED OXES100TH)
KO AVTIKEUEVOU, KAOALTEX VT KAl €PYOU, APYLTEKTOVA
Kot xwpov. Ot eEeAyEVES TEXVOAOYIEG TNG EMOXTS LA,
£dpaocav mpooBetikd 0TOV TPOTO TOL CLAAAUPAVOLUE
Tov X®po. Olokaivoupileg ouokeveg (kan 1 vITOSour Toug)
Srakoopovv Ta pata pag (6paon), Ta avtd pag (akor),
Ta xépla pag ktA. O oxedlaotng g emoyrg pag opeilet
va avadnTa/va HeTpd/va 0ToxXadeTal Kal va Xprotomotet
TETOA XAPAKTNPLOTIKA. O1 SUVATOTNTEG TWV VEDV HECKHV
elvan pakpav omovdaidtepeg atd ta ida ta péoa.

Epwton 2 [ enavepgavion tov auAov oty
APYLTEKTOVIKT ovdnTnon]

UVA: Katd T yvoun pag, To «aQulo» apoeaveg
KO TTEPLYpAPEL KAADTEPA AUTH TNV AVTIANYT 0€ OXEoT Le
TO «EPAV-TNG-LANG». To medio mov meptypdpeTar oV
BipAoypagia mov avagpépete mepthapfaverl avrikeipeva/
TEXVIKEG IOV «VAOTTOLOVVTAL» 0€ KATIWE MIKPOTEPO
Babuo otig cuobnoeig pag. Ag apovpe yia tapaderypa
Ta yvahwva avoiypata. H dpaot) pag dev ouMapfaver
T PWG TO VAIKO, T AUTIA LA TTEPIUEVOVY VA AKOVTOVY
Tovg BopvPoug Tov Spopov, Ta xEpra pag poomadovv
va ayyifouv 1o anté€w. Ao v AN TAELPA, TA XEPLA
pag (ko ta auTd pag kat i potn pag) advvatov va
kataAapouvv/vidoovy pia aktiva laser, poAovott v
i61a omyun pmopovpe Eekabapa va mv Sovpe. To avio
Baoiletat oV agpaipeon g TpaypatikoTTag, oe pia
HePIKT| amovoia Twv aodnoeqmv pag. Ot TeXVOAOYIKES Hag
KOATAKTAOELG HLAG EXOVV ETUTPEWPEL VO ATOKAADITITOVLLE 1) v
Srayeprlopaote (YU auto kat ouvdEovTal e Ty Epevva
KO TNV avasrtugn) moAEg amo Tig 1810 Teg TV OTo eIV
7oV Bewpoliue wg VAN. H eniSpaon) toug nrav/eivar/0a
elval «ATeYKTN» QIEVAVTL 0TV avTiAnyn pag

Epwton 4 [atpuoocpaipa kot apyitektovikog oxedlaopnog]

UVA: ITpoxpivel 1) EAAEWYN 0TO1A0OTTIOTE EK TWV
aoOnoEMV Hag Pia PAavTaolaKn avamapaywyn g amo
TO HLAAO pag; EtavEavovupe my mpaypatikotta pag
pe Snuovpykd PIaA®pata, otay Ta pata pag Sev

An interview with
United Visual Artists

Question 1
[new technologies - conceptions of space - architect]

UVA: Over the centuries, the designers (whichever
the term was for each case) often intended to track new
social and spatial factors and tried to embodied them
somehow into their solutions. Those stimuli outlined the
way, both of their thinking and working the same way a
craftsman does when he is provided with new tools.

The logic and intention behind the design hasn't change
much, but the tools themselves had a great impact to

the hand (mind) which operates them. They altered it.
Can you note the recreational source behind a beautiful
artwork? Is it the artist, his environment which defined
the artist's skills and imagination, the one who/which
deserves the credit for the object? This old-school
dilemma, once more, illustrates the relationship between
designer and object, artist and artwork, architect and
space. The advanced technologies of our times, became
highly additive to our perception about space. Brand new
devices (along with their infrastructure) have decorated
our eyes (vision), ears (sound), hands etc. The designer
of our times has to track/measure/think through and use
those features. The potentials of the new media are by far
greater than the media themselves.

Question 2 [the immaterial and its reappearance in
architectural discourse]

UVA: In terms of our perception, the 'immaterial'
apparently describes better the notion than the 'beyond-
the-material'. The field described in the literature above
involves objects/techniques which ‘materialise’ a bit less
on our senses. Take for example the glass openings. Our
vision doesn't fully perceive the material, our ears expect
to hear the noises of the street, our hands try to touch the
outside. On the other side, our hands (and ears and noses)
fail to understand/feel a laser beam, while at the same
time we can see it clearly. Immateriality is based on the
abstraction of reality, a partial absence of our senses.

Our technological achievements have allowed us to expose
or manipulate (thus linked to research and development)
many of the properties of the elements that we consider
as matter. Their impact was/is/shall be ‘severe’ to our
perception.

Question 4 [atmosphere and the design process]

UVA: Is a lack of any of our senses promoting an
imaginative reproduction by our brain? Do we augment
our reality with creative patches, when our eyes are not
enough? Or do our senses receive stimuli but don't report
efficiently to our brain? Is the Atmosphere something that
can be perceived and imagined at the same time? Yes, it is.

Question 5 [map as overview/map as step-by-step
exploration]

UVA: While the notion of navigation around the city
changes radically, the flaneur him/herself changes as well.
In the networked city, the flaneur, assisted by what the
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enapkovv; H Aaupavovv epebiopata ot awobroeig pag,
A\ Sev Sivouv emapkr} avapopd 0To HUAAO HAG OYETIKA
pe avtd; Etvar n Atpoo@aipa KAt mov ptopet kaveig va
oLMABer kat va pavtaotel Ty idia ottyur); Nat.

Epomon 5
[xaptng wg emomteia kan frpa-Pripa meputhavnon]

UVA: KaBawg 1 avtiAnyn g stAonynong oty
TOAN petafaretar pdikd, o i810¢ 0 TAavnTag aAAAdeL
emiong. Zv S1aSikTvwpEVN TOAN HAALOTA, KAl KAOGOG
vmofonBeitar amod O,TL £(OVV VA TPOTPEPOLVV OL
VEEG TEXVOAOYIEG OTOUG TOLELS TNG OLVEEDNG KA TNG
EMKOVOVIAG, EXEL OXEGOV PTACEL OTOV 18EATO TOL OKOMO
- He SlapopeTiko TPOTO, OUWG.

Tnv Sekaetia tov 1960, T0 kKiviipa twv Kataotaoiakmv
emyelpnoe va eykataotnoet v 18&a tov mavnta

710V S10pKAOG (TTpooTabel va) KaTaypaPel Kot va
AvaSIaPOPPOVEL TNV TEPUYNOT) TOV HETA TNV TTOAT.
Inpepa, ot kapteg pag «Oyster» (pia Lop@r NAEKTPOVIKIG
ayopdg el pinv yia 1o Aovsivo) mepiexovv mAnpopopia
yia kKABe 0TAOT OV KAVALE TOV TPOTYOULEVO Urjva-
XPNOUOTOIOVLLE TO KIVTO Y1a va oxediagoupe v
S1aSpopr) pag oTov Yneaxo XapTn: KPATALE ONUELDOELS
(pwtoypapieg, fivteo) kar 0To TEAOG TNG NUEPAG
amtoBnkevovLE KAt SIAPOPPAOVOLLE TOV XAPTN TNG NUEPAS
(BnAadn «avepadovpe» mAnpopopia oto blog pag). Akopa
KLav &xovpe toug xapteg g Google wg mpoemAeypevo
vnoPabpo, eEakorovbolpe va ayediadouvpe kat va
VIEPTOVIOVE TIG TTPOOWITIKEG LLAG KATEVOUVOELS TAVK) 0€
avtovg. ITpoomabovpe va Bpiokovpe Ta onpeia pag maven
TOUG Y10l VA TA XPT)OLHLOTIOW|COVHE YICL TNV TPOTWITIKT| 1A
SaSpopr). Mia moAn, 0 XAPTNG KATO10V.

Epawton 6 [1n oAn 0mtwg mpémet va elvat - 1) T0An 0twg
TPAYHATIKA eival]

UVA: AvékaBev mpoomabovoape va Kataypaypouue
KO VAL KATOAQBOVHE TL «TTAPAYLATIKA gival» 1) TTOAN.
M£0® TNG UVAUNG KAL TNG VIOAOYIOTIKTG 10XV0G TwV
OUYXPOVWV ENEEEPYAOTAOV, EXEL NN oLYKEVTPWOEL pia
UEYAAT OLAAOYT] ETEPOKANT®V OTOLYEIWV TOV ACTIKOV
Hag 10Tov. AMQ, 0nwg paivetay, iowg Sev pag xpetddetat
va kataAafovpe ta ida ta SeSopéva, 6oo mv Soun
tovg. EuPpifeig aotikég peéteg, 6mwg H Avodog g
Awadiktvaxrg Kowvaviag tov Manuel Castells £derav oyt
HOVO OTL 01 HEYAAOUTTIOAELS HaG TIEPIEXOLV pia aveEeAeykTn
- QITEIPT) TOOOTNTA AN poopiag (mov eival advvato va
Kataypag@et GUVOAIKA) aAA kat 6Tt auTta ta dedopéva
Sraovvdeovtal kan eEeMiooovTal e AmpOTUEVOUG KAt
evBlagpepovteg Tpomovg. Mia mtoAn dev pmopet va
yiver avTiAnmTr| Onmg TPAYHATIKA eival, AAAA LLE O,TL
TPAYUATIKA ouvEeeTal.

Epwton 8 [«xapteg» - xwpikr opyavmwon Kataypapmv]

UVA: ®aivetal OTL ) A0TIKT| EUTEPIA OTO
oUVoAo TG elvan eEapetikd SvokoAo va avamapaydet.
Ynapyovv vmepPoAikd ToAEG pHeTaPANTEG TTOV
Tpemel va avastapayfovv kat va ouykevipwOovv
Q7t0 TO A0TIKO TOTi0. XT0 TTapeABdv, yivape HapTupeg
nipoonabeiwv va avamapayBel o ovvolo g ovaiag
piag OANG, EYKATAOTATEWDV 1) PAVAPWV APYITEKTOVIKMV
npoypappatov (Seite yia mapaderypa to Dubai World

new technologies have to offer in terms of connection and
communication, has almost reached his ideal purpose, in
a different way though. During the 60’s the Situationists’
movement tried to established an idea of the flaneur,

who constantly (tries to) records and redevelops his own
navigation around the city. Today, our Oyster cards(a
form of electronic ticketing for London) contain the
information for every stop we did the last month, we use
our mobile to draw our route on the digital map, keep
notes (photos, videos) and at the end of the day store and
develop our daily map (i.e. upload the data on our blog).
Even if we have the default Google maps as a background,
we keep on drawing and highlighting our personal
directions onto it. We try to find our spots on it, in order
to use them for our individual route. One city, one’s map.

Question 6
[the city as it should be vs. the city as it actually is]

UVA: There has always been an attempt to record
and understand what the city ‘actually is’. Through the
memory and computational power of the contemporary
processors, a large conglomeration of data of our urban
tissue has already being concentrated. But, it turns out,
we might not need to comprehend the data itself, but
its structure. Thorough urban studies, like the Rise of
the Network Society of Manuel Castells, have illustrated
that our megacities not only contain an uncontrollable
- infinite amount of information (which is impossible to
record in total) but also that this data is interlinked and
evolving in unexpected and interesting ways. A city cannot
be considered as it actually is, but with what it is actually
linked.

Question 8
[mapping - spatial configuration of recordings]

UVA: It seems the urban experience, as a whole,
is really difficult to be replicated. There are far too many
variables to be reproduced and compiled within the
cityscape. In the past, we have seen attempts to copy
the total of an urban substance, installations or verbose
architectural schemes (check the Dubai World Island
project for example) which faced a considerably big
problem; no matter how detailed, it remained a replica.
The feeling of the city and not the interface is what still
remains un-mapped. On the other hand, selected items
can be transferred in a way they will create something
more or less (different in any case) of an urban experience.
But a process like that, should involve alternation,
hacking, evolution. Every element, even at the cities, is
unique in its time space continuum. Reproduction is what
the true experience needs, not replication. The value of
the installation at the Greek pavilion, is that it doesn't try
to bring the whole of an Athenian urban experience but it
creates an interesting configuration of a set of them and
let the user choose how to experience it.

Question 9 [Athens and sonic identity]

UVA: Athens was always the definition of a
Mediterranean cultural and social hub that brings
together East and West. From its arts to its crafts and its
interconnections the largest Greek urbanscape remains
a crossroad of civilisations (together with its heavy own).
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Island) mov avipetomoay Eva efapetikd peyaro
TPOPANpA: aveEapTiTeg TNg onpaciag mov eixe dobet
OTNV AETTOUEPELQ, TTAPEPEVAY QA avTiypaga. Eivai n
aioBnomn g mOANG K Ox1 1 Srema@r| Hag He autnVv ekeivo
70 071010 £EaKOAOVOEL VA TAPAUEVEL AXAPTOYPAPNTO.
A0 TNV AN TIAEVPQA, ETNAEYUEVA OTOLKELA LITOPOVV VA
petapepBolv pe Evav TpoTo, MOTE va SHiovpynaovy
KATL TEPLOCOTEPO T) KATL ALYOTEPO (TAVTWG S10POPETIKO
o€ KaBe MePIMTWOoN) Ao pia AoTIKN epmepia. AAG pia
Sadkaoia oav kt avtr), Oa enpene va eprappfaver
evaAhayr), Tepaopo, eEEAEn. Kabe otoryeio, axopa ka
0TIg TOAELG, eival Hovadiko HEGA GTO XWPOXPOVIKO TOU
ouveYES. Avamapaymyr) kat Oxt avtypa@rn eivatl avto mov
asmtautel 1 aAnBwn epmepia. H a&ia mg eykatdotaong
oLV EMinviko mepuntépov Eykertat 0to yeyovog 0t Sev
npoomadel va petag@epet o OAov piag ABnvaikng aotikng
eumepiag, Al dnpovpyet pia eviiagpepovoa cuvOeon
£VOG VITOOUVOAOL TNG, EMMTPENTOVTAG OTOV XPTIOTN vV
emAEEeL ToV TPOTTO TV eKelvog Tehikda Ba to Puwoet.

