Sotirios Bahtsetzis

Queer Meaning:

a Zero Place of Resistance

Today art can only be made from the starting point of that
which, as far as Empire is concerned, doesn’t exist. Through its
abstraction, art renders this inexistence visible.

Alain Badiou (Fifteen Theses on Contemporary Art)

There are only bodies and languages, except that there are truths.
Alain Badiou (Logics of Worlds)

Let us call “subject” every finite state of a generic procedure.
Alain Badiou (On a Finally Objectless Subject)

The language-based operations that are at once evident in
Vassiliea Stylianidou’s work make us face immediately with

a challenging hermeneutical puzzle. What is the significance
of such a dense apparatus of fictions in a work that cannot

be said to have progressed from its grounding parameters in

a linear fashion but evolves in a somehow oblique way? Is it
possible to approach such a highly demanding inquiry using
interpretative tools that derive from common art critical dis-
courses? As Vassiliea Stylianidou’s work seems to act just on

a register neither of language-prose nor on that of the image
but actually right across them, any one-dimensional reading
of her work might appear simplistic and limitative. Thinking
about space, language and the embodied subject seems to

be the main objectives in Vassiliea Stylianidou’s work. The
best way to understand how she investigates these objectives
would be to find its appropriate philosophical counterpart and
try to critically comment on them. Alain Badiou’s article on
the Writing of the Generic, a unique interpretation of Samuel
Beckett’s late modernist poetics, offers the appropriate means
to come closer to the complex operations, which are at work
in Vassiliea Stylianidou’s oeuvre. Of course for Badiou the ge-
neric refers to what he calls a “truth”, which is as such always
indifferent to differences. And for Badiou it is the subject that,

147

Ywtpne Moaytoetlng

Queer vonpatodotnon:

evag Mn6evikog ToOImog avtiotaong

Zrjuepa, téxvn propet va onuiovpynOet uovo ue onueio
EKKIVNONG eKEIVO TO 0moio, oUupmva ue tnv Avtokparopia,
Oev vrtdpyel. Xpnowonotdvrac we uéoo tnyv apaipeon, n
éxvn kabrord avrrj tnv avvnapéia oparrj.

AAév MuavtioU (Aexanévie Odoeig yia tn Xyypovy Téxvn)

Yrdpyovv uovo oduara kar yrdooeg, av kar vrtdpyouvv kat
alrjOeiec.

AAév Mmavtio4 (Aoyixég tov Kdopov)

Ac ovoudoovue «vnokeiuevo» kdOe rierepaouévo kabeorg
wag yevéonung oradikaotag.
AAév MuavtioG (Iepi evig telikdc amoaviikeiuevoroinuévov

UITOKELUEVOV)

O1 mao1paveic oto €pyo tne BaoiAeiag Ztuliavidou
€1KAO0TIKEG MPAKTIKEG pe fdon tn yAdooa pdg @épvouv
e&apxX1¢ avTIPETOIoUC ue évayv epunveuTtike ypigo. IToia
prropei va efval 1) onpaocia evog TG00 ITIUKVOU PNXAVIoRoU
emvonoemv oe éva €pyo, to omoio Sev Ba Adyape iwe €xel
avarrcuyOel ypappikd pe Bdon tig Oepeliakee mapapé-
tpoug tou, aAAd pdAAov akodoubel otnv e€€A1E tou

Ria, katd kdmoiov tpdro, mAdyia mopeia; Eival Suvatov
va IIpooeyyiooupe Pia T600 anaitntiky diepedvnon pe
epUNVEUTIKA gpyaleia IpoepXOReva amd to XHpo Tne oup-
Batirrig texvokpitikyc, Kabdg n doudeid tng BaoiAeiag
Ytuhiavidou Sefxvel va Aertoupyel pe Bdon 61 armrAaig
tnv tdén tng yAdooag 1 tnv tdén tng e1kévag, aAdd va
K1veital Kdmou eviidpeoa, oroladrjmote povodidotatn
avayvwon tou €pyou tne §Gokroda Ba amépeuye tov Kiv-
Suvo unepamdoGoteuong KA1 OUpPPIKVKOOTC TOU VO A TOG.
O otoxaopde mepi X@pou, YADooag Kal eVOWOUATOU UTIO-
Ke1pévou armotedodv Toug KUping 0TeXoU¢ 0To £pyo TN¢
BaoiAeiag Zruliavidou. O kaddtepog TPOIOC yia va Kata-
vonoel kaveig tn pébodo Siepeivnong autdv Twv eVvoiodv
Ba rjtav va evtomiotel €va avdAoyo @p1Ao0o@1k6 mAaiolo
ka1 amore1lpadel va tig oxodidoel kpitird. To dpOpo tou
AAév Muavtiou H ypagrj tov yevéonuov, jua povadiky
epunveia tneg UoTEPNC PLOVTEPVIOTIKNC IO TIKIC TOU
Mruéket, mpoo@épel ta anapaitnta epyadeia yia va mpo-
oeyylooupe t1g 0UvOeTeg Ae1toupyieg o1 omoieg efval
evepyég otnv t€XVN tng Baoideiag Ztuliavidou. BéBaia,




which is defined as the local or finite status of a truth. Inci-
dentally the generic, truth and the subject intertwine. This

is the case by Beckett. According to Badiou’s reading of his
work, “this generic desire is to be understood as the reduction
of the complexity of experience to a few major functions,

as the treatment in writing of only that in which an essential
determination inheres. For Beckett, writing was an act ruled
by a strict principle of economy”." Beckett’s fictional apparatus
subtracts anything that figured as mere circumstantial orna-
mentation, anything that has incidental characteristics, in
order to create both a novel paradigm of the subject and a
way to talk about it. And it is, in fact, the work of Beckett

that has managed to stir up specific linguistic structures and
indicative figural logics, which sustain our common and
ordinary reality in order to criticize it. Language in Beckett’s
world becomes, then, an image of a highly abstract speech,
actually a visual system, with an almost mathematical
precision. His oeuvre represents an accurate apparatus by
means of which such operations of “visual poetics” come into
work. It constitutes a significant locus classicus of modernity.
Think of the work of Mallarmé, Joyce, Kafka or Perec and
compare the visual impact of such a “dispositif” of poetics
deployed in their writing with the verbal power of images in
the work of Duchamp, Schwitters, the early Rauschenberg
and artists of the subsequent conceptual art. This is the reason
why this “Beckett-dispositif” is so useful in accessing the
complex worlds of truly contemporary artists, such as the one
of Vassiliea Stylianidou, as well as the artist's own critique of
concepts such as subject, space and language.

According to Badiou following indicative questions express
Beckett’s distinctive relation to occidental metaphysics:
“Where would 1 go if I could go? Who would | be, if I could
be? What would | say, if | had a voice? Who says this, saying
it's me?” This remarkable formulation of a threefold inquiry
that point toward elementary situations pertaining to the
subject, constitutes, according to Badiou, the fundamental
instance of a subject of enunciation. This is the generic

“I” which stands as an emblem for Beckett’s characters, “a
man of trajectory (going), of motionlessness (being) and

of monologue (saying)”.? Badiou argues that the linguistic
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yia tov Mmavtioy 1) 1816t ta Tou yevéonpou (generic)
Xapaxrtnpilel autd mou o 1610¢ 0pilel wg pia «alrjbeia»,

n omoia wg térola eival adidgpopn mdvta otig S1apopéc.
AMAd eniong yia tov Mavtioy efval to 1610 to unokeipevo
oU 0pifeTal MG TO TOMIKG 1j MENePaoRévo Kabeotdg tng
aArfelac. Apa to yevéonpo, n aArjfeia ka1 to unokeijpevo
ouvugaivovtal. ‘Onwmg ka1 0TtV nepintwon tou Méket.
2Upemva pge TNy avayvmor) Tou €pyou ToU amd Tov
Mnavtiod, «auty i) yevéonun embupia ogeidel va yivel
KOTAVONTH WG AVAy®Y1] TI)¢ TOAUIIAOKGTY) TAG TNG ENIIEL-
piag oe Afyeg avTiipoomIIeuTiKEG Ae1toupyiee, avdloya
HE TNV aVTIPHETOIIO0T PE0W TNC YPAPNC LOVO EKEIVOU ITOU
epmepi€yel Evav ouoi®ddn kabopiopd. 'a tov Muéket n
ypaen efval pia mpdén mou opidetal arré tnv auotnpy,
Beped1d6n apyxn tng oikovopiac».! O pubomAaotikdg
pnxaviopog tou Muéket agaipel otidnmote eppavietal
®¢ AmAGG evOelKTIKY] S1aKGopunon, 0T181]IoTe €X€E1 €mMou-
01081 Xapar T p10TIKd, IPOoKeEIPEVOU va Snpioupyrjoel
€va véo mapdderypa mepl tou umokelpEvou adAd ka1 €vav
tpomo va pAjoel kaveic y1I’ autd. Ka eival, 6vtwg, to
€pyo tou Muéket mou €xe1 katapépel va avadeiel ouyke-
Kp1p€vec YAwOOo1KECG Sopég Kal ta evie1kTIKA exeiva
oxrjpata Adyou ta oroia ouvtnpouv tnv Koivij, kabnpue-
PIVI] PaC TIPAYHATIKOTN TA, IPOKEIPEVOU VA TNC AOKIOEl
kp1tiky. H yA®ooa, doinév, oto oupmav tou Moéket
yivetal i e1kGva evog 181aitepa apaipetikoy IpoQopIKoT
AGyou - 0U0100TIKG, yivetal oItiKG oUotnua mou dpa

e oxedov pabnpatiky akpifeia. To €pyo tou amotedel
pa «81dvadn» (dispositif) akpifeiag péow tng omoiag
emtedouvtal ekeiveg akp1fadg o1 Aer1toupyieg mou Oa
PIIopoGoav va 0p10ToUV MG «OIITIKY 01N TIK». Xapa-
KT1P10TIKG 1MOU armoteAel evOe1KTIKG KO1VG TOII0 TOU
Rovtepviopoul. Avaloyioteite to €pyo tou Malappé, tou
Tdd1¢, tou Kdgra 1 tou Ilepék ka1 ouykpivete tnv emi-
Spaon twv noinTIKAY diatdéewv mou Xp1o1ono1oGv oto
YPAW16 TOoUC 0g OITIKG emimiedo pe tn AeKTIKI] 10XU TV
€1IKGV®V 0T0 €pyo tou Ntuodv, tou ZBitepg, ToU Ipdipiou
PaotUoevpmepyk ka1 kaAAitexvaov tng enakGloudng
Evvololoyikric Téxvne. Autdg eival ka1 o Adyog yia Tov
omoio auty 1 «81dtaén-Mmnéket» efval t6oo Xprioiun

0TO Va mPooeyyiooupe Toug moAuouvOetoug KGopoug
IPAYyRATIKA 0UYyXpovev KaAA1texvadv, 6ume autov Ttnge
BaoiAeiag Ytuliavidou, aAAd ka1 TV Kp1T1KY 0TAOT TOV
KAAAITEXVAV QUTOV aIEvavTl 0e €VVoleg OTIMC UTIOKEIPIEVO,
X®pog ka1 yAoooa.

YUupewva pe tov Mmavtioy, n evaoxoAnon pe ta akélouba
evOe1KTIKA epmTpata eKQPALel T XAPAKTIPI0TIKY OXE0n
Tou €pyou tou Mm€ket pe tn Sutiky petaguoiky: «Ilod
Ba ojyaiva, edv poopodoa va ndw: moiog Ba pouv, edv
propodoa va eippar’ t1 Ba €deya edv eiya @wvy 1o10¢ to
eKQEPE1 aUTO, Aéyovtag 6Tl efpal ey®d;» Autiy 1 adlobavpa-



and visual dispositif of this “generic I” poses four questions:
that of the “site of being”, that of the “subject”, that of the
“name of what happens or what arrives” and finally that “of
the existence of the Two, or the virtuality of the Other”.*
Allow me to use these categories in order to describe the
complex conceptualisations in Vassiliea Stylianidou’s work,
even if running the risk of overshadowing some of its essential
characteristics. The first concept discussed by Badiou, that of
“the site of being”, is exposed by Beckett through two tropes.
Two major “ontological localizations,” that is, a “closure” and
then the “open, geographical space, a space of trajectories, and
of varieties of pathings”.* Characters in Beckett’s plays move or
stay motionless within given spaces in which all descriptive
ornamentation is suppressed. According to Badiou through
this “cartography” of all possible trajectories we are coming
to an understanding of the being’s localization as “a void.”
What he subsequently emphasizes is a “progressive fusion of
closure and of open, errant space, [while] the enclosed and
the open become merged together, .... and it turns out to be
impossible to know whether it is destined to movement or
rather to motionless”.> Badiou sees how the site of the subject
is gradually constructed in these metaphors of localization,
wandering and closure in order to conclude that both voyage
and fixity are inherent in the same place. Let us concentrate on
this point, as it allows a meditation on Vassiliea Stylianidou’s
fundamental concept of the homorhythmic intertwining of
space, language and embodied subject.

Already in early works suchas SCANNIN G : AVIDEO
— ESSAY (2000) the artist has created oddly dreamlike,
nonspecific sceneries, vast monumental arenas in nature,
in which a solitary character, a kind of a generic subject,
moves across them. It is, for that reason symptomatic that
we never get to see the faces of the protagonists in Vassiliea
Stylianidou’s videos. The movement of the protagonist has
no specific direction and no goal, although it doesn’t seem
random. Less than an actual crossing it is a literal “scanning”
of the landscape not with the eyes but with the body. This
phenomenological deployment of the body brings in mind
how Gilles Deleuze and Félix Guattari distinguish between
two kinds of spaces: smooth space and striated space,
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oTn oxnuatomnoinon puag moAAarrArig Siepadtnong, n omoia
€p10Td TNV 1IpoooXH pag oe PaciKEE KaTaoTdoelg mou
oxetiovtal pe To Uokeipevo. Xuviotd, OUPQ®Va e ToV
MrmavtioU, tTnv npwtapX1Ky Katdotaor) eveg UTIOKElL-
Révou tne ek@opdce. ITpdrertal €66 yia to «yevéonio
Evyd», to ommoio mpotdooetal g epAnuatikg yia toug
xapaktpeg tou Mugket, «évag dvBpwmog oe tpoxid (kad’
066v), oe akivnoia (6vtag) ka1 og poveAoyo (EKpEpovtac
A6yo0)».2 O MmavtioU Siateivetal 6t1 11 YAwOO1KY] Kal
ontiky S1dtaén autoy tou «yevéonpou Eyd» Béter téo-
0ePA EPWTHIATA: TO IIPKTO Y1 TOV «TOIIO TOU GVTOC»*

10 6eUTEPO, V1A TO «UTOKEIPEVO»" TO TPITO Y1d TO «Gvopd
ekelvou mou oupfaivel 1j ekefvou mou KAta@tdvel»: Kal,
télog, yia tnv donapén tou Avo, 1 tn SuvnTikGTnTA TOU
AAAou».? Ag pou enitpariel va Xp1o1poIIo1jom auTEg T1g
Katnyopieg yia va meplypdyo tig oGvOeteg evvo10AoyIKEG
oulAjypeic oto €pyo tng BaoiAeiag ZruAiavidou, éotm Kt
S1atpéxovtag tov Kiviuvo va emok1dom KAmola amnd va
0UO0100TIKA XapaKr TN p10TIKA Tou. Tnv mpdty évvola tnv
omoia mpaypatevetal o Moavtioy, Ttov «Tomo Tou 6VToc», O
Mruéket tnv enefepydletal péoa arré 6Uo Tpormopoue —5uo
KUp1eg ovtoloyikeg evrorioeig (localizations)- éva x@po
«mepikAe10to» (closure) ka1 «€vav avolkto, YEWYPAPIKG
XWpPo, 110U S1aypdpovtal TPpox1Ee Kal MO1KIAGTPOIIES
S1avoiteig (pathings)».*

01 xapaktrpeg ota €pya tou Muéket kivouvtal 1 pévouv
akivntol p€oa oe Sedopévouc Xopoug amd 6mou €Xel apal-
pebel orro10061I0TE TIEP1YPAPIKOC §1AKO0I0C. ZUPPmVa
e tov Mimavtioy, péoa amd auty Tn «XapToypdenorn»
Kd0e Suvatig tpoxide, tdvoupe og pia Katavenon tne
tvomofeoiag tou 6vtog we «kevou». Exeivo mou tovidel
0TI OUVEXEIQ, eIVl «J110 TIPOOSEUTIKY] OUYXWDVEUOT] TOU
epiKA€10TOU KAl TOU AVOIKTOU, MEPITAAVOUEVOU XDPOU,
Katd tnVv onoia kabiotatal mAéov adivatov va avtiAneOel
Kaveig edv 0 Xdpog autdg mpodiaypdeetal aré Kivnon 1
ané otatikétntars.’ O Mmavtiod katavoel Tov TpoTo pe
ToV 011010 0 TAII0C TOU UTIoKEIPNEVOU apbpdvetal Babpiaia
P€oa 0" aUTEG T1G XWPIKES PETAPOPES TNG IIEPITAGVIONG
KOl TOU KA€10T0U XDPoU, £0¢ GTOoU yivel avtiAnmtd 6Tl
T600 To Taid1 600 Kal 1) AK1VNoia aviKOUV 0ToV 1610
X®po. Ag emkevipwboUpe oe autd, KaB®C pag emTpemnel
va avaotoxaotoupe mdve ot faoiky yia tn Baoideia
Ytvuliavidou évvola tne oudppvlunc (homorhythmic)
aAAnAe€dptnong xopou, YA®Oooag Kal EVOOIATOU
UTIOKEIPEVOU.

