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SPHINX 2021

2YNOMTIKA - SUMMARY

H biennale SPHINX t§pUBnke 1o 2015 otnVv TOAN TNG Onpag Kkat ago-
pA TNV SLacUVEECT TOU TEPACTLOU TIOALTLOMLKOU aTtoBEpatog
TNG TOANG PE TNV cLUYXPOVN TEXVN, TIpoAyovTag £§UTIVA Evav
TPOPBANMATLONO TTAYKOOHLAG EPPEAELAG PE OTOXO TNV LdLa
TNV Kowwvikn wn. Ta adté€oda tou oclyXPOVoU KOCHOU Kat
n avBpwTitvn Suctu)ia elvatL avaykalotnteg ou eTLBAAAOLV
TOV aAVATIPOCAVATOALCHO TNG TEXVNG UTIEP PLAG VEAG OLKOAOYLaG
TIOU EPTILOTEVETAL TLG SNPLOUPYLKEG LKAVOTNTEG KABE avOpw-
TIOU KaL TtIou avayvwpileL tnv agla kabe popyng (wng mou tng
avaB£TeL TO HEAAOV TOU TTAQVATH. OEWPOUHE TNV «KOLWVWVLKN
YAUTITLKA» WG TO BEWPNTLKO OXNHA TIOU ETIAVAPEPEL TO XAME-
VO, ApPXEYOVO TIEPLEXOMEVO TNG KOWVWVLKIG CUPHUETOXNG OTNV
oUyxpovn TEXVN, atoKaAUTITovtag eKelvo to Babu vrpa mou
OUVEEEL TO TTAPEABOV PE TOV OUYXPOVO KOGHO.

Biennale SPHINX was founded in 2015 in the city of Thebes and aims to
connect the great cultural legacy of the city with contemporary
art, proposing a worldwide reflection on social life itself. The
impasses of the modern world and human misery are neces-
sities that impose the re-orientation of art over a new ecology
that trusts the creative abilities of each person and recognizes
the value of every form of life that tasks it with the future of the
planet. “Social sculpture” is the theoretical vehicle that brings
back the lost primitive content of social inclusion in contem-
porary art, revealing that deep thread that connects the past
with the modern world.

Meplocdtepeg MANPOYOPLEG GO0V APOPA TNV KOWWVLKK YAUTITIKY TIApéXovTal oTov Tapa-
KAtw ouvdeopo tou emionpou Lototomou: https://www.sphinx-biennale.com/

social-sculpture-2018

More information regarding social sculpture is provided at the following link on the official

website: https://www.sphinx-biennale.com/social-sculpture-2018



BIENNALE

SPHINX 2021 BIENNALE
H BIENNALE TQN KPYMMENQN OHBQN
KOINQNIKH FAYMNTIKH

H &Ledvng biennale SPHINX Bdlovtag wétog PnAd
TOV Tt XN oTNV cUyXpovn TVeEVPAtLk avalrntnon,
SLepeuvwvtag pe eTLpgovr) ta Bepélla tov avOpw-
TILVOU VO MaTOG Kal T’ adté§oda otnv tavtotnta
TOU avOpWTILVOU OVTOG-TIOALTLOMOU, TIPOTELVE HECA
amo €va TIOAUTIAEUPO KAAALTEXVLKO SLEOVEG KAAE-
oMa TNV €KAo TLKA avalntnon pe Bépa: ANTIFO-
NH - OPIA KAI ZYNOPA / ANTIGONE - LIMITS AND
BORDERS. Zto B¢pa emi{ntnbnke n diepevvnon
TWV 0piwV TOU CUYXPOVOU EYKAELOHOU, KL 0 POAOG
TNGyuvaikag pe avagopd to aviiotoLyo epwnua
TWV avOpWTILVWV-0VTOAOYLKWYV Opiwv Ttou BETEL
TO TPOCWTIO TNG MUBLKAG AVTLydvng, TIpLYKLTILO-
oag tng Onpag, otnv opwvupn ZowokAsia Tpayw-
Sia. Auto Tou emlBupnoape elvat va e§etaotel n
€upUlTEPN €£VVOLA TOU EYKAELGHOU, O EYKAELOPOG
WG KOLVWVLKI KAL TIOALTLOPLKA Katdotaaon, oL Adyol
KaL Ta Kelpeva tou, n Bla Kat oL prontoi Kavoveg,
N HNXAVLKK TNG TAUTOTNTAG, OL ETILTNPNCELG KaL OL
TLHWPLEG 0TOV GUYXPOVO KOOHO. H TtTayKOopLa ETIL-
KaLpOtTnTa £PXETAL £6W - SUCTUXWG VA Pag SWoEeL
TIOAAA Ttapadelypata, Pe TeEAguTala TLO X TUTINTA
tnv Navénpia kat tov méAepo tng Oukpaviag.

H biennale tpaypatomotdnke amo tig 2-24 OKTw-
Bplou 2021 pe ekBeoeLg Kal Spwpeva o€ Vo SLa-
(POPETLKOUG XWPOUG HEGA GTNV TIOAN, CUPMETEL-
Xav KaAALTEXVEG amo tnv EAAAGSa kat tov kdopo,
n padbntikn Kowotnta, MPOCYPUYEG KAl KOLVo,
MEoa akpLBwG o€ EKELVO TO TTAALGLO TNG KOWWWVL-
KNG ouvUTIapgnG Kat TNG WoPWOoNG Tng TEPACTLAG
TIOALTLOTLKNAG TTapAdoong PE TO CUYXPOVO TIOAL-
TLOMO, €KELVNG TTOU €PUTTAOUTLEEL KAl aAVASELKVUEL
TNV mapovaoa ToAn.

MeBo&og tng SPHINX biennale elvail va cuvééeL tnv
TAoU0oLa, apxaia TIOALTLOTLKY TtIapakatadnkn Ye
ToV SLEBV XWPO TNG cUYXPOVNG TEXVNG, cLVSUAlo-
VTagG tnv mapAdAAnAa e TLG avaykeg ekmaideuaong
KOL TIOALTLOTLKNG EKPPACNG OAWV TWV NALKLWY, ETTL-
VOWVTAG KaL ETLTEIVOVTAG SpACELG GUVOMLALAG TNG
€AANVLKAG Kat §LeBvoug tExvNne. N’ autod to Adyo,
OUGTAVEL aTo TN PLa, opLdéviia poTUTIA ETIL-
Kolwwviag petagL tou totmLkoU Kal tou Stebvoulg
XWPOU TNG TEXVNG KAL TOU TIOALTLOMOU, EVW ATIO
TNV AAAN Snploupyel KABeTA TOTILKA cuoTAMATA
5paong METAEL TWV KAAALTEX VWV, TOU KOLVOU Kat
Twv pabntwv.

ANTITONH - OPIA KAl ZYNOPA

KaAALTEXVLKEG SpACELG - EKOEDELG

A. ALeBVNg eLkaoTLKN €KBgon otV TIOAN TG OnPag
pE Bgpa: ANTIFTONH - OPIA KAI ZYNOPA / ANTIGONE
- LIMITS AND BORDERS

B.’EkBg0on EAAAVWYV ELKACTLKWY KAAALTEXVWYV OTO
Apxaroloylkoé Mouceio Onpag pe B€pa «O alyxpo-
VOG TIOALTLOPOG KaL N Ttapddoon Twv KELPEVWY
- To MeyaAo BiBAio» , TNG KAAALTEXVLKNG opadag
Opifovtag leyovotwv.

I Mapouciaon TNG ELKACTLKIG EYKATACTACNG HE
B€pa «Ta ‘Opra tng Eppaverag», amnd tnv KaAALte-
XVLKN opdda tng Zepiyyag.

A.’EkBeon tEXVNG TNG HABNTLKNG KOWOTNTag TNG
TIEPLOX NG ME BEpa: «AvTLyovn».

E. ALEBVEG CUMPTIOCLO AVOLYTO GTO KOLVO TIAVW OTO
BEWPNTLKO OXNHA TNG KOWWWVLKNG YAUTITLKNG.

2T. Afghan Women Matter, €kBeon pocpUywv
aro ta «KEvTpa PLhogeviag petavactwv» Onpag
Kat Pltowvag.

Z. EKTIaLSEUTLKA SpWHEVA PE TNV CUPHETOXT) TOU
KoLwou.



SPHINX 2021 BIENNALE
BIENNALE OF HIDDEN THEBES
SOCIAL SCULPTURE

The international biennale SPHINX, raising the
bar in the contemporary intellectual search this
year, by persistently exploring the foundations of
human meaning and the impasses in the identity
of the human being-culture, proposes, through a
multifaceted international artistic call, the artistic
search with the theme: ANTIGONE - LIMITS AND
BORDERS. The subject seeks to explore the limits
of modern inclusion, and the role of women by
referring to the corresponding question of human
limits posed by the face of the mythical Antigone,
princess of Thebes, in the eponymous Sophocles
Tragedy. What we want is to examine the broader
concept of incarceration, inclusion as a social and
cultural condition, its reasons and texts, violence
and hated rules, the mechanics of identity, survei-
llance and punishment in the modern world. The
world news come here to give us many examples.

The biennale took place from 2-24 October 2021
with exhibitions and events in two different pla-
ces in the city, but also in various outdoor spaces,
will be attended by artists from around the world,
the student community, refuges and the public,
precisely in that context of social coexistence and
osmosis of the enormous cultural tradition with
modern culture, that which enriches and highlights
the present city.

The SPHINX biennale, connecting the rich, ancient
cultural heritage with the international space of
contemporary art, combines them in parallel with
the needs of education and cultural expression of
all ages, inventing and intensifying conversational
actions of Greek and international art. For this rea-
son, on the one hand, it recommends horizontal
models of communication between the local and
the international space of art and culture, and on
the other hand, vertical local systems of action
between artists, the public and students.

SPHINX 2021

ANTIGONE - LIMITS AND BORDERS

Art actions and exhibitions

A. International art exhibition in the city of Thebes
on: “ANTIGONE, LIMITS AND BORDERS / ANTIGONE
- LIMITS AND BORDERS”

B. Exhibition of Greek visual artists at the Archaeo-
logical Museum of Thebes on “Modern culture and
the tradition of texts”. The big book, of the artistic
group “Horizon of Events”.

C. Presentation of the art installation on “The Limits
of Appearance”, by the artistic group of the Sphinx.

D. Art exhibition of the student community of the
area with the theme: “Antigone”.

E. International symposium open to the public on
the theoretical form of “social sculpture”.

F. Afghan Woman Matter, refugee exhibition from
the “immigrant reception centers” of Thebes and
Ritsona.

G. Educational - artistic event with the participation
of the public.



BIENNALE

H EZETEPZH THZ MNOIHZHZ MIA ANTIZYMBATIKH EPMHNEIA
KAI H ANTITONH

« H evepyormoinon tn¢ évvoung Biag avayetat xpovikd [...] otnv evoyomoinaon tng yuuvrig ¢puot-
kn¢ lwng, n omola puetafiBalet otouc {wvtavouc, abwoug kat SUoTUXE(g, TNV TiLwpla n omola
«eELAEWVEL» TNV EVoXN TNG YUUVAS {wh¢ KAl ETLITAEOV AUTPWVEL TOUG EVOXOUG, OXL OUWC aTTO
TNV evoxn, aAAd amod to dikato. Emeldn e tn yuuvh {wn mavel n kuptapyia touv Sikaiouv emi twv
lwvtavwv».

Walter Benjamin

H Avtiyovn tou 2odokAn, wg Bépa aAAd kal wg mpobeon avalntnong tng dteBvoug biennale SPHINX 2021, avolyet pla dtdotoon
TIou TapAlel. ATt TNV PWTN TOU Mopoucia Tou 0to ABNvaikd kowo to 441 m.X. HéxpL KaL onuepa, Sev €xouv adel oL avaAloeLg,
Ol EPUNVELEG KOl OL BEWPNTLKEG CUYKPOUOELG TTAVW OE HLA ATIAN €V TIPWTOLG SpAcT, La KAl ot SLAAOYOL TOU TTOLNTH KoL TA QLT AT
mou BaleL tn dépvouv o £pLda pe ta BepéAla Tou avBpwriopol. To 6£0¢ pag mnyalel Aomov OxtL Lovo amod ekeivo to nBko Babog
TIou ouykAovilel kat Ttou Tig Oa mpémel va avaloylotoUpe, aAAd Kal yia ekelvn thv oAUTTAgupn SLAOTAON TNG EMOVACTOTNUEVNG
UTOPENG - TTOU TOUAGXLOTOV OTLG BAOLKEG TNG TITUXEG — Bl TIPETIEL VAL GUYKPOTHOOUE. YTIAPXEL Lo BabLd odeLAN TPog auTod To Po-
OGWTIO IOV KEITETAL TTOAU TTEpa Ao TNV LUBLKA TOU cUOTAGCN: N UTIOCTAGCH TOU adopd EVav OVATIAVTNTO PHYHA TTAVW o€ OTLXApate eV
miopeia 0 SUTLKOC KoL SEL, EUPWTIAIKOG TTOALTLOUOG. OL e€NyNOELG AOLITOV, OOEG EXOUE KoL OOEC UMOPOoUUE OAoLva SWCoUUE, apxilouv
ar’ auTAV Kal KOTAARYyouv ¢’ auThy, TAVW O auTd e5w Ta XwHATA O1ou yevvhOnkav oAa. Kat 6Aa éywvav edw, OTwE akplpwg ta
elne 0 2odokAnc. Npog apon maong amoplag, OEtoupe dueoa oe Aettoupyia pia e€fynon dla omelpwy, e€nyrnoelg mou EepAoudilouv
SladoyLkad, og Béoelg avahoyeg aAld cuvexwe Babitepa ta media Tou €pyou, LEXPL TOV TTUPHVAL.