Epatnon 9 [AOrva kat nynTikn tavtotntal

UVA: H ABnva vrnp&e avékabev o oplopog evog
MeooyelaKoU TTOAITIOUIKOD KAl KOWVWVIKOD KOUoU
OV OLVEVWVE AVATOAT| e AUoT. ATtO TG TEXVES KAl
TIG TEXVIKEG LEXPL TIG TOANATIAEG TNG S1aouvdEoelg, To
peyoitepo aoTiko tortio g EAAASag mapapéver eva
oTavpodpout moMTiopev (Statnpmvtag to Wwaitepo Bapog
oL S1kov Tov oArtiopov). 'Etot, n nyntuikn g tavtotnta
pmopet va yiver avtiAnmn kat og pia yoviun ouvogavon
TOKIAWV AKOVOTIKGV epmelptav. Evrovol kat evaioOntot
Sutikoevpwmaikoi Nyot, ekpnKrTikeg Baikavieg otiypeg
KO evEPYNTIKOL SNpoaotol xwpot MEong AvaToAng exovv
Sapoppmaoet éva mAaiolo mov Tapovolddel eEAPETIKO
evBlapepov. Mevel LOVO va TO AKOVOOUUE.

Evyapiotovpe tov AAEEavEpo TOOAIKN 7OV ATAVINOE OTIG EPWTIOELS
ek pépoug twv United Visual Artists

Therefore, its sonic identity can also be perceived, as a
fruitful patch of diverse acoustic experiences. Bold and
delicate Western European sounds, vibrating instances
from the Balkans and last but not least the energetic
public spaces of the Middle East, have created a frame of
a great interest. What's left for us is to listen.

Athens by Sound wish to thank Alexandros Tsolakis for replying
to the questions on behalf of United Visual Artists

144

urban sounds

IMAatwv Pering

BOewpnTKOG NG PWTOYPAPIag

Tuvévrevdn otovg ATHENS by SOUND

XA: ITwg ewonpdttete eoelg Tov 0po «beyond the
building» oto yeviko O¢pa g Biennale pétog;

IIP: To «beyond the building» to fAénw ocav pa
SaSpopr ya va katahafovpe g to building Oa yiver
7110 00PO. Kat autod agopd 6Aovg pag.

H apyttektovikn yia Toug kovoug avlpammoug etvat
kepalaiwdoug onpaociag. H {wn pag eivar apyrtektovikr,
T0 MOTEV® 0 peyao Pabuo. To omitt, mov priagape ot
F0po pe TN yuvaika pov, €xet mpaypankd kabopioet tov
TPOTO NG {WNG LoV, TNV £xel aAagel. Alamtiotwoa ota 62
HOV OTL Y1 TTPAOTN PopA €xw ouviebel e éva ympo. IMa
TPWOTN PopaA eima ya va omtitt 0Tt Ba etvar SGokolo va to
ATOXWPLOT®. MAAOTa, ekel PHmop® va §w oA KaAd avtod
IOV AETE, TO MEPAV-TOV-KTIOUEVO.

Exeivo, 0pwg, 10 0moio pe eviiagepet ToAd o€ auTd oV
TpoTelveTe glvan va yivel aviiAnmT 1) onpacia ol kevov
X®POL TEPA AT TO KTIPL0. AAAA OXL AveEapTnTa ATtd
aUTO. 'OTWG 1) CLWITH KAVEL TN LOVOTKT), KAL Ol TTEPLOYES
Xwpig MAnpopopieg (To amdALTO HavPO, TO ATOAVTO
A0TIPO) KAVOLV TNV POTOYPAPIA, ETOL KAL O KEVOG

X®POG KAvel To apyrtektovnua IIpemet 1o kevo va Exet
«TTAPOVOIa».

'Eva asto Ta Tpaypata Tou fropm va 1w TTOAD TPOXEpA
EVAVTIOV LEPTKAOV APYITEKTOVWV ElVAL OTL Lo1aer va
PTLAYVOLV KTNPLL «ETL XAPTOU», KTNPLA PUTEUEVA, KTHpla
TOAUNPA HEV GV GUAANYT, A IOV Sev evtaooovTal
kartov. Ktijpla mov mepippovovy, 1, xelpdtepa,
ad1apopovV yia TOV KEVO XMPO TOL T TEPIPAMEL.
'"Exovpe katavtroel va Oavpaloupie o KTplo oav va givat
QTOKOUUEVO QIO KATToL. X' auTo TO TTAAIC10, AUTO TTOV AETE
eoeig, 00puPoy, kAT oL KIVNTOTMOlEl kKt AMeg aoBnoerg,
elvat TOA) ONHAVTIKO Y1 EVaV ApYITEKTOVA.

AK: IToVy motevete OTL oPeileTal To YeYovog
OTL TOL KT PLAL TTOV TIEPLYPAPETE EXOVV oXeS1A0TEL £TOL
Kat Sev avtamokpivovtal 0g avAaYKeS, OTTWE AUTES TTOV
TEPLYPAPETE;

IIP: Znuepa, Ta HEYOAd EpYa TV APYITEKTOVHOV
elvan ynmeda, povoeia, avte kal kavevag o18npodpopkog
oTafpog. AAG autd, eival kat KTipla ov gxovv amodeifet
OTL LTTOPOVV VA LITAPYXOUV KA EKTOG TOAEWG - Sev
evtaooovtal tovfeva. Kat pmopet va gpaivetat owpaio
0TO XAPTL, XWPIg AVAYKAOTIKA VA EVIACOETAL KATTOV «eKel
£Ew». Ko g pmopm va EEpw 1 Ba amodamoet avtd to
wpaio «emi xaptov» oxediaopa otav Pyet «ekel §w» kau
ovvdvaobet e To kevo kat pe to B0puPo; Avtr) mpémet
va ival 1 OLUVEXNS AYWVIA TV APYITEKTOVMV, AAAA KAl
NUOV TV KOOV avlpmtwy mov {ovpe avapeoa oe autd
Ta KTNpla. 'OAd 00a OPWG OKEPTEDTE VA KAVETE, SNAAST N
peAETN Twv BopUPwv, N LEAETN TV OOUGMV, 1) HEAETN TNG
TTOANG, KATIOWA OTLYLT| TIPETEL VA KATAANEovY 0T Sopr).
'O\ 6oa avagpepovtar oto «beyond the building», mpémnet
va xataAngovv oto building.

Platon Rivellis

Photography instructor

Interviewed by ATHENS by SOUND

CA: How do you understand the term ‘beyond
building’, which is the theme of this year's Venice
Biennale?

PR: I see ‘beyond building’ as a path to
understanding how building can become wiser. This
concerns us all.

For ordinary people, architecture has enormous
significance. I believe that to a large extent our life is
architecture. The house my wife and I built in Syros has
really defined and changed my way of life. At the age of 62,
I realised that for the first time, I have become attached

to a place. For the first time, I felt that this is a house

that it would be difficult to give up. Indeed, there I can
understand very clearly this concept of ‘beyond building’.

For me, the interesting point in this concept is to
understand the significance of the empty space beyond
the building - though not independent of it. Just as
silence generates music, and fields devoid of information
(absolute black or absolute white) generate photography,
so empty space generates architecture. The empty space
must have a ‘presence’.

One thing I could say offhand as a criticism of some
architects is that they seem to be creating buildings

‘on paper’, buildings that are ‘planted’, buildings that

are daring in conception but do not belong. Buildings
that scorn, or, even worse, ignore the empty space that
surrounds them. We have come to admire the building as
if it were detached from its environment. In this context,
what you are saying about sounds, about elements that
stimulate the senses, is very important for an architect.

AK: How do you explain the fact that the buildings
you describe have been designed in this way and do not
reflect the requirements you mention?

PR: Today, the major works of architects are
stadiums, museums, or perhaps a railway station.
However, these are buildings that can also exist and
function outside the city - they do not have to be
integrated in anything. Some things can look good on
paper without necessarily being integrated somewhere
‘out there’. How do I know what this pretty design ‘on
paper’ will look like when it is transferred ‘out there’ and
combined with empty space and noise? This should be an
ongoing quest for the architect, but also for us ordinary
people who live among these buildings. All your ideas and
proposals about studying noise, studying smells, studying
the city, must at some point end up in structure. All these
elements that are ‘beyond building’ must eventually end
up in the buildings themselves.

AK: Can we arrive at something different by dealing
with or discussing the built-up environment in terms of
sound?
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AK: Mmopel va amtokopicovpe KATL SlapopeTiko,
AVTILETOMICOVTAG T S1ATTPAYHATEVOEVOL TO KTIOUEVO
TP PANNOV HET® TOV TIXOU TOV;

ITP: Aev vtapyel kapia exvn ov va otnpidetal
povo oe pia aiobnon -ovte Kav oe OAeg Tig aoOnoeg.
AKOUA KA1 OTIG 7110 OTTTIKEG TEXVEG (PwToYpapia Kat
KIVILATOYPAPO), Kavelg Sev apkel va PAEmel povo pe ta
patna tov. 'Eva apyitektovnua, &va €pyo TeXVNg YEVIKQ,
elvan 1o povo mpaypa ot {r) 0oL oV KIVITOTotel
TAVTOXPOVA TO OO GOV, TA 0WOIKA GOV, TO LLAAO OOV,
70 Bupko oov ka Tig auodnoelg cov. Enopévag, otidnmote
BonBa oto va cuveldntomo|oovpe To TOAVTTAOKO TNG
ETTAPNG LLOG LE TO APYLTEKTOVILA (PLOTKA gival XPTIO1LLO,
QA TIPETEL KATIOV VA ETMOTPEPEL. AV TIAPELS, Y1
TapASEY LA, VA AKOVOELG TNV LOVOLKT) IOV OUVOSEVEL TIG
tawvieg Tov Ozu amopovwuevn - wg soundtrack - Sev eivan
Bach, eivan ) povokn mov og mapamepmel oV Tavia Tov
Ozu, Snhadn eitvar appnrta ouvdedepevn pe To €pyo yia
70 o7moio €yve. Emeidn), Aowtov, eimape (1) pdAhov einarte):
«&xovpe Papebel povo va PAETOLE APYITEKTOVIKT),

g apYlOOULE KAl VA AKOVUE APYLITEKTOVIK)», VA LNV
TEPLOPLOTOVLE ETOL VA TIPILOSOTIICOVE piat AAAN aioBnon,
oA VA EVEPYTIOOVLE ETOL MOTE VA TIPHOSOTHOOVUE

TNV TIVEVUATIKOTNTA TNG APXLTEKTOVIKNG. OEAw VA Ttw,
JIPETEL VA TOVIOTEL OTL TO «TTAYVIS» 0ag e Tov X0 eivan
QTTOTELPA VA ELITAOVTICOVLE TNV ETTAPT] PAG LE TA KTl
Kot Oyt va aiovpe va manyvidt installation. Aev motebw
(oVte pov apket) 6TL amAmg, Bprikate eva €Eumvo evpnua
Y10 VO «TIEPTTATIOETE» TO KOWVO GTOV XMPO.

EiSate 000 oA TeAevtaia (AQVE Yl KEVOUG XWPOUG
OTIG TTOAELG. AVOTUXMG, MIAAVE Y10 KEVOUS XDPOUG LOVOV
Q7TO TNV 01KOAOYIKT) TTAEUPA. O KEVOG XMDPOG OUMG, Etval
TAPA TTOAY onpavTiko dymua. H mAateia kavel 1o wpo,
YU auto kot givan onpeio avapopdg. AAMA ) mAateia
TPETEL TAVTOYPOVA VAL avolyel kat va kheivel. Ta va
emtevyBel auto yperadetan opapa. Kat yia 1o dpapa dev
ApPKOLV OVUTE LOVO TA LATIA, OVUTE HOVO 1) akor. Xperadetat
o€ KABe £pYo TEXVNG - KA 1) APYLTEKTOVIKT) EIVAL TEYVT -
£vag TuPTvVag, TO APXLTEKTOVIKO Yeyovog. O Ozu, o Iamwv
OKNVOBETNG IOV AVEPEPA TTL0 TPV, Popel va Pyaiet OAn
TNV TAWiA PE TNV KAUEPA OE EVA CUYKEKPIUEVO VYOG, OE
pia ovykekpiuevn Bon. Mia povo gpopd oty tawvia -

pia povo - mv kovvaet. Kat poAg v xovvael, o Beatng
Tapadetal ka1 ouyKiveital. @Ael Opmg KOToA yia va eloat
£T01 \TOG. AAMA Y1a VA TO TIETUXEL KATL TETOL0, TTPETEL VA
TELG: «AUTO €1VAL TO KEVTPO Lov. AuTd elvan To onpeio
AVAPOPAG».

Ey® mdvtog motebon 0Tt 0 kKOopog Sev £xer pabet va
BAemer. Aev pmopet va et ta ktnpua. Eivan O¢pa mandeiag
va BLooeig To aotnTkd EPAV TOL TPAKTIKOV.