"Hon oe mpdipa €pya, ontwgto SCANNING: A
VIDEO - ESSAY (2000), n kaAA1téxvig Snpiodpynoe katd
apddoo Tpdmo ovelpikd, i1 OUYKEKPIPEVA ORNVIKA, PEoa
ota omoia Kiveital éva Povay1k6 npéommo. Autdg efval

Ka1 0 AGyog mou 1ot€ 6ev pag eival opato to IpGomIIo TmV
PO TAYWVIoTGV ota Bivteo tng BaoiAeiag Xtuliaviou.




coinciding with the distinction they draw between the
“nomadic” and the “sedentary” type of journey. In their
general discussion of these two spatial arrangements, the
smooth and the striated space are associated with two systems
of both signification as well as power: one which is nomadic
and fluid and another that is oriented toward the state and
static. Smooth space sets up a nomadic system of movement,
in which lines become vectors, rather than a linear sequence
of incidents: “a direction and not a dimension or metric deter-
mination”.® As opposed to the gravitational and observable
space of a striated topography, the nomadic movement pro-
vides a space of “deterritorialization”. With this, the topo-
graphy of the embodied subject, which is caught between
movement and motionless, body and eye has been created.
The body in S CAN NI N G : AVIDEO — ESSAY moves in a
generic landscape in front of a fixed camera and creates fluid
vectors and trajectories, rather than sedentary routes. On the
contrary this body exists only due to the sedentary fixation of
the camera on it. Less then asserting a dichotomy between
nomadic fluidity and territorialization Vassiliea Stylianidou’s
work offers an understanding of the site of the being as a
superimposition of perspectives, that means, as an intertwining
of oppositional temporalities or a palimpsest of descriptive
possibilities, where fixity and fluidity intermingle. Applying her
concept to Badiou’s thinking is a way to understand his dictum
that “being as void in-exists in language”.” There is no absolute
meaning but rather a figural enunciation that generates am-
biguity, actually indicating that both temporalities and con-
ditions of being have always an Imaginary side. This is a fun-
damental aspect of Vassiliea Stylianidou’s work, functioning
like a Moebius strip, where there is no inside or outside, but
just occasional convolutions of intensity.

We might even say that her comment on the imaginary status
of fluidity and fixation allows for a meditation on the “topo-
logical” value of the subject’s site. | use the term in its mathe-
matical connotation: Topology is concerned with spatial
properties that are preserved under continuous deformations
of objects. For example deformations that involve stretching
and bending. In a later work the topological character of
Vassiliea Stylianidou’s discursive operations on fluidity and

H xivnon tov npotaymviotov dev €Xe1 OUYKEKPIPNEV
KateGOuvon 1 otdxo, oUute Gpme Kal Sefyvel va eival
tuyaia. Kdti A1ydtepo and 81dfaon mpog Kdmou addov,

n kivnon eival Kup1oAekTikd éva odpopa (scanning)

TOU tormiou, 6X1 e ta pdtia adAd pe to odpa. Auty
@a1voPeVOAOYIKY XP1i01 TOU OGIATOC AC IAPATIERIEL
otn 61dkpion twv Zul Ntedél ka1 PeAif ['kouatapl
avdpeoa oe 8o eidn xdpou: tov Aeio Kal TovV YpApP®To,
1 omoia emfong oupmintel pe tn S1dkp101] TOUg avdpeoa
oge €va «vopadiKG» Kal €va «0TatIKG» £100¢ ta&1d104.
Meéoa 0T0 yevikGTepo mAaio1o TwV avagop®V ToUc, AUTEC
01 6uo xwp1kég katatdéelg, o Aefog KA1 0 ypapp®tog
X®pog, ouvdgovtal pe §o ouotripata vonpatoddtnong
Ka1 eouoiac: To VORadiKG ava@pépetal 0To PEUOTO EVA

o avtifetd Tou eival mpooavatoAlopévo Ipog To POVIHo
ka1 to otatikg. O Aefog xwpog S1eukoAyvel éva vopadikg
oGotnpa (peta)kivnong p€oa 0To 01moio 01 YPaupeg
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ERQPPACOUV YpapIKEG akoAoUDieg yeyovaTmv: «pia
KatedOuvon ka1 6X1 pia S1dotaon 1 pia PETPIKI] I006-
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Bapdtntac, n vopadiky Kivnon mapéxel éva Xdpo
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EVOMUATOU UTIOKEIPEVOU, TO 011010 petempiletal avapeoa
oTNV KiV10n KAl T1) 0TATIKGTI TA, AVAPIEsa 0TO OO

ka1 0to pdtl. To odpa oto SCANNIN G : AVIDEO

- ESSAY xiveita1r péoa o’ éva xdpo mou Oa propodoe va
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dnpioupyel kKUpimg peuotole doveg Kal TPox1Ee, mapd
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«t0 oV ev-umidpyel (in-exists) otnv yAdooa wg keve».” Aev
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T600 01 XPOVIKGTHTEG 600 KAl 01 KATAOTAOEIC TOU GVTOG
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Keltal yla Pl OUO1A0TIKY OTuXy tou €pyou tn¢ Baoildeia
Ytuliavidou, i ommoia Aertoupyei wg pia «{dvn Tou
Mobius», dmmou Sev undpyxel eowtepiko 1 e§wtepikd, aAdd
ROV TIEP10TAOIAKES S1aKUPAVOoEIG «evTdoewv/e§dpoewv»
(intensities).



fixation become apparent. In Let’s make it compact (2003)
the “analog” image of a landscape undergoes an equivalent
“digital” transformation: with the use of digital image proces-
sing footage of a landscape becomes itself a tangible object,
in order to expose to the viewer how sensing itself can be
understood as a topological operation. This is not just a game
with the possibilities of a technical medium. It rather reminds
us of Marcel Duchamp’s endless ontological explorations of
the multi-dimensional space of the subject and his conceptua-
lization of visual and haptic space. According to Duchamp,
representation had become far too “retinal” and the intellec-
tual was neglected, so that art had to deal with its restoration,
to gain back its multi-dimensionality. Vassiliea Stylianidou’s
first work the intelligible table (1999) responds to this initial
moment of modernist foundation of conceptualism. In this
video-installation the artist approaches the object, a table,
with the intent of making a physical contact, bending down,
leaning on the surface, or pulling up a chair and sitting down.
Stroking her hands over the surface of the table, which gives
way to her touch like pliant dough, the connection between
the consciously active subject and an inanimate, passive
object is being reversed. The table responds to the caresses.
The artist becomes its instrument. As Slavoj Zizek points out,
the subject is experienced as such by means of that which
objects it.? Yet, this operation, which functions as the ultimate
metaphor for the artist as a sculptor, as a form-giver, has an
awkwardly sensual aspect: a “making love” to the multi-dimen-
sional, intelligible object that actually establishes its merely
imaginary dimension. And it is truly like this. The digitally
manipulated video is projected on the surface of a room-size,
black box: inside the black box the object exists just as a frag-
ment — a pair of trestles and a slide projection of the table imply
its presence. In the series of works pro.fictionO1perpetuum
mobile (2004), the artist focuses on the juxtaposition and the
intermingling of real and imaginary topographies, where both
the analog-cinematic and the digital are intertwined in order
to create virtual, that means, non actual spaces. These oddly
surreal landscapes and sober urban settings, immersed in a
curiously austere, although discomforting calmness, operate
mainly as psychotropic spaces. Undefined creatures that re-
semble rubber objects or curious viral organisms (the product

®a propovoape pdAiota va modpe t1, ene1dy n Baoileia
Ytuliavidou oxoAidder tn @avtaoclaky Uiéotaon Tng
PEUOTATNTAC KAl TNG OTATIKGTN TAG, JAC EMITPEIIEL VA OTO-
Xaotoupe mdve otnv «tomodoyiky» afia tng 6€ong tou
UTIOKEIPIEVOU. XP1Oo1H0II016) TOV 6p0 e T1¢ padnuatikeée
tou ouvdnlddoeic: H tomoloyia aoxoleital pe Xwpireg
1610t TEC 01 OMOTEg S1aTNPOUVTAL KATA T1G IIAPAPOPPOOELC
evOg avTIKEIPEVOU, OIKG efval 1) TAon Kal 1] KApwrn. Ze éva
peténeita €pyo, yivetal oa@ng o TomoAoy1KGe XapaKTpac
TIG €1KAOTIKYG MPaKTIKIG tn¢ Baoideiag Ztudiavidou.
2o Let’s make it compact (2003), n avaloyikrj e1kGva evog
toniou ugiotatal pia avtioTtolXn «Pn@1aKy» HeTATPOIN:
He Tt Xprion TeXVIK@AV wyn@lakc eneéepyaoiag e1kévac,
TO OITT1KG UAIKG aré éva undpxov torrio yivetal to 1610
éva arrto avtikeipevo, ekO€tovtag otov Beaty tov TPomo
pe tov omoio 1 i61a n a100n T p1aKy IPSoAN YW popel

va BewpnBel we tormodoyikde xeipiopde (operation). ES®,
Gev mpokeltal anddg yia €va rmaixvion pe tig suvatdtnteg
evog texvikoU péoou, dnlady tou ynelakoy: mepioodtepo
@E€pvel 0TN PVIIN TG atéppoveg ovtoloylkeég Siepeuv-
oe1¢ tou MapoéA Ntuodv miepi moAudidotatou Xdpou tou
UTIOKEIPEVOU Kal OUAANYPNG TOU XAPOU W OMTIKOU Kal
QAITT1KOU TauTtéXpova. Lupgnva pe tov Ntuodyv, i avamna-
pdotaon eiye kavaotel oe uepfoAiks Babpd pia unébeon
tou ap@1BAnotpoeiolc, eved To 61avonTiKG 0To1Xeio eixe
vnoPabpiotel Kal, eMOPEVME, 1 TEXVY Xperaldtav va
apiepwlel otV mad1vépBwon] tne mporelpévou va Eava-
repdioel tnv moAdamAdtnta twv diaotdoedy tne. To
pato €pyo tne Baoideiag Ltuliavidou, the intelligible
table (1999), ouvnyel pe auty TNV mp@TH OTIYRH TNHe
eykabidpuong tou evvololoyiopoy (conceptualism)

0TO MOVTEPVIONOG. Ze auty t1 Pivteoeykatdotaon,
KaAA1téyvig mAnoidder éva avtikeipevo —€va tpanédi— pe
tnv mpdbeon va €pOer oe emagn pe autd, va oKGpel ndve
TOU, VA aKOUPIIoel 0tV em@dveld tou 1 va tpafréer pia
Kap€rAa ka1 va kaBioel oto tpanédi. Kabwg xaidevel tnv
em@dvela tou tparelloy, 1 omoia umoxwpel 0to dyylypd
tng oav eUmtAaotn CUpn, ) oGvdeon avdpeoa 0tTo ouveldn-
td evepyd umokeipevo ka1 €va dyuyo, madnTiks avtikei-
pevo avtiotpépetal. To avtikeipevo avtidpd otig Owmeriec.
H xadA1téyvig yiveta to epyaldeio tou. ‘Onmg emonpaivel
0 ZAaPad1 Zilek, to UTIOKEIPEVO P1iveTal WG TET010 PEOW
exefvou to omofo tou evavticvetal.® ITapdAa autd, n mpdén
auty, 1 oroia Aertoupyel wg epfAnpariky petagopd yia
TOV €1KAO0TIKG ¢ YAUTITY —1 WG EKEIVOV IIOU PLOPQPOIIOIEI—
61a6€ve1 pua Sidotaon apyavne aiobnolardtntag: efival
éva e160¢ «KAvm €pwta» e To moAudidotato, KataAnits
QAVTIKEIPEVO, 1) OTI0I0 EMKUPHOVEL MG TNV AITOKAE10TIKA
@avTao1mtiky tou Sidotaon. Kai €vo1 eivar 6vrwe. To
Wne1ak6 Bivieo mou polig meprypdyape mpofdAAetan
ndve otnv emedvela evog paipou KoutioU o §100Tdoelg
Swpatiou: péoa 0to paldpo Kouti To avtikeipevo undpyel




of digital processing) appear in fine choreographies of rhythm
and immobility creating their own topological trajectories.
Since 2002, Vassiliea Stylianidou has been employing the
Cinema 4D software that offers to the user — apart from
various sophisticated functions and tools — basic forms of
image making, the so called primitives. Using the primitives,
one is able to realize constructions of space and movement
ranging from the simplest to the most complicated. In their
minutest movement these inexistent beings displace human
bodies. They silence them and make their space, notably our
space, somehow virtual and completely denaturalized. This
brings to mind Jean Baudrillard’s celebrated dictum of the
negation of the concept of reality due to the operational
dimension of simulation that substitutes signs of the real for
the real itself: “No more mirror of being and appearances, of
the real and its concept. No more imaginary coextensivity:
rather, genetic miniaturization is the dimension of simulation.
The real is produced in the form of miniaturized units, from
matrices, memory banks and command models — and with
these it can be reproduced an indefinite number of times”.” In
the short, somehow, ironic video infinity (now) (2003) we see
a flat generic landscape and we hear the voice of Baudrillard
saying in German: “The illusion of the world is radical, the
world is a radical illusion, and the illusion is of course unbear-
able. This is why we try to materialize the world to make it
effective, to elude the illusion ... and this is what we do with
the sciences, technology etc. This is the simulation, all these
resources to escape illusion. The only way to avoid simulation
is not by referring to reality but on the contrary by embracing
the illusion”. 1t is however significant that even the voice of
the celebrated master of simulation heard in the video is the
product of a minimal digital manipulation. The artist has ex-
tracted seconds of sound between the words in Baudrillard’s
original soundtrack and with these “breathing units” she

has created a rhythmical sound-layer that resembles a kind
of mechanical noise. Baudrillard’s voice becomes itself a
primitive outside of reality.