To €pyo &ekiva pe TV anddacn tng Avtlyovng va TPAYOTOTIOLNOEL CURBOALKA TO BpNOKEUTIKO TUTILKO TNG TAdAC TOU VEKPOU TNG
abdepdou Moluveikn o omoiog aAAnAookotwOnke pe tov adeAdd Tou EteokAr), dvakta Twv Onpwv mou unepacmilovtayv tnv oAn.
H anodacn tng Avtlyovng €pXETAL WG APVNON UTIAKONG TNG EVIOANG Tou VEou BactAla tng Onpag, Kpéovta mou {ntd va PEeivel To
owpa Ttou atado, og avtiBeon pe Tnv adepdn Tng lopnvn mou apveitat va tng cupnapactadel. H adtdAAaktn npwida emiteAel tnv
anodaclopévn mpdagn aAAd culAapBadavetal en’ auToPwpPw Kot KaBwG Sev apveiTal TO OKOTILLO TWV EVEPYELWV TNE UMPOCTA GTNV
avakpLlon tou BaotAd, katadikaletal og Bavato: H Avtiyovn kAeivetal {wvtavn yla va ieBavel o pia omnAld. Evw ot Lkeoieg, T0c0
™¢ adepdng Tng IoHAVNG, 0G0 KAl TOU appaBwviaoTikol TG, Ylou Tou BactAld, Alpwva, §gv Hmopouv va Tov LETAMEIGOUV WOTE va
aAAd€el amodaon, ToUto KatopOwveTal amod tov pavtn Telpeoia o omoiog emkaAsital mwg otnv anodaon tou éAafe xwpa LPRPNG.
AAipovo, av kat o Kpéwv Slatacoel tnv ektadr tou MNMoAuveikn, 6Aa €ywvav moAU apyd: MAdL otnv Kpepaopévn Avtlyovn Bpnvet o
Alpwvog tou KaBwg avTikpilel Tov matépa tou, kapdwvetal Le To Eldog Tou. TEAoG, pabaivovtag n yuvaika Tou BactALld To véo Tou
BovATOU TOU YLOU TNG, AUTOKTOVEL KL eKElvn olwmnAd. Movog Tou twpa o Kpéovtag, omapdlel mAVW Ta VEKPA CWHATO TWV QYaTn-
UEVWV Tou, tapaBaivovTtag KL EKEIVOC TOV apXaio TUTILKO TN amayopeuong Tou Bprivou yU auTOXELPEG.

To «MPOOWTO» TNG AVTLYOVNG amoTeAEL pia emvonaon tou 2o0dokAn, pla péBodo PuxoloyLkng Kot TIOALTIKAG avaAuong eKelvou Tou
niebiou mou avoiyel teAkd SLAmAata To XAopa thG ovToAoyLkAG emtAoyic. H péBodog autr apyilel amod tnv olVTAEN ULOG «UNXOVAG
avalntnong» mou elval to Spapa, EKElVo TIOU SLATIVEETAL OUCLOCTIKA aTtd [La aképata epwtnon: Moleg eivat oL a&leg Tou MOALTLOMOU
av péoa Tou gudaviletal n eMKPATNON Tou BavAatou Kat N apvntikotnta; Tote, n 6LEE080C 08 AUTHV TNV EPWTNCN ATIAVTLETAL UE
pia andppudn autol Tou moALTtlopov, andppudn mou yivetal Le éva GApa TEpav AUTAE TG aPVNTLKOTNTOC: Se0pol, aydmnng, o Aveu
nMpoUnoBETeLg, mNyalog £pwtag yia Tov AAAO, N ECWTEPLKA CUYKIVNON wg XPE0G POo¢ Tov avBpwo, To EEdwTo tng adepdoolivng.
Emeldn opwg, To €ldog NG amoppung mou mpaypatonolel n Avtiydvn cupBaivel avavtippnta LEGO GTOV KOGO TOU TIOALTLOMOU, TNV
gfouoia tng Biag, pia tétola andavtnon dev mavet va sival évag Adyog cuvOetog, Babug kot TOALTIKOC? - av Kol TauTOXpova apvn-
TIKOG WG TIPOG TLG {BLEG TOU TIG TPOoUTIOBETELG - Evag AOYOG TTOU EVOPUATOL OO £€VA OVTOAOYLKO AALQ OO €VaV XWPO UECTO OE Evav
AAAo, art’ OTIOU OTOXEVETOL N TIOALTLIKA aTto Lo SLACTAGCKN TOU ThV KATAapYEl, ELodyovTtag Héoa TNG Eva UKPOBLO TTou gilval ATpwTo
£MELSN €pXETaL AT £VaV KOGUO TIEPAY OUTHG.

MpOKelTOL EMOUEVWG YL TNV amAoikn Stdotaon petafl épwta Kal ToAEpou; Elval akopa pla aviidwvia petafd tou cupBatikol
AOYOU TOU VOU Kal eKelvou TNG KapdLacg; MATWG Apaye To «EPWE OVIKOTE paxav» ivat pla avaltnon tou £pwta the. Aodalwg, OxL.
Jtnv Puxkn Letatomnion tng Avtyovng 6e Ba Bpoupe oUte kouBévta yla tov Aipova. Méoa og autd ou SLekSLKEL, ekelvn elval Kal
yivetat moAU neplocotepa: H Avtiyovn dev eival oiyoupa pia StekSikntpla evog maboug kat 6ev ekSnAwVeL LOVO To PeYaAEio Tou
£pWTA TNG N TNC Ayanng n Avtyovn audlofntel Kuplwg TNV TAEN aUToU TOU KOGHOU SLEKSIKWVTOC KATIOLOV GAAO, OXL OIALTWVTAG
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THE REBELLION OF POETRY AN UNCONVENTIONAL INTERPRETATION
AND ANTIGONE
KONSTANTINOS ANGELOU

TRANSLATION KATERINA ANASTASOPOULOU

“The dissolution of legal violence stems, [...], from the guilt of more natural life, which
consigns the living, innocent and unhappy, to a retribution that “expiates” the guilt of
mere life—and doubtless also purifies the guilty, not of guilt, however, but of law. For with
mere life the rule of law over the living ceases” ™.

Walter Benjamin

“Antigone” by Sophocles as a topic and reflection scope of the international Biennale Sphinx 2021 opens a disruptive dimension.
Since it was first presented to the Athenian audience in 441BC until today, it has not stopped being analyzed and interpreted
and bringing up theoretical conflicts on an initially simple action, since the dialogue and question raised by the poet put it
against the foundation of humanitarianism. Our awe is not only rooted in that moral depth that overwhelms us and should
make us reflect, but also in that multifaceted dimension of revolting existence, that we should build — at least in its main
aspects. There’s a profound debt to this person that lies far from its mythical composition. Its existence has to do with
an unanswered rift on what the western — and mainly European — civilization later forged. The explanations we have and
can give start and end with it, on this land where it all began. And it all happened here, just as Sophocles said. To leave no
guestion lingering, we immediately put a spiraling explanation into force, explanations that consecutively unfold to the core,
at equivalent but deeper levels of the work.

The work starts with Antigone’s decision to symbolically hold a religious ritual for the burial of her brother Polynices, after
he and his brother Eteocles, anax of Thebes defending the city, killed each other. Antigone’s decision poses a refusal to obey
the orders of the new king of Thebes, Creon, who demands that he is left unburied, in juxtaposition to her sister Ismene who
refuses to stand by her side. The inexorable heroine commits the act she decided upon, but is arrested flagrante delicto and,
as she does not deny her intensions when questioned by the king, she is sentenced to death. Antigone is put in a cave and
left to die. While the pleas of her sister, Ismene, and her fiancé, Haemon, the king’s son, cannot change the king’s mind, this
is finally achieved by the oracle Tiresias, who says that his decision is tainted with hybris. Alas, even though Creon orders
for Polynices to be exhumed, it is too late. Haemon mourns next to Antigone, who has hung herself, and when he sees his
father, he kills himself with his sword. When the king’s wife finds out that her son is dead, she also commits suicide in silence.
Creon is now alone, weeping over the dead bodies of his loved ones, himself also breaking the ancient unwritten rule of not
mourning for those who kill themselves.

The character of Antigone is Sophocles’” invention, a method of psychological and political analysis of that realm emerging
from the chasm of ontological choice. This method begins with the creation of a research engine inside the drama, that
derives from one single question: What are the values of civilization, if we see death and negativity prevailing in it? Then,
the escape from this question is viewed through a rejection of civilization, a rejection taking place with a leap beyond this
negativity. Love bonds, the unconditional true love, this internal emotion, as a debt towards humanity, the light of brotherhood.
But since that kind of rejection Antigone presents undoubtedly takes place within the civilized world, within the power of
violence, such an answer is still a complicated, deep, and political discourse? —though at the same time negative in its own
prerequisites — a discourse deriving from an ontological leap from a dimension that integrates it, injecting a virus inside it,
invincible, because it comes from a world beyond.

So, is it the plain dimension between love and war? Is it one more dispute between the conventional discourse of the mind
versus that of the heart? Is “love invincible in battle” a quest for her love? Of course not. In the emotional translocation of
Antigone there’s not even one word about Haemon. Within her claims, she is and becomes much more than that. Antigone
is not trying to achieve passion and does not only exhibit the greatness of her romantic love. She mainly questions the order
of this world by another one, not just by demanding a political change, but also by bringing the entire fundamental basis of
a new world to the present.

We can see the direct and immediate way this is portrayed in the work, which starts with the recognition of a “knot”, a
stalemate, that works as a spark triggering a claim, that is going to evolve in a fire, as the question set from the start, is
phrased like fuel that makes it stronger. The entire translocation is divided into two parts that depict the psycho-cognitive
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BIENNALE
HOVAxXa pLa TIOALTIKY HeTABOAN aAld dEpovTag Auesa oTo apov oAOKANpn T Bepeliakn Baon evog vEou KOGHOU.

MropoUpe va SOUUE TO AECO KOl OKAPLOLO TPOTIO TTOU eKENAWVETAL OLUTO OTO £pYO, EKELVO TIOU apxilel Ye tn Stamiotwon evog
«KOUTOU», SnAadn evog adleddou mou Aettoupyel we pia pikpn dwtid Stekdiknong mou mpokeltal va e€eAxBel o upkayLd KabBwg
TO EpWTAMATA TIOU pmaivouyv e€apxng Statunwvovtat ev el8eL KaUoLUNg UANG Ttou tn Suvapwvouv. OAOKANpn n petafoln Siatpeital
o 500 €PN MOV ATMOTUTIWVOUV TNV PUXOVONTLKA LETOTOMLON TNG NPWISAC KAl TIC LETAMOPDWOELS AUTAE TNG SLekSikNoNG:

1o pépoc. Mpoloyoc kat B emelcddlo. H Avtiyovn pumopel kat eivat oto 6plo v’ amapvnBei tn wn?. O Adyog tng dev £xel kataAndOel
armo tnv KatabAwpn — énwg Ba mouve mouv oAAol — aAAd Kot anod ekeivny TV amokdAuyn mou bEpvel o BpAvog mou UEVEL TtpO-
OKOAANUEVOC OTOV KOGUO TWV VEKPWV. TL oNUaiVeL AUTO; Znuaivel Twg evtpudel oto Blwpa Tou Bavatou. Inuaivel mwg €xeL LdAAov
nieBavel and to MANYUA Tou TG eMEDePE TO PACLALKO (TTOALTLKO) TPOOTAYHO: ZNUALVEL EMLONG TIWE EXEL ATLLOOTEL AV MPOoXWPNOEL
0To SLataypa, av uTtoKUPEL 6To TTOALTLKO?®. MEoa o€ La TEToLa KatdoTtaon to StakUBeupa Sev eivat peyalo, unopei va Astltoupynost
w¢ edpaAtnplo yla éva aipa mou Ba To KAvel. Agv TPOKELTAL yla Pl atipoon e€wWTepLkn OAAA L0 ECWTEPLKI EKUNSEVLON TOU €QU-
ToU Tou Ba onuavel éva emumAéov Bavato. ESw akplBwg Bploketal n Adya tng mupkayLldg, kabwg n Avtyovn wbeital os pla B€on

art’ onou mA£ov Sev £xeL va xAoel TAEov Timota Kat avTlBETwg propel va SLekdiknosL, va ByaAeL pia kpauyn, va Snuloupynosl éva
prnypa. Qotoco 6w akopa timota dev mpodlaypadel akOUa EKELVN TNV TPOUOKTLK CUYKPOUGT TIOU TIPOKELTAL VO ETTAKOAOUONOEL.