AK: AnAadr) 1 KaAT) ApLTEKTOVIKT) Kat O
YONTeLTIKol Xwpot Sev yivovratl amd 6A0Vg avTiAnmTol;

IIP: 'Ox1 fePara. O xalArteyvng exmaidevet To Koo,
oA\ Sev pmopet kat va to Saokalevel. Tke@Teite oo
xpovia exmaidevoav o1 Bpnokeieg Tov KOOHO OTNV TEXVN.
Sy nepintwon tov Bach, yia mapaderypa, o kdopog
EUTAVE 0TIV EKKANO1A, AKOVYE TOVg puBpovG Tov NN
N&epe, aA\a oe aAho emtineSo. Emeldn) fitav o ®edg mov
Aatpevotav, o koouog to Sexotav. Ki étot, exkmarSevotav.
'Eva kTi)p1lo tov ek@padel Evav apyltektova ivar 116n

PR: There is no art form that is based on one of
the senses only - nor indeed on all of the senses. Even
in the most visual of the arts (photography and film),
nobody can see the whole picture by using their vision
only. Architecture, and works of art in general, are the
only things in life that can concurrently stimulate your
body, your guts, your brain, your memories and your
feelings. Therefore, anything that helps us to realise the
complexity of our contact with architecture is of course
useful, but it has to lead back to the source at some point.
For example, if you sit down and listen to the music that
accompanies Ozu’s films independently - as a soundtrack
- it's not Bach, it’s the music that refers you to Ozu’s film;
in other words, the music is indissolubly linked with the
film for which it was made. We said (or rather you said):
‘It is boring to only look at architecture, we also want to
hear architecture’, but we should not limit ourselves to
simply championing another sense. Instead, we should
try to champion the spirituality of architecture. It must be
emphasised that your “play“ with sound is an attempt to
enrich our contact with buildings, rather than just a game
or an installation. I do not think (nor would I consider it
adequate) that you merely hit upon a clever gimmick in
order to “walk” people through the spatial domain.

Lately there is a great deal of talk about empty spaces

in the city. Unfortunately, this debate is limited to the
ecological dimension of empty spaces. However, empty
space is a very important issue. It is the village square
that makes the village, which is why it becomes a point

of reference. But the square must be able to open and

to close. You need to have a vision to achieve this, and

a vision requires more than just eyes or ears. All works

of art - and architecture is an art - need a core. Ozu,

the Japanese film director I mentioned before, is able

to complete an entire film with the camera placed at a
specific height, at a specific position. Only once during the
course of the entire film is the camera moved. And when it
is, the viewer is shocked and affected. However, it takes a
lot of guts to be as spare as that. For something like this to
succeed, you must say: ‘This is the centre. This is my point
of reference’.

For my part, I believe that people have yet to learn how to
see. They cannot see buildings. The ability to experience
aesthetics, as opposed to merely practical elements, is

a question of education.

AK: Does this mean that good architecture and
attractive spaces are not appreciated by everyone?

PR: Of course not. The artist educates the public,
but cannot teach them how to see. Just think about how
many years the arts were taught by religious leaders.

In the case of Bach, for instance, people went to church
and heard the music they already knew, but on another
level. It was God that was being worshipped, so they
accepted it. This was their education. A building that

is the expression of an architect's vision is already a
cultural offering to the public. The architect hopes that
communication will take place. But if this doesn't happen,
there is nothing more he or she can do to communicate
with the public. In fact, to do more would be a mistake.
We have to accept everyone and help those who can
understand.
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pia Tpoo@opd madeiag amod HEPOVE ToL aToV KOoHo. O
apyrrektovag eArtidet 0Tt Ba vtapEet emkovwvia -aA
av autd Sev yivel, Sev pmtopel va KAver KATL Tapatave
yla va emikowvwvnoetl. @a ntav AMwote Aabog. Ipénet va
Seytotpe OAo Tov KOO0 kat va BonBnoovpe avtolg mou
UITOPOLV va KataAdfouv.

AK: T'ati 10 Aéte auto;
IIP: Eivan B¢pa mandeiag.

AK: Nat, M\ ta KTipla ta freovoupe ovTtwg 1
WG KAl BLOVOUVLLE KAL TIG TOIOTNTEG TOUG.

IIP: Tig mpaxtikeg morotnteg. Kar avto fefora Sev
elvan Atyo. AMA Sev givan kat apkeTo.

AK: ITotevete Snhadn ot xwpilovral ol o0t Teg
£VOG KTNPIov 08 TPAKTIKESG KAl AoONTIKEG;

IIP: BéPfana, kat 10 18avikod eivan va mavtpevovrat
petal tovg, Sev eivan £101; 'Otav TPAKTIKEG Kl
aoBNTIKES TO10TNTEG elvan g GUYKPOLOT) eival Eva
TPOPANUA, TTOL TPEMEL KATIWG va AvDEl.

AK: Kamoiog, opwg, 6a vtootnpile 6T
APYLTEKTOVIKT) SV elval LOVo auTo To Simtoho
AertovpykoTnTa-aodnTikn ko n embupia toug va
TAVIPELTOVV, AAAA Elval KATL TEPA ATd auTO TO SimoAo
KL €YEL OYEON LE TNV PlwaTn Tov Xdpov.

IIP: O poAog kdBe atotyeiov Tov XmpPov eival
TaAUTOXpova coONnTKog Kt Propatikog. 'HOeAa, opwg, va
7w 10 £&ng: IIapa oA Alyotr avBpwrtot pitopovv va Sovv
£vaL OTTTL KA, TTEPA ATTO TA TTOAVTEAT] KA EVIUTIOOIAKA
TOV OTOLXELQ, VA TO amoAavoovy oav otkoSounua. Ot
TEYVEG, KA T APYLTEKTOVIKT), EXOLV TO® TOUG LEPIKEG
XWetieg OpnokevTKOTNTAG. AUTO €XEl APnoet Eva
OTOIKELD LETAPUVOIKOV 1XVOUG TTAV® OTA Moy HaTa,
KOl 0TA KTNPLa, TO 071010 amd Opnokevtikd xel SievpuvOet
o€ mvevpaTiko. Kat auto ouvdeetan e o opapa tol
Snuovpyod Tov. Oa pov meite Twpa, TG00 dpapa propet
vaL €xeL Eva KTNpLo ypageiwv; Ki opwg pmopet va £xet
KO TAUTOXPOVA VA GUUTANPwOEL amtd To AetTovpyiko
TOoL oToeio. Mnv Eexvape kot KATL akOpa: OTL OTAV TO
opapa aduvvatiel, Lropel To AEITOVPYIKO OTOLKELD VA TO
evBuvaumoet.

AK: Eodg moleg anoOnoeig xopov oag apeoovv; Oyt
UOVO KTNP1a, AAAA K X®POL TNg TOANG KTA. Mag einate
ndn ywa mv Zvpo, ya mapaderypa.

IIP: v EA\aSa, n Hovn apyLITeKTOVIKT) 7OV pe
yontevel eival Ta aypoTIKA OTTTIA - KATL HAKPLUVAPLA 1
&va mapaBupo oAU HiKpo, artAd yia va Badet agpa amo
Tov Boppd kat timote AAA0. AUTA Ta TTOAD pivipaA omitia
OV KATIWG £EAPAVICOUV TOV OYKO TOUG LOV (PAivovTal
ovykAovioTikad. M'apéoet to omtitt va pnyv deiyvel to omit,
va pnv avtompofaretal. Na divel tnv aiobnon g
KOATAOKELNG TOV, AAAA TAUTOYPOVA TNV LITOVOLA OTL ATTADG
TPOEKVYPE. AEV UITOPG TA TTOA) APYLTEKTOVILEVA OTHTIAL
O\ 0 APYLITEKTOVAG VA EXEL VITOYPAPT), AAAA VAL U1V
Kpavyadet.

AK: Why do you say that?
PR: It is a matter of education.

AK: Yes, but we experience buildings in any case,
and we experience their qualities.

PR: The practical qualities. Not that they are
unimportant. But they are not sufficient.

AK: So you believe that we can distinguish the
qualities of a building as either practical or aesthetic?

PR: Of course, and the ideal is to ‘marry’ the two.
If the practical and aesthetic qualities are in conflict, this
is a problem that must somehow be resolved.

AK: It could be argued, however, that architecture is
not merely about this bipolarity between functionality and
aesthetics and the attempt to bring the two together, but
also deals with something beyond this that has to do with
how we experience space.

PR: The role of each spatial element is concurrently
aesthetic and experiential. But what I wanted to say is
this: very few people can see beyond the luxurious and
impressive features of a house and also appreciate it as
a work of construction. The arts and architecture have
several millennia of religiosity behind them. This has
left a trace of metaphysical detritus on works of art and
buildings, which has evolved from the religious to the
spiritual. And this is linked to the creator's vision. You
might ask: Can there be much vision in an office building?
Indeed there can, and it may be complemented by the
functional attributes. And let us not forget this: When
the vision becomes weaker, the functional element may
strengthen it.

AK: Which sense of space do you prefer? Not just
buildings, but urban spaces. For example, you mentioned
Syros earlier.

PR: In Greece, the only architecture that fascinates
me are farmhouses - those elongated structures with
a very small window to let in the northern wind and
nothing else. I find these extremely minimalist houses,
which somehow manage to eliminate their bulk, very
powerful. I like a house that does not advertise itself,
that does not project itself. A house that gives a sense of
its construction, yet creates the impression that it just
materialised. I don't like overly sophisticated architecture.
I want the architect to have his own ‘signature’, but not to
advertise it.

In Athens, I don't like anything. As far as buildings in
Athens are concerned, they are becoming worse and
worse. Why should I like Athens? It is situated in the
midst of a beautiful natural environment, between the
mountains and the sea. But the city itself has negated
this beauty.

If I wanted to show a nice side of Athens to a foreign
friend I wouldn't choose its architecture. I would choose
some element of everyday life that reflects the blurring of
rural and urban life, like the old neighbourhood grocery
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Smv ABnva dev pov apéoel Tirrota. Ao TAEVPAG KTNpiwv
£yet yiver 0ho kau xelpotepn. Marti va pov apéoel n AGrva;
Eival wpaio 1o uoko meptfaAlov pe€oa oto o0moio
Bpiloketal. Avaueoa ota fouva kat otn Baraooa. H i

1 TOAN OUWG TO EKUNBEVIOE.

Eav &xw kdrmotov EEvo pilo kat BEAw va Tov Setfw pia
wpaia mAevpd g ABnvag, Sev Ba eivat 1 apyITeKTOVIKT
™mg avTo mov HBa Tov Setfw. Oa NTav Eva kopudtt (g,
TO 071010 €7ioNG XAVETAL, 0 TPOTTOg SnAadT| e Tov omoio
UIAEKeL 1) Addikny {wn HEoA TNV aoTKn W), T.X. 0 TAAOG
Havapng g YEITOVIAG LE TA KAPAOoLa, Ta WIMKATddika

XA: Avto, Opwg, Sev eivar otnv ABrva ToAD
YONTELTIKO;

ITP: Aev vtapyel ma. Xavetal ovveyela. Qpaia,
VIAPYOLV HEPIKES YELTOVIEG 0TO TTayKpATL, HePIKEG OTNV
KuyéAn, adl\a o1 0to eupLTepo kevipo. Av mjyava BoAta
VAL TEPTATIIOW, O TNYAVA OTA TETPIUUEVA HEPT): TT.X.
otV ABnvag. AnAadm, exel 0mov o1 petavaoteg Sovoave
kartowa kawvoupia {wn. Eipat anaioddogog, iowg, ald Ba
nbela va pov Swmoet kaveig pia Sikaroroyia, yati spemet
va pov apéeoet n Abnva;

AK: Oa gheya ey® OX1 AOY® TOV KTIOHEVOL TNG -
TAPOTL PUOTKA VITAPXOUVV TTOAD WPAia KTl - AAAA AOY®
AWV OTOLKELWV TNG, OTTWE KATOIDV KOVMV TNG XWPOV,
TOV SPOU®V, TOV TAATELDV, TNG {ONG, TWV LETAVATTMV,
TOV LITAOPIVV TOANTOV.

ITP: MUAQUE Y1 HEPIKEG TTAQTEIEG AOT|LAVTEG OE
yertovieg -ooeg amepevav. To mepipnuo gwg Hag to
kataotpéyape. H mpooPaon oty Balacoa ovvexmg
XEPOTEPEVEL
To KoppATL TOL AEATa XABNKE. AgV LITOPOVE TA VA PANE
010 KVpa otov ®Aoiofo, Onwg o1 Yovelg pag.

XA: MoAovOTL Tapatnp® OTL o€ AMEG TTOAEIG O
TOALTEG (PAIVETAL VA AYATTOVV TNV TIOAN TOUG TEPLOTOTEPO,
n ABnva epéva pHov apeoel AOym Tov A0V NG, NG
{wVTAVIag NG, ToL OTL popeig va Byelg €Ew omoadrnmote
wpa g, mpwi-fpaduv.

ITP: Nay, n ABnva eivan pia outdoor city. Epéva
TAVTA LLE YOT) TEVE T KaAokaipva Bpadia va PAEnw tov
KOOLLO 0TA MITAAKOVIA VA TPMEL, VAL KOUTOOUITTOAEVEL,
va BAETel Aedpaon artod EEm MPOG TA LECA, ALTA 1)
TAOT) VA KAVEL TO OTITL TOU AVAT). TO PITaAKOVL, KATL TOV
APYLTEKTOVIKA [LOV (PAIVETAL TOOO AOYNIO, EIVAL TOCO
avaykaio ya v {on g ABnvag. Aowtdv, o KOoog
£Ew elvar To wpaio g ABnvag, var. 'H 04 npene va ntw
nrtav. Martl ko auto teiver va eEapaviotel. H poivvon
KAelvel ta paikovia. H owovopkn a&ia kabe kevol
xwpov efapaviel Tig Tafepveg 0TIg AVAES Kat Ta Bepiva
owepd. H moAn &xel v tdomn mA&ov va KA Tel peoa ota
aPUOEeva KTNpLa g,

store with its crates of produce outside, or the small
corner shops and kiosks. Although this aspect of Athens
is also disappearing now.

CA: Isn't this aspect of Athens very charming?

PR: It no longer exists. It is disappearing fast.
There are a few proper neighbourhoods left, like parts of
Pangrati or Kypseli, but this no longer exists in the city
centre. If I wanted to take a walk in Athens, I would go
to the predictable places, like Athinas Street - the places
which immigrants have infused with new life. Perhaps, I
am pessimistic, but I would like someone to explain why
I should like Athens.

AK: I would say not because of the construction
- even though there are, of course, many fine buildings
- but because of other elements, such as some of its
public spaces, streets and squares, because of its life, the
immigrants, the street vendors.

PR: There are only a handful of insignificant
neighbourhood squares left. Our famous light - we have
destroyed that. Access to the sea is becoming increasingly
difficult. The Faliron Delta is gone. We can't go out to eat
by the seaside at Flisvos like our parents did.