The well-known Beckettian figure of a voice without an echo
or response, a voice that resides a motionless, mutilated and

armA@¢ amooraopatikd — ta duo EUA1va otnpiypata tou
tpare1oU ka1 1) ipofoAr piag Siapdvelag tou tpamneliod
unoSnAddvouv tnv napouvoia tou. Xtn oeipd Epywv pro.
fiction01 perpetuum mobile (2004), n kaAA1téxvic eoti1dlel
otnv aAAnloemrdAuyn Ka1 0GPQUPOT) IPAYRATIKGY

K01 AV TAOI0K@V TOIIOYPAP1®dV, 0TIC 0roieg epmAgkovTal
01 8100TA0€1¢ TG00 TOU avAAOY1KOU-KIVI|LATOYPAPIKOT
600 Kal TOU PNP1aKOU, IIPOKEIPNEVOU Va Snpioupyrjoouv
€1KOVIKOUC, IUN-IIpaypatikoyg témouc. Ta mapddoéa

autd ooupeald1oTIKG Tommia Kal ta vi@dAla oK VIKA
A0TIKOV XDpwv, Bubiopéva oe pia 181aldvimwe auotnp,
avnouxntiky npepia, Ae1toupyoldv Kuping wg puyo-
zporta touia. AtipoodiGpiota mAdopata mou po1dlouv pe
avtikeipeva and KaouTtooUK 1] e TIepiepyouc opyavi-
opouUc-10U¢ (ta i81a amotelolv mpoidvia Pnelaknig
eneéepyaoiag) eppavidovtal oe mepitexveg Xopoypagieg
pubuikrc kivnong ka1 akivnoiag, dSnuioupy@dveag ta
81kd toug tomoloyikd aviopata. And to 2002, n Baoieia
Ytuliavidou xpnoipormolel To IpGypapa WHQ1oKHiG
eneéepyaoiag eikévag Cinema 4D, to ormoio mpoo@Epel
oTov Xp1jotn —épa aré S1dpopeg mponypéveg Aeitoupyieg
Ka1 gpyadeio— tn Suvatdtnta KaTaoKeung IpmToAL1ny,
WYNPLAKAV TP106140TATOV LOPpPGV (emovopaldpevamyv
primitives). Xpno1pomo1svtag auTteg T1¢ Lop@ES, umopel
Kaveig va Kataokeudoel Kivion Kal X@poug, arté moAy
arrAouc €wg eaipetikd ouvhetoug. MExpl Kal otnv ma-
POPIKPI] TOUG KIVN 0T Ta avUnapKta autd évta e§ootpa-
KiCouv amnd to Xdpo ta avlpdmva oopata: toug empPai-
Aouv T o101 K1 KaB10T00GV 10 XHpo tou -6nlAady to
X®DPO Pac— mEPIEPYHME EIKOVIKG KAl AIIOQPUOIKOIIOIEVO.
AuTté @épvel 0T0 VOU To maoiyvwoto and@beypa tou

Zav Mnwvtpiyidp mepi tTng akipmone tne £vvolag tne
MPAyRatIKGTNTag Xdpn 0T Ae1toupyiky 61dotaon tng
IPOOOPOImOTC, 1) o1oia, Katd tov @i1AGoogo, umokadiotd
Je onpeia Tou mpaypatikoy to 1610 to mpaypatirg: « Ox1
mA€ov KaBpEPTIopa Tou GVTog Kal TV EPPAvVIoe®y, ToU
MPAyPatiKoy Kal tne €vvolde tou. ‘Ox1 mA€ov gpavtaoim-
TIK1 ouv-ektatdtnta (coextensivity): avt’ autou, ) ye-
véonun pikpoypagomoinon (miniaturization) eivar n 61d-
otaon tng npooopoinong. To mpaypatiké mapdyetal aré
Povddec-puviatolpeg, and mivakeg 0to1xeimv, amd tpdre-
Ceg Sebopévav ka1 amnd rmpdTuIia VIOA®V — Kal, P€ow au-
TAV, pmopei va avarnapayel dieipeg @opéc».® Xto oUuvropo
K1 €1pWVIKG Pivteo infinity (now) (2003) BAémoupe €va
enimedo, aaipeTIKG TOI0 KAl AKOUE TN WV TOU
Mnwvtpiyidp va Aéer ota yeppavird: «H pevdaiobnon tov
Kéouov givar piCiiif, o kéopog eivar pia pilixr] pevdaiobnon,
rar n wevdaiobnon eivai, fefaiwg, avurtdpopn. Avrdg eiva
0 Adyog mov rpoortaBovue va vloroirjoovue Tov KGOUO KAl
va tov Kdvovue evepyo (effective), wote va Eepuyovue ard
v wevdaiobnon... Kar autd eivatl kdrl mov kdvouue Ue TiG
emotrjuec, tnv texvoloyia k.A.iw. Avrrj eivar ) pooopoiwon,



captive body, enchained, nailed to a hospital bed, or planted
in a jar seems to correspond to this witty work of Vassiliea
Stylianidou." In Beckett’s world this figure brings to the fore
the struggle of the individual, of the conscious subject that
“endlessly strives to find a way to its identification”."" It depicts
in the best way possible Badiou’s second fundamental category
that of the subject and brings us to the second major theme
in Vassiliea Stylianidou’s work, the relation of the subject to
itself within this given condition of reality. The modern self-
reflexive subject, the “solipsistic” subject, according to Badiou,
is pulled “between the subject of enunciation, the subject

of passivity and the questioning subject”." The cogito, that
which makes statements, the voice that produces an endless
stream of fables and narratives meets its uncanny double, the
questioning, the interrogating subject of doubt, every time

it tries to “arrive at this originary silence in which the being

of enunciation ineres”."> As Badiou claims, this condition is
intolerable, because for Beckett or for Mallarmé — and indeed
for the entire literary modernism — to think the properties and
conditions of thought presupposes a condition of “terror”. It is
not simply an anxiety but an ontological condition of sublime
fear and trembling in front of the im(possibility) of language.
Let's look at pro.fiction01 perpetuum mobile03 (2004) to see
how this fundamental idea is depicted in the motifs that have
been employed in this video installation: The word Schweigen
(silence) is depicted as a monumental Hollywood-like
sculpture on the top of a mountain range that lies behind a vast
surface of calmly running water. This video is accompanied by
a small coffee table on the surface of which a glob of chewing
gum is warmed under the light of a small metal desk lamp. This
glob resembles the mountain in the video while it functions as
the negative of the mouth opening. The used chewing gum is
the ironic equivalent of speech, the mocking reminisce of the
endless, incoherent talkativeness through which the subject

of enunciation is constituted. The philosophical questioning

of this daily logorrhoea leads us to the grounding of language,
which, according to Badiou, is silence, “the silent being of all
speech”. And Badiou asks “Can the subject not rejoin the place
where every question is absent, and leave aside, leave off the
dead-end of its identity?” And he answers categorically: “Well,
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Srabérovue éva owpo uéoa yra va aveirapélBovue tnv pev-
6aiobnon. O uévog tpdrtog va amo@uvyovue TNV rpPOGOUOLwoT,
Oev eivar va avagepduaote otny npayparikornra alld,
avniBérwe, va evotepviorovue tny pevdaioOnon». Eiva,
mapGAa autd, ONPIavTiKG To 6T1 ARG Kal 1) gV IIoU
akoUpe 0to Bivteo, 1 @wvy tou d1aféntou petp tng
mpooopoimonge, efval to amotéAeopa piag eAdx10tng yn-
@1akng xerpayoynone. H kadAitéxvig €xe1 apaipéoel
SeutepoAenta 1ixou petall tov AéEe®v 0T0 MPWTOTUTIO
nxXNTiKG apyeio tou Mowvtplyldp Kal, Xp1O1H0II01®dV Tag
AUTEG T1G «1ovASeg avarvorg», €xe1 dnpioupyrioel €va
PUBMIKG XN TIKG UIGOTPOUIA TOU [o1dlel pe Kdrmo1o e160¢
pnxavikod Bopidfou. H i61a n pwvy tou Mowvtpiyidp
yivetal €t01 €va primitive eKtd¢ mpaypatik4Tntac.

To yvwoto oxnipa tou Muéket piag gwvig Xmwpic
avTAxXnon 1 arnékpion —pia ovy 1 onoia eykatoikel

éva arivnTo, aKP®TNPIA0PEVO Kal aiXudAmto odua,
aAuooodepévn, KaOnAwpévn oto Kpefdti eveg VOoOKo-
pefou 1 péoa oe pia yudda— @aivetal va fpiokel avtiotol-
Xieg oto mveupat®ddeg €pyo tng BaoiAeiag Ztuliavidou. '
1o oGpmav tou Mué€ket, To oX1a auto QEPveL 0TO
IPOOKIVIO TOV Ay®Va TOU ATGROU, TOU ouveldntoy UTIo-
Kelpévou 1o omoio «mmaAedel atéppova va Bpel to dpdpo
ToU 11p00610p10p0U TNG TAUTATNTAG Tou».! H @ryolipa
auty areikovidel, e Tov eutux€otepo Suvats Tparo, Ty
Sedtepn Beped1dddn katnyopia tou Moavtiod —ekeivy
TOU UITOKEIUEVOU— KAl Pag PEPVEL 0To Oeltepo KUupiapxXo
B¢pa oto €pyo tne Baoideiag LtuAiavidou: tn ox€on tou
UTIOKEIPEVOU 1€ TOV eaUTO TOU v PEom autrc tne dedopué-
vn¢ ouvOnkng mpaypatikstntag. To poveépvo, auto-
AVAPOPIKG UTIOKEIPIEVO, TO OOAIWIOTIKG UTIOKEIPEVO KaTd
tov Mmavtioy, Bpioketal eV P€0w TV aVTIPAXOHEV®V
POIIOV «TOU UTIOKEIPEVOU TI)C EKPOPAC, TOU UTIOKEIPNEVOU
TN ¢ BN TIKGTI TAG KAl TOU S1Ep®TMOUEVOU UTIOKEIPEVOU».12
To cogito mou kdvel SnAdoeig, n ewvy mou mapdyel pia
atéppovn porj ard pubevpata Kal a@nyroeic, ouvavtd
tov mapddo&o avoikelo 0moia ToU, TO UTIOKEIPEVO TNG
ap@1foliac, to ormoio KAvel emep®TOEIC KAl AVAKPIVEL,
Kd0Be @opd mmou mpoomabel «va @tdoel 0’ ekeiv TNV IIPpw-
toyevi] o1y otnv omoia edpedel i ouoia Tng ekPopdcy.t3
YUupewva pe tov Moavtioy, n ouvOrikn auty eival
avunéeopn a@oy yia tov Mméket 1j tov Madappé —kat
pdAiota, yia 0AGKANPO TO HOVTEPVIORG GO0V agopd Tt
Aoyotexvia— to va oudAdfel kaveic autég tig ouvOrikeg
Ka1 1816t teg Tng oKEWNG rmpoUmobETel pia Katdotaon
«TpOpou». Aev mpdkeltal amA@dg yia dyxog aAAd yia pia
ovtoloyiky ouvOrikny e1vold @éfou kal avnpméplag
prpootd oty (duvatdtnta tne yAwooae. Kortdlovrag
to pro.fiction01 perpetuum mobile03 (2004) fAsnoupe
no¢ 1 Paociky auty 186€a exk@pdletal péoa amd ta potifa
oU Xp1noipomoloGvtal oe auty tn fivieoeykatdotaon.




no, it cannot”. This is the traumatic experience of residing
inside the place of language, a condition that has been
exposed by philosophy’s linguistic turn, constantly visible in
Vassiliea Stylianidou’s work.

In the smaller work good and evil (Inside Out) (2005)
language is represented as written text on a piece of paper
that plays the role of the mouth, one white and one black
round plastic item — a kind of washer — play the role of the
eyes, and a white CD paper cover functions as the face.

This childlike drawing serves as a kind of emblem of human
presence. For Badiou presence is distributed inside and
outside, while its actual, chosen place is the “between”,

the “interval”. Beyond good and evil presence oscillates
“between said and missaid”'®, while ,exactly this insufficiency
of language, what Badiou calls “the vocabulary of castration”
points out towards the structural incommensurability of
presence and subsequently of human existence. “Presence
does not infer any meaning”." That's the reason, Badiou
concludes, why “Beckett’s texts are texts for nothing.... They
report not that there is nothing (Beckett was never a nihilist),
but that writing has nothing more to assert”.'” This is a
poetological program but also an ontological proof. The locus
classicus for this position of Badiou is Jacques Lacan’s theory on
the split subject: the barred S within the network of signifying
relations that form the Lacanian Symbolic — the register of
the speaking subject and the order of the law. The stability

of our identity relies on the coherence of the Imaginary
totalizations, as long as they appear to us in a recognizable
and intelligible form.

But what happens when we look behind this socially sanc-
tioned fantasy of an order? Maybe the most dramatic expres-
sion of this structural incoherence of the Symbolic order is
the video Soft Target (2007) in which a faceless female figure
directs through the spiral movement of the camera, a knife
toward the viewer. In this video a meaningless mass of phrases
functions as the soundtrack. “It is a kind of exorcizing language
itself”, as Vassiliea Stylianidou says. This unrecognizable col-
lage of words, a phallic object of language (“the genitalia of

H Aé€n Schweigen (o10m1]) avamnapiotatal ¢ éva pvi-
pe1ddeg YAunto oty Kopu@n piac opooelpde (6rimg n
yvwoty emypapr tou Hollywood), n omoia amAdvetal
miowm amd €va oopa vepou mmou péer ouyxa. To Bivieo
auto ouvodeuetal amnd £va tpaneldkl, TAV® 0To 01100
pla paonpévn toixAa Beppaivetal 0to @wg piag PIKprG
petadAikig Adpmac ypagpeiou. H toixAa poidder pe to
Bouvé mou eppavidetal oto Bivreo Kal, Tautoxpova,
Aertoupyel W 1) APV TIKY €1KGVA TOU aVO1XTOU 0TORATOC.
H paonpévn toixda efval to €1p@viKG avtiotoixo tou
Ipo@opP1KoU AGyou, 1 KopoideuTiky] unevOupnion tng
atéppovnge, Tuxdpuaotng opIANTIKGTnTAG P€0A a1t TNV
omoia S1apop@avetal to Ummokeipevo tng ekpopde. H
@1Aooo@1KY] S1epdTnon autrg tne Kadnpepivig Aoydp-
po1ag pdg odnyel oto uniédagog tng yAdooac, to ormoio,
oUppmva pe tov Mmavtioy, efval ) o1, «1) o1omnAnj
Unapén xdOe mpo@opikoyd AGyou». Kai, pmwtd o Moavtioy,
«Aev propel To UTIOKEIPEVO Va EMI0TPEWEL 0TO PEPOC aIr’
6mou KdGBe epdtnon amouoiddel Kal va mapapepioel, v’
a@prioe1 otV dxpn, to adi€odo tng TauToTNTAG TOU;»,

yia va amavtioel katnyopnpatikd: «E, Aoy, éx1, dev
propei». 1 Auti efval ) Tpaupatiky epmeipia Tou va
Katoikel kaveic 0to €vlov tne yA®ooac, pia ouvOikn mou
€xe1 armokaAu@bel ard tn yYAwoooAoyiki] 0tpo@ oty Q1-
Aooogia ka1 1 omofa eival S1apr@¢ opaty oty douleld tng
BaoiAeiag Ztuliavidou.