20 pépog. O Bpnrvoc yivetal Stekdiknon: H cUykpouaon avAUESA GTOV KOGHO TWV VEKPWYV Kal TwV {wvTavwy eival n eubeia cuykpou-
on pe v roAtteia. O Bprivog pag p£pvel o cUVEEON E TV ECWTEPN EAUTOTNTA MOC’. STOoV Bprjvo Tou 0 AvBpwrog Eava cuvdésTal
pe T {wn, kot n {wn, kabwg BplokeTal pmpootd oto avBpwrivo SltakuBevpa, yivetatl avBpwrivn. Matl o Bprivog dev elvat okéyn
(dhocodia), elval cwpa kot okEPn Hall, N OKEPN TOU KEITETAL OTO CWUA, N ouVeLSnon Tou cwuatog. Kat autr n cuvdeon He ThV
gautotnTa Bploketal mavw otnv SLekSiKNGN TOU CWHATOC Tou GAAOU, ToU vekpoU dAAou: «Kavév' autog Sikaiwpa Sev XL val He
XwploeL ar’ Toug StkoUG Lou»®,

O Bpnvog wg peArétn Lwng kat Bavatou, elvatl KATL tépa armd To TUTILKO Tou, TRV ToAtteia mou Steladlel wg TUMOG HEoa TOU yLa va
Tov melBapynoel, emBAANOVTAC TIC VOPUEG TNG 0TNV avBpwrvn cuykivnon: H emikivduvotnta tou Bprivou tov 0dnyei otnv amnofo-
Ar) Tou amnod tov nuocto Blo péow tng vopobeoiag’. O €Aeyxog auTog o OTL ekppAleTal amd TNV yuvaika, To TEVOoC w¢ yuvalkeio
XOPAKTNPLOTLKO KABWE e OpPELTAL OTO YUVALKELO CWHA, TIPETIEL VO TIAPOUEIVEL EVTOG TWV TOLXWY, Vo KPUTEL (OMw¢ KaL n yuvaikay),
va eYKAeLoTeL 0T SLaKPLTIKOTNTA TOU oikou. [ auTto to {nTtoupevo TG {wng w¢ olvdeang Ue Tov Bprvo wg dipopolpevn emiioyn
TIAVW OTO OWHA, €V KATELBUVETAL LOVO TIPOG TRV AvTlyovn aAAd KaL Ttpog Ty lopnvn: «HoUxaoe kot un pofacat yia péva, tn dikid
oou va dppovtioelg {wn va e€aodaliosig»s. TUvTopa, MAVW 0TNV MPOEKTACN AUTHG TNS AVAYKNG YLa ToV {WTLKO CWHUOTLKO - urtapéL-
0KO XWpPOo, N NPwWida Ba TOAUNOEL va TIEL TWE €lval N XELPOTEPN HAKPAV OAWV TWV GUYYEVWV TNC...Y KL Opwg auto Sev sival vpomn,
OKOMQ KaL AV 0 TATEPOAG TNG Elval o TpayLkog Owdimodag kal n tpopepn lokaotn. Mati; Nnati oe avtiBeon pe autolg;... AéeL TwG OAQ
to Bupatat kat dha ta mobel, KL OpwG edw, €pnun Ba mebavel, xwpic maldid, xwpic avBpwnoug®. Mdvo pe évav povo Tpormo AoLmdv
Ba pumopouoe va elval n XeLPOTEPN Kal OUWC auTOV Tov StahaAel kaBwg n eubovn dev eumintel otnv 6La: XeLPOTEPN yLatTi Sev Po-
AaBe va TRoeL TIG YVNAOLEG N amatnAEG XapEG TG {wng, ToV EpwTa, Kat yLati emumAéov dev édtaile o TiMoTA, MPOMAVIWY OMWG yLati
SLekSiknoe avoLXTA TO TILO AUTOVONTO AAAG TAUTOXPOVA KL TO TILO aKPA0: TNV AUTOTEAELA TWV SEGUWY TOU avOpWTLVOU CWHUATOG.
Mati autr tng n e€€yepon eival mpwTapyLKr KAl yU auTo n Lo aviepn, n mo avoun. ESw akplBwe BéAw va eEnyndw:

3TNV AVTlyOVn GUYKPOUOVTOL L0 OELPA ATIO LEPUTLKEG CUVONKEG Kol SOUECG TNG TTOANG MAVW 0T «yupvh {wn»!!, petaBolég mou avoi-
YOUV TO XAopa TG UTIAPENG SNULOUPYWVTAG £Va TIAEYUO OTTO OVTOAOYLKOUC OpOUC, TPOTOUG LECA GTOUC OMoioug To avOpwrvo ov
eykAwBiletal. OL cuvBrnKeg aUTEG MO KaBlepwvouv Ta MpoTuna ou B’ akoAouBroel 0 AuTLKOG MOALTLIONOG, elval WoTOOO eKElva,
amévavTL ota omoia N 2opokAng avtitacoetal. A¢ SoUe Aoumov o€ moleg SLOTATELS Elval, AUTO TIOU CUYKPOUETAL Sw:

- OLaypadol, ahektol, Beikol vopol kat ol pntol vopol tng moAtteiag. Mpémel va kataAdBou e Mwe auto Sev elval éva oxnua Aoyou.
Ynapyxel o acvykpltn Stadopd avAPESH O QUTEG TIG VOUOTEAELEG, QUTEG TToU KaBiotavtatl acupBifacteg. (I autd n Aviyovn
apveital kabe Sikaiwpa Baothikng mapepBaong: «Kavéva autog Sikaiwpa ev £xel va e xwpllel ar’ toug Stkolg pou»'?)

- H &ikatoouvn kat to Sikato.

- To apoevikd Kot To OnAuko: To apoevikd wg atplapxia: «va EEXVAg auto Sev MPEMEL, WG YEVVNONKAUE YuVailkeg, va LNV uropsl
va ta Balovpe pe avbpeg».t?

- H ayamnn kot to picog. Noto elval to picog; Ma auto mou xwpilet, auto mou emiBarAel pe Bia ta Sikd Tou oxApata cUUTPAENS N
QTTOKOTING, ULag emadrg mou dltakavoviletal pe tov vopo. H e€ouoia, o dvaktag, n mohn sival edw ot dpopeic tou piooug. I eubeia
avtiBeon pe Tov Kpéovta n Avtiyovn avtanavtaet: «oltol ouveXBeLV, AAAA CUUPLAETY EPuvr.t

- O nyepovag Kat n Kowotnta. YIAPXEL Lo UTIOYELD avTiBeon avapeca aTNY KOWOTNTA KoL TOV AVaKTa — nyepova. O nyepovag sivat
0 kUpLog dopéag tng Blag. Aéel o Kpgovtag atnv Avtyovn: «Ma £€pe WG oL TTILo OKANPEG OL YVWUEG AUTEC Elval TTOU TILOTEPO KOl
TEDTOUV, KL 600 YEPO TO GLOEPO KaL va ‘VaL 0Tav aThv UPpa TNG PwTLAG oKAnpUVN, TOTE Ba g wg oTaAvel Kat payilel kat T dAoya
to 1o BapParta, E€pw, Eva PIKPO XaAvapL ta olaler»'® To cupBoUALO TwV YEPOVTWV Kal oL TtoAAoi alwroUv Aourov ylati poBolvtal.
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shift of the heroine and the transformation of this claim.

The first part: Prologue and episode B. Antigone can and is at the brink of renouncing her life.> Her discourse has not been
overcome with sorrow — as many might say — but also with that revelation brought up by grief staying in the world of the
dead. What does this mean? It means that she dives deep into the experience of death. It means that she is disgraced, if she
accepts the decree, if she succumbs to the political.* Within this circumstance, the stakes are not high, but can work as a
platform for a leap that she is going to take. It is not internal disgrace, but it is an internal annihilation of the self, which will
bring one more death. This is exactly where the spark of the fire is, as Antigone is pushed to a position where she no longer
has anything to lose and, on the contrary, has something to claim, she can raise her voice, she can create a rift. However,
nothing has yet to show the terrifying conflict that follows.

The second part. The grief turns into claim. The conflict between the world of the dead and the world of the living is a direct
conflict with the state. Grief connects us with our inner selfhood . In their grief, humans are once again connected to life,
and life, as it is found in front of the human risk, becomes human. Because grief is not thinking, it is both body and thinking,
a thought lying inside the body, the conscience of the body. And this connection with selfhood lies on the claim for the body
of another, of the dead one: “He has no right to separate me from my own”.®

Grief as a study of life and death goes beyond its rite, the mentality that permeates inside it as a rite to discipline it, imposing
its norms on the human emotion. The risk of the grief leads it to its expulsion from public life through the legislation.” This
control over what is expressed by the woman, grief as a female feature, as worn by the female body, must remain within
the walls, be hidden (just like the woman), be enclosed inside the house. Therefore the issue of life as a connection to grief,
as an ambiguous choice upon the body, is not aimed only at Antigone, but also at Ismene: “Calm down, don’t be afraid for
me, take care of your life, ensure your own life”.# Soon, on the extension of this need for the vital physical-existential space,
the heroine will dare to say that she is by far the worst of all her kin...° But this is not embarrassing, even if her father is the
tragic Oedipus and her mother the terrifying Jocasta. Why? Because in comparison to them she says that she remembers
and desires everything, but still, she will die here alone, without children, without people.’ There’s only one way in which
she could be the worst, but she talks about it, because the responsibility is not hers. She’s worse because she didn’t get to
experience the real or fake joys of life — love — and because none of it was her fault, but mainly because she openly claimed
the most obvious and yet most extreme thing: the independence of the bonds of the human body. Because this rebellion is
basic and thus the most unsacred and illicit. And | would now like to explain that.

In “Antigone” there’s a conflict of fundamental circumstances and structures of the city on “bare life”!!, changes that open
the chasm of existence, creating a grid of ontological terms, ways in which the human being is confined. These circumstances
established by the paradigms followed by Western Civilization are, nevertheless, those which Sophocles is opposed to. So,
let us see in which dimensions this conflict exists.

- Unwritten, unspoken, divine law and explicit laws of the state. We need to understand that this is not a figure of speech.
There is an incomparable difference between these causalities, those made uncompromising. (This is why Antigone denies
any royal right of intervention: “He has no right to separate me from my own”.!?)

- Justice and law
- Male and female. Male as patriarchy. “You should not forget that we were born as women and cannot stand up to men.”.*?

- Love and hate. What is hate? It’s what separates, violently imposes its own schemes of synergy or excision, a contact that
is mediated by law. The power, the anax, the city, are the carriers of hate in this instance. In contrast to Creon, Antigone
responds: “I do not live to share hate, but to share love”

- The ruler and the community. There’s an underground antithesis between the community and the anax-ruler. The ruler is
the main enforcer of violence. Creon says to Antigone: “But know that the harshest opinions are those that mostly fall, and
no matter how firm the iron is, when it is hardened in the fire, then you will see how it breaks and cracks. And the mightiest
of horses are tamed by small reins”.*>* The Council of Elders and most of the people remain silent due to fear. Fear is part of
this disconnection from everything, a carrier of hate. These are the circumstances in the city.

- The individual and the crowd. Let’s not forget that only Antigone came to Oedipus’ aid — she defended him against derision
and the rage of the people of Thebes. On the other hand, Ismene says: “How can | go against the city?”.1

- The self-restraint of internal conscience by the establishment of a superego, of an externality of conscience against that
internality that cannot be legally substantiated. What is Ismene beyond the limits she imposes on herself, beyond her restraints?

The social body as the form of the city is built on these restraints. And so, the conflict comes into a new dimension:

- Between the human body and the city. This is the core of the political stakes. Or, in other words, the power of the love-body

L
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BIENNALE
O ¢06Bog elvat koppatt Tng anocuvdeong amn’ ta npayuata, popéag tou piocoug. Eival Aotmov n cuvenkn tng mOANG.