CA: T know that other city dwellers love their cities
more, but I like Athens because of the sun, its vitality, the
fact that you can go out at any time, day or night.

PR: Yes, Athens is an outdoor city. I always found
it charming to see people sitting out on their balconies
on summer nights, eating, gossiping, watching TV from
the outside in - this tendency to transform the house into
a courtyard. The balcony, which I find so ugly from an
architectural point of view, is nevertheless an essential
element of life in Athens. So yes, the fact that people live
outdoors is one of the nicest things about Athens. Or
rather I should say it used to be - as this is also becoming
extinct. Pollution is eliminating balconies. The real estate
value of any empty spaces means that tavernas with
courtyards and open-air cinemas are closing down. The
tendency is for the city to withdraw indoors, to retreat into
its own inhospitable buildings.
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Anuntpng Puvwtidng

Apyrtektwv, Opotpog Kadnyntg EMIT
Tuvévrevdn otovg ATHENS by SOUND

AK: Epoton 1
[Apyitéktovag kan veeg texvoAoyieg]

AD: Tevikd LAGOVTAG, 0 APXLTEKTOVAG EIVAL KATIO10G
efapetika eEaptnpevog amo v rtaudeia tov. E@ooov
Snhadn) 1 emoyn pag exel mapadeyTel OTL 0 ApYLTEKTOVAG
TPETEL VA TEPATEL ATTO AVTO TO «O1EEPWUA» TTOV
OUVTEAEITAL HOVO LECA OE EVA CUYKEKPIUEVO EKTTASEVTIKO
i8pupa, ouverldnromorel kaveig OTL LITAPYEL pia Tapadoon
pe v omoia tpopodoteitan peoa amd Tig omovdeg Tov.
A7t TNV AMN HEPLA, 01 OTTOVSEG TOV TOV EIGAYOLV KAl O
KAvoupla IpayHaTa Tov AvIa LITAPYXOUV. Apa KATAANYEL
pe éva cocktail amd avtd mov Aéyetan tapadoon/
tapeABov/Bepeho, ov €€ oplopoL eival oe VOTEPNON
0€ OXEOT L€ TPAYLATA TA OO0 CUVEXMG eEEAlTOOVTAL.
O1 0710V8EC 0TO GUVOAD TOUG EUTIEPIEXOVY AUTH TNV
avtipaon. Kamotog mov Byaiver péoa amo OAn autn m
Sradikaoia Aowtdv, eivar Eva avtiotoryo piypa Awv
ALUTOV TV Tpaypatev. E&oov onpavukd polo mailel
KOl TO OTTOL00NTTOTE PETEMEITA OTAS10, TTOV CUVEXILEL vl
Sapopemvel tov apyrtektova, kabwg avtog eEakorovdet
VO «QITOPPOPA» UEXPL KAL TA 30-40 TOV - KA 100G aTto
€KEl KAl TEPA OTAUATAEL VA «ATTOPPOPA» KA ATADG
EKTEUTEL?, OTWG EVA KAAOPLPEP.

To a0, AoUtdv, TO KAVOUPY10, TO ATTEEW ival KATL

IOV E1TE ATOPOVAOVETAL —KATL 0AV ATTOKPUPO, TOTIOV:
«Nay, to Epovpe, aAa Sev mailovpe pe auto». Ao

™mv A, Byaivovtag kaveig oto Spopo ouverldntomoret
OTL T TPAYHATA Elval evieA® Stapopetikd. Yrdpyovv
Sradikaoieg ov maipvouv xpovo, pAokapoval,
Snuovpyolv oUYKPOVOELS, AAAA TEATKA AEITOVPYOLV.
'Eote kat av auTo yivetal amoomaosiatikKa, Ta KOUUATAKIA
@aivetal va avayovtal TEAIKA KATTov KAl Popel Kavelg
va avtAnedet m Stapopd avapeoa oTig Kavoupyleg
TAYVTNTEG O1 OTTOIEG LITAPYOLV Kal O€ pia Kowvwvian
ortoia Sev pmopet va g ppnBet, agov SovAevet pe
TeAelwg AAOUG OPOUG. AUTO TO AUTOVONTO OTUEPA «TTAPE-
Smoe» pe mv texvoloyia Sev eivan kan SeSopévo. Nay,
avfavovtal ol XproTteg KIVNT®v, ot ouvdedepévol 0to
Aa8ikTvo KTA. aAAA PEXPL TOPA AUTO elvat eva Tadiko
srayvibt —6ev €xer pet oe fabog: kar avtd to Pabog

Sev elvan kAT o omolo Byaivel amtd TV pia oTLyur) oty
AN E€perg 0T To KABe HIKpO KAvoUpylo €xeL Kat

TOV 0710PO ToL endpevov. ‘OAa eivar yia va aAadouy,

Y10 VAL XAAQVE, Y1 VA TETIoUVTAL. AuTO Sev To Exoupe
AKOUA TEEL V1A TNV TOAT, OU®G. YTAPYEL Hidt OKOTEWVT)
TAEVPA 0€ OAA AVTA KA1 0TV €T0YT) TTov ovpe Kat Sev
UITOPOVE VA LNV TNV avayvwpioovpe. Agv pmopeig va
UNV TANPOOELS YU AUTO TTOV EXELG T) AITOKTAG, Sev pmopeig
XWpIg Tiunua va emtaydvelg v mopeia mpog to HEAAOV
Kat N avBpwmotta pe kaveva Tpdmo Sev €xet Seifet 0Tt
e€eMooeTtal TPog KATL KAAVTEPO.

ZI: Av miyaivape Topa avamoda kat oag
PWTOVOALE AV ATTO TOVG POLTNTEG TAUG LITOPOVOATE VA
Srakpivete aAAayEG OTIG AVTIANYPELS TOV XMPOU;

A®D: Ta tadrd eivan pia gpofepn kivntpra Svaun

Dimitris Filippidis
Architect, Emeritus Professor NTUA

Interviewed by ATHENS by SOUND

AK: Question 1
[New technologies-conceptions of space-architect]

DF: Generally speaking, the architect is heavily
dependent on his education. Given that it is widely
accepted today that trainee architects should go through
an “ironing out” process that takes place within a specific
educational institution, students of architecture become
aware of a tradition that is passed on to them through
their studies. At the same time, these studies also
introduce students to the latest developments, which
never cease to evolve. Thus, the student ends up with a
sort of ‘cocktail’ of so-called tradition/historyfoundations,
which is, by definition, inadequate in relation to the
constant evolution of architecture. This contradiction is
inherent in all architectural studies. The architect who
emerges from this process is a hybrid of all these opposing
elements. Graduate studies and professional experience
play an equally important role in shaping the architect,
who continues to ‘absorb’ influences until his thirties or
forties - at which point he may stop ‘absorbing’ and simply
start to ‘transmit’ - rather like a radiator.

Thus, the ‘other’, the ‘new’, the ‘outer’ is usually isolated

- like a mysterious force: “Yes, we know it’s there , but

we do not mess around with it!” However, stepping out
into the streets, one realises that everything is completely
different. There are processes that may take time, that
may be blocked or create conflict, but ultimately they

are functional. Even when this happens only partially,
these fragments reveal the potential to belong to a greater
whole, so that one can perceive the difference between
the rapid new pace of development and a society that
cannot keep up, since it operates under completely
different conditions. This interaction with technology that
seems self-evident today is not a given. Yes, there is an
increase in the numbers of mobile phone users, Internet
connections, and so on, but that has all been child’s play
up to now - technology has not penetrated deeper into
society. This depth of penetration is not something that
occurs overnight. As you know, every little innovation
contains the seed of the next one. Everything changes,
decays, is thrown away. However, we have not yet reached
that conclusion in relation to the city. There is a dark side
to the period we live in and we cannot afford to overlook
it. You have to pay the price for what you have or what you
gain, you cannot race ahead without incurring a cost, yet
humanity has in no way shown that it is evolving towards
something better.

SG: From the other end of the spectrum, could
you see changes in the way your students conceived and
understood space?

DF: Students are an incredible driving force. For my
part, I was willing to do many things for their sake. We
are really talking about a combination of many factors.
Even when many students follow a trend, not because they
have understood it deeply, rather than superficially - just
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Tixol mg oANg

KO Y10 XAPT| TOUG, EY® TOUAAXIOTOV, SEXOLOLY VA KAVK
TOANA Tipdypata. Ipokertan yia évav ouviuaopd ToAAGY
TAPAYOVTOV. AKOUA KL AV TOAA a1 axoovBovv
TETOA PELLATA OXL EMELST) TA €OV KaTAvonoel €1g fabog,
A ETPAVELAKA - LOVO KA HOVO e7te1dn) auTd elvan «Tng
Hodag» ornpepa- eival 1o VAIKO 1000 S1apopomomnuEvo
710V Sev pmopel va pmet o 671010 KaAoLTL Beg 0V,

AK: To petivo B¢pa g Biennale eoeig mag
T0 BAemeTE;

A®: To Bpa mov opidet o empeAntng g €kBeong kabe
POPA EIVAL £vA KOVOTOVLIL TTOV AVAYKAJETAL VA (POPETEL,
Y10 VOl LITOPEL va XWPETEL 0, TIONTTOTE A0 KATW. Agv

TAEL, OPWG, € TTOAD BAB0G. AUTO MOV EXW £Y® KATAAAPEL,
SnAadn) etvan 6T 01 ovppeToyEg Sev kpivovtat pe Paon
Tov Babud oTov 07T0i0 AVTATIOKPIVOVTAL KAl ATTAVTOVV OTO
Beua, aAG oe eva Mo entinedo: dTav KATAPEPVOLY va
kepSloovv TIg EVIVTIROOELS - OTAV ALTO TTOV KAVOULV, Agel
KATL

AK: H ABnjva kat o1 fixo1 TG TL Aéve 0° €04G;

AD: 'Onwg mbavag Eepete, eyd Aatpedo tnv Adnva.
Tnv Aatpeto pe TNV Evvola 01 Tov avlpamov mov eival
TUPAIG OTA EAATTOUATA TNG, AAAA KAV Hid TTAPOUOImOT
pe pia yovaika ov €xeig epwtevtel. Eiyovpa dev etvat
TEAELA, A AUTO TTOV ELCTIPATTELG EIVAL TO GUVOAO KL AUTO
£xeLva KAvel 1 auTo mov BAETELS, | auTod Tov akovg, W
aUTO 7OV TAVELS, ' AUTO 1oL VimBelg Otav gioar padi tng.
Apa pItAEkouv OAeg ot aroBnoelg padi - kat y avto Aéw ot
elvan KATL avaloyo. Ao v AN pepid, a yvvaika eivat
HUOoTHPLo - TOTE Sev etvar avorytd Piiio. Eivat to alo.
Av pEYpL eKEL LTOP® VAL AW TNV TAPOHOIwoT), TOTE O Tw
oTL N ABnva givat kAT TOADTTAOKO, KATL TTOV EXEL LVOTHPLO
KOL IOV TO TTPOCAAUPAV® [E OAEG LoV TIg auoBnoelg
padi. Ao kel ka EPA, va YUPLOOUVUE OTNV TTOAT KAl
VA SO T®OOVE OTL LITAPYOLVV SLIAPOPETIKADV EI0MV
npooeyyioelg oe autv. 'Opwg, ekel oL AVAKAADTITELG
NV AIEPIA AVTOV TV TEPUTTOOENY TNV 151 oTIyur|
AVAKOAUITTELG KA TIG CUVAWELG, TIG ETTAPES KAL TIG
ETMKAANDYPELG TTOV EXOVV AUTA TA TTPAYHATA LETAED TOVG.
H 7t6An aut eivat éva Tpaypa Tov ouveXmS «maide.
AvTO gpéva pe tpedaivel. Niobw 0Tt o€ 67101 ywvid tng
KLav maw, kabe gopd kATt kavovpylo Ba avakoAbyw. To
A0 KATAITANKTIKO 0TnVv AOTjva gival 1o mépaopa amd m
pia {ovn oty 0N pe OAQ aUTA Ta HETAPATIKA KAl TTOAD
evBlapepovTa OTOIKELA - LE TOV TPOTIO TOL TEPVAG LETA
arto pia Spootd ya va pmeig péoa o pia (eotn pnepa kat
Eavayvpilelg: OAn autn 1 evalayn tov rpaypatov. H
a&ia g ABnvag elvat To eQRUEPO NG, AVTO TTOV CUVEXDG
aAAdel K1 O ) AKPOTIOAT TV KAPT-TTOOTAA, TO 0Tabepd
KO TO HOVIHO. AUTO oV eivat povipo otnv Arva eivan
akp1mg To OTL ekelvn ovvex®g AAALeL.

AK: Epotnon 5 [Xaptoypaepnon]

AD: O xapteg meptypagovv. Eivan pia
OUYKEKPIUEVT YADOOW TTOV TTEPTYPAPEL TTPAYUATA - KA
TO TL eTAEYELG va SETEerg ka va KpUWELS Kal TG TOVIELS
1 peyebivelg kAT oe Evav xaptn, OAa avtd Seiyvovv
TPAYHATA. AKOLA KAl O1 LVILOVIKOL XAPTEG TTOV elval
AMNG Katnyopiag, xovv eEarpetikd eviiagpepov. Me eixav
EVILTIWO1A0EL 01 XapTeg Tov National Geographic, 7.y. pe
TOUG WKEAVOUG KA TIG KIVI|TELS TTOV KAVOULV Ol (PAAAIVEG.

because it happens to be fashionable right now - the raw
material is so diverse that it cannot fit into any mould that
you might want to impose.

AK: What do you think of the general theme of this
year’s Biennale?

DF: The theme that is selected each time is just a
costume the curator is obliged to wear, so that almost
anything can fit under it. But the theme does not go very
deep. It seems to me that national participations are not
really evaluated according to the degree in which they
reciprocate and respond to the general theme, but on
another level: when they manage to create an impression -
when they have something to say.

AK: What do the sounds of Athens say to you, then?