Y10 €pyo mKkpaV S1aotdoewv good and evil (Inside Out)
(2005), n YA®ooa avarrapiotatal ®¢ yparnto Kefjevo navm
0’ éva koppdrl xapti mou avarapiotd éva oTtépa, eve SUo
pavpa Kud1vEpikd avtikeipeva, éva dorpo Kal éva pav-
po, maiCouv to poAo twv patidv. "Eva dompo kdAuppa
CD Aertoupyel wg to nmpdowio. Auty 1, oxed6v maidiky,
Kataokeur Aertoupyel wg éppAnpa tne avOpdmvng ma-
pouoiac. I'ia tov Mmavtioy, ) mapouoia eival diapolpa-
OPévn) eVTGC KAl EKTOC, EVE 0 UTIAPKTOC TG, eMAEYPIEVOC
TOII0¢ £1val To «evil1apéowe», to «peocodidotnpar. ITépa
arté to KaAG Kal To KaKG, 1) mapovoia petempiletal «avd-
peoa 0to AeyGopevo Kal 0To mapa-Aeyopevo»,® eve etodtn
N avendpkela tng yAowooag, auto mou o Moavtiod Katovo-
Rdler wg «Ae&1AGY10 TOU eUVOUXIOPOU», eIval eVOEIKTIKY
¢ dopikig aouppetpiag KOs mapouvoiag kai, dpa, Kal
tng avlpdmvng tnapéne. «H napouoia enifong odnyel
0TO OUMPIIEPAOPA GT1 UTIdpYel Kal vonpa». 8 Autdg efval

0 Adyoc, katadnjyel o Mmavtiod, mou «ta Keipeva tou
Muéket eival keiueva wg rpog to tirora... Avagépouv

dxt wg dev utidpyxel timota (o Mnéket oudénote umriple
pndeviotrc), aAAd 6t1 i yparj Sev €xel titota emmmAéov
va mpotdéer».l” IIpdkertal yia €va mpdypapjia Mol TIKYc,
adAd emfonge, ka1 yia pia ovrodoyiky anédeién. H Bewpia
tou Zak AardGv oxetikd pe to S1XaopEvo UTIOKEIPIEVO: TO



words” as the artist says in another context) is always directed
toward the “soft” target of the subject of the unconscious,
itself a language operating desiring “machine”. There is no
narrative in the film, only an endless repetition of a somehow
violent linguistic performance, a reiteration act that solidifies
identity. The artist's way to deal with this condition is always
the subversion of the Symbolic with its own means, what
Jean-Frangois Lyotard has called “the paralogical”, a search
for instabilities implying never reaching agreement, but
always undermining from within the very framework of
intelligible consensus, always involving different discourses
without demanding that they interrelate coherently.' This has
an immense political value as this allegoric paralogism has
to counter fight capitalism’s schizophrenia expressed in the
Symbolic order. What is at stake here is that the dimension of
Lyotard’s paralogical can be only sustained when all players
that participate in the shared language game stay intact. In
Vassiliea Stylianidou’s world language along with objects of
daily use belong to the category of primitives, as “they are
structural materials which bear the context’s system of rules
they come from”. Within this game, which functions as the
artwork’s territory, Vassiliea Stylianidou continuously questions
“How the reality of the artwork is capable of placing the
viewer within its limits or placing him at a position in relation
to its limits”. This brings us to the register of the Other, a pivotal
point of reference in the philosophical reading of Beckett’s
poetics by Badiou.

Continuing his reading the philosopher comments on the
register of the Other with a third category that actually imparts
to us the modalities of this encounter of the conscious sub-
ject with the Other, all these incidents that, according to
Badiou, “fissure and displace the solipsistic imprisonment of
the subject”.” And he argues: “the subject is now indicated
by a variety of the dispositions it enters in dealing with en-
counters, with the what of happening, with all that supple-
ments being in the instantaneous surprise of the Other”.2° The
moment of chance, possibilities, probabilities and eventualities
seem to enter the stage (Lyotard’s game), in order to oppose the
soliloquy of the subject. Incidents and occurrences, which
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S1aypappévo S oto STKTUO TV 0XE0EDV 0N1a01060TNONG
01 o1101e¢ OUVAITOTEAOUV TO AdKAVIKG ZUpfoAikd, dndadr
tnv tdén tou op1dodvtog UIoKeIPEVOU Kal Ty Tdsn tou
VOROoU armoteAoGV Tov p1A000PI1KG KO1VE ToIIo t1¢ B€ong
autrg tou Moavtiod. H otabepdtnta tng tautdintde pag
enagietal 0ty ouvoxy twv Pavtaolak®Y arroAuToTH oV
(totalizations), epdoov autég pag mapouoidlovtal pe ava-
YVoPIo1an Kal KataAnicy popen.

T1 yivetal, wotdoo, av wdéoupe miom amné auty Tnv Koi-
VOVIKG emRrUp®pév gavraoionon mepi tdéng; IIbavita-
Ta, 1) M0 SPAPaTIKY €K@PAoT auThg tne Sopikrg éAAe1yng
OUVeKRTIRGTNTAG TNG XUupfolikiic tdéng eival to fivteo
Soft Target (2007), oto omoio pia @ryodpa OnAukod yévoug
XWpic eppaveg mpéowmo Kateubuvel péoa amo T OIe1po-
6e161] kivnon tne kdpepag €va paxaipl mpog tov Beaty.

O rixog eivau éva ouvovOiAeupa @pdoemv Xwpic vénua.
«Eifval kdnwe oav pia yAdooa mou {opkilel tov eautd
tne», Aéer n Baoideia ZtuAiavidou. Autd to akatavento
KOAAC ar16 Ageig, éva paddiké avtikeijpevo tng yAdooag
(«ta yevvnTikd épyava twv AEEemv» 6w oxoA1ddlel
KaAA1T€XVIC oe dAAo mAaiolo) kateubBivetal mdvta mpog
TovV eUdA®WTO 0TGX0, TO UTIOKEIPEVO TOU aoUVeld Tou mou
efval ka1 to 1810 pia «unxavy» yAdooag ka1 embupiog.
2vo Bivteo dev unidpyel agriynon, povo 1 atéAeimtn
enavdAnyn pag pdAdov Piaing yAwooikrig emitédeonc,
pag pdéne n omoia mayidvel tnv tavutdétnta. O kaAAi-
TEXVIKOG TPOTIOG Y1a VA AVTIPETMIIIOe1 Kaveic auty T
ouvOrkn eivar 61d tng avatpomrc tou LupfoAikoy pe

ta 161a Tou ta péoa, 6,11 0 Zav-Ppavooud Avotdp

€xel armokad€oel «mmapadoyikiy» («the paralogical»): n
avadtnon tov aotabeidv, i omoia Sev @tdvel OTE oe
Kd1mola oup@via, aAAd umiovopeyel €K TRV €0 To 1610
T0 mAQ{010 TNC¢ OUVAIVEOTC XPT)O1IOII01V TAG TTOAAEG
510opeTIKES IPAKTIKES, XWPIC TNV anmaitnon va undpyel
OUVEKTIKI 0x€on petaéy touc.!® Auto €xe1 tepdotia moAl-
T1K1] onpaoia kabog autoy tou eidoug 1 aAAnyopiky
TTapadoyiky mpémel va aveimadgyel tn ox1lo@péveia

ToU KamitaA1opoU 6nwe auty ek@pdletal péoa otn Zup-
BoAixy td&n. To Si1axiPeupa edd eival 6t1 n Sidotaon
tne [Hapaloyikrig tou Avotdp pmopei va ouvenpnOel
16vo pe Ty mpoUndbeon Gt1 GAo1 01 TATKTEG TIOU OUH-
HETEXOUV 0TO KO1VG YAWOO1KG a1 viol mapapevouv
aképaiol. Xto oUpnav tne Baoideiog Ytuliavidou, n
yAcdooa, padi pe kabnpep1vd avtikeipeva, avijkel 0tnv
Katnyopia Twv primitives mou «ammoteloGv Sopird vAikd,
Ta 0110ia UTIGKEIVTAL 0TO 0U0THA KAVOV®Y TOU TAa1010u
arié érrou tipogpxovtal». Méoa 0’ autd to maixvidl, to
oroio Ag1toupyel w¢ emKrpdteia Tou €pyou té€Xvne, n
BaoiAeia ZtuliaviGou S10pKai¢ pmtd «Iog eival 1IKkavy

1) IPAYPATIKG TN TA TOU €pyou TéXvne va B€tel tov Beaty
EVTOC TV opiwv TNg 1 va opiel tn B€on tou oe oxéon




are somehow very real, pose again a question that is closely
linked to the capacities of language. Vassiliea Stylianidou’s
the three musketeers (2006) is based on the rules of contin-
gency of the linguistic sign. For the first time a game is set up.
A game, which is addressed to Others. The artwork results
from that game. The artist has invited the three curators that
have asked her to participate in a group show to become part
of this unique gaming device. For the duration of seven days
each of the three curators give instructions through the phone
or e-mail and add a word or remove a word from a register of
pre-selected words by the artist — a kind of crossword based
on associative thinking. With this pattern as a rule, the artist
has created a polymorphous and continuously changing
installation in her studio. Language is thus transformed to
relations between objects. Also the viewer of the exhibition
was able to participate to the game during the exhibition of
the work and change the form of the installation via internet
according to the same principles. The entire procedure of the
game is being recorded by the camera and takes the form of a
video archive, which remains always suspended and hidden
as nobody —not even the artist— can see the installation in its
entirety. Obviously the intention is to open up to the imme-
diate surprise of the Other and annul the rule of the artwork’s
creation, according to which the artist has the proxy of the
decision on its formulation. While the word constitutes the
structural material of the work it offers to the viewer the
possibility to become a kind of “viral” interference in the
linguistic order, bringing in mind William S. Burroughs’s
dictum of language being fundamentally “a virus”.

Actually the entire oeuvre of the artist seems to function

as a virus that infects our conventional imaginary
identifications. In her recent works, her so called “anti-
modernistic operation” Stylianidou unveils the back side of
that “kind of happiness” that contemporary society dreams
of and enforces: “nothing happens, but for the death that
we do our best to put out of sight. Everything is organized
and everything is guaranteed. One’s life is managed like

a business that would rationally distribute the meagre
enjoyments that it'’s capable of”.2! The artist focuses on an

He ta 6p1d tne». "Eto1 grdvoupe otnv tdén tou AdAou,
ONMAVTIKG onpeio avapopdc 0tn @1A000QIKY avayvmorn
g mointikyg tou Méket and tov Mmavtiou.

Yuvexilovtag tnv avayvmwor] tou, o p1A600¢pog oxoA1dlel
Vv tdén tou AAAou we pia tpitn Katnyopia, n omoia
0UO100TIKA Pag Iapgxel LoPPES TG oUvVeUpeon e ToU
evouveidntou Utoke1pévou pe tov AAAo — GAa exeiva

TA [MEP10TATIKA TOU, oUppmva pe tov Mmavtioy, «Siap-
pnyviouv ka1 petabétouv tov 00A1P10TIKG eyKAE10116»
ToU UnokeIpévou.t? Avamtiooer Aoinév o ¢1A660¢og

to emyeipnpa we eéhje: «To unokeipevo umodnAdvetan
Tdpa arnd S1agopetikeég kataotdoelg (dispositions) otig
omofeg epnAéretal mpokelIpévou va dieubetrjoel 6,t1 To
ouvamnavtd, 7o 1Totdv avrou 1ov Tov ovpfaivel, pe 6Aa

T OUPIAN pePATIKAG SeSopéva mou mpoKUIITOUV GTav
pag katadapfdver ) dpeon €kmAnén nou eknpoowrrel o
AMoc».? H otiypr tne ruyardrnrag § tov Suvatotitwy,
tov mbavdv ka1 aniBavev ekfdoewv, defyvel va gu-
@aviCeta emni oknvig (autd mou o Auotdp ovopddlel
«I1a1yvio1»), mpokeIPEvou va evavtimbel 0to povoAoyo
tou unokeipévou. Ene10661a kan oupfdavta mou @ai-
vovtal mpaypatird, 0touv, yI’ dAAn pia @opd, éva
epdTnua otevd ouvoedepgvo pe tic Suvatdtnteg tng
yAwooac. To €pyo the three musketeers (2006) tng
BaoiAeiag Zrudiavidou faociletal otoug vopoug tng
evlexopevikdtntag tou yYAwooikoU onpeiou. ['a mpdtn
@opd otijvetal €va maixviodl, éva maixvidi mou aneudy-
vetal otoug Allovg. To kadAitexviks €pyo mporyrrtel
aré autd to maiyvidl. H kadAitéyvig €xe1 mpookaléoel
TOUG TPelg empeAnTég mou tng jTnoav Tr OURPETOXT]
g oe pia ouddoyiky €kBeon, va yivouv p€pog autoy
ToU povadikoU naryviodoug katackeudopatoc. Katd

tn S1dpkela emntd nuep®dv KGOe €vacg amd toug Tpeig
empeAntég 6iver otnv kKadAitéxvida odnyieg péow
tnAe@@dvou 1 e-mail ka1 mpooBter 1§ apaipel pia AéEn and
€va mpoUndpyov amébepa Aé€ewv to omoio €xe1 culA€€el
1] €1IKA0TIKGG — KAT1 oav otaupiAeo, Baoiopévo oe
ouvelppouc. Me kavéva autd to KaBodnyntike mpdturo
1 KaAA1téyvig €xe1 Snpioupyroel pia moAUpop@n Kai
S10pKRAC evaAAaoodpevn) eyKatdotaor 0To EpyaoTyp1l TNG.
H yAdooa petapopedvetal 1” autév tov Tporo oe 0XE0eIC
avtikelpévav. Emmnpoobétmwe, kab’ 6An tn Sidpkeia tng
€k0Beomng, o1 Beatég efxav tn Suvatdtnta va ouppetéXouv
0T0 maryvidl ka1 va aAAddouv tn pop@r] Tng eyKatdotaong
péow tou S1ad1kTHou, oUp@mva pe toug i610U¢ Kavaovec.
“OAn auty 1 d1a81kaoia tou marxvidiod Brvieookomeital
amé pia kdpepa Kal naipvel Ty pop@y evog omtikoy
apxeiou, To omoio Iapapével IAVTOTe 08 EKKPEPROTI TA
Kal IAvtote KPpUPREVO Kab®g Kaveic —oUte Kav 1
KAAA1TEXVIC— prropoyv moteé va Souv TV eyKatdotaon
0T0 0UVvoAS tne. [Ipopavde, n kaAAitexviky npdBeon



intriguing speculation on the “death drive”, which infiltrates
systems of order: family, language, architecture and the
mechanisms of representation. While thinking of the “death
drive” as “the mask of the symbolic order”??, meaning the
fundamental tendency of the symbolic order to produce and
perpetuate repetition, as Lacan put it, we can read Vassiliea
Stylianidou’s installation PlaceLineLack (2007) as a visual
essay on the notion of reproduction of an internalized social
structure, which the subject repeatedly and compulsively
re-enacts.” The installation consists of the generic model

of a house frame that was constructed from concrete and
had its windows and doors sealed with black plastic sheets,
a text, a stool, a desktop lamp, and two video projections.
Coming from the Latin word “concretus” (meaning compact
or condensed), the word “concrete” shows how “to make
things compact”. This should be understood again as a
topological operation: Libidinal intensities that are always in
continuous flux solidify, harden and take shape like cement
does with water. (Thus, concrete as a building material is
yet another analog “primitive”). Incidentally that evokes
Lyotard’s “libidinal band” (sometimes called the libidinal
skin), which represents the “primary processes” of desire
and libidinal intensity in which libidinal energy circulates

in an aleatory fashion, not yet investing anything. The bar,
which is a Moebius strip, is always in continuous, unsettled
movement but sometimes turning around on itself it stops
creating an enclosed space, forming a stable, observable
disjunction, what then Lyotard calls a “theatrical volume”.?*
The empty edifice, the masses of chewing gum or plasticine,
even text itself constitute such theatrical volumes in Vassiliea
Stylianidou’s work.

The empty edifice, this rigid framework that is supposed to
provide protection and structure functions as the ultimate
metaphor for the collapse and failure of familial harmony.
These deserted, concrete skeletons of unfinished houses
are to be found again and again everywhere in the Greek
landscape, native to the artist. They are not just a sign for
real estate speculation, but also the symptom for society’s
ubiquitous investment to an imaginary future of prosperity,

ed® eival to dvorypa amévavtl oty dueon €knAnén mou
ekmpoomiel 0 AANog Kal 1) akUpwor] TOV 600V UTIayopeUel
1 Snuioupyia evég €pyou, oUP@PmVa Pe Ta oroia o
raAA1tEyvig €xel T Sikaio8ooia va armo@aoilel yia tn
Rope1n tou. Kaboe n Aéén amotedel to Sopikd uAikG tou
€pyou, Ipoo@Epel emiong otov Oeaty Ty Suvatdtnta va
Ae1toupynoel wg €va e160¢ mapepfatikoy «100» 0TV Td&n
e yAdooag — pépvovtag Katd vou tn prion tou Ouidiap
Mrmdpooud 611 i YA®ooa eival, Kat’ ouoiav, «€vag 16¢».