- To dtopo Kat to MARB0C. Ag BuunBolpe mwg uovn n Avtyovn npooétpeée otov O1dimoda — tov umepacTiotnke anod tnv Aowdopia
KaL TNV opyn Twv OnPaiwv. AVvTIBETWE N IoUAVN: «TTWG EVAVTLA UIMOPW VO AW OTNV TIOAN»'E.

- O QUTOTIEPLOPLOUOG TNG ECWTEPLKNG CLUVEISNONC amod TNV eykabidpucn evog UTIEPEYW, ULaG EEWTEPLKOTNTAC TNG cuVeidnong aré-
VOVTL € QUTO TO ECWTEPO TIOU O UTIOPEL va EXEL VOULKN TeKUNplwaon. Tt elval n lopnvn népa amnod ta opta mou Balel 0Tov AUTO
NG, TOUG MEPLOPLOMOUG TNG; MAVW 0€ AUTOUG TOUC MEPLOPLOOUG CUVTIBETAL TO KOWWVIKO CWUA WG OXAKA TNG TOANG. EMopévwe N
oUyKpouon maipvel pla SL1dotacn avapeoa:

- 2T0 avOpwrivo cwiua Katl Tnv TOAN. ESw €ykeltal o mupnvag Tou ToALTIKoU StakuBebpatog. H aAAlwg n dUvapn Tou €pwTta-cwa
amévavtl otnv maywpévn akapdia Twv Kavovwy thg moAng. Kat puoikd pmopoUpe va MpocBEcoupe we KailpLleg SLAOTACELG TNV
oUyKpouon avaueoa:

- 2TNV avaykn Kal TV avepwmivn autovopia, avapeoa otnv aodaAela kat tnv embupia: «Houxaoe kat un ¢opdcat yla péva-
SkLd oou va dpovtioelg {wn va e€aadaiiosion’.

- 2T0 MOPOV-UAN-TIOAN (MLE TLG SLOTACELG TNG) KAl TN GAVTACHATLKA KATACTAGCN TNG UTapEng, TLG AVeNaiodnTeg poég wg aAnbweg. Ma
«8uTIKA LeTadUaOLKN TNG Tapouciac»'® avadvetal atnv Avtlyovn. OL oXEoeLg, ol emBupieg, n avBpwmvoTnTa €lval yla ekeivn aopa-
™: «TAVEL IOV EEPW WG OE KEIVOUG Tou Ttpemel Be v’ apgow»'®. Kat téloc:

- H oUykpouaon avapeoa oTo LepO KAl TO aviepo, cUYKPOUGH TIOU AVTLOTPEDEL TA TIPOVOLA TOU LEPOU.

H Avtlydvn Aoumov wg keipevo dev eivat anmAwg pLo e€éyepaon, adopd Tnv EEEyepaon (Tnv apxaia KoL TNV LETAVEWTEPLKH), OXL TNV EUKOAL-
PLOKNA KOL TRV TUXOLQ TTAVW OTA LOTOPLKA CUYKELLEVA aAAG TNV LeaTh Kal BabLd ovioAoyikn petaBoln. H Avtiyovn yivetat oALTikn
€MeLd ot PAon TN UTtEpACTILZETAL KATIOLO XWPO TEPAV AUTAC. Oa TO ToViow auTo ylati £xel apudLlopntnBdel amnod tepdotieg popdEg,
Sltavontég 6nwce o Hegel kat o Lacan mou otolxeloBeToUv TNV TOALTIKH 0UYKPOUGH ECWTEPLKA TOU TIOALTLKOU, KOOLOTWVTOC AUTO TO
XWPO WG TO LOVO AOYLKA avayKaio, amokAELOTIKO opuntiplo. Aodaiwg yU auto, AaBeuéva o Hegel, mpooSiopilel Tnv Avtiyévn va
0pOWVEL TIC GUYYEVLKEG - AVOPOOAOYLKEG TIG OXECELG ATIEVAVTL OTO TIOALTLKO?®, BAEMOVTAG TIWE AVTIKPU OE QUTO TOU €lval TO KPATOG
WG WBavVIKA autoekmAnpwon tou avbpwrou, evipudolv oL aclveldeg Beikég mpolmoBEaelg tng dpUoNg, EKEIVEG TTOU CUYKPOTOUV
TNV UTTOKELPEVLKI ATOULKOTNTA TTOU 0pOWVEL O€ €va KOTWTEPO OTASLO TLG ATIALTACELG TNG AEVAVTL o€ OTL Ba ATav n oAokAnpwaon
NG NOLKAG e TNV UTEPPACN AUTAC TNG UTTOKELLEVLKOTNTOC OTNV KABOALKOTNTA KOL GTOV VOO TOU CUCTAHATOG. MapanAelpwg, o
Lacan, amoomd tnv npwida amnod tnv moAtikr eneldn Bewpel mwg eykadiotatal otnv embupia Kal otnv poavraoclokr Stdotacn tou
Bavatou?, xwplig OpwE va divel EMaPKELS EENYNOELG yLa UTO: Av OpWwG, cUMdwVA e Thv Bewpla Tou, n emBuUpLa LTTOpEL KoL LETEXEL
UTIOPPNTA OTO AOYO, TOTE OE OXECH LLE TNV ATEPLOPLOTN GUOCH TOU ALTHATOG IOV QUTH KOULIEL, EKElVN TNV ECWTEPLKN SLACTAGCH TTOU
Sltootpédetal and tny idta tn yAdwooa n omoia tnv kouBaAdel, Tirmota Sgv TV eunodilel va amoKTA TAUTOXPOVA TIOALTIKO TpooTay-
po. H emBupia Aotmov mou SLaBETEL TAVTA TOV XAPAKTAPO TOU AMOVTOG, MIopel va ekBAAAEL oTov AOYO Kal va SLEKSIKEL Ywpo pHéoa
OTNV MOALTLK LAcTOoN WG €va CUVELSNTO UTIOAELTOV. H TIOALTIKN SLeKSIKNGN SLATVEEL AOLTTOV TO GUYKEKPLUEVO Spapa Kal ylveTal
16lwg évtovn ota xwpia mou eykaAel tnv adeAdn, Tov dvakta KaL tTnv kowotnta. TOTe, Uropei va mpoodidel akopa KAl 6THV AUTOKO-
otpodn — Tov eykAwPBLopd otov Bavato mou BAEMEL 0 Lacan — pLa SLdotacn mMoALTIKY, Onwg MARB0G MopadelyATwyY 0TV LoTopla,
SLeKSLIKWVTOCG OPWCE TN {wh Kal OXL TNV akUPWGON TNG LEoa aTny iSla TNG TtV BEapion. Tote eivatl Suvato va pn cuvtpiBetal mANPwG
TO OVTLKEIHEVO TNG ECWTEPLKAG AVAYKNG (OTwG pag AéeL o Lacan) kaBw¢ opBwvetal o altnua?. I avtidlaoToAr AoLmov Pe autd ta
KOXAHOTO» TWV 0TOXOOTWY, N Avtyovn Aapfavel pia aAAn B€on, pia oAokAnpwTtikn B€on katd Tng kKTnvwdiag kat Tng adikiag Tou
(610U TOU KOGLOU TOU VOUOU: YLa vl Ta BAAAEL KATIOLOG KATA TNG TIOALTIKAG KAl EMOUEVWE KOTA TWV LOLWUATWY TOU VOUOU w¢ éva de
facto cbotnua adikiog, SnAadn Biag, Oa mpémnel va mMpocEABeL OpUWHUEVOC ATtO €VaV TIPOVOULAKO XWPO TIEPAV QUTHG. JUVENWC, N
Avtlyovn &g Slekdikel pa amoyn, oUte pia B€on 1 éva oxnpa Léoa otnv OAN, aAA& anevavtiag untepacTileTal pLav oLaitepn evép-
VELQ, ULO QO TOUATATN por) LETAED TWV OVTWY, KATL B€lKO, EMLELWKOVTAG LECA OO Lot AAAN EVEPYELA TNV UTTIOKIVNON KAL TNV ETILROAN
gvoc GAAou xwpou. Me To va urtepacTiileTal 6Tov SNUOGLo XwWPo — Tou Adyou, Tnv BabLd tng ouykivnon Sev Kavel k&tL GAAo tapd va
eTUXELPEL TNV SLAAUGCN aUTOL TOU KPUOU XWPOU TNG TTOANG oo ekelvov Tov Bepuo xwpo tng ouykivnong mou adopd €va cUUTAV IOV
SLoXeTEVETAL EVTOG TNG. AV EMIOUEVWG N AvTLyovn Slvel TNV GuyYKivnon TIOALTIKO XOpOaKTAPA AUTO CUUBALVEL PE TRV ETYVWON WG
oautn KapoudAdpetal OxL povo otn Baon tou Adyou, aAld mwe Keital o€ pLa euplTnTa Kot Baivel mpog éva Babog, oAl pakpltepa
amno tig Suvatotnteg tou. EEaAAou, n duaotkr dtebpuveon TnG cuveldnong tng og évav aAlo Beikd xwpo, ekelvn mou dpLhoevel TV
TIOALTLKA KOLL TOV KOGUO, AVTIAaUBAVETAL WG XApn otn SUvaun TS cuykivnong ou avaBAUTeL oo TO WA TTIOU AVTIOTEKETOL OTOV
VOUO UTopel va yivel n evepyog SUvaun pag Lopdng mMoALTIKAC pRéng — pLag SLaotaong avTL-TIoALTLKA G,

EvtatBa upwvetat AoLmov To LAyYLWOES emixeipnpa mwg Sev elvat n ouykivnon aloyn, xwplig katevBuvan, 6nwg th cukodavtel n
apyaia pthocodia (kat n cvyxpovn BWuxoloyia), Sev eival éva maboc¢ xwpig mpocavaTtoAlopo, aAAd pLo {wTikoTnta pL{wpévn péoa
otoug Babeig avBpwrivoug Secpoug e to Eival. Eival n e€€yepon kal n mapakatadnkn Tng yuvaikag mavw o€ 0tL adopd Kat pave-
PWVEL 0TOUG avOpWIOUGE, AUTO OV £lval £Ew KAl TIPLV TNV TOALTLKI. H TIOALTIKA WG aKpWTNPLACHOE AAAG KAl TO TEPAV AUTHG elval
Aowmov to B€pa tng, B€on mou Sev mavel va StekSikel eEwTtepikd: To «dTAVEL TTOU E€pw WG O€ KElVOUG IOV TIpEMEL Be V' apéow» TNG
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against the frozen rigidity of the rules of the city. And of course, we can add another insightful dimension, the conflict:

- Between human need and human autonomy, between security and desire: “Calm down and don’t be afraid for me. Take
care of your own life, ensure your own life”.”

- Between the present-matter-city (with its own dimensions) and the spectral state of existence, the imperceptible flows as
real. A “western metaphysics of presence”®® is evident in Antigone. Relations, desires, humanity are invisible to her: “It’s
enough for me to know that those who matter to me like me”.%°

And finally:
- The conflict between the sacred and the unsacred, a conflict that reverses the privilege of the sacred.

“Antigone” as a text is not just a rebellion. It has to do with The Rebellion (the ancient one and the post-modern one), not
the opportunistic and random one, based on the historic context, but the meaningful and deep ontological shift. Antigone
becomes political, because she basically defends a space beyond herself. | need to highlight that, because it has been
contested by important figures, by intellectuals like Hegel and Lacan, that set the political conflict inside the political space
and consider that space as the only logically necessary and exclusive starting point. And this is why Hegel mistakenly believes
that Antigone raises her familiar and irrational relations against the political?®, seeing that on the other side of the state
as the ideal self-accomplishment of the person lie the unconscious divine prerequisites of nature, those that comprise the
subjective individualism that raises at a lower level its demands against what would be the completion of morality with the
transcendence of this subjectivity in its totality and the law of the system?!. On the other hand, Lacan removes the heroine
from politics, because he thinks that she is based on desire and the spectral dimension of death??, without providing enough
explanation. But if, according to his theory, desire can implicitly participate in the discourse, then in regard to the unending
nature of the claim that this brings up, that internal dimension that is distorted by the language that carries it itself, nothing
stops it from having a simultaneous political command. This desire, that always carries the feature of the absent one, can go
into the discourse and take its place within the political dimension as a residue of conscience. This political claim permeates
the drama and becomes especially intense in the passages referring to the sister, the anax and the community. Then, it
could also give credence to self-destruction — the entrapment in death that Lacan notices — a political dimension, as many
examples throughout history, but by claiming life and not its cancellation within its own actuation. Then, it is possible that
the object of internal need (as Lacan says) is not completely crushed, as it turns into a claim??. In contrast to those “patterns”
of the thinkers, Antigone takes another place, a place entirely against this bestiality and the injustice of the world of law: For
someone to stand up against politics and thus the features of law as a de facto unjust and violent system, one should be
coming from a privileged space beyond it. Consequently, Antigone is not claiming an opinion or a position or a scheme within
the city, but she defends a special action, an unstoppable flow among beings, something divine, pursuing through another
action the instigation and imposition of another space. By defending the public space — that of discourse, of deep emotion —
she attempts to divide that cold space of the city from that warm space of emotion, that regards a universe channeled into
it. If Antigone gives a political aspect to the emotion, she does that knowing that emotion is camouflaged not only on the
basis of discourse, but also that it lies in width and depth far away from its own capacities. After all, the natural expansion
of her consciousness into a different divine space, the one hosting politics and the world, realizes that thanks to the power
of the emotion spewing out of the body that is opposing to the law, can be that active power of a form of political rupture

— an anti-political dimension.?*

And this is where this vertiginous argument is raised. Emotion is not irrational, non-directed, as ancient philosophy (and
modern psychology) claims, it is not a passion without orientation, but a form of vitality deeply rooted in the human bonds
to Being. It is the rebellion and the legacy of the woman on what it reveals to people, what it is before and outside politics.
Politics as an amputation, but also going beyond politics, is her claim, a position that she does not cease to claim externally:
Antigone says that it’s enough for her to know that those who matter to her like her against the rights of Creon that are
supported by the citizens and claimed by the Chorus: “It is your right to impose any law you wish for the dead and for those
of us who are alive”?>. Antigone is found in a space beyond the heroic political rebellion and in a field even farther away from
some nihilistic command, some irrational choice of death. And it is introduced here with power, as an exceptional political
example of the West that is summoned in its entirety, not through its already established prerequisites, but from its own
infancy, by a woman, a victim of injustice, the absolute butchered subject of western civilization: “I will only stop, when | no
longer have the strength to go on”.?