DF: As you may know, I adore Athens. Not in the
sense of someone who is so in love with a woman that
he doesn’t see her shortcomings. Of course, she is not
perfect, but what matters is the whole, which relates to
what you see, what you hear, what you touch, what you
feel when you are with her. It involves all the senses - that
is why I am making this comparison. However, a woman
is a mystery —she never is an open book. She is the other.
If this is as far as the metaphor can go, then I would say
that Athens is complex and mysterious, something that
I engage through all of my senses. Now, there are many
different approaches to the city. Yet, just as you discover
this infinity of approaches, you simultaneously become
aware of the links, connections and overlapping elements
between them. This city is constantly ‘at play’. This is what
Ilove about Athens. I feel that I will discover something
new no matter where I go or how many times I go there.
The other incredible thing about Athens is the endlessly
variable and fascinating transition from one zone to
another - the way in which you pass through a cool breeze
to enter a warm day and then go back; this relentless
succession of things. What is great about Athens is her
ephemeral quality; everything is constantly changing -
Athens is not the Parthenon of postcards, enduring and
permanent. The most permanent feature of Athens is the
fact that the city is constantly changing.

AK: Question 5 [mapping]

DF: Maps are descriptive. They consist of a
particular language that is used to describe things -
and everything is indicative of something else: from
what you choose to show or hide to the way in which
you highlight or magnify something on the map. Even
mnemonic maps, which belong to another category, are
extremely interesting. For example, I was impressed
by some National Geographic maps which illustrated
the movements of whales in the oceans; or those naval
maps where the mainland is a blank surface, while the
shores are bursting with information, which reveals a
shift in perspective. Thus the mapping process itself, a
process during which you are obliged to isolate elements
in order to show something specific, reflects your spatial
conceptions as well as your methodological tools.

SG: What about the experience of using a map in
relation to the experience of moving through a city?
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urban sounds

'H 01 YAPTEG TWV VAUTIKGOV Y1A TOUG 0TT0I0VG 1) OTEPLA
elvat éva AeUKO TTPAyUa KAl Ta TapdAia eivan nypéva
oTNV TANPoPopia Kat ekel BAETELS TV AVTIOTPOPT)
autoL Tov Bepartog. AnAadn kat i ida n Sradikaoia

G XAPTOYPAPNONG KATA TNV 07010 avayKadeoat va
QITOLOVOOELS KATL Y1 va Selferg avTavakAd OAeg oov Tig
avTiAnpeig ka ta peBodoloyikd gov epyaleia.

2T: Ko 1 B Aéyate ava@opikd pe v eumelpia tov
XAPTN O€ OYEOT LIE TNV EUTEIPIA TNG TTEPUTAAVIOTG OTNV
TTOAN;

AD: Av Oewpr)oeLg TOV XAPTN Eva epyaieio
AvVaKAAUYNG 1) TTapakoAoVONoNG Lag mopeiag peéoa
oTNV TOAT, QUTO TTEPLOPILEL lyovPA TIG EKPPATTIKEG
SuvatdmTeg TOv Kat TNV TTANPOPOPIA IOV TPETEL VA
SraBetel yia va kavel autr) n SovAeld. Oa ntav eva
opyavo 1ov Ba AerTovpyoloe [LE EVA GUYKEKPIUEVO
TPOTO. ZNUEPA TA, TTOV EXEL AUTOVOUNOEL 1) Evvola
TOV XAPTI, WITOPELG VA SEIG XAPTOYPAPTIOELS TTOV TTOAD
Alyn ox€omn &xouv pe auTo Tov Aépe AN (SnAadn pe
O1KOSOUIKA TETPAYWVA, KTNPLA KAL 0,TIONTOTE), AAAA elvat
XAPTOYPAPNOEIg A.X. oUVAIoONUATIKGV KATaoTAoewy. O
xaptng Sev eivan SnAadn povo avtod mov PAETES Ao To
AEPOTTAAVO KL TO KATAYPAPELS. XAPTNG TEAIKA eival Kat
éva Siaypappa Rorsach - ylati oov mepva péoa amo eva
OXTILa OAEG AVTEG TIQ 18€€C, TIG AVTIANMPELS KTA., elval 0
XApTNG Gov.

AK: Mmopei 0 avayvootng va avadnovpyet
oOUATIKA ToV XapTtn; Mmopeig va thonynBeig oe évav
XAPTN EVEPYOTOLOVTAG HOVO OTLEL TOV LE TNV TTapovaoia
oov;

A®: Yy ¢kBeomn Destroy Athens, o I'davvng
Sappidng £derle pia oelpd amod xapteg mg Adnvag
{WYPAPIOUEVOUG OTO XEPL IOV EIXAV TIG TAPALOPPDOTELS
70V O TABave ) TOAN AV EXAV ETKPATI|OEL AAAA
10TopIKA oevapLa (JT.X. aKpaiog KATAMOUOG 1)
OOOLAAIONOG KTA). Zav VA HOOUV O€ £va OVELPO KAl
QAUTO NTAV LA TTPAYLATIKT) KATAYPAPT) AUTOV TTOV
vrnpyxe ekel. To va BAémelg autod mov Sev vtdpyet oe
KAVEL VTTOXPEMTIKA VA OKEPTEIG AUTO TTOL VIAPYEL OTNV
TPAYUATIKOTNTA KAL VA KAVELS AUTO TO EUTIPOG-TILOW TNG
OUYKPLONG.

Oa pWItopovoa va OKEPT® Evav Xaptn mov Ba épotade

LE TNV TEXVIKT] TNG tapovoiaong oto Aladiktvo. Ze éva
OUVOAKO 7ebio, Ba HTopolioe va VITAPYEL OTOLXELDONG
AVaAPOPA MOTE VA UITOPEL VAL yiveTal avayvaopion

KO TaUTLOT, VL QAIVETAL 1) AOYIKT) LE TNV oTtoia £Xel
opyavmBel n mAnpopopia kat amod ekel kan mEpa, va
umopelg eov va maifelg avaloya pe to 1ol Oeg va kivnOelg.
Kau 107€, 10 Ywpkd cvotua Ba gxel avakataveundei oe
£va KavoLP1o CUOTNHA IOV AVAPEPETAL OE AUTO, XWPIG va
elvar pia asmr) kaTaypagn ) amoTOR®OT) ToV.

DF: Considering the map as a tool for discovering
or following a route through the city certainly limits the
expressive potential and the information a map should
contain in order to serve this purpose. The map would be
reduced to an instrument that functions in a very specific
way. Nowadays, since maps have taken on a different
meaning in their own right, you may encounter mapping
that bears little resemblance to what we call a city (blocks,
buildings, etc.), but still constitute mappings (of emotional
states, for instance). That is to say, a map is no longer only
what you see and record from a bird’s eye view. In the end,
even a Rorschach test is a map because it conveys all these
ideas, concepts, and so on through a simple shape; it is
your map.

AK: Could the reader physically recreate a map?
Could you navigate a map activating only parts of it
with your presence?

DF: In the recent exhibition Destroy Athens, Yiannis
Savvides presented a series of hand-drawn maps of
Athens that showed the distortions the city would have
suffered if other historical scenarios had prevailed (for
example, extreme capitalism or socialism). It was like
being in a dream, with the map serving as a record of what
would have existed. Seeing what does not exist obliges
you to think about what actually exists and prompts you
to keep going back and forth between the two during this
comparative process.

I could imagine a map that resembles the way things

are presented on the Internet. It might have a series of
rudimental references conveyed on a generic background,
so that one could identify and understand the logic that
governs the organisation of information. From then

on, one could navigate the map according to where one
would want to go. Thus, the spatial system would be
redistributed, creating a new system that refers to space
without being simply a record or an impression of it.
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Kataypa@ég

ATHENS by SOUND

Recordings

Xaravpr
Tafyopa okbAwv

Chalandri
Dogs barking

9:00

Nza Ievia
STEPVOVTAG TO KAPOTOAKL
JPOG TNV AAIKT) ayopd

Nea Ionia

Trailer on the way
to the flea market

13:30

G

Aylot Avapyvpot
IMapakoAoVOnon aymva
UITAOKET OTO UITOAKOVL

Ag. Anargyroi
People watching basketball
match on the balcony

J1

‘Opog Artydrew
T piopata movMav

18:00

Mt. Egaleo
Birds singing

22:30

Huépa-Day1 14/07/08

B1

XaravSpr

IToAvmAnBég kaTaoua e18®V

opOPPIag

Chalandri
Busy cosmetics shop

10:30

Nza Ievia
Ynaibpa tafepva

Nea Ionia
Outdoor tavern

15:00

Kapatepo
Mo akolve padiogwvo

Kamatero
Children listening to radio

19:30

duvoben
Tutifopa movhiwv

Filothei
Birds singing

12:00

Néa Puadsipera
Tpayodt tditdika

Nea Filadelfia
Locust singing

11

Kapatepo
Anuotiko oynua kabapiopov

16:30

Kamatero
Municipal cleaning vehicle

21:00




Huépa-Day2 15/07/08

A2 B2 C2

Ayia IHapaokevn
Avvatr) HovotKn amo
PASI0POVO AUTOKIVITOV

Agia Paraskevi
Loud music from car radio

9:00

Puyko
E&aton punxavng

Psychiko
Motorbike revving

13:30

Aylot Avapyvpot
BevQivadiko

Ag. Anargyroi
Petrol station

J2

ITetpovstoin
SudnToeIg 0TO MEPLTTEPO

18:00

Petroupoli
Chatting by the kiosk

22:30

Xaravdpt
Mayad pe kpvotalia

Chalandri
Crystal shop

10:30

T'aiatot
ExxAnotlaotikol paipot

Galatsi
Priest chanting

15:00

Tatov
Svvalayn oge ATM

Ilion
ATM transaction

19:30
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Puyko
Mntépa padaver o andi g

Psychiko
Mother shouting at child

12:00

Néa Xarkndova
Ftabuog petemPifaong
AewPOPEIDV

Nea Chalkidona
Bus transport station

12

ITeTtpovtoAn
T'pageio otornuatwv

16:30

Petroupoli
Betting shop

21:00

A3

XoAapyog
KAdpa popot

Cholargos
Baby crying

9:00

TaAatot
Moudwkr| xapd

Galatsi
Playground

13:30

TAtov

AvvaTtr| Hovokn amo padio@wvo

QUTOKIVI|TOV

Ilion
Loud music from car radio

18:00

ITetpovtoAn
SudTOEIS YUVAIKGOV
UETAVACTOV

Petroupoli
Emigrant women chatting

22:30

Hpépa-Day3 16/07/08

B3

XoAapyog
Svvalayeg oe
KATAO TN A PAKGOV

Cholargos
Mini market transactions

10:30

TaAatot
Aaikn ayopd

Galatsi
Flea market

15:00

Tatov
Tuvaikeg ov{nTovy oe
Sragpopetikeg yA\wooeg

Ilion
Women discussing in

other languages

19:30
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Néo Wuyko
Tpakdpopa

Neo Psychiko
Car crash

F3

Avo Iatowa
IIpostévnomn OTO YOUVAOSTIPLO

12:00

Ano Patisia
Working out at the gym

13

IIetpovtoAn
Pepmetadiko

16:30

Petroupoli
Folk music tavern

21:00



Anyn - Shot 5

Ave IHatow otov HXATT
ITA1R0n avefoxatefaivouv oTig KLAIOpEVEG OKAAEG O
wpa aypung. H Afqyn éxet yiver péoa amo m Sidpavn
KOUTIAOTH| £T01 MOTE VA BAETTOVNE TA OOUATA AANA KL TNV
QAVTAVAKAQOT] TOUG 0TO YUOAL. O X®POg TTapapop@aveTat
716 TN WEN owPATWY Kt avtavakAaoewv. O 11xog
Tov otafuol mov avtnyel, Snuovpyel pa aiobnon
QITOTPOCAVATOATLOD.

Ano Patissia train station
Crowds of travelers are going up and down the escalator
in rush hour. The shot has been taken through the
transparent handrail so that we can see both the bodies
and their reflection on the glass. The space is distorted
by the fusion of bodies and reflections. The sound of the
station, reverberating creates a sense of bewilderment.

Anyn - Shot 37

O¢atpo HpmSov tov Atrikov
Mua mapéa APePIKAV®Y TOVPLOTAOV SlaPrvel yia Tv
XOPNTIKOTNTA TOV apyaiov Bedtpov, eva eva xEpt
pe omatovAa EexoMdet ypriyopa add pe tpoooyT
i ratnpévn toiyAa amto ta pappapa. H oxid evog
TOVPIOTA TTOV PWTOYPAPIEL TOUG PIAOVG TOV, PaiveTal
070 TAAVOo. Me apopurn TV avakoivwaor tov Yrrovpyeiov
IToMTiopoU 710V avaPEPEL OTL 10.000 TOLYAES TTOL AVIKAV
oTovg «aoePeig» Beatég tov peoTfAN ABnveV 2007,
EekoMOnkav and Sidpopa onueia tov Bedtpov.

Herodion Theatre
On the picture a group of American tourists discusses the
capacity of the ancient theatre, while a hand with a trowel
removes quickly but carefully, a chewing gum stuck on
the marble. The shadow of a tourist taking pictures of his
friends can be seen in the picture. With reference to the
announcement of the Ministry of Culture, that 10.000
chewing gums — discarded by the “disrespectful” visitors —
have been removed from several parts of the theatre, after
the Athens Festival 2007.

Anypn - Shot 41

IIeTpovtoin
Mikpd KOppATIa YUl asto Bpuppatiopevo mapuipid
AUTOKIVITOV, ATAGVOVTAL 0TO 11e(odpopto, oto Babog
paivetat 0 5popog amd o Log Tov edoSpopiov, TV

uBavr) omrtkT yovia evog BOHATog Tpoyaiov aTuynHaTog.

O 110G aIt6 TA S1EPYOUEVA AUTOKIVITA TTOV TTEPVOLV OF
apaid Sraotnuata, TOAD KOVIA KAt He HeYyaAn TaxDTnTa,
ovumAnpmvel v Spapatikr aioBnon evog "hit and run”
TEPLOTATIKOV.

Petroupoli
Small fragments of glass, from a crumbled windscreen
of a car, spread onto the pavement, with the street at the
background. It is shot from the height of the pavement,
the probable point of view of a car accident victim. The
sound of the passing cars coming and going occasionally,
very close and in high speed, completes the dramatic
sense of a “hit and run” incident.