Katd kdroiov tpdmo to 1610 to £pyo tng e1IKAoTIKOU
poidcer va Spa wg 16¢ mou mpooPdAAel tig oupfatireég
PAVTAO10KES Pag tautioelc. Yta tedeutaia €pya tng
BaoiAeiag Ztuliavidou, otnv emovopalGpevn «avti-
HOVTEPVIOTIKY] TN emyeipnon», 1 KaAAAMTEXVIC ammora=
Avmter tnv Kpu@r] mAeupd autou Tou eidouc eutuyxiag
mou ovelpedetal Kal emPBdAAer n oGyxpovn Kovevia:
«bev oupfaiver tiota ektdg arnd to Bdvato, yia tov
omoio KGvoupe ta mdvta (oTe va oTpépoupie to BAEupa
pag pakpid tou. Ta mdvta eival opyavopéva ka1 ta
ndvta eival Siaopaliopéva. H {on tou kabevig eivar
avtikeipevo Siaxeipiong orwe Kal pia emyeipnon,

1 omoia Oa kavavéper opBoloyird Tig avemapreic
ammoAayoelg yia t1g omoieg eival 1kaviy».2! H kadAitéyvig
eot1ddetal oe P evOolaQEPoUOa €1KA0IA OXETIKY He TV
«evopunon Bavdtou», Swe auty mapelo@péel oe S14popa
Sopikd ouotipata: Tnv 01Koyévela, tn yA®Wooa, Tnv
APXITEKTOVIKI] Kal TOUG PMI)XAVIOROUC avarrapdotaong.
Bewpavtag TNV evoppnon Havdtou «tn pdoka tnge
oupPolikig tdéne»,? dnAady tn OepeAioky vdon tng
oupPolikrig tdéng va mapdyel ka1 va diaimvider tnv
enavdAnyrn, 6nwg to B€tel o Aakdv, pmopodpe va S1a-
Bdooupe tnv eykatdotaon tng BaoiAeiag Xtuliavibou
PlaceLineLack (2007) g éva ontik6 S0KI10 mdvm
0TIV €VVOla TIG AVAIIAPAY®YIC TIG E0MTEPIKEUNEVTG
ereivng Soprg tng Kovweviag, tnv omoia to UIIOKeievo
exdpapatidel emavaAnmrikd Kol Katavaykaotikd.?* H
eykatdotaon amotedeital and to povtéAo piag oikiag
KATAOKEUAOPEVO and oKUpadepa, Jie Tic mépteg Kal ta
napdBupa o@paylopéva pe pavpo mAaotikg, padli pe
éva Keifpevo, €va okapnd, pia Addpmna ypageiou kai 6Uo
poPolég Bivreo. IIpoepxdpevn amnd tn Aativiky A£En
«concretus» (mou onpaivel mdyiog 1] CUPNIIUKVOPEVOC),
n A&y «oruUpdbepa» (concrete) umodnAdver mee va
«OUPIURV®OOEL Kaveic ta mpdypata». Ogeidoupe va
KQTAVO00UPE auTy TtV Tdon oto €pyo tng Xtuliavidou
¢ Tormoloyiko eyxeipnpa. PuyxooeSouadikég «evrdoelg
/ e€dpoeig» (intensities) o1 omofeg Bpiokovtal povipwg
0€ Porj 0TEPEOIIOI0UVTAL, OKANPAIVOUV Kl AIIOKTOUV
oxfipa, 0w oupfaiver pe to To1p€vto dtav avapiyxbel
pe vepd. ("Etol, to puetdv, wg Sopiks UAikG, eival
aropa éva avaloyikg «primitive».) [lapepmmntéviwme, n




continuity and unconditioned happiness. Of course one of
the main preoccupations of Vassiliea Stylianidou has been
always the dystopia of such constructions that are imbued
with modern society’s durable liberal humanism and its
investment in a future yet to come. For example in her video
installation do you want to kill me, baby? (2002) the artist
delivers the digital blueprint for a mechanistic urban society
of the future, the city/ corporation /state City AT constructed
by a virtual multinational company, with the goal to secure
absolute safety to its citizens / clients. The spatial and social
architecture seeks to “de-anthropologise” and “de-anthropo-
morphisize.” As Bernd Ternes observes, “it shows without
pathos or excitement what it is like when one disregards
things like rituals, procedures, stagings and behaviours of
beings that no longer exist: even if they are present, that are
only there and not aware. The term “non-living” is a fitting
description for this area between life and death”.?> The
mechanization of life is further explored in the subsequent
video installation do.you.have.an.invention.? (2004), which
is a concrete example of an absolute panoptical device and
a suggestive deployment of the rhetoric of advertising and
corporate identity. The virtual corporation give.me.your.mind.
INC constructs a game, in which the user can intervene into
and define Mrs. Sigma Tav’s daily life. As the artist says about
this work: “all is about a real, existing individual who offers
one’s life to others”. The title of the product eXcavation is a
linguistic invention and undermines the safety of the player:
who intervenes in whose life? Who acts and who undergoes
action?” In this case even the personal history becomes part
of a collective gaming that results to a panoptical, biopolitical
device. However in the more recent works of Vassiliea
Stylianidou, this somehow pessimistic view of modern
human condition associated with neoliberal state’s total
control on people through media and spectacle gives way to
a subtitle attempt to disturb the social organization. One of
the accompanying videos that is projected next to the edifice
of the installation Placelinelack shows a rather normal family
that is gathered around a black glass table eating speechless
ice cream. The daily logorrhoea is transformed here into

the mass of ice cream.The sentence “I scream” lies behind

évvola auty avakadel tn «A1f181viky {odvn» tou Auotdp
(ouxvd yvwoty ka1 g A1f181viky emdeppida), n ormoia
EKIIPOOMIIE] TIG «IIPWTAPXIKES S1ab61Kaoiee» tng embupiag
ka1 tn¢ A1f1divikric évraonge, 6mmou 1 puxooefouadiky
evépyela KukAo@gopel tuxaia xwpic aképa va emevdietal
oe timota. H AwpiSa, n omoia eival pia {ovn tou Mobius,
Bpioketa1 oe ouvexy, akatdotatn kivnon. Kdmoieg gopég
avabim@dvetal yipw arré Tov eauto The Kal 0Tapatd va
oxnuatiel éva mepikAe10to oX1jpa, Snpioupy@dveag pia
otaBepn, opaty 61dleuln, autd mou o Avotdp amoradel
«DeatpirG Gyro» («theatrical volume»).?* To G8e10 o1k0-
Sounpua, n pdla tng toixdac 1 tne mAaotedivne, akdpa Kal
To 1610 TO Kefpevo, ouviotouv oty Souleld tng Baoideiag
2tuliavidou kdt1 avdloyo pe toug Beatpikolc autoug
GYKOUC,.

To G8e10 01K0SGPNPA, AUTS TO ATeyKTOo MAAI010 TOU
vnotiBeta1 6t1 mapéyel npootaocia ka1 dopry, Aeitoupyel
®¢ ardAuty petagopd yia tnv katafapdfpwon rai

TNV anotuyia tng oikoyevelakig appoviac. Téroio1
TOIPEVTEVIOl OKEAETOT EYRKATAAEAEIPPEVHOV 01KOSOPOV
Bpioxovtai Sidomtaptol 0to eAAnVIKG Tomio, an’ 6rou
ratdyetal n kaAAitéxvig. Aev eivar pévo evieieig
peortikiic Suompayiag: eKIpoownoyy eniong éva oup-
ITOPA TNG IAVTAX0U IapoUoas KOIVMVIKNG ENEVEUOG
o€ éva pavtaolmTiKG péAAov eunpepiag, oUvoxric Kal
dveu 6pwv eutuyiag. Mia amnd tig KupiapXeg €1KA0TI-
K€ eppoveée tne Baoideiag Xtuliavidou unrpée avé-
kaBev 1 Suotonia avdAoywv 01KoGopaV, £T01 GTIg
S1amvéovtal amd tov @iAedeiBepo oupaviops tnge
Hovtépvag Kovmviag Kal tnv enéviuot] tng oe €va
pEAAoV ou ardpa dev €xel grdoel. 'a mapdderypa,
otnv Bivreoeykatdotaon do you want to kill me, baby?
(2002), n xaAA1TEXVIC IPOCPEPEL TO PNP1OKG TAGVO

H1a PNnYXovi1oTIKNG a0 TIKNG Kovmviag tou péAAovtog
—tnv néAn/etaipeia/rpdrog City Al, oikoSopunpévn amnd
€vav €1K0oVIKG moAUeOVIKG 0pyaviops— e 0T6Xo TV
enfteuln tng anéAutng aopdAelag yia toug moAitee/
meddteg tne. H xwpiri] Ka1 KOIvoVIKY apX1TeKTOVIKI]
artofA€nel otnv «amo-avOpwiodoyikomoinon» Kal tTnv
«amo-avOpwmopopgonoinon». ‘Onwmg oxoAidder o Mmepvt
Tépveg, «Seixver xwpic mdbog 1 € awn t1 oupPfaivel
dtav Kaveig ayvoel mapdyovteg Orme teAetoupyiec,
S1a81kaofieg, oknvobeoieg Kal oUPIEP1POPES MAAOPAT®Y
ta omoia mA€ov Sev unidpyouv: akOpa Kal av eival
mapovTa, amAdg UPpioTavtal Xmwpic va €Xouv ouveidnon).
O 6poc «pun-Covtave» eival pia appélouoa meprypapn
y1’ auty tnv neploxy avdpeoa oty (wy Kal to 0dvato».?
H pnxavomoinon tng {wrjc diepeuvdtal mepaitépm otnv
Bivteoeykratdotaon do.you.have.an.invention? (2004), n
omoia arrotedel CUYKERPIPEVO mapddelypa Tou arnéAutou
IAVOIITIKOU PNXaviopoy XP1010I01®MVTAC e TPOTIOo



the all-concealing silence of that normal family life and

the familial scene results in the counterpart to the concrete
building’s presence. The organizational architectonic system
of the family house, “which does not wish to be built, ever”,
as the artist emphasizes, is the other side of the organizational
scheme of the family. The second video of the installation
shows a “theatrical volume,” a mass that is positioned within

a synthetic, awkward, incongruous stage — the somehow
“translation” of the first scene into the register of the Imaginary.

That “which as a secret text sneaks under the table of the
family’s meal”, so Stylianidou, is exactly what Lee Edelman has
described with the polemic term of “reproductive futurism” .2
According to Edelman, reproductive futurism consists of the
sentimental illusions and brutal moral imperatives assigned to
the common social believe in a redemptive future primarily
activated within the closed band of the heteronormative,
nuclear family of procreation. The conviction of reproductive
futurism is extended to the entire social structure and func-
tions as Edelman argues, as “the perpetual horizon of every
acknowledged politics, the beneficiary of every political
intervention”?” and, we could add as the constitutional plot
of history understood as a linear narrative of improvement.
This state of heteropatriarchal norm brings to the fore the
Lacanian death drive, which as Zizek observes, “is precisely
the ultimate Freudian name for the dimension traditional
metaphysics designate as that of immortality — for a drive, a
thrust, which persists beyond the (biological) cycle of gene-
ration and corruption, beyond the way of all flesh”. 2 This
utopian dimension of a “futurologist” political discourse that
functions as the organizing principle of both social relations
and historical continuity, greatly exposed by Edelman as the
state of the “undead, a strange, immortal, indestructible life
that persists beyond death”,?* is the nodal point in Vassiliea
Stylianidou’s installation The Plotless Room_| Lie to History
(2008). In this case the skeleton house was exhibited as part
of an atmospheric ensemble of moving images, text and
image fragments and music composed by Jorg Lindenmaier.
The unbuilt family house in this exhibition results in to the
uncanny equivalent of all utopian architecture such as the

IIVEURATAOON TN PN TOPIKY TOV S1apnpicemv Ka1 tnv
eta1piky tautdrnta (corporate identity). H eikovikn
etaipeia give.me.your.mind.INC S1opyavdvel éva marxviol
070 01010 0 Xp1jotng propel va map€pfel ka1 va opioer tnv
raOnpepivétnta tneg Mrs. Sigma Tav. ‘Onwg oxoAidler n
ROAAITEYXVIC, TO €pY0 «a@opd €va IpaylatikG, UTIOPKTO
dtopo, to omoio rrpoogépet tn (wij Tov orovg dAlovg». O
titAog tou mpoidvtog eXcavation eival pia YAwOO1KY
€rmvenon Kal unovopedel tnv ao@dAeia tou eKAoToTe
naikty: ITolog mapepfaiver oe molou T {wy; ITolog evep-
yel ka1 mo1o¢ 6€xetan pua enevépyela;» E6®, akdpa xai

1) IPOOWITIKY 10TOpIa yivetal Koppdtl evog ouAdoy1koy
maiyvidioU mou katalnyel o€ évav mavontike B1omoA1tikG
pnxaviopd. Qotéoo, ota Uotepa €pya tng Baoideiag
Ytuliavidou, aut 1 KAwe araio168oén patid oty
povtépva avBpadmvn ouvOrkn, i omoia oxeviletal pe tov
art6Auto €deyxo twv avBp@dnwv amnd to veopideAeibepo
rpdrtog péoa and ta MME ka1 to 6apa, ummoxwpei mpog
XAp1v piag XapnAav tévev amdneipac diatdpa&ng tng
KO1VoVIKNG tdéne. "Eva and ta Bivteo mou mpofdAAetal
napdmAeupa 0to Ktiopa tng eykatdotaone PlaceLineLack
Seiyvel pia «@uo10A0y1KY)» 01KOYEvVEld, Palepévn yUpw
arté éva pavpo, yudAivo tpamédl, va tpdel foufd maywtd.
H xaBnpep1vy Aoydppola petapopp@dvetal ed oe maymts.
H ¢pdon «kpauydlw» (I scream) kpUfetal miow aré tnv
EKKWOQAVTIKI] 0101 TNC PUOI0AOYIKIC O1KOYEVEIAKI|G
{w1i¢ Kal 1] 01KOoyevelaky] OKNvy KataAnyel va e§1oopporrel
QVTI0TIKTIKA TNV IAPOUOoia TOU TOIPEVTEVIOU KTiopatog.
To apX1TeKTOVIKG 0UOTNA 0PYAVMOTC TNC O1KOYEVEIAKI|G
KATOIKIag 1) o1moia, 6ume ePPpatikd emonpaivel 1 KaAAi-
véxvie «6ev B€éAe1 va Kt10Tel, I0Té», amotelel tTnv avti-
ot1én oto o1koyevelaks oxpa opydvwonge. To Sedtepo
Bivteo tne eyratvdotaong Seixvel évav «Beatpikd Gyko»,
a pdda mou Ppioketal tomobetnpévn ndve oe pia Tex-
vity, adé€la, mapdtaipn okNvy — Ae1toupydvtag ev

£10e1 «eTdPPaone» Tne mpPATNS OKNVICS oty Tdén tou
Davtao1akoy.

Exkeivo ou «mapeio@péel oav PU0TIKG, KATW AII6 TO
TPAI€dl TOU 01KOYEVEIAKOU YEUPATOC» [e TPOTIO TO0O0
QAVTIIPOOWIIEUTIKG Yia TNV TEXVN tng Xtuliavidou, eival
arp1Bcd¢ autd mou €xel ieprypdwel o A1 “Evuedpav pe tov
OTPATEUPEVO (PO «AVAIIAPAYWDYIKGC (POUTOUP10GC».28
YUupewva pe tov ‘Eviedpav, o avamapaymylrée @ou-
TOUP10P6¢ ouviotatal 0Tl apeleic autardreg Kal Bdp-
Bapee nOikég emtayee mou evundpxouv oTny Koivy
KOIVOVIKY Iioty o¢ €va AUTpwTiKG PEAAOV ToU omoiou
to onpeio ekkivnong Ppioketal péoa otnv kAeroty {dvn
TIG ETEPOKAVOVIOTIKIG, ITUPNVIKLC, AVAIIAPAYWYIKHC
oikoyévelac. H miotn otov avanapaywylké ¢outouplopd
erekveivetal oe 0AGKAN P TV KOIV®VIKY dopn Kal Ael-
toupyel, oUppmva pe tov "Eviedpav, wg «o otabepdg




buildings that have been depicted in the attached pictures
hanging on the exhibition room’s walls: the WWII bunkers of
the Atlantic Wall in the Nederlands, scenes from houses of
Nagasaki during the atomic bomb attack, public buildings in
Iran during the recent war, Etienne-Louis Boullée’s proposal
for a Cénotaphe a Newton (1784), or the Palast der Republik
(major cultural building of the former GDR in Berlin) — scenes
of death that assure the continuation of life as a history. In

the particular recent history of Berlin, the city where for the
past twenty years Vassiliea Stylianidou lives and works, this
specific edifice, a kind of historical skeleton, functions as an
“oblique” symbol of another history, a history that had to be
corrected, that had to be erased. In this case the manipulation
of history is not as important as society’s actual will to enforce
by any means the compulsory investment to a happy future,
thus to maintain its undead condition. After the fall of the
Berlin wall the reproductive futurism of the East had to be
replaced by the reproductive futurism of the West. When
Vassiliea Stylianidou exposes the familial heteropatriarchal
mandate, she actually pictures the suppressive state apparatuses
that produce power and knowledge within current Symbolic
order. The state acting in the name of “our future” children
seems to be the absolute, consensual Other. Only a solitary,
not solipsistic but self-indulging monologue is left to challenge
this order: A forty pages long textbook written by the artist

and addressed to the viewers of the installation Placelinelack
is placed in the concrete construction, next to a reading

lamp and a stool. It is proposed to us as a possible alternative
reading of this order — in short, as an aesthetic manifesto,
which is offered to anyone.