Separation is the power of the law: You disgrace one person (the brother, for instance) by honoring the other one,?” and you
can control the influences. The enemy of the city is “the other”, the stranger, and even worse, the traitor. Polynices comes
from Thebes and his campaign against the city makes him a traitor. The friends of the city are those within the circle of political
support, the circle of influence, those that become the supporting basis of “rights” and privileges. But Polynices has left this
circle. These are patterns of dominance and favoritism and spaces of power. On the contrary, Antigone is conciliating, unifying,

€l



14

BIENNALE

AvTlyovng Aéyetal anévavtl ota Sikalwpata Tou Kpéovta mou nmpocoumoypddouv ot TToALTeg Kat SLekSLKeL 0 Xopoc: «elval Sikalwpa
00U OT0L0 BAAELG VOO, KAL YL TOUG VEKPOUC KAl yLa oG, 6coL Loupe»?®, H Avtiydvn Bploketat AoLmdv o€ €va UEPOG TILO TIEPQL ATTO TV
NPWLKN TIOALTLKI €€€yepan Kol 0€ Eva eSO OKOUA TILO LOKPLA OTTO KATIOLO UNGEVLOTLKO TpOTay A, Kamola aioyn mtAoyn Bavatou.
Kat elodyetal edw e Suvapn, wg €£0x0 MOALTIKO tapddelypa Tng SUoNG mou eykaAeital oOAOKANPN, OXL LECA OTLG RSN EYKATECTNUEVEG
¢ mpoinoBéoelg aAld amnd ta idla tng ta omdpyava, and pia yuvaika, tTnv Kate€oxnv adiknevn, To KATeEo) NV KATAKPEOUPYNUEVO
UTTOKELMEVO TOU SUTLKOU TOALTLOHOU: «AOLTTIOV, HOVO av ev £xw dUvoun mia, KL eyw Ba map w»*.

AUvan Tou VOLOU £lval UVETTWE 0 SLaXWPLOUOG: ATLUATELG ToV Evay (Y. adepdo) TiuwvTog Tov dAAov?, puBbuilovtag £ToLTIC EMi-pO-
£¢. ExBpd¢ tng moAng eivat o AANog, 0 AyvwaoTog, KL akOpa XELpOTEPA 0 TtPodoTNC. O MoAuveikng eival Onpaiog, Kal N EKCTPATELD TOU
€VAVTLOV TNG TTOANG TOU ToV KAVEL TIPodotn. DiAoL elval o KUKAOG TNG TOALTIKAG UTTOOTNPLENG, O KUKAOG ETILPPONG, OCOL yivovTal oL
Baoelg oTNPLENG TWV «SIKALWUATWVYY», TWV Tipovopiwy. Opwg o NMoAuveikng €xet Byel €€w amo auTo Tov KUKAO. IXAUATA ETLKPATELAG
Aowmdy, oxAuata evvolag Kal xwpol e€ouaiag. AvtiBeta n Avtyovn sival cupdIALWTLKA, EVWTLKA, Sev epmodilel Tig ouvOEoelg, Ta
pevpata: «Mati dev xabnke wg ovAog, aAAd wg adepddc»?®, kat «OUtoL ouvexBely, AANG cuudIAEly Epuv»?®. H Stdotaon petafld
Belwv kal avBpwmvwv vOpwV, olkoSopeital aKpLBWES O AUTO TOV XWPLOUO.

Evtoutolg aAipovo, 6cov adopd tn oTpaATNYLKA 0TNV §pdaon Tng Tpaywsdiag, n TEXVLKA Tou 20$oKAN elval — OTwE TAvTa — mavoupya:
otav o apxaiog Spapatoupyog, meplypAdeL TOV TTOALTIKO VOO (Tnv amodacn Tou Kpéovta), cuvamntel adtapdloBritnta o mAacth
oUVOARKN WE Toug BeaTég MPOG TOUG omoioug uTtOoXeTaL GLALa Kat eLpriveuch. EtoL aylSeVeL TOUC BEATEG UTIOKPLTLKA UTtEpACTILIETAL
TOV VOUO yLoTi eKelvog 0 VOUOG elval n 18La n OAN, To LoXVOV KAl AUTOVONTO AALoLO TG ETTOXAG Tou. YIootnpilel AoLmov o Xopog
Kall oUYKaTaveLEeL o ToLntrg divovtag evtoAn pe ta Adyta tou Kpéovta: «Dpoupoi va ‘ate Aoumov yu autd ooa eirma»®®. A’ autryv thv
ouvaiveon mou kepSileTal To KOWO Kal e TNV omoia xtiletat n mAokn, SnAadn n moAn, apxilel n apdLoBrAtnon KaL o KATAKEPUATIOUOC
mou Oa emBaAel — pe TNV enikAnon Twv Bswv — n Avtyovn. H moAltela cuykpoUeTaL AoLmov e To Belo, OXL EKELVO TO CUYKEKPLUEVO
Hopdwa Tou Llepateiou e To omolo cuvaAldooetal, aAAA e ekelvn TNV GAAN kS0 TOU TTOU CUVTALPLATEL OTLG SLAOTACELG EVOG
£0WTEPLKOU KaL Staypovikou Beiou, wg piag BabLdg KOoULKAC CUVEETIKNAG SUVAUNG, OTIWC O TV TipopunBelel n Avtydvn. Ta BVuata
Ba elval 0w mavta otn péon, ol Beatég. Ta otdolpa, xaAapd ocuvdedepéva pe Tov StdAoyo kot tnv adrynon, pag Balouv € apxng,
avumonta kot advikd, péoa and tov movo tng BAIPNG, otnv kapdid tng apdLBoliag mou Ba petatpanel apydtepa og audiofritnon,
yla ToV AvBpwrto Kot Tnv OAN: «TTOAAA T& Selva koUSEV AvBpwriou dewvotepov EAeL»3L. Na SoUe 6o To Xwpio:

«MoAAa vai ta bswva,

o Sewvo am’ tov avBpwrio, timota:

nép’ an’ tnv agpouaviotn

TpaBact kat maet tn Balaocoa

LLE TOU VOTLd TG pOUPTOUVEG,

MTEPVWVTAG KATW AT’ TA KUUATA

1t 0Adyupa tou Bpuytovvtat

Kol TNV TpaVUTEPN UEC 0TOUG BEoUC

v agpBaptn akauatn m,

KOTAITOVAEL UE T AAETPLA, TTOU XPOVO LIE XPOVO
TTAVE KL EpyouvTtal aAoyooupt’ anavw tne
OpPYWVOVTAG TNV.

Kat twv aAagppouvaiwv

TWV TOUALWYV TN yevid mayltdevovtag

TILAVEL Kal Ta €6vn Twv aypLwv

Twv Onpiwv kat ta BaAdooia

Ta Opéuuara tou meAdou

UEC oTa SiyTuokAwaoTta BpoxLa Tou

0 avBpwroc¢ o MoAUTeXVITNG,

kat T aypiut mou el oTwV BOUVWV TIG EPULES
UE TIC UNYAVEC TOU VLKA

Kat oto SacutpLyo yupw T aAdyou tov tpaxnio
nepvael to {uyo, kabwge kat Tou adauaoctou
Bouvictou tavpou.

Kat yAwooa kat vénon aveudgpeptn
KoL TNV KaAn UEC O€ TOAELG KUBEpvia Tou
£uabs va yeu kat mwe
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she does not impede compositions and currents: “Because he was not lost as a slave, but as a brother”?® and “I do not live
to share hate, but to share love”?°. The dimension between divine and human laws is constructed on that exact separation.

But — alas! — concerning the strategy of the action of the tragedy, Sophocles’ technique is cunning as always: When the
ancient playwright describes the political law (Creon’s decision), he undoubtedly makes a fake pact with the spectators, to
whom he promises friendship and peace. And he traps the spectators. He pretends to defend the law, because the law is
the city itself, the self-evident framework in force in his era. The Chorus supports this, and the poet agrees, giving the order
through the words of Creon: “Be the guardians of what | said”°. This agreement wins the audience over and builds the plot,
the city, and then the contestation and fragmentation that Antigone will impose by invoking the gods begins. The state
collides with the divine, not that concise form of the clergy that it usually interacts with, but with another version of it, one
pairing the dimensions of the internal and timeless divine, as a deep cosmic connecting force, as provided by Antigone. The
victims are in the middle, as usual, the spectators. The stasima, the stationary parts, loosely connected to the dialogue and
the narration, unexpectedly and suddenly, through the pain of sorrow, put us ab initio in the heart of doubt which will later
evolve into contestation for the human and the city: “Many are the ills (the deina) and the worst of all is the human”®!. Let’s
see the whole passage:

“Many are the ills (the deina),

and the worst of all is the human”*

[Many things dread and wonderful,

none though more dread than mankind]—
voyaging across the white sea’s waste,

he makes his way, storm tossed from the south,
closed in by overarching, tumbling waves

he sails the valleys between, and of the gods,
oldest born, Mother Earth,

everlasting, unwearied he constantly turns,
year in and out criss-crossing the plough,
working the mule and the land.

Light-hearted tribes of the birds,

he ensnares, taking joy in the hunt,
and the clans of wild beasts,

salt sea fish scoured from the deep,
trapped in the coils of the well woven nets,
masterful man...conquering too

with his traps high country beasts,
their delight the wild and the space,
breaks in the wild mane of the horse
that submits to the yoke,

and the unflagging bull from the hills.

Speech too and thought swift

as the wind he devised and the impulse
creative of statecraft he learned,

houses to ward off the frost’s inhospitable
sharpness of sky, rain’s lancing shafts,

an answer for every demand

that exists or may threaten him,

yet to come. Only grave death

admits no escape... Deadly diseases

yield now to cure.

Wisdom he has beyond dreams
of invention, now bringing himill
and now yet again to salvation,
should he follow the law,

SiL
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an’ ta unaiBpta ta BEAN TNG VUXTLAG MAYWVLAG
KatL Tou kakoU T’ aveudPpoyou
va puAayetal — o mavtoooPLoToc:
avegpodbiaotoy, tinota
bev tov Bplokel am’ 6,tt vat va pBet
uovo an’ to Oavarto
YAltwuo b¢ Ba Bpet moubBeva:
oUW YU appwOTIEC, TTOU TPOMOo SV EiXaVe,
Bprike o évac ue tov aAdo ylatpeld.

Kt evw €xet oodia va unxavevetal

TEXVEC T OUTE UTTOPOUCE Vo EATILOEL KAVELG,
TTOTE YUPVAEL OTO KAKO

Kol 0TO KaAO TOTE MAAL U OTTOLOG TOUG VOUOUG TLUd
TNG XWPQAC TOU KAL TNV OPKOSETN

twv Bewv bikn, doéalet tnv moAn tou,

KL glvat yauoc tng ekeivog, mou

éebpouilel ant’ tnv (ola T otpata

xapn oto Bpdaoog tou.