Anyn - Shot 88

Aew@opog Kngoiag
WnAd AMBapa avepilovv pe @OVTO ToV ovpavo.
TIavew Toug S1AKPIVOLE TNV HAPKA TOU AUTOKIVI|TOV KA
0 AoyOTLTTo TOL gloaymyea. O dvepog aAAAder Popa Kot
£vtaon. Ao HaKpIv) atd0TACT) AKOUYETAL TO LEYAPDVO
Hag epyatikng StadnAwong kat o upvog AOyog tov
opANTY.

Kifissias Avenue
Long banners are waving in front of a sky background.
A well known car brand and the logo of its importer can
be seen on them. The wind is changing its direction and
power. From far away we can listen to a workers protest
through loudspeakers, as well as
the passionate speech of the leader.

156

Anyn - Shot 76

Anyn - Shot 51

Xaidapt
Kwnuatoypagam v pmovydda g tapadtoag §m and
70 TapaBupo pov, eve puodet. O dnpog kavel Epya
KOl TA KOUITIPETEP TTAPAYOLV EKKWPAVTIKO B0pufo OAN
pepa. Kpatdm tov aAnbwvo fixo o omolog Opwg eivan
T000 eEWPPEVIKOG WOTE dnpiovpyetl wa aiobnon pn
TPAYUATIKOV, QIO TEVTOL.

Chaidari
Laundry blown by the wind is drying on the terrace
outside my window. There are public restorations taking
place and the jackhammers are causing an unbearable
noise all day long. I keep the the actual sound, which is so
outrageous that it creates a sense of unreal, of in-credible.

Anwyn - Shot 1

Metapop@won
'Eva vtaifpilo mayvidt otnvetal 0to avorytod mapKivyk
tov Praktiker. To mmAavo eivan otaBepod kat kataypapet to
OTNOLO TNG KATATKEVNG. AELA 01 EPYATEG LETAPEPOVV
peBodikd Ta KOPUATIA OTOV WPEVTIKO XAOOTANTA .
10 BaBog paivovTal Kot aKovyovTal AUTOKIVITa TV
JEPVOLV OTNV HeYaAn odwkr aptpia. To povotovo avtd
B0pvPo g MOANG TOV S1aKdMTEL | AVAKOIVWOT) Hiag
VIAAARAOU 70V avadntd o€ EvIovo VPog epyaloUEVo Ao
70 "tunua kfmov". H avaxoivwon emavaiapfavetat
TOMNEG (popeg SivovTtag £To1 oty TTPOTACT) Eva TOVO
aelmoiag

Metamorfosi
The installation of an outdoor game is being set at
Praktiker’s open parking. The picture is fixed and
records the setting up of the structure. On the right
side, the workers are methodically carrying the pieces
of the synthetic grass. At the background, cars can be
seen and heard, crossing the central motorway. This
monotonous noise is interrupted by an employee’s
urgent announcement, calling for someone from “garden
department”. The announcement is repeated several
times, giving, thus, to the phrase a tone of despair.

Ayopa
Mmipeg. Tpia mAava: 0To TPOTO Tpia alovuvevia
KOUTAKLIA TTETAUEVA 0T0 TapaBupo evog vtoyeiov, 0To
Sevtepo éva pmovkat Apotel oe eva Ao mepPad
TapaBVPov KAt GTO TPITO, LITOVKAAL QIO PITVPA LLE TNV
UAPKA TNG OTO KUPIANKO aAPAPNTO, TApATNHEVO OE Eva
TAYKAKL. AKOVYETAL EVIOVOG O YOG QITO TNV KEVIPIKT
ayopd. Ov yaodmndeg kat ot papadeg Stapnuidovv v
TPAUATELA TOVG: «EVA EVP®, EVA EVPW», KOTAPTAPAVE».

Agora
Beers. Three pictures: In the first one, there are three cans
lying outside the window of a basement, in the second a
bottle of Amstel is lying on another window ledge, and in
the third one, a bottle of beer with its Cyrillic-alphabet
branding, is left standing on a bench. Intense sound from
the central market can be heard. The butchers and the
fishermen advertise their goods: “one euro, one euro”,
“fresh fish”.

Anyn - Shot 67

Koiwvaxt
'Eva kapotodkt g Aaikng yeparto BipfAia, akovpmopevo
o€ [ KoAwva, otn Baon Eexwpilel Eva KOKKIVO TAKETO
pe aApupd pmokota kpakep amadomoviov. Mua Beoma
kapaidet 1o medodpopo. O mAavodiog BiAonmAng
kaBetan Mo kel kat Taidel Eva TEPLOTEPL, KPATMOVTAG EVAL
1610 makéTo pmokota... IIapotpuVeL TOUG TEPATTIKOVG
Agyovtag amAd v AgEn «mape». TEAog uia kupla meptet
TAVK OTNV KAUEPA.

Kolonaki
A shopping-trolley full of books, is placed besides a
column. A red packet of salty crackers “Papadopoulou”
can be seen at its base. A motorbike rides on the
pavement. The street bookseller sits a bit further and feeds
a pigeon, holding the same brand of crackers. He prompts
the passers by, with just saying the word “take”. In the
end, a passing lady falls on the camera.
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A4

IMastayog
Maptida tévvig

Papagos
Tennis match

9:00

ApsteAdknTol
Katdompua yiukaov

Ampelokipi
Mini market

13:30

Tawov
Maaatdng

Ilion
Gypsy selling his wares

18:00

Xaidapt

Judnoeig oe TOMEG YADOOEG

Chaidari
Discussions in various
languages

22:30

Hpépa-Day4 17/07/08

B4

IHanayog
Modid aidouv prdoket

Papagos
Children playing basketball

10:30

Kuyéin
BoAta Simha oy Aew@opo

Kypseli
Walk by the highway

15:00

IMeprotept
ZnTavot aidovv aKopvTeOV
KAl VIt

Peristeri

Beggars playing accordion
and tambourine

19:30
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A. Kateyaxn
AmofaBpa otabuov petpo

Katechaki Av
On the metro platform

12:00

Aywog EAev0eprog
Hpeun kagetépra

Agios Eleftherios
Lounge cafeteria

14

IIeprotept
JuvopiAieg otov Spouo

16:30

Peristeri
People chatting in the street

21:00

A5

Yunteog, Zoypapov
Bon g 7t0ANg amd amdotaon

Ymittos, Zografou
City noise in the distance

9:00

ApsteA0knol
Ztabuog petpod

Ampelokipi
Metro station

13:30

Botavikog
Mayad Makiotavev

Votanikos
Pakistani shop

18:00

Xaidapt
Koopog otov me¢dS6popo

Chaidari
Lively pedestrian street

22:30

Hpépa-Days5 18/07/08

B5

Zoypagpov
Ynaibpa kagpetépra

Zografou
Outdoor cafeteria

10:30

Ao@og Xtpepn
Tovpioteg {nTovv mAnpopopieg

Strefi Hill
Tourists asking for directions

15:00

IIeprotept
BovAkavidatep

Peristeri
Gas station

19:30
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Zoypagpov
Kovpeio

Zografou
Barber shop

12:00

TtaOpog Aapiong
IToAvoUyvaot tafepva

Larissa Station
Busy tavern

Xaidapt

Juvopilieg ota AABavika

16:30

Chaidari
Discussions in Albanian

21:00



Anyn - Shot 81

Anyn - Shot 18

Néa Zuvpvn
IMAavo katomtikd. Appikavog epyatng kabapilet a
oKenm ato ta oM moodyapta.. Ta padevel o éva poAd
KAl T TETALL KATw. Avtd kabmg té@touv ato £8agog
TTAPAYoLV Evav 1o asto téaa tov amalovv. O fxog
OTUAIVEL EVAV OLVAYEPLO- EKTTAT|OOEL KAl TAPASEL, EVQD
0 epyang ovveyilel amepiomaotog T SovAeld Tov.
SUUTTOUATIKA TNV TIPOTYOULEVT] HEPA €A AKOVOEL VAV
S1d\0yo 010 YIMKATZSIKO TTOV KATEAYE OTO EPMTNUA,
«&yeig 81 moTe cov pavpo va Sovievet; »

Nea Smyrni
The picture is taken from above. An African worker
replaces some old bitumen paper sheets out of a roof. He
rolls them up and he throws them down. On touching
the ground they make a sound of smashing glasses. The
sound is like an alarm, which astonishes and upsets, while
the worker unbothered continues his work. By the way,
the previous day at the kiosk I had overheard a dialogue
culminating with the question “have you ever seen a black
man working?”

Anyn - Shot 22

XoAapyog
Fnv pavpa evog vaibplov abAntikov ympov pe
YN7teda PITACKET VA TTAYHTO GTYOAIMVEL, EVG GUYXPOVKG
AKOUYOVTAL TO TPEEILO KAL Ol PWVES TV LIKPOV TTALYTOV
Kat 1o puBpiko XTOmnpa g PtdAag oto £5agog.
ZTad1oKd T0 TAYOTO AIWVEL EVIEADS KAL TPEXEL ATTO TNV
pHAvTpa 0TIg TAAKEG TOL TTECOSpoptiov.

Cholargos
An ice cream is melting slowly on a bench, in an open
athletic field with basket courts, while we can hear to
the running and the voices of the young players and the
rhythmic bouncing of the ball. Gradually the ice cream
melts completely and runs down on the pavement.

Ay.Ilapaokevr)
Avtopatog emToypaeikog Baiapog. Muotnpidng
KOTIEAQ LE AVOIYXTOYPWUT KATAPVTIVA POTOYpaPileTan
péoa oto Bahapo, Sev BAémovpe To mpdowso g 'Hyog
mg vuytepvig ABnvag. Ouiiieg ammd Haxkpld KAl HOVOTKT),
vroSnAmvouv Ty vapén xwpwv Staokédaong kel yopw.
AloOnon aviypatikn, i0wg epOTIKY.

Ag.Paraskevi
At an automatic photographic booth. A mysterious girl
with a bright coloured cardigan is being photographed
in the booth; we do not see her face. Athens by night: the
sound of people talking at a distance and music, indicate
the existence of places of amusement near by. There is an
erotic, enigmatic mood.

Anwyn - Shot 62

A. Boviwayugvng
Aldpopa mAava amd mAepwvikovg Baldovg ot oelpd.
Ot ypatoovviopéveg Stagpaveieg BoAovouv v ok,
KoM péva yaptaxia kat Aekedeg. O1 Bahapon eivan
VIEPXPTOUOTOUHEVOL Kat Atyo mtapakpiakol. 'Hyog
AUTOKIVI TV padl pe oelprveg aobevopopwv. To nyntko
OT|LLA TNG OEPTIVAG AKVPMVEL TNV AELTOLPYIA TNG NXOYOVOU
TNYNG-TNAEPWVOU.

Vouliagmenis Av.
Several shots are taken from the inside of telephone
booths in a row on a big highway. The scratched
transparencies blur the view, there are sticky papers and
smuts. The booths are over-used and a bit decayed. Sound
of cars along with the sirens of an ambulance. The sound
signal of the siren cancels the function of the sound source
(telephone).
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Anwyn - Shot 30

ITotapog IlMoSovouetg
TUNvog astd KouvouIia KAVEL TNV EUPAVIOT] TOV 0TIV
JEPLOXT) AIYO TIPLV VUXTGOOEL Y1a TA KAAAQ. Ze KOVTIVO TTAAVO
n BoAn ewova powadet pe pofAnUATIKE ANy eve OTav
arropakpuvetat Eekabapidel kat @aivetal amenTik.
To ounvog oe pop@r| atpofirov Tahaviletar atov agpa.
O 1xog eival to KAAo1KO BoUiopa ATENNTIKOV EVTIOU®V.

Podoniftis river
A swarm of mosquitoes appears just before it gets
completely dark. In the close up the blurry picture seems
like a problematic shot, while when the camera moves
further back, it becomes sharper and looks threatening.
The swarm, in a form of swirl, is trembling in the air.
The sound is the one of threatening insects.

Anyn - Shot 2

Mateia Kaviyyog
Katorrtkd. Exw tpapni&et évav akdAvnto kAe1oto
TOEVTEVIO XOPO TTOL OPILETAL ATTO YPAPEIQ 0N TTEPLOYN
¢ mhateiag Kaviyyog. O 1jxog amtd ta aipKovTiooy twv
ypageiwv pov Bupilel v aionon mov eiya amd madi,
OTaV £UEVA GTOV TIEUITTO OPOPO TTOAVKATOIKIAG, E TETOLOV
TUITOL AKAAVIITO KA TTOAD TPOUAYTIKOUS POTAYDYOVG.
Otav avéfava oy Tapatoa Kot £Xmva To KEPAAL LoV
UECA TOUG LITOPOLOA VA KPUPAKOVO® TIV TTOAVKATOIKIA
KO VA VIOO® €vay amaiolo ilyyo.

Kaniggos Sq.
Shot from above. I am shooting an empty concrete space
which is defined by the office blocks at the Kaniggos Sq.
area. The sound of the office air-conditions reminds me
of the feeling I had as a child, when I was living on the
fifth floor of an apartment building, which disposed of a
similar uncovered space and very scary areaways. When
I climbed to the roof and plunged my head inside them I
could eavesdrop to the whole building and feel the sense
of a horrible vertigo.

Afyn - Shot 77

Zdastero Méyapo
"Eva pkpo pépog g mepitexvng pappdpvng faong
VEOKAQOIKTG KOAOVAG, PaiveTal KAT® el evd 1) KATOM
TOV PWTOG HAPTLPA OTL 0 NA10g SvEL. Ze ypriyopn kivnon
01 HOIPEG TOV PWTOG AMAOLV, TAVTOXPOVA LE TO AKOLOUA
Tp1€lnaTog pag mopTag ov avoiyet kat kAetvet. To
EUTPOG-TTIIOM TOV XPOVOL TEAIKA S1aKOTTTETAL ATTO TNV OK1A
£vOg avBpmITOL TTOL 01 YPTIYOPES KIVITELG LTTOSNAGVOLY
0TAOoT Kat avapovr (Yayvel v toavta Tov, Kamvidel KTh).