Opening up to the immediate surprise of the Other brings

us with the words of Badiou in front of the question, if there
is “any possibility of an actual Two that would go beyond
solipsism”.2° Vassiliea Stylianidou’s work doesn’t face the
question of the Other with the acceptance of what Badiou
calls the event of love, the “Two of love ... a passage from
the One of solipsism to the multiple infinite of the world”.*!
The mathematical formula that transcripts the question of the
Other is not that of the “One, Two, Infinity,” as Badiou finds

opiovtag kdOe emiPefaiwpévou moA1TIKOY OUGTHIATOC,
Sp€movtag o@éAn aré kdOe moAitiky mapgpfaon»*’

- K1 emnAgov, Ba mpooBEtape, wg To 16pUTIKG 0evda-

P10 TG 10TOPIaC, EVVOOUPEVIC WG 1A YPAPIIKI] apn-
ynon BeAtiotonoimone. Auty nj ouvOriKn tng etepo-
IOTPIAPYXIKIG ORaAGTN TAG PEPVEL €Il OKNVI|G TN AAKAVIKY
evépunon tou Bavdrou, 1 omoia, Katd to 0X6A10 Tou
ZiCek, «efval o emaxp1frc ¢poidikog 6pog yia eKeivh

1 81dotaon mou 1 napadoolaky HETAPUOIKY AmOKAAel
abavaoia — y1a pia evépunon, pia wdnon, n onoia empevel
népa ard to (froAoyikd) KUKAO avamapaymyrc Kal
@Bopdc, épa amé to renpwudvo tne odprac».?® Auty n
outomiky 8140taot evig «eAAovToAoy1koG» moA1TiKOT
AGyou o omoiog Ag1toupyel WG 1 0pYyaAvVOTIKY apX1] TG00
TOV KOIVOVIK®V 0X€0EWV 000 KAl TIC 10TOPIKIG OUVOXNC,
tnv onoia o "Evtedpav anekdAuype g pua «vexkpolavravn
Katdotaon, pia aAAékrotn, abdvatn, akatdAutn (o

mou emipével Kai petd Odvatov»,? eival to kopPira
onpeio otnv eyratdotaon tne Baoideiag Zruvliavidou
The Plotless Room I lie to History (2008). Ze autiv

TNV mepiotaot), 0 0KEAETAC TOU KTIOPATOC EKTEDNKE

¢ PEPOG eVOg UTIOBANTIKOU 0UVOAOU a6 K1VOUpeveg
€1KGVeEC, Kefpevo ka1 Opavopata e1kGvmv, oe 0Gleuln pe
pouoiky tou ouvOétn Mopyk Aiveevpaiep. H dxktiotn
01KOYEVEIAKI] KATOIKIa IPOKUTITEl WG TO AVOIKELD
avtioTto1xo KAOe OUTOIIKIC ApX1TEKTOVIKIC, OTI®mE eival
Kal1 Ta KTip1a TV oroimv gwtoypapieg PA€moupe otoug
Toixoug tng €k0eonc: ta Kata@uyyla ToU enovopalopevou
atAavtikoy teixoug ard tov Aelytepo IayKGop1o méAepo,
oknveég ard omitia oto Naykaodki katd tn didpreia

NG IMUPNVIKLC e@6dou, dnpdola ktipia oto Ipdv
Kateotpappéva ard tov méAepo, tnyv mpdtaon tou Etidv
Aoui Mnoul€ yia éva Kevordgio otov Nevtwva (1784)

Ka1 1o Avdkropo tne Anuokpariag (To onpavTiKGTEPO
MOAITIOTIKG KEVTPO TNg pidnv AvatoAikic Anpoxrpatiag
tne eppaviag oto BepoAivo) — 6Aa oknvird Bavdrou, ta
omoia e§ao@adiouv tn ouveéxion Tng (W1¢ MG 10ToPIag.
“O00v a@opd tn OUYKEKPIPEVT) IPGO@ATY 10TOPia TOU
BepoAivou, tng néAng émou Ce1 ka1 epydletal ta tedeutaia
eikoo1 xpovia 1 BaoiAeia Ztuliavidou, to ktiopa yia

T0 omoio yivetal Adyog —€va €160¢ 10T0P1KOU OKEAETOU—
Aertoupyel g o «mAdy1o¢» oupfoAiopdg piag dAAng
10t0piag, ) omoia XpeldotnKe va avarrAaotel, 1) omoia
Xpe1dotnKe va ofnotel. LTnv mpoKelPévn mepimtworn,

1 X€1pay®dynon tne 1otopiag dev eival t600 onpavtikyg
600 1 161a 1 pe KaBe péoo Ko1vwViKY emifolr tng
UTIOXPEWTIKNG ENEVEUONG 08 €va eUTUXIOPEVO PéAAov

— Kal, eMoPEvVeGe, otn Siatrpnon tng vekpoldviavng
Katdotaong tne kKoivoviag. Metd tnv ntoon tou Teixoug
tou Bepolivou, o avamapaywyikee ¢ouTouplopds tng
Avatolirng 'eppaviag €nperne va aviikataotabel ard
TOV avVaIIapay®Y1KG (POUTOUPIORS TOU SUTIKOU KGOROU.



to be the case in the late work of Beckett, but rather that of
“Zero”. Zero is the halting point that attests the outcome of

a decision, not the decision itself, the amorous encounter,
the passage from One to Infinity via the assertion of Two,

as Badiou says. In fact, Badiou’s figure of the “encounter that
founds the Two as such”, his numericity of Love, derives from
this imaginary hope for a better, continuous and self-generating
future. Interestingly enough the generic figure of the subject
that embodies the departure point of such an ontological
“search for truth” is that of the “baby”.*? In Badiou’s invoked
Platonism the baby, the generic subject figure that is always

in perpetual motion, seems to be the establishing principle of
society, exactly what Edelman has described with his notion
of the child as the perpetual horizon of every acknowledged
politics in context of the reproductive futurism. From this
grounding point Zero goes beyond the “woman/man polarity”,
which is the source of any metaphysical dualism and any
postmodern, “quasi-continuous multiple of constructions of
gender”.»

Asserting the Zero means to leave aside Badiou’s pivotal point,
thus, the first numericity of the Two*, and to start from a diffe-
rent point of view, a viewpoint that is political, aesthetical and
ethical in the same time. Can we envision such an unthinkable
dispositif that is not simply another oppositional political iden-
tity still working toward the future, but, as Edelman puts it, “an
opposition to politics as the governing fantasy of realizing, in
an always indefinite future, Imaginary identities foreclosed

by our constitutive subjection to the signifier”,® so to say, an
opposition to every substantialization of identity and meaning
all together? Can we assert a political site as an organizing
principle of communal relations that “figures”, what Edelman
describes with the term “the place of the social order’s death
drive”?3® How can you figure society’s urge to produce re-
petition of internalized social structure and subsequently
challenge it? Here lies the political dimension of an effort to
inhabit this figural place of negativity in Stylianidou’s work, the
“place of meaninglessness”, against even “its own investment
in morbidity, fetishization, and repetition”.>” According to
Edelman, any position that “accedes to that place accepting
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AnokaAUTITOVTag TNV 01KOYEVEIQKY] €TEPO-TIATPIAPYIKY
mpootayy, 0TV ouoia 11 Xtullavibou avarapliotd Toug
KATAI1E0TIKOUC PNXaviopoUc TOU KPATtougc, 01 0II0iol
avarnapdyouv tnv e§oucia Kal TNV yvaon eviog tng
tpéxouoag Zuppolikrig tdéne. To kpdtog mou dpa ev
oVORATI «TOV PEAAOVTIKGV» 1816V pac, epgpavidetal
®¢ 0 artAutog, ouvalvetikog AAdoc. Q¢ €votaon
arévavtl 0’ auty tnv tdén npaypdtwv, dev amopével
mapd évag Povayx1k6g 1oveAoyoc, GX1 COA1YI10TIKGG

aAAd Tou va emitpénel Ty anéAauon tou eautoy. ‘Eva
Kefpevo oapdvta 0edibwv ypappévo and tn Baoileia
Ytuliavidou kai areuBuvépevo otoug Beatée tne eyka-
vdotaong PlaceLineLack, Bpioketal tomoBetnpévo dimAa
0TNV KATAOKEUT amd pretdv, padi pe pua Adprma kat

éva okapmd. Mag mpoteivel pia mbavy evaAAak iKY
avAyvmoTn auTig tng Tdéng — mpdKrelital, ev oAiyoic, yia éva
w1001 T1KG pavigpgoto, To omoio mpoo@épetal otov Kabéva.

To dvolypa anévavti otnv dpeon €kmnAnén tou AlAou
Rdc @épvel, pe ta Adyia tou Moavtiod, otnv ep@dtnon yia
To av «efval e@1kto €va Avo mmou va exteivetal mépa ard
to coA1yiops».*° To €pyo tng Baoideiag Ztuliavidou Sev
tomoBeteital aévavtl 0to epdTNRa tou AAAou pe tnv
arrodoyxn] ekeivou mou o Mmavtioy ovopddel To epmwTiKG
ouppav, to «Avo tng aydnng... éva népaocpa arnd to "Eva
TOU EY®WPOVIOPOU 0T0 MOAAAITAG drie1po tou KGopou».3!

O paBnpatirdg tdmog Grou eyypd@etal To ep@TNIA TOU
AMou Sev eival ekeivog tou « Eva, Avo, Aneipo», 6Twme
arropaivetal o Mmavtiod va 10XUe1 0To GW1po €pyo Tou
Mruéket, aAAd, pdAdov, «to Mndév.» To Mndév efval to
onpueio avapopde mou emfPefaidver to amotéAeopa piag
arépaonge, dev eival Gpwg ) 1d1a 1 artépaon, 1 EPWTIKH
ouvdavtnon, to népaopa aé to "Eva oto Amneipo 61d

tou Avo, 6tiwg Ae1 o Mravtiod. MdAiota, to oXijpa tou
Mrmavtiod tng «ouveldpeong mou eykabidpiel to Avo wg
této10» -1 ap1Bpodoyia tng Aydnne- mpogpyxetal amd tn
@PAVTAOINTIKY ToU eAmida yia éva KaAitepo, ouvexeg

Kal auto-tmapayopevo péddov. Eivar eviiagpépov to

O0T1 1] «yeVOOon N » P1yoUpa TOU UIIOKEIPEVOU OIIOU
EVOMPATOVETAL 1) APETNPIA P1ag TET01aG «avaltnong tng
aArife1ac» Sev efvar GAAN and ekeivn tou «Bpépoucy.’? Xto
mAaio1o tou emraloGpevou ITAatwviopod tou Moavtiov,
1o Bpépoc, n yevéonun @1yoUpa TOU UOKEIPNEVOU HOU
Bpioketa1 mdvtote oe ouvexy Kivnon, Seixvel va efval i
Bepediaky] apxn tng Kovoviag — akp1fae auto mou €xel
nepiypdwel o "EvteApav pe tnv évvola tou maidiod wg
otabepd opifovta KGOe emMKRUP®PEVNC TOAITIKIG IIPAK TIKIG
p€oa 0To MAAI010 TOU avaIapay®y1KoU QouToUpl1opoU.
A6 auty tnv agetnpia n pntopiky tou Mndév
eyra018pUetal enéreiva tou «81mmoAiopoy dvipac/yuvaira»
mou arroteAel tnv my1 KdOe petapuoikig Suapyiac, aAAd
Kal I€pa amnd K4be petapoviépvo, Kal «katd KAmo1ov




its figural status as resistance to the viability of the social” has
an ethical value.?® Inhabiting a position within the place of
resistance while insisting that such a resistance is unavoidably
and inescapably part of the social structure means to be able
to live, work and desire assuming a position within, what |
have called, rather inspired by Badiou’s arithmetic, the Zero.
Edelman gives a name to that Zero: “queer oppositionality”;*
and concludes: “The death drive names what the queer, in
the order of the social, is called forth to figure: the negativity
opposed to every form of social viability”.* | would suggest
that Vassiliea Stylianidou’s video IM PARK_I Lie to History_Let’s
build your beautiful tower, you charming boy! (2009) asserts
this truly political and ethical position. In this video, simple
materials such as chewing gum, screws, rubber together with
highly suggestive found photographs function like a kind of
everyday “primitives”, with which miniaturized world models
come into being. The erected tower that is made out of screws
and a chewing-gum, the substitute for language, takes the role
of a “totem-pole” a reminder of civilization around which
rituals of a power games are performed. As by Lacan, metony-
my is pivotal in Vassiliea Stylianidou’s work. These are the
gaming devices of the protagonist, who in an endless struggle
with its doubled self becomes part of a constructed world of
cinematic and psychoanalytic Doubles (masters and slaves,
lovers and mistresses, bodies and mirror images). Here we
are still in the generic Imaginary formula of the Two. Images
from the highest twin towers of the world, Petrona’s Towers in
Kuala Lumpur, are printed on the knee caps of the protagonist,
who posses in a generic, thus a snow covered, landscape in
front of the headquarters building of Allianz Global-Insurance,
Asset Management and Banking in Berlin. The video is under
laid with speech, a dense, quickly spoken, prosodic narrative.
Language made out of fragments becomes itself a generic
building material. Exclamations such as: “At the beginning the
old pink chewing gum!”, “And build! God said!”, “Between
conflict and alliance”, “We should use the current situation”,
“It's the economy, stupid!” are intertwined with sentences
from public speeches of Angela Merkel, Joseph Goebbels,
George Soros or Barack Obama result in a meaningless or
highly allegorical text on production of space and current
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TPOTI0 0UVEXEC TOAAAITAG €PPUA®Y KATAOKEUDV» .33
IIpotdooovtag to Mndév, aprivoupe avaykaotikd

otnv dkpn pia kopPiky €vvola tou Mmavtioy, tnv
ap1Qunuirij mporepardrnra tov Avo*, ka1 apxifoupe

dA1 a6 pa Siagopetiky Ogon, pia omtiky mou eival
Tautéxpova moA1tiky, ai00ntiky ka1 n0iky. Mmopoipe
va ouAAdfoupe pia térola adiavonty didtaln mou Sev Oa
efval amAog 1o aKGUn apvnTiKky MoAITIKY Tautdtnta,
ndvta otnv unnpeoia tou péAAovroc, aAAd, 6rime to
B€te1 o "EvteApav, «pia evavtinon otnv moAlITIKY o¢
TV dpxouoa @avtaoimon tne vlomoinong, evowel evog
povipwe arpoodidpiotou péAAovtog, Paviaciar®dV
TAUTOTH T®V IPOd1ayeypapupevmy amd tn Oepediary

pag umotayy 0to onpaivov»3 — pia evavtionon oe KGOe
QVT1KEIPEVOIIOIN 0T TIC TAUTOTNTAC KAl TOU VO{HATOC;
Mropotpe va mpotdéoupe €vav moA1TikG TOIIo Iou