O B@e6¢ unv 1o Swaoel moté

Katw arn’ tnv (Sta TN oTéyn va Kabstat

n va pou givat Evag TETOLOG OUOYVWLOG. »*

160U AoLmov, 0 AvBpwItog ayLSEVUEVOG XWPLG VA TO EEPEL. TO TPWTO OTAGLLO LAAELAOLTIOV aKPLBWG yLa autod- Mia apeon avadopa
otn Bla Tou avBpwmou otV yn Kal ota mMAdopata, e€nyel mwg Bacn tng SUvaung Tou avBpwrou givatl 6oa opilloupEe WG XWPO TNG
ovanapdotacng, N Texvoloyia, N YAWooa. Y€ qUTA T OTOLXELA ElvalL TTOU TOV SEVEL O TIOLNTHG, TTOU APVELTOL vl TOV aeAEUOEPWOEL,
kaBnAwvovtag Tov, KavovTag Tov Pe TNV BEANGCN Tou SECLO TNG LETAXELPLONG TOUG, 00O ATIOTEAOUV N XPHOoN TwWV BECUWV Kal TwV
VOUWV. 210 6eUTEPO oTACLHO Ba emavaldBel mwe T’ avBpwriva Sewvd Kat n SuoTuXia TTou YeEVVOUV, APXLOAV GTOV XPOVO Oto TOALE3,
0 Y0¢poKkAAG OpWC akOpa dev apdLlopntel — Onwc einmape — euBEwg o NOIKO cUOTAUA TTOU AVTAVAKAG TAV 0PXOLLa KOWVWVLKOTIOALTLKA
Loopporia n onoia Baciletal oe SUo TuTOUC, ToV UPLoAN (oT. 367-69), ekelvov TTOU CEBETAL TOUG VOLOUG TNG TTOANG, KoL TOV GTTOAL
(ot. 370-375), ekeivov mou toug alnda, tov alalova, Sivovtag audionun Bapltnta oto npoavadpepBEV kelpevo mou B’ anokaAu-
$Oel poévo péoa amnd to Spapa. M aUTO TO MPWTO CTACLUO £ival To TeSi0 PULOG OTPATNYLKAC, LLAC ELC ATOTIO ATtayWYHNG Tou BEAEL va
EUMAELEL VONTLKA KAl CUVOLOONPATIKA TOUG OKPOATEG OTNV TTAOKN YLaL VO TOUG 08NyroeL eoKeUEVA o€ abLEE080, va TOUG KAVEL vl
BLwoouv 0TOo METOL TOUG, VO TTOVEGOUV amd TNV avTidaon auTrg Toug tng anodaong, EMELWKOVTAG 0TO TEAOC TO AoyapLacpud otnv
anodoon tou Tpaykol adle€ddou mou Ba eival n (dla n katdotaon mou Ba toug odnynost. O dvBpwmog wg uPinoAng, ivat kot Ba
elvaitmayldeupévog ota Sewva, otnv tpaywdia. 2To Tpito otdoipo oAokAnpwvetal n e§nynon: Miow ar’ 6Aa, kpUREeTAL 0 EpwTag. AUTOG
elvat 0 Be0¢ kal auTog pag KaAEL va EE0TPATACOUUE TWV VOUWY TIou 08nyoUlV oTov eyKAWPRLoOUO Kat athv Tpaywdia. Aégl AoLmov o
X0POG: «Twpa mLa KL YW £Ew armd Toug vopougs Byaivw BAEmovTag autd, kot 6& Umopw Twv SakpUWV HOU TLE TTNYEG VO CTOUATHOW,
otav BAENw va tpaBa otov mavtodéxtn BAaAapov autrh TV Avtlyovn.»3

QuunOeite: to 442-441 r.X. ypadtnke n Avtiyovn. Otav dpuwe o odokAnG erukadeltal Sta pLag yuvaikag toug vopoug Twy Bewv, de
otnpiletal motepo o pLa ko avtiAnyn evog aypadou dikaiou mapd o€ £va YeEVLIKO 000 Kol adnpnuévo aiobnua nepi Sitkatoouvng.
Oewpole mwe N avaloyia mou ekdpaletatl edw eivatl avaloyn e ekeivn mou tomoBeteital and tov Derrida 6tav anodopel to cwpa
TOU €VIKOU SLKALOU QIEVOVTL OTO CWUA TNG TANBUVTLKAC KAl amelpng, Sikatoocluvneg®. Xwpig apdiBolia, n dikatoclvn Bpioketal edw
€vTeLBev TNC SLATUTIWONG KATIOLOU AEKTLKOU OXNUATOG, KAmolag voppag. M’ auto ot Ogikol vopol, mote ev avadEpovtal pntd aAld
umovoouVvTal WG Secpol, WG OXETELG IOV €lval OPWG adUVATO va TEKUNPLWOOUV HE cadrVELX TTAVW OTO TIOALTLKO AVATTAPAOTATIKO
oxfAua tou AGyou, Xwpig va ekmécouv o autod. ETal, To Hovo mou emlnTtd n Avtlyovn, To Ldvo LECO UE TO omolo pag eykalel eivat
OXe80V HLO KPAUYH TIOU TTOLPVEL TO XAPAKT PO EVOG OAUOTOC, Ko KatevBuvon: To aipa, n ayann. To BERato edw elvat mwg 6 pLAdeL
yla éva cuvailoBnpa mou evtaooetal euBUG e€apxng LECA O€ £va TAALCLO TTOPALVECEWYV KAl EVTOAWYV Tou poimoBétetal e€apyng
TIAVW O€ €va OVTLOETIKO OXAUA OTIwE aUTO Tou KaAoU ) Tou KakoU motol. ‘OtL ovopdlel Beiko n Avtyovn Sev mpeEneL eniong va To
unepbePoupe pe pia Beokpatikol xapaktnpa, mpoceyylon: H npwida gival evielBev Twv BpnoKeUTIKWY TUTTWV Kal LAAEL TTEpAV
TWV TPO-KaBopLoPEVWVY NOKWY eVTOAWV. H aydmn ivatl n eAeuBepia amd to mMoALTIkd evaAAaypa tng ekdiknong®. BAémoupe AAAw-
OTE TIWCE TO LEPATELO TAOOETAL CLWTNAA aAAd euBEwc otnVv mAcupd Tou Kpgovta: OL Beoi ppdvTioav yla tn vikn, otoug vaolg Ba
npayuatwBel n ytoptn®’. AmevavTiag, n ayann eivol ekeivog o xwpog BeTikng e€aipeong, Sev elval T000 €vag vouocg — akopa Kal Oel-
KOG — 000 £vag adUvaTtog VOUOG, £VOG OVTL-VOUOG® amévavTl oTa VOULKAALOTLKA CUCTAATA TG TIOALTELOG KOl TOU LepaTelov Ttou &g
Aoyaplalovtal kav. Ev avtiBéaoel, To toxvov dikalo amattel: As Sikatovvtat 6Aol ot vekpol tnv idla tadn! H oAtk Aettoupyia tou
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and honour sworn justice of gods:
the city stands proud, but provides
no safe home for the rash,

fixed on a life of crime.

Let no such man share in my hearth,
nor in my sentiments,

the man who acts so! 33

So, the human is trapped without even realizing it. The first stasimon touches upon that exact issue. It’s a direct reference to
the violence of humans on earth and on creatures. It explains that the basis of the human force is all we define as the space of
representation, technology, language. The poet ties the human to these elements and refuses to set them free, he pins them
down, he makes them captive to the use of institutions and laws. In the second stasimon, he will repeat that the human deina
and the misery they bring with them, go a long way back in time.?* BBut Sophocles still does not directly question the moral
system reflecting the ancient sociopolitical balance, which is based on two types of people, the ypsipolis, the proud superior
citizen that respects the laws of the city, and the apolis, the lesser citizen who arrogantly disregards the laws. The poet puts
an ambiguous amount of weight on the aforementioned text, that will be revealed only through the drama. This is why the
first stasimon is a strategic field, a reductio ad absurdium, aimed at mentally and emotionally engaging spectators into the
plot, so that it can deliberately lead them to an impasse, and make them feel it to their core and be hurt by the contradiction
of their decision, and finally trying to resolve this tragic stalemate through the circumstance that guides them. The human
as an ypsipolis is and will be trapped into the deina, the tragedy. In the third stasimon the explanation is completed: Love is
what is hidden behind it all. Love is the god and love makes us stray from the laws that lead to entrapment and tragedy. And
the Chorus says: “And now | too am overcome and carried beyond the realm of loyalty and law, no longer able to hold back
my tears when | see Antigone being led toward the bridal chamber where she will sleep with Death”.*®

Remember: “Antigone” was written in 442-441BC. But when Sophocles invokes the laws of god through a woman, he is
no more based on a common apprehension of unwritten law than on a general and abstract sense of justice. We consider
the analogy expressed here to be similar to the one posed by Derrida, when he deconstructs the body of singular law in
juxtaposition to the body of the plural and infinite justice.?® Undoubtedly, justice is present here within the phrasing of
some form of expression, of some norm. This is why the divine laws are never explicitly stated. They are only implied as
bonds, as relations that are impossible to be clearly substantiated on the political representative figure of speech, without
falling within it. The only thing Antigone asks for, the only means through which she summons us, is almost a cry that turns
into a signal, a direction: Blood, love. It is certain that she is not talking about a feeling initially placed within a context of
guidelines and orders prepositioned on a contrasting pattern, such as that of the good or evil believer. We should also not
confuse what Antigone considers to be divine with a theocratic approach. The heroine goes beyond religious formalities and
preestablished moral commands. Love is liberation from the political alternation of revenge.?” After all, we see that the clergy
silently, but directly, takes Creon’s side: The gods made sure we won and the celebration will take place in the temples.?® On
the contrary, love is that space of positive exception, not as much a law — even divine — as a weak law, an anti-law®® across
the legalese systems of the state and the clergy that are not even taken into account. By contrast, the existing law demands:
Not all the deceased are entitled to the same burial! The political function of the law in Ancient Athens stipulates that the
heretics, those who commit suicide, and the traitors did not deserve to be buried in the city. In sight of that, Antigone poses
her one ontological principal: “He was not lost as a slave, but as a brother”?, which directly points to “I do not live to share
hate, but to share love”.*

Let us now sum up a few observations. In 442-441BC Sophocles invents a 16-year-old girl and makes her a heroine, by giving
her moral and mental superiority over the political class of male discourse. What could be more revolutionary than this stance
across the rigid structure of the ancient political world? We should not forget that the drama begins with placing us at the
point after the end of a civil war, where the city rises above the death of warriors, children, and brothers. It is a psychosocial
landscape full of fresh wounds and trauma. However, Antigone refuses to compromise, to settle, as this compromise will
perpetuate the vicious cycle of blood, a cycle produced within the political definitions of good and bad, of the good and the
bad citizen, legal frameworks and definitions pertinent to the terrorizing state that cancels out irrational ties and emotion.
Her stance then becomes an argument that tries to acquire proof over that same framework, within the unfolding of the
system that establishes its power and will be revealed as a space of violence and hate. And then a new cycle of death begins.
Therefore, Antigone is apolis and seemingly negative: But the most negative element in this case is not the discourse, but the
“passion” deriving from a relation, an emotion. It disrupts the city, because the emotion and the relation she is defending lie
on a circumstance outside the city. Nevertheless, in the play we do not hastily reach catharsis: In the end, Creon will have
to grieve his relatives that committed suicide, his own blood, and, surrendered to the higher power of love and emotion, he

Ll
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vopou otnv apyaio ABriva opilel Twe oL LEpOGUAOL OL AUTOXELPEG KAl OL TtPoSOTEG Sev elxav Sikalwua tadng TNV MOAN. ATEVAVTL O
QUTO N AvTlyovn emtdcoel AoLmov tn 8Lk thg ovtoloyikr apxn: «Mati Sgv xabnke wg So0UA0C, aAAd wg adepdOc»*® Tou mapaméUmeL
euBela oto «0OUToL cLUVEXBELY, AANG CUUDLAETY EDuvn,