Zappion Megaron
A small part of the elaborate marble base of a neoclassical
column is visible on the bottom right part of the picture
while the inclination of light reveals that the sun is setting.
In fast motion, the degrees of light change in tandem with
the noise of a creaking door opening and closing. This
temporal back-and-forth is interrupted by the shadow of
a man whose quick movements imply anticipation (he is
looking into his purse, smoking etc).

Anyn - Shot 9

OAvprmaxo otadro
TTVPOTEYVILATA GKAVE GTOV OKOTEIVO OUPAVO HETA
TO TEAOG H1AG YI0PTNG. ZTIG TTOAD HIKPEG TAVOEIS TWV
EKITVPOOKPOTIOEMV AKOVYovVTAl Ol ekdnAwoelg Bavpacuol
TOV KOAEGUEV®YV YA TO TTAOVO10 BEaua. AvTO IOV 1oV
£PYETAN TAVTA 0TO HVAAO OTav TapakohovBew coov
TUPOTEXVIUATWV GTNV JTOAT €lvAL 1] PPACT] «TTOAD KAKO
Y1a TO TimoTa».

Olympic Stadium
Fireworks explode in the dark sky after the end of
a festivity. In the very short pauses between the
detonations, one can listen to the expressions of awe of an
audience satisfied by this lavish spectacle. What springs
into mind whenever I watch firework shows in the city is
the phrase “Much ado about nothing”.

161



A6

Yunrrog, Kawoapavr)
Movonat amd yahikia
Stmha oo puaxt
Ymittos, Kesariani
Path of pebbles near
water stream

9:00

IMaykpat
‘AgTteyog [Ee aKopvTEOY

Pagkrati
Vagabond accordion player

13:30

Iepa 080¢g
Tpayotdt (nuavag

Iera Odos
Beggar singing

18:00

Ayia Bappapa
[Mepmatnua oe yaAikia

Agia Varvara
Walking on pebbles

22:30

Huépa-Day 6 19/07/08

B6

Kawoapravn
Pakéteg tévvig

Kesariani
Tennis racquets

10:30

Tvvraypa
IMopeia Stapaptupiag

Syntagma
Protest

15:00

Awydrew
Nvytepwvr foAta

Egaleo
Night-walk in the street

19:30
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Kawoapavr)
Koumpeoep

Kesariani
Pneumatic drill

smashing concrete

12:00

Kepapewog
Eevaynon

Keramikos
Guided tour

Awydrew

Yxovmbiapiko

16:30

Egaleo
Garbage truck approaching

21:00

A7

Yunrtrog, Bopwvag
Bon avépou

Ymittos, Vyronas
Wind blowing

9:00

Merxg
'Epya tomtobemong
(PLOTKOV aepiov

Mets
Construction work

13:30

Tavpog
Judnoelg o€ MTOAMEG YAWOOEG

Tavros
Chats in various languages

J7

Kopuvdairog
Kataompua yiaikaov
UE AATKT) LOVOIKT)

18:00

Korydallos
Mini market with folk music

22:30

Hpépa-Day7 20/07/08

B7

BUpwvag
Opoloua LAY

Vyronas
Rustling leaves

10:30

Tuyypov - ™
Metpo tAnoladel otov otabuo

Syngrou-Fix
Metro approaching station

15:00

Aryddew
Ynaifpla ayopa

Egaleo
Flea market

19:30
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IMaykpat
Mayalia pe covPevip

Pagkrati
Souvenir shops

12:00

DUV OTATTTOV
Movoikn amd TouploTikd payadla

Filopappou
Music from tourist shops

16:30

Awydrew
ITapakoAiovOnomn aymva
UTTAOKET OTO PUITAAKOVL

Egaleo
Watching basketball

on the balcony

21:00



Anyn - Shot 7

A. Ilavernotnpiov
Amdyevpa pe apketod akoua ews. H mapadoén cuvBeon
QTOTEAELTAL QITO £VaA GITACUEVO TILAVO, VA XAAATUEVO
modNAaTo kat Evav ad£ooTo OKLAO, TOV KATOIKEL 0T
yovia miow ad auto to 181opop@o ovpmieyua. O 1yog
TOV AUTOKIVAT®V amtd TV Aew@opo [Tavemompuiov Sev
Sratapaooet Ty npepia g £1KOVAG TTOV AIVETAL VA EXEL
&va 81k g pubpo.

Panepistimiou Av.
Evening—light, still sufficient. The paradox composition
includes a broken piano, a broken bicycle and a stray dog
who is the resident of the right corner behind this peculiar
complex. The sound of cars crossing Panepistimiou Av.
does not upset the peace of the image that seems to have
its own rhythm.

Yuntrog
Katomrtkd tpafelvyk akohovbel Tig amwpéveg KOKKIVES
OWANVEG TNG TTUPOCPBECTIKNG EVD AKOUYOVTAL OLIALEG
kat B0puPog kabag kal 0 ACHPUATOG ATTO TO OYNUA, KA
KataAnyet otig faveg Tov vepov KAl 08 Eva KPEGEVTO
BopvPov. Tyetidetan pe Tov KivEUVO -TO KUPLAPYO KOKKIVO
XPOUA- VG 0TO HETAED £vag TUIOG oW TVEL AVETOG TO
kapedakt Tov- N {wr ovveyxiletal, n TupKAyLA £xel oPrioey

Ymittos
Planar traveling follows unreeled red ducts of the fire
brigade while discussions, noise and the radio from the
vehicle can be heard, ending up to the water valves and a
noisy crescendo. The video addresses the issue of danger
—the dominant red colour- while a guy in the background
stays cool drinking his coffee —life goes on; is the fire still
burning?

EMnNvko
Mua oita KAAUITTEL TV TTPOCOYT] L1AG TTOAVKATOIKIAG
70V emokevadetat. H oita kupartidel amo tov aépa, eve
QAKOVYETAL O T)X0g ATTO TTAOIO0 IOV TTPOCEYYIZEL TO Mudvt,
0 Avepog kat 1 0AAaooa, GX0VIA IOV TEVIWVOLV 0TOVG
HOAOUG, O1 LOKPIVEG PWVEG TV avOpmOITOV.
Ot 1ot eivar uadidkpitol kat TEPIOCOTEPO SNUIOLPYOVV
Hav e Tk atpoo@aipa :to evdeyopevo feokémaopa
£vOg OKavOAaAov, TNV TITOOT HLaG HACKAS, TNV ATOKAALYT
£VOG EKTPMUATOG,.

Hellinikon
A screen covers the facade of an apartment building that
is being renovated. The screen is rippling as the wind is
passing through it, while we listen to the sound of a ship
approaching the harbor, the wind and the sea, ropes that
are tightened on the piers, distant human voices.
The sounds are indiscernible; they mainly mould a
threatening atmosphere: the probable unveiling of a
scandal, the fall of a mask, the revelation of a monstrosity.

Anwyn - Shot 4

Mapovaot
'Eva mtapatnpévo mo8oo@aipakt oe AaYTioTo otkomedo.
Ta keAandiopata Twv ToLAL®Y, 0 T1X0¢ TS PUONG,
Srakomtetan flara asmd Toug BopHBOVE TV AVTOKIVITGV.
H évvola g aAdvag ot yertovid yia oy vidt katd
KAQITO10 TPOITO KATAAAUPAVEL TEPIOGOTEPO XMDPO OTNV
UVIIUN HOg atd OTL 0TIV TIPAYUATIKOTITA TG TTOANG.

Maroussi
An abandoned table-soccer is standing in an un-built
plot. The sound of the nature, birds singing, the wind, is
interrupted violently by the noise of cars. The notion of
the open field in the neighborhood used for playing, is
somehow occupying more space in our memory rather
than in the reality of the city.
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Anyn - Shot 20

EOvikr 080¢, Atydrew
KaBet AMjyn amod v yépupa e10065ov atnv EOvikn,
£vOg LEYAAOL TUNUATOG TwV SuTik®V TpoaoTinv. To
JTAAVO EIVAL OE KATOWT] KAl APKETA KOVTIVO £TOL OOTE
va unv Stakpivovtal tTa apakTnploTiKA 0Toy el Twv
QAUTOKIVI) TV, VM S1aKPIVETAL I HETPIA KATAOTACT] TOV
odootpmpatog pe v EeBwpraopévn ypauun mg Awpidag
KukAogopiag. O xog eivatl 0 PUOTKOG EKKWPAVTIKOG TNG
e0vikng 0800. Ea@vika o évtovog 1jxog amto fapv opupl
JTOV KTUTTA O€ PETAAO TTApacVPEL e Suvaurn kat v
ewova.

National highway, Aigaleo
Perpendicular shooting from the entry bridge to the
National Highway, which forms a big part of the Western
suburbs. The view is planar and zoomed-in so that the
characteristic features of the cars are indiscernible, while
one can observe the mediocre condition of the roadway
with the washed-out traffic lane. The sound consists of
the natural deafening noise of the National Highway.
Suddenly, the intense sound of heavy hammer hitting on
metal strongly drifts the image away with it, too.

Anyn - Shot 12

Nikaia
Eva adeo pakpootevo pikpd okomedo yepato Eepd xopta
avapeoa og 51O TOYEVTEVIOUG TOlXOVG. AKOUYETAL O
(PLOTKOG TIX0G, AUTOKIVITA SIEPYOUEVA KAL 1A PWVT) ATTO
TpavdioTop 1) Kvnto, frinata péoa ota XopTa TANa1adovy,
OTAMATOVV KAl HETA aTtd AlYO aItopakphvovTal Sixwg
TAPOAX AUTA VA PAIVETAL KAVETC.

Nikea
A small empty plot full of arid herbage between two
concrete walls. Natural sound, cars passing by, a voice
coming out of a transistor or a cell phone, steps in the
grass approaching, stopping and fading after a while.
None of this is visible, though.

Anwyn - Shot 70

HA\wovtoAn
Kwnuatoypag® &va amod ekeiva Ta kpa eEmmkda
QAVTIKEIPUEVA TTOV KPEUALE OTA WITAAKOVIA LAG KA
TAPAYOLV HETAANKOUG EUXAPLOTOVG TIXOUG LE TO
@LONUA TOV a&PQ, 0€ KOVTIVO TTAAVO, XWPIg OU®G VA
elvat evB1axP1To TO 1610 TO AVTIKEILEVO KAl TO POVTO
Tov. H eixova katakeppatidetal 0e oTEVA OToLKEla
eve 07topadika SraxpivovTal TEPYPARIATA PUTDV,
KAIIO1EG TTEPUTAAVOUEVEG YATEG OAV OKIEG KA OKOPITLAL
otoeia Sounpevou xwpov. O 1X0g TPOEPXETAL ATTO
70 1810 TO avTikeipevo, and opMieg o PITAAKOVIA, Ao
QAVOLYTI TNAEOPACT] TTOV TTAIEL 1A KIVI|LATOYPAPIKT
Tavia ToAU yapnAd. Kabe @opd mov akobw Toug fxovg
QTO AUTA TA AVTIKEIPEVA oTypiaia Spametebo, Ta
Bewpmd oav pwyuEg oTNV TTUKVOTNTA ToL Bopvou g
JTOANG, TapoAo Tov 1) emibpaot tovg eivar ehdyotn. To
NUIPKG, 01 YATEG, KATOLEG AS10pATESG OKIEG GTO OKOTAS, )
GUVOAIKT) ATHOG@AIPA TOV £PYOU, TIAPATIEUTIOVY € KATL
JAYAVIOTIKO, L1 EAAPPLA avaTpiyila oto ofEpko.

Ilioupoli
I take a shot of one of those small exotic objects that we
hang in our balconies, which create pleasant metallic
sounds when the wind blows, in close up. The object and
its background are indistinct. The picture is fragmented
into bright elements, while sporadically we can see figures
of plants, some wandering cats like shadows and random
elements of structured space. The sound comes out of
the object itself, from people talking at the balconies,
from a movie in low volume. Every time that I listen to
those objects, I escape. I consider them as cracks into
the solidity of the city sound, although their impact is
negligible. The twilight, the cats, some undistinguishable
shadows in the darkness, the overall atmosphere of the
shot, refer to something pagan, a light shiver on the back
of your neck.
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A8

Yunrtrog, Haovmoin
IMahatdng pe GPS

Ymittos, Ilioupoli
Gypsy car with GPS

9:00

Aagvn
Etowaoieg mpv to avoryua
tafépvag

Dafni
Tavern preparing to open

13:30

Tavpog
21A0T Aew@opeiov

Tavros
Bus station

18:00

Nikawa

AnpoTikd oxnua kabapiopov

Nikea
Municipal cleaning vehicle

22:30

Huépa-Day 8 21/07/08

B8

Bupwvag
SuvolAieg oTov Spopo

Vyronas
People chatting on the street

10:30

Néog Koopog
TaBépva Kadakwv

Neos Kosmos
Kazaki tavern

15:00

A. K@VoTtavavouaoiemng
Mmotiapopa

Konstantinoupoleos Av.
Traffic jam

19:30

166

Boviwaypévn
AvAn vimmaywyeiov

Vouliagmeni
Kindergarten courtyard

12:00

Kar0ea
Koopog oe mhateia

Kallithea
Crowded piazza

16:30
Aywog Imavvng Péving
TaBepva

Agios Ioannis Rentis
Tavern

21:00

A9

Yuntrog, HaovmoAn
Tpayoudt tqrtdikiov

Ymittos, Ilioupoli
Locusts singing

9:00

Ayrog AnpnTprog
Apafiko Tpayovdt amo
Sapépopa

Agios Dimitrios

Arabic song from
apartment

13:30

Mooyato
AvvaTt| HovotKn amo
auToKivnTa Kat vtaibpla prap

Moschato
Loud music from cars

and open-air bars

18:00

Kepatoivt
BopuPadng Tafépva

Keratsini
Lively tavern

22:30

Hpépa-Day9g 22/07/08

B9

HM\ovmoAn
Owiaxd paoTopepaTa

Ilioupoli
Home improvement,
hand-craft work

10:30

Néa Tpvpvn
Juvopdieg otnv otdon
TOU TpapL

Nea Smyrni
Chatting on the tram station

15:00

Mooyato
Kopvapiopata

Moschato
Car horns

19:30
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HX\wov7toAn
«Z@WVTAV» KAPETEPLA

Hioupoli
Lively cafeteria

12:00

A. Tvyypou
"Evtovn kivnon

Syngrou Av.
Heavy traffic

19

Aywog Imavvng Péving
Mayad IMakiotavov

16:30

Agios Ioannis Rentis
Pakistani shop

21:00



Huépa - Day10 23/07/08

A10 B10

Yuntrog, Apyvpovtoin
BoAta oto fouvo

Ymittos, Argyroupoli
Walk by the mountainside

9:00

A\pog
Kagetépra

Alimos
Café

13:30

AéAta Painpov
Baldoola KOPATA

Faliron Delta
Sea waves

18:00

Iepaag

Ynaifpro vuytepvo kEvipo

Piraeus
Open-air night club

22:30

HM\ovmoAn
Titifopa kovkov

Ilioupoli
Cuckoo singing

10:30

dainpo
SudNTOEIg LETAVAOTMOV EPYATOV

Faliro
Migrant workers chatting

15:00

Né&o ®ainpo
Kévtpo pe eANnviKT) LoVoTKn

Neo Faliro
Folk dance stage

19:30
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HX\wovtoAn
Kapmaveg ekkAnoiag

Hioupoli
Church bells

12:00

F1

danpo
BoAta otnv tapaiia

Faliro
Walk by the sea

16:30

w‘;

pn
11 i 'h.a..