Ba Aertoupyel ¢ 0PYAV®TIKY ApX1] TV KOIVOVIKOV
oxéoewv ka1 Ba oxnuatomolel autd mou o “Evtedpav
ep1ypd@el ®¢ «to PEPOC TNG EVOPUN0NG Tou Bavdtou
TNE KOIVWVIKLG Td&ne»;*¢ I1de oxynuaronoiei xaveic tnv
evépunon tng Korveviag va mapdyel enavalapfdvovag
TNV €0WTEPIKEUPEVT) KOIVWOVIKY Sopr], DOTe 0T OUVEXeEIQ
va aoknjoel kpitiky; E6® Bpioketar n moAitiky didotaon
TNG AIOTIEIPAC VA KATOIKJ00UE QUTOV TOV PETAPOPIKS
TOIO APV TIKGTNTAC, 0TO £pYyo Ttng Ltuliavibou to
«pé€pog tng €AAe1yng vorjpatog», evdveia Kal 0° autiv
arOun «tnv id1a tou tnv en€véuon oty voonpdtnta,

TN @etiyoroinon Kal tnv enavdAnyn».3” Zupewva pe
tov "Evtedpav, kdBe B€on mou «ouyrataveuel 0° auto
TO PEPOC, ATOSEXGIEVT) TO LETAPOPIKG TOU KAOEOTHCG WG
avtiotaon 0TnV eyKUPGTNTA TOU KOIVWVIKOU», 51a0€Te1
n01ixy a&ia.’® To va xatéxel kaveic pia O€on evide tou
TOTIOU TNC aVTioTaone, ENPEVOVTAC TAUTOXpova 4Tl I
avtiotaon auty efival avanédpaota Kal avard@eukta
BEPOC TNC KOIVWVIKIG Sopric, ouverndyetal tnyv 1Kavetnta
va Ce1, va epydletal ka1 va embupel u100etidvtag pia
B€on tnv omoia, epmvedpevog and tnv ap1Ountikiy tou
Mrmavtiot, éxo anokaléoer to Mndév. O "Evtedpav ivel
éva 6vopa o’ auté to Mndév, «queer avriBetirkstntax,®
yia va katadréel: «n evépunon tou Bavdtou

mep1ypagel EKEIVO TO 011010 1) queer OKEWT) eykadeital
Va OXNLOTOIIO00€1, EVTOC TNCS TAENG TOU KOIV@VIKOU:
ekeivny Ty apvnTikGtnta 1 omoia aveitiBetal oe kKGOe
popen Ko1vwviKNg iwoipdtntac».*’ Efpal tne dmowng
6t1 auty TtV moA1TiKY Kal a100ntiky O€on mpotrdooel

to Bivteo tng Baoideiag Xtuhiavidou IM PARK I Lie to
History Let’s build your beautiful tower, you charming
boy! (2009). Zvo Bivteo autd, amdd vAikd, 6nwmg toixAa,
Bidec ka1 Adotiyo, padi pe drpwe umofAnTikE «Tuyaiee»
PwToypapieg Ae1Toupyouv g Kadnpuep1vd «primitives»,
PEO® TV ormoimv Snpioupyolvial PovTEAa-Iiviatoipeg
tou K6opou. O ktiopévog amé Bideg ka1 toixAa mipyog



political (dis)order. Language that is incorporated into the
video image in the form of generic digital fonts results to the
only foundation of this “promising” future architecture, which
aspires always to an improved political order calling for our
unconditional investment. In this case “investment” should
be understood in the sense of the word used both in finances
and psychoanalysis, as investment of libido to objects,
people or ideas in order to augment enjoyment. Stylianidou’s
emphasis on an assertive language of communal enjoyment
enables us to confront the excesses generated by global late-
capitalism as they fix and attach contemporary subjects into
relations of domination and exploitation both in an economic
and in a psychic register within the ideological confinement
of “reproductive futurism”. The twin tower — the Child as a
Double — is the emblem of our fundamental imaginary con-
nection to this doctrinaire vacuum specific to late capita-
lism, in which as Sylvere Lotringer recently has stated, indi-
vidualism, cynicism and rapacity thrive.

Is there an alternative? What is the ethical and the aesthetic
stance in Vassiliea Stylianidou’s work? Perhaps the aesthetic is
the ethical in what we can call conceptualism’s oblique desire
in contemporary art: Concerning the architecture of his time
the great architect-philosopher Manfredo Tafuri declared by the
1970s that, “the return to language is a proof of failure”.*!
Commenting on Tafuri’s rather pessimistic early vision of our
era, Michael Hays argued that, we are dwelling between

an architectural past that cannot be recovered and a future
that will not arrive. Thus, for the advanced architecture only
the deployment of “enigmatic fragments”, of “mute signals
of a language whose code has been lost” remain a “salvage
operation”*? beyond any assertion of modernisms or post-
modernisms. Going against any commercialized postmoder-
nism Vassiliea Stylianidou’s work, as many of her contem-
poraries, deploys rather the late style-devices of a rigorous,
language-based reference to an immanence emptied out
from the futurologist believes in linear progress.** Art is less
an appropriation and more a secluded, almost deserted, ab-
stractive writing (the Zero). It can “attack” internalized social
structures that are repeatedly and compulsively re-enacted

—T0 UTIOKATA0TATOo T1¢ YADOooac— maipvel To péAo evag
TOTEPIKOU YAUTITOU, w¢ utievOUpion evog moA1tiopou,
YUpw aré to omoio Aapfdvouv xdpa tedetoupyieg eou-
oifac. ‘Onwg ka1 otov Aardv, ) petwvupia eival Kpioipn
otn douleid tng Baoideiag Zruliavidou. Autég eiva o1
Ay V1ROe1¢ 0TPATNYIKEG TOU IPWTAYWVIOTI] 0 0I1010¢, 08
agvan Siapdyn pe tov S1mAao1aopévo Tou eauto, yivetal
REPOC eVOC KATAOKEUAOPEVOU KOOPOU KIVII1ATOYPAPIKGV
Kal PuXavaAutik@V 5180pwv («doubles») (agpévteg ka1
okAGPo1, epaoTEg Kal epOPEVES, 0OPATA KAl Ta eI0mAd
toug otov Kabpégtn). Bpiokdpaote akdpa péoa oty
yevireupévny Paviaoiary @éppouvda tou Avo. Eirdveg
arté toug uwnAdtepoug Sidupoug mipyous 0Tov KGOHO,
voug [Tupyouc Iletpdva otnv KoudAa AotGpmoup, eival
TUIIOPEVOL TTAVE 0TA YOVATA TOU IP®TAY®V1OTI], O 011010¢
S1a0xiCe1 €va yevikG, X10VOOKEIAOTO TOII0 PIIpootd

a1t To KeVTp1KG ypageio emiyxeiprioewmv tne Allianz
Global-Insurance, Asset Management and Banking oto
BepoAivo. To Bivteo S1ab€te1 éva unéotpwpa mpo@opikoy
Adyou, pia poowdiaky a@riynon, MUKV Kal ypiyopn oe
pubpd. Mia yAdooa @riaypévn ané Opavopata yivetal

n 1610 éva yevéonpo o1kodonikés vdikd. Emeoviipata
énwe: «Ev apxr, n madid, paonpévn pol toixAa!»,

«Ka1 ktiote! Efme 0 Ogdg!», «Metal odykpouong kai
ouppaxiacr, «Ba ‘mpemne va Xpno10Io1jooUle TV
napovoa katdotaon», «H o1kovopia ¢rtaiel, avonte!»,
oUp@UpovTal Pe IpoTdoelg ard dnpdoieg opiAieg Twv
Avykela Mépxed, I'6Cep I'répnele, T(6ptC Xdpog Kal
Mrmapdxk Opmdpa, pe amotédeopa éva dveu vorjpatog i
évtova aAAnyopiks kefjievo mdve oTnV Iapaymyr tou
X®Opou ka1 tnv tpéxouoa moA1tiky (duo)Aeitoupyia. H
EVOMPATOPEVT) 0TI E1IKGVES TOU Pivieo pe tn popen
WNPIOKGOV YPAPRPATOOEIPGY YADOOo armoteAel tn povn
Oepedinon autrig tng «moAAd UTIooXGpevnc» PeAAOVTIKIG
QAPXITEKTOVIKI|C, 1] omoia ridvtote eueAmiotel otn PeA-
tiwon tng moA1tikyg tdéng (ntevtag and epdg pia dveu
OpwV ernéviuon. XTnV MPOKeIPEVT) IeEPITIT®WOoT), 1) «Emév-
Suon» Ba mpémel va yivel Katavonty pe Ty €vvola pe
TNV oroia Xpno1pomoleital o 6pog téoo 0TV 01KOVOpia
600 ka1 0TV Wyuxavdluon, og pia enévauon tng AIpmyto
oe avtikeipeva, avBpamoug 1 16éec pe okord tnv avénon
e andAavone. H épgaon tng Ztuliavidou oe pia
emBetiky yA®ooa ouAdoyikig arndAauong pdg emtpemnel
va avtitaytodpe otic uniepPoAég mou Snpioupyel o GWipog
mAavN T1KGG KamtaA106¢, utiepBoAég mou mayidvouv

Kl eMOUVAIITOUV Ta OUYXPOVa UTIOKEIPEVA 08 OXE0ELG
RuUplapxiag ka1 ekpetdAAeuong, TG00 0TNV 01KOVORIKY
600 ka1 Puyxiky td€n, oto mAaiolo tou 18eodoyikoy
QAITOKA€101100 IOV EKIIPOOMIIEL O «AVATIAPAYWYIKOC
@outoupiopoc.» O §idupog mipyog —to [1a1di weg Zwoiag
(double)- eivai epAnpatiké tng PaciKrg pag @avtaolakng
oUvdeonc pe 1o 16e0A0y1KG Keve mou Xapaktnpilel tov




either by singular subjects that perform in an allegedly
idiosyncratic manner or by society in its entirety, a society
that loves solidifying repetitions and promises of longevity.
One recycles a used item, meaning one recycles images

or rhetorics of signification and oratories of sense-making,
and in doing so, one contributes to the pseudo-conscious,
mass-cultured compromises within current consensual order
asserting in this way “intransigence and survival beyond what
should have ended”.* Thus, art understood as a generic,
abstract and —for that reason— allegorical writing allows

for art to stand against the consensual social order of “the
culture of Imaginary lures”* in politics, in the mechanisms
of education, in the art industry, in love making, in almost
everything, a fantasy with which art find itself so often
complicit. In an extremely provocative way Baudrillard
deflated art’s position as the “minion of capital” and its
pseudo-theological privileges by asserting that art was null
(invalid; having no binding force) meaning, as Lotringer
says, that it had no more “distinctive” qualities.*® Drawing
on Badiou, this Zero position of art that is not equal to “null”
should be, however, defended. The “null”, which means

nil, or negation, can easily be turned into a zero place of
resistance (zero stands here for the minimum). In Badiou’s
metaphysics the zero refers to the non-apparent. But the
negative concept suited to the apparent is not its negation,
but, what he calls, its “reverse”.*” In the end we can say
with Badiou that art today can only function from an opera-
tional position, which allows for the reverse to take place.
Eventually only a zero place of resistance can be used against
any kind of modern nihilism, functioning in this regard as a
“process of a truth”. Stylianidou’s work keeps only what is
necessary in order to bring forth speech, and in doing so it
doesn’t become part of the hegemonic discourse that com-
prises contingent “languages and bodies”.

Think of works such as the video installation 24h penetrating
(2005), perhaps one of Vassiliea Stylianidou’s most enigmatic
works: This is an experimental device in which the spectator
is seductively invited to lie down comfortably on a bed and
look at the recording of a closed door, where nothing hap-
pens, although he has been offered the choice of fifty-seven
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6y1p0 KamitaAiopd, 6mou, 6nwe dSAwoe mpdogata o,
ZulBEp Aotpev(E, Bpiapfediouv 0 ATOPIKIONGE, 0 KUVIOHRGG
Ka1 1) anAnotia.

Yudpyer evadAaktiry AGon; [Toia efvar n nOiky] ko
ai00nt1ky otdon oto €pyo tng Baoideiag Xtuliavidou;
“Towg to a100NT1KG va eivar ka1 to N01KG og autd mou
ovopdloupe «mAdyla» embupia Tou evvoloAoyiopoy
(conceptualism) oty oGyxpovn téXvn. Xe 0X€on Pe tnv
APXITEKTOVIKI] TG EMI0XIG TOU, 0 peydAog @1A660poc-
apxirtértovac Maveppévto Tapoupl d1jAdwoe ot dekaetia
tou "70 11 «n emotpo@y 0T YA®ooa efval améderén
amotuyxiag».*! Zxohidlovtag auty tn pdAAov amal-
016608 Bedpnon oxetTikd pe tnv emoxr pac, o MdaikA
X€1¢ 10xUpioTnKe GT1 KATOIKOUPE avdpeoa oe €va apyXi-
TEKTOVIKOG mtapeAB6v mou Sev efvan Suvatév va emava-
KApwel ka1 oe €va PEAAOV TIoU emIpével va pnv €pxetal.
“Eto1 otnv mpoodeutiky apX1TEKTOVIKI] AIOPEVel uGvov
1] XP1i0n «Q1VIYRATIKGYV Opauopdtmvy», «010mnAcv
onpdtwv piag yAWooag tng omoiag o KOS1KaAg £Xel
artoAeotel», wg pia «emyeipnon didomwonce»*2 népa and
Kd0e S1atiniwon mmepi poviepviopou 1] PETAPOVTEPVIOHOU.
ArnioppiTitovtag Tov EKIOINPEVO PETAROVTEPVIONGS, TO £PYO
tn¢ BaoiAeiag Ztuliavidou, dnwmg Kal ekeivo moAAGV arté
TOUG OUYXPOVOUG TG, Xprolponolel emvoripata «Gotepou
Uouc»,*? texvdopata 61e€od1kric ka1 faoiopévng oty
yA®ooa avagpopdc otnv evinapén (immanence), eKT4g
TV 1eAAOVTOAOYIKGV I10TeU® 0¢ P10 YPAPPIKOU TUIIOU
npdodo. H té€xvn eival A1ydtepo pia 1810moinon kai
ep100GTEPO 1A E0WKALI0TY, 0Xe00V eykataleAeippév,
apaipetikry ypagn (to Mndév). "Exer tnv 1kavétnta

va «emtifetal» 0e e00TEPIKEUPEVES KOIVWOVIKEG

Sopég mou enavekdpapatidovial KATavaykaoTikd Kal
eavavaAnIrtikg, eite amé povayikd vmnokeipeva ta
omoia Spouv, unotibetal, 18100UyKpaciakd eite amd tnv
KOIV@Via w¢ 0UvoAo, pia Koivwvia mou Aatpedel 600
timot’ dAAo va mayidvel enavaAfypelg Kal UTIOOXE0e1S
pakpofidtnrac. AvarkukAovovtag 116 xpnoipomnoinpéva
avtikeipeva, dnAadn e1kdvee, pntopikd oxipata

K01 Katdotixa Tng Ko1vig Aoy1K1C, CUPPETEXOUE

0ToU¢ WPeudo-ouveldntoug oupfifaopolg tne paldikng
KoUuAtoupac péoa oty tdén tne tpéxouoac ouvaiveone
1 omoia vnepaomifetal TV «avadynoia Kai tnv emifimon
mépa arné auto mou Ba €npene va €xel Arjéei».* Me tnv
€vvola auty, N TEXVI), ¢ YEVOON T, apalpeTIKI] Kal y1’
auto Tto Adyo aAAnyopiky ypaqp], emTpENel 0TOV eqUTO
TNG va 0TéKel €€m Ao T OUVAIVETIKY, KOIVOVIKY TA&n
«gv0¢ 110A1T10100 PavTao10KGV Uooxéoemv»* atnv
Tpéxouoa moAITIKI], 0TOUC INXAV1oPoU¢ TN¢ EKIIAideUonc,
0TO0 X®DPO TNG TEXVNG, 0TOV £pmTa, 0XedGV ota mdvta —
(PAVTAOI®OT e TNV oroia MoT600 OUXVA 1] TEXVY yivetal
Ka1 1) 161a ouvévoxn. Me tpdro 181aitepa mpoKANTIKG, 0