Juvoilou e KOL CUYKEVTPWVYOUE KATIOLEG TAPATNPNOELG: To 442-441 m.X. ooV 0 20doKANG eTvoel pia koméAa Seka €L xpovwy
yla va Ty Kavel npwida divovtag tng nOwkn kat PuxLKA UTEPOXH AMEVAVTL 6TNV TOALTIKA TAEN Tou avdpikol Adyou. TL Lo enava-
OTOTLKO OTTO AUTH TN 0TAGCH TIOU OTEKETOL AVTIKPU TNG OKANPAG SLATAENG TOU apXalou TTOALTLKOU KOGOU; AgV TPETEL VA EEXVALE TTWG
To Spapa Eeklvd TomoBeTWVTOC LaG aKPLBWG 0TO onuelo ou HOALS €XeL TEAELWOEL £vag endUALOC Kal N TIOAN uPWVETAL avAUESa
oToV BAVATO TWV MOAEULOTWY, TWV TALSLWV Kol Twv adepdwv. NMPOKeLTaL yLo Eval PUXOKOLVWVLKO TOTILO YEUATO VWTIEC TTANYEG Kall
Tpavpata: amevavtiog n Avtiyovn apveitat éva cupupLBacuo, pla ekexelpia, kabwg ekeivog o cupBLBacuog Slatwvilel tov dpavio
KUKAO TOU aipatog, £vav KUKAO TToU TTapAyETAL LECA TOUG TIOALTIKOUC OPLOLOUC TOU KAAOU KAl TOU KOKOU, TOU EUTIOALTN KOlL TOU O~
Aitn, vouuka mAaiota kat kaBoplopoi mou apopolv To KPATOC TOU TPOHOU TTOU AmoSLWYXVEL Toug dhoyoug SeapoUc, tn cuykivhon. H
0oTAOoN TNG YiveTal TOTE éva eTuXElpnLA TTOU ETLXELPEL pLa amtdSelén mAvw o€ auTo to (8Lo mMAaioLo, péoa otnv ekdimAwon Tou (6lou
TOU CUCTHHATOG TToU KaBlepwvel Thv e€ouaia tou mou Ba pavepwBel wg xwpog tng Blag kat tou picouc. Etol Eekvael Aowmov €vag
VEOC KUKAOC vekpwV. Q¢ €k TOUTOU, N AvTlydvn OUWCE gival AmoALg Kat GavopevIKA apvntikn: To To apvntiko BERata og autrv TNV
nepinmtwon &ev elvatl o AOyog aAAd To «TtaBog» Tou POoEPXETAL ATIO Evayv SEOUO, Lo CUYKIVNON. ALATAPACCEL TNV TTOAN yLaTi N GUYKi-
vnaon kat ot deopol mou unepaomiletal, KETOVTaL 08 Pla KATACTACH EKTOG TNG TOANG. 2T0 £pyo BEPRata be Blalopaote va €pBoupe
otnv kdBapon: To Spdpa mAEkeTal otabepd Kat n Lotopia, (o xpovog mou Aéyel pntd o 2odokAn¢) Ba poptuprost to adlé€odo. Ito
T€NoG 0 Kpéovtag B’ avaykaoTel va BpnvioeL TOUG QUTOXELPESG OUYYEVELG TOU, To alpa tou, anodiSovtag mapadopévog oTny avwTepn
SUvapun Tou £pwTa KAl TNG GUYKIVNONG OAEG TIC aviepeg TIUEG, £€w amo TNV LoV KABe TuTLKOU.

Twpa, mavw o 6ca A& MpoavayysiAape, LMOPOULE va EMEKTOOOUE TILO LOKPLA TIAVW OE ULOL OELPA ATIO €VVOLEC TTOU Slatapdo-
OOVTOL L€ CUVETIELQ:

A. OLABnvaiol (cTtoug omoiloug Seixvetal n mapdotacn) sivatl anoAuta eAelBepot va BeoTilouv TOUG VOLOUC TOUC — XWPIG TLC yuvail-
KEG — OHWG N AvTlyovn mapafailvel TOV TEPLOPLOUO Kol TTAPAKOUEL TIG EVTOAEG Kal TiG Statdelg mou Beomilouv oL Avipes. Auth n
anodaon TNV LETATPETEL 0 £XBpO TNG OANG. Mpodkettat Befaiwg yla pia mpdatn SItTA: amo tn pia MAeupd apveltal tn Bewpnon
™G yuvatkelog puong wg urntodeéotepng, amod tnv AAAN pia tétota Stekdiknon pnopei va emiteAeotel LOVO HEoa amo TV KATaAuon
Tou status tng mMOANG. To ovToAoyLko atolxeio BplokeTal oTn BACN TNG MOALTIKNG TNG OUYKpouaonc. H yuvaika sival mépav tng moAng,
€Kelvng TTOU TNV UTOBABLOE, TTOU TNV EKAVE UTIOXELPLO TWV AVEPLKWY AOYWV.

B. H oUykpouon avapeoa otn Sikatoouvn Kal To Sikalo cuoXeTilel kot Staxwpilel To CwHO ATO TOV VOUO Kal akopa ta media twy
OUYKLWVNOEWV ATIO QUTA TWV oUVALOONUATWV. AgV VAL ATOTO VA IOV LE TWE AUTOG 0 SLAXWPLOUOG CUVTEAEITAL TTAVW OTNV EMILKPATELA
Tou Sikailou amévavtl 6to aiodnua tng dikatoouvng. Emkadolpat edw tov Benjamin aAAd kat tov Derrida mou tov avaAuet: H dukat-
ooUlvn, 0 ATLACTOC XAPOKTHPAC TNG, Ba meL mwG elval e€0plotn amnd to dikato. H Sikatoouvn eival Bgikn o Sikalo eival avBpwrivo,
T0o O€iKO €lval AMPOCUETPNTO, KAl YU OUTO AVUTIOAOYLOTO, UTTOPEL AOLTIOV VOl GUCKETL{ETAL UE TO UTIEPPATIKO aloBnpa TnG avBpwrt-
VNG ouykivnong. Amevavtiog to cuvaiocBnua Baciletal kat yU autd eykAwpiletal otov NnOLkomAacTtikd Adyo tng moAnG. Mapapével
£TOL N XELPAYWYNTLKN TPAKTLKA TOU cwpatoC. H ouykivnon otnpiletal oe Babeic avBpwmivoug Seopolg evw To cuvaioBnua givatl
embavelako, kabopiletal amnod Toug LNXAVIOUOUG TNG MapAcTacng, Tou Adyou: elvat kaBeén*!, mapdotacn Tou CWHATOG KABWG
popdormoleltal oTnV amodox TOU TIOALTLIKO - KOWWVLKOU AOYOU, TWV KOWVWVLKOTIOALTLKWY SES0UEVWV — TWV OXECEWV. ZUPbWVOULE
Aoumov pe tn Luce Irigaray otav Bewpel mw¢ n cuykpOTNoN TNG EMAVAOTATIKAG SUvVOUNG TNG NPwidag Baaoiletal o€ ekeivo To 6O€vog
TIOU TIOPAUEVEL EKTOG TNG TTOALTLKAG odaipag Kal BepeALWVETAL LECO OTNV UTIEPACTILON ULAG CWHATIKOTNTAG IOV — avTiBeTa e OTL
umootnpilel o Hegel — eival mVEUHATLKY KOL EMOUEVWE UTTOPEL V' AVTLIOTEKETAL ATEVAVTL OE OLUTOV TOV NYELOVLKO, TOTPLOPXLKO 0pBo-
Aoylopo mou emBupel va tnv adouolwoel*?. JUVENWG, ekelvo To Sikalo mou otnpiletal 0To cuvaiodnua elval Le Yla KATaXpnoTLKN
€vvola avBpwrvo emeldn mepBAAAEL KaL TTEPIKAELEL OKOUA TIEPLOGOTEPO TOV AVOPWTIO, AVATIOPLOTWVTOG T TIEMEPACUEVA OPLA TNG
BvntotnTag Tou, Kavovtag Tov Bvntd, amovekpwvovTag TNV autovouia tou. H lopunvn cuvatcOdvetal, n Avtiydvn Ouws cuyKLVeital.

Towg pavtdalel Atomo, OPWG AUTO TIou AEEL N AvTlydvn glval ammAo, av kal «Beiko», elval yRwo- Aéel: AG ANOOUUE ETUTEAOUG yLa
amAd kot aAnBwa mpayuata. Ag Eavamidcoupe Tn por] Tou Slaypovikol KATW armd To KUpa Tou edbruepou. Kat eprjpepn elvat n
MoAN: «ylati Sev givat o Alag mou pou ta "xe autd kupngew. Eival adopun va avaloylotolpe 6w mdoa MOALTIKA KvApata KivAon-
Kav amod pn MOALTIKA opapata. Tt eival n dtkatoolvn, OGO TOALTIKH Umopel va elvat av Sgv elvat evteUBEV TNG TOALTIKAG, AmévavTl
oto Sikato- TLelvaln eAeuBepia kal n autovopia av dev ivat amévavtl 0ToV MOALTELAKO AOY0, ATEVAVTL GTNV ETILROAN KOL TOV VOLO;
Kat tL givat o atwviog vopog av 0xL 0 VOUOG Tou owpatog; Av n Avtyovn ekdpdlet kat ekdppdletal SnAadn péoa otig Sladikaoieg
ToU Bprvou, AUTO UTOPEL VOL TO KAVEL LOVO HECA ATTIO TO OEBACHO TOU YUVOLKELOU CWHATOG KL TTPpWTA art’ OAd LEoa amd To SLKO TNG
OWUQ, QUTO TOU €lval To To Bacaviopévo. Nati o BpAvog Keltal 0To cwpa: «yAUKOG yLa Héva Ba 'vat, oav Ba to kduw, o Bdavatog
poadi tou, o” ayannuévov mAdL ayannuévn Ba keitopal». EvioUTtolg, VOO TOU CWHATOG ival £vag AppnTtog XWpeog, Elval n eKTiUnon
g embupiag, TNG oX€ong ULag ETEPOTNTAG, TOU AAoyou SLadpdpou TG emkowwviag, TnG por mpog tov dAAov. AVTIBETWG n ama-
YOPEUGN TIOU £PYETOL E6W W TATPLAPXLIKOG dpayUdc eival o un oeBACUOG, N apvnon OAwv 0owv LoxUoUV G€ AUTO TTou opBwveTal
OXL WG eTEPOTNTA AAAG WG EEvo- AeL 0 KpéovTag: «kat TOAUNOEC (0, pia yuvaika) Aotmov va mapaBeig to vouo;» Kat n Avtiyovn:
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will pay all unsacred tributes, outside the force of any formality.

Now, considering what we already mentioned, we can further elaborate on a series of concepts that are consistently disrupted:

A. The Athenians (to whom the play is shown to) are absolutely free to set their own laws — without the women — but
Antigone transgresses this limitation and defies orders and provisions established by men. This decision makes her an enemy
of the city. Of course, this is a dual action: on the one hand, she refuses to accept that female nature is inferior, and on the
other hand, such a claim can only be pursued through the abolishment of the city status. The ontological element lies on
the basis of her political conflict. The woman goes beyond the city that diminished her and made her a stooge for the male
discourse.

B. The conflict between justice and law associates and separates the body from the law, and even the space of emotion
and that of feelings. We could say that this separation takes place on the prevalence of law over the sense of justice. | will
now refer to Benjamin, as analyzed by Derrida: Justice, with its fleeting nature, means that it is exiled from the law. Justice is
divine and law is human. The divine is countless, and thus uncountable, so it can be associated with the transcendental sense
of human emotion. On the contrary, feelings are based on —and trapped within — the ethical discourse of the city. And thus
remains the manipulative practice of the body. Emotion is based on deep human ties, while feeling is superficial, it is defined
by the mechanisms of presentation, of discourse; it is cathexis*, a presentation of the body being formed to accept the
sociopolitical discourse, the sociopolitical facts and relations. We agree with Luce Irigaray, when she says that the formation
of the revolutionary force of the heroine is based on that grit that stays out of the political sphere and is established within
the defense of a certain physicality that — in contrast to what Hegel argues — is intellectual and can therefore stand up to
that hegemonic patriarchal rationalism that tries to absorb it . As a result, the law that is based on feelings is human in an
excessive sense, because it encircles and encloses the human even more, representing the finite limits of their mortality,
making them mortal, deadening their autonomy. Ismene feels, but Antigone experiences emotion.

It may seem absurd, but what Antigone says is simple. Though “divine”, it is earthly. She says: Let us finally talk about simple
and real things. Let us go back to the flow of the timeless under the wave of the ephemeral. And the City is ephemeral:
“Because it’s not Zeus that declared that”. It is a chance to contemplate how many political movements were instigated by
non-political visions. What is justice? How political can it be if it not outside politics, across from the law? What is freedom
and autonomy if not across from the discourse of the state, across from enforcement and law? And what is the eternal law, if
not the law of the body? If Antigone expresses herself through the process of grief, she can only do that through the respect
for the female body and mainly through her own body, the most tortured one. Because grief lays within the body: “Death
will be sweet to me, when | do it. | will lie loved next to my loved one”. However, the law of the body is an implicit space, it is
the estimation of desire, of the relation with an otherness, of the irrational channel of communication, of the flow towards
the other. On the contrary, the prohibition posing as a patriarchal hindrance is the lack of respect, the denial of everything
that is true to what stands not as otherness, but as foreign. Creon says: “Yet you dared (you, a woman) ignore those laws?”
And Antigone says: “Zeus did not command these things, nor did Justice, who dwells with the gods below, ordain such laws
for men...”** And this is of course accompanied by the creeping — implicit but clear —invocation to the divine that lies beyond
juridical and state measures: How can you judge me? On what grounds? You are not a god. The Justice she invokes is not the
law. It is the justice that lies beyond life, in the underworld of death. But who exiled it there? The law, of course. And then
the political heroism: “And | confess and | do not deny that | didn't do it”. And then: “I knew it, how could | not? It was known
to all (what orders you had given)”.** TThis leads to the imposed imperative, the first principle of power being repeatedly
corroborated on its use or abuse, on the violent submission of the body,*® of the entrapped body: “So kill me, what else do
you want?”,* because your world, the world of law, has death as its first prerequisite and the production of death is the
only thing you can and know how to do. And as the arrogance and cynicism of power is revealed, it confirms that: “If | have
that (death), | have everything”.*® The relation of power is therefore an anti-relation —it’s the amputation of life, it is, in fact,
death. The law is the Death. Creon, as well as Antigone and the people that empathize with her (like Haemon), have lost
from the start. And we all have lost.