HMepanag
ITAoio calmapet

Piraeus
Ship setting sail

21:00
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Bloypa@ua

Avaotacia Kapavdewvov
TevvnOnke otnv ABNva to 1981. Ap1teékTtmv Mnyavikog
E.M.IL., anogportog tov MSc in Advanced Architectural
Design, tov [Tavemotnpiov tov ESiufovpyov kat
vroyn@la AISAKTwp ToL 1810V TAvEaTNUIoL, LTTOTPOPOG
AHRC. Epyadetal g apyITEKTOVAG KAl TAPEYXEL
emkovpkd Sidaktiko £pyo (University of Edinburgh).
H Awdaxtopikn g Awatpiffn pe titho ‘Immaterial; the
beyond-the-built’ Siepevva v €vvola Tov «auiov»
- TIG M) VAIKEG TTTUXEG TOU XWPOU - TO AloBAVTIKO, TO
NAEKTPOVIKO 1) VPBPO1KD, TO pUn-oxedidouo. "Exel StaxpiBei
0€ TOAVAPIOOVG APXITEKTOVIKOUG S1aymVIoHoUE, Kat EXel
AdPet to 30 Siebveg Bpafeio otov Sraywviouod g UTA
‘Light of tomorrow’, 2006, 550 51e6v®V GUUIETOXGOV.
'Exe1 Snuooievoet oe 5160 apyitektovikda meplodikd kat
£XEL CUUUETATYEL LUE EIONYTOELS O OKTM APYLTEKTOVIKA
ouvEdpua, petadl twv omoiwv oto ‘Critical Digital’, oto
IMavemotuo Harvard, USA, oto ‘Tectonics’, oto TUE,
OMavdia, kat 0to ASCAAD 2007, oty AleEavEpera. ‘Exet
AaPet pépog oe moAvapiBpa workshops ko ekbeoeig (41
Biennale g BapkeAwvng, K.a.) Kat €€l CUUUETATKEL WG
KaAeopévn oprjtpia oto workshop tng Apyitektovikrg
3xoAng g Chur otnv EAfetia.

Xprotiva Aytonn
TevviOnke oty Iatpa 1o 1980. ATOPOITOG TOV
Tunuatog Apyrtektovwv Mnyavikaov tov E.MLIL. (2005),
OAOKAN|P@VEL OT)LLEPA TO HETATITUXIAKO TNG 0TV Bartlett
School of Architecture, UCL (M.Arch Architecture
Design, 2007-2008). A7t6 T0 2005 WG TO0 2007 £4N0E
Kot epydotnke otnv ABTva eve astd 1o 2007 et kat
epyaletan oty ABrva kat 1o AovSivo wg apyrtektovag
(nédog RIBA). Aoyoleital pe Tn HeAET KAl TNV KATAOKELN
WBwTIKOV EpywVv Kat gxel AdPet pépog oe maveAnviovg
kat Siebveig Sraywviopovg (pHetad twv omoiwv dvo mpoTa
61e0vn BpaPeia, pia Sraxpion). MeAéteg kan pya g
£€YovV TapovolaoTtel o€ opadikég ekOEoEIS APYITEKTOVIKTG
K €(0ovv SNIOOIEVTEL 0 APYITEKTOVIKA TTEPLOBIKA,
otmv ENada kat oto e€wtepiko. 'Exet maper pépog oe
Spopa S1edvr) workshops (20 Bpapeio IN.DE.SEM 2003
“Fast Forward, a driving perception” TU_DELFT). 'Exet
emeyel va mapovoldoet m SovAeld g otV 41 Biennale
Apyrtektovikng Tomiov g BapkeAwvng (2006) kat otnv
1n Biennale Apyitektovikng oto Rotterdam (2003).

Tovhavog Nnapapérog
TevviOnke oty ABnva to 1982. Altd@ortog Tou
Tunuatog Apltektovwy Mnyavikav tov E.M.I1.(2007),
mapakolovBel orfjuepa to ATIME «Zxedraopog-Xmpog-
IMoMTiopog» Ko emtelel emkovpikd Sidaxtiko pyo
oe padnpata Oewpilag APYITEKTOVIKIG 0TI ZXOAN
Apyrtektovwv EMIL. 'Exel ouvepyaoTtel pe apyItekTovika
ypageia otnv ABnva (LEAETN KAt KATAOKELT] IO TIKGV
£pywv). 'Exel ouppetdoyet pe e1onynoeig tov oe Siebvr
APYLTEKTOVIKA OLVESPLA, HETAED TV OTTOIWV KAl TO
230 ITaykoopo Zuvvedpio g UTA: “Transmitting
Architecture” (Topivo, 2008). Zvppeteiye oe opadikeg
ekBe0e1g ap1ITEKTOVIKTG Kl KOpkg otnv EAMGSa kat oto
eEwtepkd. Tundnke e 1o 10 fpafeio otnv katnyopia
Aokipiov atov 260 ITaveAnvio AoyoTexviko AlaywVvioHo
g [MaveMiviag 'Evwong Aoyoteyvav (2007) kat
Aldxpion oty katnyopia «Neot Kalitéyveg» tov 70u
IMaveMiviov Ataywviopov Koukg tg EAevbepotumiag
(2007).

Biographies

Anastasia Karandinou
Born in Athens in 1981. Architect Engineer, N.T.U.A.,
MSc in Advanced Architectural Design, University of
Edinburgh, and PhD candidate at the same university,
funded by the AHRC. She works as an architect and also
as a Design Tutor at the University of Edinburgh. Her PhD
in-progress, entitled as ‘Tmmaterial; the beyond-the-built’,
deals with the ‘immaterial’ — the sensuous, the electronic,
the hybrid, the non-representable. She has got distinctions
and awards in several architectural competitions, such
as the 3rd prize at the International UIA competition
‘Light of tomorrow’, 2006, of 550 participations. She’s
got publications in international architectural journals,
and she has presented her work in eight Architectural
Conferences, amongst which, at the ‘Critical Digital’,
in Harvard, USA, the ‘Tectonics’, in TUE, Holland, and
the ASCAAD 2007 in Alexandria. She has taken part in
several workshops and exhibitions (e.g. 4th Biennale
of Barcelona) and she has been invited as a speaker at
the workshop of the School of Architecture in Chur,
Switzerland.

Christina Achtypi
Born in Patra in 1980. She studied architecture at the
National Technical University of Athens (N.T.U.A 2005).
Currently, she is a post-graduate student at the Bartlett
School of Architecture, UCL (M.Arch Architectural Design,
2007-2008). She has lived and worked in Athens from
2005 to 2007, whereas since 2007 she has been living
and working in Athens and London (RIBA member).
She is dealing with private projects and has taken part
in several national and international architectural
competitions (among which, two 1st international prizes,
one commendation). Her works and projects have been
presented in group exhibitions and have been published
in architectural reviews, both in Greece and abroad.
She has taken part in several international workshops
(2nd prize IN.DE.SEM 2003 “Fast Forward, a driving
perception” TU_DELFT) .She has been invited to present
her projects in the 4rth European Biennale of Landscape
Architecture in Barcelona (2006) and in the 1st Biennale
of Architecture in Rotterdam (2003).

Stylianos Giamarelos
Born in Athens (1982). He studied architecture at
the National Technical University of Athens (2007).
Currently, he is a post-graduate student and assistant
tutor at the School of Architecture, NTUA (MA “Design-
Space-Culture). He has cooperated with architectural
offices in Athens dealing with private projects. He
has presented his work in international architectural
conferences, among which the 23rd UIA World Congress
“Transmitting Architecture” (Torino, 2008). His
architectural works and comics have been presented in
group exhibitions, both in Greece and abroad. He has
been awarded with the 1st Prize of the 26th National
Literature Competition (2007, category: essay) and a
Distinction in the 7th National Comics Competition
(2007, category: Young Artists).
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Evyapwotieg

H eMnvikr) ovppetoxn Athens by Sound oty 111
Biennale Apyitektovikng g Bevetiag eivat o kapog
piag kateEoxnv oLAOYIKNG TTpooTtadelag. Ohovpe e8¢
VA EKPPATOVLE TIG EVYAPLOTIES LG OTOVG avOpmITOUg
TV 0701wV 1) GUUPOAT 0€ AUTO TO EPYO LI PEE YA ENAG
kaBoploTikn - pe mokidovg TpoTovg.

Evyapotovpe Beppd to Yrovpyeio IToMTiopot kat tnv
AevBuvon Ewkaotikmv Texvaov yia myv aplot cuvepyaoia
pag. To aioBnua evBlvg e To omoio mapakolovBnoav
TO GUVOAIKO €YXeElpNNa, 1) v YEVEL vITooTHPIEN Toug

KAL) TTApOXT) XPNO®OV TIANPOQOPL®V Kat vitodei&ewv
amodeixbnkav kaboploTikng onuaciag ya to €pyo pag.
Evyapotovye, emutAéov, to EAnviko Ipo&eveio g
Bevetiag yia v vmodoyn g mpoomdbeldg pag, Omwg Ka
7o Ivotrtovto Budavtivev kar Metafulavtivav Zmovdav,
WBratepwg Se, v Pridgevn AtevBovepid tov, ka Xpvoa
MaAtédov.

OepUOTATEG EVXAPLOTIEG OPEINOVLE KA OE OAOVG TOVG
OUYYPAPELG TTOU CUUHETEXOVV GTOV KATAAOYO Y1d TNV
ALEDT] KA TTPOBLLLN AVTATOKPIOT) TOUG OTO APYIKO HAG
KAAEOLA KA Y1 TOV XPOVO TTOU HAG APIEPDOAV.

ISintepwg Ba BEAape va evyaprotioovpe toug Richard
Coyne ka1 Stephen Cairns yia Tig yovipeg apatnproeig,
TG LTTOBETEEIG KA TA EVOTOXA OYXOALA TOVG KO’ OAN T
Sapkera Srapopewong g npotaong pag. Evyapiototue,
emiong, Wtepwg tov Avipéa KolpkovAa, Tov Tavvn
IMemovn kat Tov NikoAa Tpafaocdpo yia v apeon
AVTATTOKPLOT] TOVG, TNV OLOLACTIKT KAl KABOPLoTIKY TOUG
oupfoAn kot fonbeia otnv eEENEN Kat TEAIKT LOPPT) TOV
£pyou pag. Axoun, tovg Neil Spiller kan Phil Watson ywa
™ Bonbeia Kat TIg TAPATNPTOELG TOUG OYETIKA LIE TNV
Sacagnon g teNKng pag ITpoTaong.

I8waitepeg evyaprotieg opeilovpe oto University of
Edinburgh yia tov 8avelopo anapaitntov texvoloyikov
€E0TAIoLOD, KABME KA1 YA TNV EVIUEP®OT) KAL TN
SuvatodmTa emTOm®yY SOKIMV OV A TTAPELXE TYETIKA
pe SrapopeTikd €idn aobnmpwv kot Sradpactkaov
CLOTNHATWV, OTNV apyn TG Epevvag pag . Ot oupPovAeg,
01 00nyleg Kl 01 yvaoelg mov pag sapeiyav ot oudnTnoeig
pag pe tov Martin Parker oxetikd pe Siupopeg mruyég
TOV S108pACTIKGOV TEXVOAOYIOV KAl TOV TPOTIOV
£PAPLOYTIG TOUG O€ pHia APYITEKTOVIKT EYKATAOTAOT

v p&av e€apetika moAvTipeg. Evyapiotovpe, emiong,
v Bartlett School of Architecture, UCL, ywa v
yevikotepn vrmootnpi&n kat fonbeia mov pag mapeiye, myv
Architectural Association kat to Royal College of Arts yua
TIG XPTopeg LOOEIEELS TOVG OYETIKA pe TIg SuvatoTnTeg
£PAPLOYTIE S1a5pA0TIKOV CUOTNHUAT®WY, KAOKOG Kat TV
RIBA.

Ot ougntoeig pag pe tov Mepo @widn, tov Kbpio
Sappr), Tov Twpyo Xatdnpiyxdn xat tov Iopyo
Tumapaxn pag pondnoav va emaveEetdoouve, va
avaBewproovpe kar va epfabiivovpe oe ouykekpiueva
onpeia g npodtactg pag. [MoAvtun PorBera kan
XPNOUEG CUUPBOVAEG OE OXEOT LLE TNV EUTELPIA TOVG
Qa7TO TTPONYOLLEVES BlopYavmOELS pag apeiyav 1
Katepiva Kotqid, o HAiag Kovotavtomoviog, o Adng
Manadomoviog, n Kopiva ®dhogevidov kat o lMmpyog
TQptQAaxng.
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