DVDs in which a continuous twenty-four hours camera
observation has captured the meaningless presence of this
door. The obviously fake free choice between multiple
representations of the same has been offered to the viewer
playing, in this way, with the expectations and the rules of
circulation. This mock-play on decision (either-or) is there in
order to obstruct any construction of an absolute meaning.
By itself, the marker of authenticity, the camera, starts to
erode in such a mechanized way the fetishism of signature
while reifying the ethical position of the generic. The

gesture is not postmodern. It renders visible the “difference”
produced by the sameness and in doing so it denounces any
belief in the omnipresence of meaning or the hermeneutical
device of the “observer”. The actual question coming to mind
is: Does the viewer penetrate with his observation the object,
or in the contrary is the image of the object penetrating the
viewer? Who is penetrating whom? ... What about if the very
same act of observation understood as means that create
meaning is fundamentally unpenetratable? What about if, the
opaque surface of deformed images of the perverted events
of the world can’t be fully understood? What this work brings
to the fore is a resistance against any prefabricated, obsessive
fixation with modernity’s founding ideas that of originality,
meaning and benevolent empowerment deriving from the
first. As Vanessa Place and Robert Fitterman observe, “alle-
gorical writing is a writing of its time, saying slant what can-
not be said directly, usually because of overtly repressive
political regimes or the sacred nature of the message”.*® The
“sacred” message of the video IM PARK_I Lie to History_Let’s
build your beautiful tower, you charming boy! or the installa-
tion Placelinelack is that they propose a novel oblique ethics
not based on the rhetoric of the Two and its promise to loca-
lize historically infinity, but to build, to invent, even to speak
against Symbolic fulfilment of any subject though consensual
meaning and the spectacular teleology of the future imposed
to it by current social order that reproduces the past, through
displacement. This is truly the impossible but indispensable
mission of art today, when it touches what Lacan has descri-
bed “the Real’s cold fire nearing absolute zero”.*

Drawing from Edelman’s thesis we can say, that the actual
ethical meaning of works such as of Vassiliea Stylianidou is

Muwvtp1yidp kAGvioe TV autapgoKkela Tou péAou tng
TEXVING WG «IIapaTPeEXAPIEVOU TOU KEPAAAIOU» ApaIp@dVTaC
padi ka1 ta weubo-teAeodoy1kd Tng Ipovopla, Je tn
611Awon 611 1 té€Yvn eival pndeviky, dKUpn, otePOUpEVT
10xU0¢ (null) - evvodvtac, dmwg Ade1 o AotpevE, mwg Sev
éxe1 mAéov «e160mo10UG¢» 1615t TeC.* Me onpueio avagopdcg
tov Moavtiol auty n «B€on pndév» tng téxvng, n omoia
®oT600 dev eival drkupn, xp1ilel uniepdommong. To undév
(null), mou efvai to timota, n dpvnorn, popel eGKOAa va
petaoxnpatiotel oe undeviko (zero) tomo avriotaong (to
«undév» 6@ onpaivel «eAdx10to»). T PETAPUOIKI] TOU
Mravtioy to pndév avagépetal 0to pn-¢kdnio, to un-
epeavee. AAAG i apvntiky ekSoxr autoy dev opietal
¢ «dpvnon», aAAd w¢ auto mou o 1610¢ amokaAel «To
avtiBeto» 11 «to avtiotpo@o».t” Me Bdon tn okEWn tou
Mravtioy pmopotlpe eviéAel va UooTnpicoupe tnv
drroyn 6t1 1) TEXVN orjpepa propel va Ae1toupynoel

poévo Aappdavovtac pia O€on aré tnv omoia Oa pmopel va
avtitiBetal ka1 va avriotpépel. Evtédel, pévo kdmolog
undevikdg témog avriotaong pmopel va xpnoipomnoindel
evavria oe kGdbe eidoug poviépvo pundeviopd, Aeitoup-
yovtag wg «d1adikaoia piag aAjbeiac». To €pyo tng
Ytuliavidou kpatdel pévo 6,t1 efval amapaitnto yia va
ek@gpel Adyo. Katagépvel €to1 va pn yivetal pépog tou
KUpiapXou Adyou 1mou amotedeital amré tuyaieg «yA®ooeg
Kal 0OPATO».

Ac dpoupe, yia mapdderypa, €pya 6rnwg n Pivieoeyka-
tvdotaon 24h penetrating (2005), éva and ta mo aviy-
patikd €pya tng Baoideiag Xtuliavidou. ITpdreital

Yia pia He1papatiKy oUuoKeu], 6mou o Beatrc kaAeital
Sedeaotikd va EamAdoel dveta oe éva kpefdtl Kal va
napakoAouBdrjoel éva Bivieo mou Seixvel pia KAeiotr
népta, 6mou timota dev oupfaivel. Av kal tou €xel Sobel
emdoyn avdpeoa oe nmeviivta entd DVD, ota omoia pia
ouvexric 24wpn Pivreookdnnon kataypdger adiadeimtme,
10 €pY0 ITapouUo1ddel T 0TEPOUPEVT] VOLATOC IIAPOUCIa
autrg tng néptac. H, mpopaveg mAaoty, eAeubepia
emAoyrc avdpeoa oe S1aQOPETIKES AVAIIAPAOTAOELC

g 161a¢ méptag mou €xe1 Sobel otov Beaty], mailer pe
T1G IIPOOGOKIEC KA1 TOUG KAVOVES TNG KUKAopopiac/
avtaddayng (circulation). Autd to mpoommo1nté marxviol
ndve oty Afyn anopdoemv (efte €vo1/eite aAAi1cdg)
POO@EPETAI TIPOKEIPNEVOU Va Iapeprnodioel omo1adiote
art6Auty vonupatoddtnon. H i61a n kdpepa, o eyyuntig
tne aubevtirdtntac, apyidel va eEaleipel, pe tpomo
PNXAVIKG, TO QETIXIONG TNG UTIOYPAPNc eV eykabidpiel
tnv noiky 6€on tou yevikeupévou. H xeipovopia dev
eivan petapovtépva. Kabiotd opaty tn «S1apopd», n
oroia MapdyeTal amd TNV TAUTOTHTA KAl 1€ TOV TPOTIOo
auTo amokpouel KAOe mmiotn 0TV armavtaxoy mapouoia
TOU VOIATOC, OIMC KAl 0TO EPUIVEUTIKG TEXVAOA TOU
«mapatnpnty». H epdtnon mou pag €épxetal 0to puado




to propose an experience of the complete limitation opposed
to subjects by the Symbolic order. Incidentally that means

to oppose its imposed foreclosure bringing into visibility
“the force of enjoyment that desire desires to put off”.>°
According to Edelman’s reading of Lacan, “desire is desire
for no object but only, instead, for its own prolongation, for
the future itself as libidinal object procured by its constant
lack”.>' Vassiliea Stylianidou’s 24h penetrating can be seen
as an excellent allegory for this. Moreover a work like this
figures the state of acceptance of a particular pathway to
“jouissance”, “the singularity of the subject’s existence, the
particular way each subject manages to knot together the
orders of the Symbolic, the Imaginary, and the Real”.*? This is
the ideological condition of Vassiliea Stylianidou’s “formal”
devices of subjectivation. “Formal” should be understood

in Badiou'’s terminology as the designation of a system of
forms and operations, which create “bodies-of-truth, or
subjectivizable bodies”. They oppose any idea of a universal
subject or of the objective existence of biological bodies
alone.” This truly queer and sophisticated oppositionality

in Vassiliea Stylianidou’s work should be seen as a site of
unorthodox political resistance, which because it exists

in the form of such allegoric and allegedly “meaningless”
conceptualisms cuts slant through the straight prolongation
of time, desire and of the omnipotent cogito that supports
such a prolongation. In fact, this very abstract and generic
deployment of an untranslatable, mute visual language
should be acknowledged as one of the very few remaining
possibilities to make us figure that the obviousness of
commerce and the carnal exposition to enjoyment are simply
other ways to describe society’s “death drive”, a tendency

to produce solidifying repetitions of meaning and desire.
Challenging this tendency, would mean to make art that
asserts its self-indulging, “valueless” and “meaningless”
enjoyment — a truly queer enterprise! But this offers also
strong evidence for the validity of Badiou'’s thesis that we are
not simply bodies, or languages, but the truths that emerge
through them.
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efval: Aie106udel, dpaye, o Beatrig p€oa 0to avtikeipevo
PEO® TNE Iapatpnorg Tou 4, prinwe, S1e1060e1 n
€1IKGVQ TOU aVTIKEIPEVOU Pé€oa 0T pavtaoia tou

Beati; I[Tolog 61e106Ue1 o mo10v;... Kat ©1 yivetal edv

1 ad1an€paoty em@Aveld TAPAROPPOREVOV EIKRGV®V
a6 ta S1aotpefAopéva yeyovita Tou KGopou Sev

efval oUte 0to eAdy10To diamepaty Kal Iapapévovtac,
0UO100TIKG, €§m arnd KdOe mAaiolo katavononc; To

€pYO (PEPVEL 0TO IPOOKI VIO TNV AVTIOTAOT) EVAVTIQ
0TV IIPOKATAOKEUAOPEVT), EPIOVIKTY IPOOKGAAN O

oe Oepeliarég 16€ec Tou povrepviopoy, dnAadn tnv
MPWTOTUIIIA, To Vénpa Kai tnv @iAdyabo avdAnyn
SUvaung mou amoppéel aré ta mponyoudpeva. ‘Omnwg
oxoAidlouv 1 Bavéoa ITA€1g ka1 o Popnept Piteppav,

«1) aAAnyop1ky ypa@r eival pia ypagr tou Kaipoy Tnc,
ou SnAdver mAdyla ekeivo mou dev prmopel va eimwmOel
amneubeiag, e§a1tiag ampooXNPdTioTad KATAMEOTIKR@OV
MOAITIK@OV KABEOTOTMOV 1] TNE 1€p1i¢ PpUong tou
pnvipatoc».*8 To «1epd» prjvupa tou Biveeo IM PARK 1
Lie to History Let’s build your beautiful tower, you
charming boy! 1 tng eyratdotaong PlaceLineLack eival
4711 IpoTeivoUV p1a Kaivoupyia, «mAdyla» 101Ky, mou
Sev Baoiletal otn prtopiky tou AGo KAl 0TV Uéoxeon
TOU va Xwporiolel 10t0p1kd to dreipo, aAdd pia ndikyg
ouU €€l OKOIO va KTiCel, va epeupiokel, aROPn Kal va
p1Ader evdvtia otn Zupfoliky mpaypdtmorn oro1oudinote
UTIOKEIPEVOU PE0Q amI6 T OUVAIVETIKY VOnuatoddtnon
Ka1 TtV tedeodoyia tou Bedpatoc, mou emifdAlovtal amnd
TNV 10XU0ouoa KoIvmwviky tdén n omoia péow pevabéoewv
avamnapdyel to mapeAfdv. Auty, dviwe, eival 1 advvarn
aAAd ammoAUtwe amapaitnty armooTtoAn Tng TéXvNe orjpepa,
mou ayyicel ekeivo mou o Aakdv nepiéypaye we «Ttnv
wuxpy ewtid tou Ilpaypatikold kabog ipooeyyicel to
art6Auto pndev».49

Avtddvtag aré tnv tormobgtnon tou “Eviedpav,
propouUpe va mmoupe ¢Tl To MPaypatike nfikd vénua
€pywv onwe autd tng Baoideiag Ztuliavidou efval

471 pag mpoteivouv va gpneipaboUpe Tov anéAuto
mep10p10|0 0 omoiog avtimapatiBetal ota umokeipeva

aré tn Zuppoliky tdén. EmmAfov, autd onpaiver yia

TO UTIOKEIPEVO TNV evavtinol] tou otov emPefAnpévo
«arrokAe1o6» (foreclosure) kavovtag opaty «tn SUvapun
¢ andAauong mou 1) embupia 0€Ae1 va avafdAer».®
Zipgwva pe tny avayvworn tou Aardv amné tov
“Evtedpav, «n emBupia dev upiotatal wg embupia yia
€va avtireipevo aAAd, pdAdov, yia tnv i81a tnv mapdtaon
TG, 1pog XAdp1v tou i810u tou péAAovtog wg A1fi161vikod
AVTIKEIPEVOU TO 011010 avarrapdyetal armd T ouvexy tou
€Me1yn».5! To 24h penetrating tng Baoideiag Xtuhiavidou
proper va 18w0el g pia e€aipetiky aAAnyopia authg
akp1fdg tng évvolae, Kabag e1Ikovoypapel TNV KAtdotaon
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aroS0X1i¢ P110¢ OUYKERPIPEVC S1a8popr|g IIpog TV
artéAavon (jouissance), Ty povadikdrnta tng doapéng
TOU UNOKEIPEVOU, ToV 181aitepo TPOTIo [e Tov o1oio KGbe
unokeipevo katagépvel va oupmAééer tig taéeig tou
YuppoAiroy, tou Pavraociaroy kal tou IIpaypatikoy».>
Avuty efval 1 18e0Aoy1kY OUVOHKY TO®V «TUMKGOV»
HNXaVIoP®V UIOKEIPEVOIIOIN oG 0To €pyo tn¢ BaoiAeiag
Ytvuliavidou. O 6pog «tummikee» («formal») Ba mpémel va
epunveutei, 0to mAaiolo tng opoloyiag mou Xprnoipomolel
o MavtioU, wg avddelén evog ouotipatog popep®y

KA1 A£1TOUPYIQAV TIOU Snp1oupyouv «o@pata adrjfeiac»

1 «OOPATA TIOU PII0PoUV VO UTIOKEIPIEVOITo1n0ouv»,>3

ta omoia avtiotékovtal oe KdOe 16€éa mepl kaBodikod
unoke1pévou 1j nepi eveg armddg fiodoy1kod o@dpatoc.
Auti n npaypatikd queer Kai Kopwi otdon evavtioong
mou S1agaivetal 0to €pyo tng Baoideiag Ztuliavidou
o@erAel va yivel Katavon Tty g o témog piag avopfsdoéng
mOoAITIKIC avtiotaone. Apadvtac e Ty pop@r] T€To10u
€16ouc aAANYOPIKAV Kal KAt 10XUPIOPGV «AVEU VO1-
HATOC» EVVO10A0Y10P@V TO £pYy0 Kata@epel pia mAdyia
topn otnv eubeia (straight) mapdtaon tou xpévou, tng
emBupiag Ka1 Tou mavtoduvapou cogito mou umootn pidel
auty tnv mapdtaon. Oa mpénel pdAiota, 0TV aQA1PETIKY
KA1 «yeveonun» Xp1ion autrg tng apetdepaotng, foufrig
omTIKIG YADOoAC, va avayvwpiooupe pia amnd tig Afyeg
evamopévouoeg SUvatdTnTEG VA PAVTAOTOUHE GT1 TO
mpo@aveg Tou euIopiou Kal 1) 0apkikiy €kBeon otnv
tépyn eival amA@dg dAAo1 TpdIiol yia va meplypdyoupe
v «evopunon Bavdtou», SnAady tnv tdon tng
KOIV@VIag va rmopdyel maylmTiKES enavaAf el Vorjatog
ka1 embBupiac. To va apeiofntel kaveic auty tnv tdon,
Ba orjpaive éva eidog téxvng mou S1ekdikel wg 61K1] TNC
H1a arméAauon amoppo@nREévn arnd Tov eautd Tne, Sixme
«a&fa» ka1 §ixwe «vonpa» — mpdypa mov ouviotd €va
mpaypatikd mapddoo (queer) eyxeipnpa! Tautdxpova
opwg armotelel ka1 10xUpy arr6de1én unép tng O€ong tou
Mrmavtiod 11 8ev pmopel va eifjraote oUte amAag o®ORaTa,
oUte anAa¢ YAdooeg aAAd o1 aAribeleg mou evunidpxouv ev
PEO® aUTAV.
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