The issue of the foundations of judgement is very important. Creon, as well as the spectators, whom Sophocles does not wish
to bail out, but pretends to consent with them on the mentality of their obedience and their respect for the law so that he
traps them, need to go all the way to the results of the law they accept, of their own law. Relating to Creon, they follow him
to the revelation that causes pity, mainly for their own selves —ourselves. To understand Antigone’s pattern, Creon, restricted
by roles, those stipulated by the juridical, governing discourse, has to experience the whole route of violence that he has
internalized and needs to exercise, which will lead him to the tragic catharsis. This catharsis will be overflowing with pain and
the blood of his loved ones that commit suicide. His debt to defend the existing law in force is fragmented in front of the abyss
of a different reality that is being revealed: Creon and the spectators are led to the results of their decisions, which are based
on the implementation of legal systems and become cages and reveal human bodies. The power and violence of the finite
law against the infinite justice highlights the deep substance of the latter. That substance emerging as a representation of the
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«Nat yLati dev jtav o Alag Tou Hou Ta ‘X auTtd KNpUEEL, OUTE N CUYKATOLKN UE Toug Beou¢ Tou Katw koopou, n Alkn, autolg Toug
VOUOUC LLEG 0TOUG avBpwIoug OpLoe-...»* mou cuvodeletal aohaAwg amnod tnv udépmnouoa, appntn aAld cadn enikAnon oto Belo
TIOU BPLOKETAL TTEPA TWV SLKAVIKWYV - TTOALTELAKWVY LETPWV: MWE UE KPIVELG, PE TL LETPA; Agv eloal Bedc. H Aikn mou emikaAeital dgv
umtepaoTiileTal eMopéVwe To Sikato aAAd Tn dikatoolvn — auThv Tou Bploketat mEpav tn¢ {wNG, 0TOV KATW KOGUO Tou BavdaTtou.
Motog dpwe tnv e€dpucoe ekel; Ma to Sikato. Kot amévavtl oe auTo 0 TIOALTIKOC NpWwIiopoC: «Kat opoloyw Kat StoAou Sev apvoupat
nwg eV To ‘Kopa» kal Alyo LeTa «To A&epa, MwG va 1n; IVwoTto Atav o’ 6Aoug.»* (doa eixeg mpootagel) mou odnyet oto emiBeBAn-
UEVO TPOTAYHA, TNV PWTN apxh TG e€ouciag MoU TEKUNPLWVETAL ava Kot Eava Mavw aThn xprnon A tnv kataxpnon, othv Blatn
KaBumoTtagn Tou cWUATOC*, Tou eyKAWPLOUEVOU CWHATOG: «IKOTWOE HE AoLrmoy, B¢ timot aAlo;»*8, ylati o KOGUOC 00U, EKEIVOG
Tou Sikaiou €xeL To Bavarto wg mpwtn Mpolnobeon yU' auto n mapaywyr Bavatou eival To LOVO TTOU UMOPELS KAl EEPELG va KAVELC.
Katwn alagoveia kat pali n kuvikotnta tng e€ovoiag, kabwg amokaAumnrtetal to emBefatwvel: Exw autd (tov Bavarto) 6Aa ta Exw»*.
H ox€on tng e€ovaiag eival cuvenwg pLa avtioxéon — elval o akpwTnPLAcpog g Lwng, eival otnv oucia o Odvatoc. O vopog sivat
0 Oavartoc. Toco o Kpéovtag, 600 Kal n Avtlyovn, 0G0 Kal TO TPOCWITA ToU TNV cupuepilovtal (0nmwg o Atavtag) eival €€’ apxng
XOopEVoL. Kal elpacte 6AoL xapévol.

To epwtnua twv Bepeiwv tng Kplong givat Aotrdv Mol onuavtiko. O Kpéovtog omwe Kat ot Beatég Toug omoioug o TodokAng &g
B€AeL va Toug YALlTwoeL aAAd amevavtiag ouvVaLvelL UTTOKPLTLKA pall TOuG, 0T VOOTPOTIia TNG UTIOKONG TOUG KAl 0ToV 0gBacpd Tou
VOLOU yLa va TOUG TTayLSEPEL, TTPETEL VO TTEPACOUV OAN TNV SLadpopn TWV AMOTEAECUATWY TOU SLKAlou TToU guvalvolyv, Tou SLkol
toug Sikaiou. Tautilopevol pe tov Kpéovta odnyouvtal poli tou otnv anokaAupn o’ érou amodidetal o oiktog, €vag oiktog mou
OTPEDETAL TIPWTAPXLKA TIPOG TOV EAUTO TOUG — TOV €AUTO MaG. Ma va KATAVONOEL TO oxXAUa TG Avtlyovng o Kpéovtag, S£0UL0G Twv
POAWV, eKelva TTOU uTtayopeVEL 0 SIKAVIKOC EE0UCLACTIKOC AOYOG, lval avaykaopévog va Blwaet OAn tn dtadpoun g Bilag mou €xel
E0WTEPLKEVOEL KOL TIPETEL V' AlOKNOEL, KEivn TIou Ba Tov 08nynoeL otnv tpayLkr kabapaon. Auth n k&Bapon Ba eivat Boutnyuévn
UETQ OTOV TOVO, LECA OTA ALULATA TNG AUTOXELPLOG TWV AyaTtNEVWY TOU. To XPEOG TOU VA UTIEPOCTILOTEL AUTO TTOU LOXVEL (€XEL LOYXU)
KATAKEPUATIIETAL UTTPOC OTNV ABUCCO ULAC GAANG TTPAYHATLKOTNTAG Ttou amokaAumntetat: O Kpéovtag omwe kat ot Osatég odnyouvtal
OTO OMOTEAECUOTA TWV OTOPACEWV TOUG, TTOU 0TNPL{OVTAL TTAVW 0TNV EPAPLOYH TWV VOULKWY CUCTNUATWY, AUTA TToU yivovTtol KEAL,
amokaAuntovtag avBpwrniva ntwpata. H e€ouoia, n Bla tou menepacpévou dikaiou amévavtl oTny anépavin dikatoouvn pavepw-
vel Tnv Babutatn oucia NG, EKElvn TTOU AMOCTIATAL WG OVATIAPACTACNH OO TOV KOGKO, AAAOLWVOVTAG TO TEPLEXOUEVO TOU yLa VAl
TOV TOAWOEL OTLG SLKEC TNC OKOTILUOTNTEG, 0TOUG SIKOUG TNG 0TEVOUG TIEPLOPLOUOUC, aKPpwTNPLAlovTaC Tov. To AmoTEAECHA TNG Elval
niavta n Bla eni tou Lwvtavou, n Bila emi TWV CWHATWY KoL TWV OXECEWV TIOU TIPETEL VA SLKTUWBOO UV Kat va ToAwBoUv KATw amno To
Voo, n Bla emi tou BlodoylkoU umooTpwHATOG Ttou odnyeitat atnv avumapéia. Etol o dOPog LETATPEMETAL, CUYKOAUTITETAL, YIVETaL
0 TIPOYHATLKOG VOLOG, 0 $OB0C-vOuUOG Ttou Bavatwvel oUTtws | GAAWG. H Avtiyovn Ba tov ovopdoeL 6To GUUPBOUALO TWV YEPOVTWY,
OTOV XOPO TOU HaG TIEPLEXEL OAOUG, AUTOG TTOU EXEL SEUEVA T OTOUATA TOU KATW artd To Gpofo. Mavw o€ AUTO OUWE ATOKAAUTITETAL
N avaodalela Kal To ebrjepo Tou Stkalou, N TeEXVLKA Tou pUoN we eKEVO TO CWHA TIOU MLINTA TN SLopKnA EMLKUPWON, TN lapkn
Tou enavapBeBaiwaon, mopaAMEUTOVTAC TTAVTA EEWTEPLKA AUTOU OE OTL €ival aKLVNTOMOLNUEVO OTO ypdppa, othv aAndwr tou ¢duon,
™ Bla. H avaoddAeia tou Sikaiou emilntetl mavta to ¢o6Bo tou Sikaiou.

Avavtippnta, auto mou amokaAUTTeL N Avtiydvn gival ol avtidpdoelg Tng {wng Tou SUTIKOU TIOALTLIOHOU, O OLUATNPOG VOULKOG TOU
KUKAOGC, N LAaAAoV To KUpLo StakUBeupa, o KUPLOG OpoG KAOE MOALTIONOU: YTIAPXEL L TTOPELX CUVETELAG OTNV AVTLYOVN, CUVETIELQ
TIOU CUVSEETOL EYUOVIKA e TO BAvaTto: «elpat Adn mebBapevn», «eyw, £xw armd kapo nebave»*®. H eppovr) tng Avtyovng 8 Ssiyvel
tinmot’ dAAo amd tov pavpo KUKAo tou Bavdtou, oxL Tov Blodoytkd aAN autodv mou kabopiletal amo ta telyn tng moAng, tng e€ouaia
TNG MAVW 0TOoUC avBpwroug.

To «Mpog TV KpLTKA TNG Blag» Tou Benjamin umopel va mapdyel 6w xpriotpa ovtohoykd oxnuata: Evtatba to dikalo cuvdéetal
kate€oxnv pe t Bia. Yrapyel n Ospedwtikn Bia, exkelvn mou Bepelwvel To KPATOG Tou Sikaiou, Kat n cuvtnpntiknA Bila, ekeivn mou
ouvtnpeito Sikato. TLelval WG To SLKALO av OXLTO LOVTEAO CUCTAONG MLOG AMOAUTNG KupLapxlag mou kpuBettnv avaAnyn tng Blag,
To Sikalwpa otn {wn Kat oto Bavato; N avtd, to Sikalo Ba eivat mavta anodopunonpo, 6mwe Ba et o Derrida, n Stkatoolvn dUWG
oxLl- H Stkatoolivn eivat avtiBétwe n SUvapn g amodopnong mou nEPTEL TAVW 0TOo §iKALo, AUTH TTOU XpNoLuomoLel n Avtyovn. Otav
0 Benjamin opwg avtunapabétet tn Ogikn Bla pe tn pubikn Bla, tTn cuoxetilel mapanépa e TNV EPUNVELX TNG YAWooAG. To KAKO IOV
TapAyetaL pe tn Bepellwtikn Bla, TNV mpwtn MPAEN HLOG KUPLAPXNONG, AVOTTOPAYETAL e To Sikalo mou T cuvtnpel, odnywvtag
£10L TN yYAwooa otnv ntwon. O kavovag kat n e€ovoia mou Bétet to vopo, tn Staopalilet. H ydwoooa £€xeL Aotmov SUo SLaoTdoeLg, Th
Belkn yYAwood - w¢ apxEyovo oXNUa TG ovopatodoaoiag, wg AUESN OXECN LE TO VAL TWY OVTWYV, WOTOCO TO TPOTIATOPLKO AUAPTAHA
(n Bla) 0ényel Tn yYA\wooa TNV avanapdotoon mou yivetal €ToL o0 kaBodnynting tou apvnTikol, Tou KakoU. To dikatlo eivat Aotmov
UECONOPAOELS, AVATIAPACTATELS, GOAVEPWVEL TNV MTWON OITd TV AUECOTNTA TWV TIPAYUATWY, TV aAloiwon, tn dtactpodr, To oxioua,
TN LETAAAQEN. ZoUE o€ €vav KOOMO SLapKoUg LeETAAAAENG amd tn Bla Tou Sdikaiou mou avamaplotad yia va Staotpédel, 0dnywvtag
TOL OVTO OTNV MTWON, 0To £AAelpa, otn duotuyia. Kabe petddpacn MopaAmMEUEL O KATL AAAO TEPQA OO TNV EVIKOTNTA TOU OVTOG,
Slaitepa Otav ekeivn €XEL EKTIECEL OTN OKOTILLOTNTA, S1ATAPACCOVTOC TNV AHECOTNTA TOU OVTOC, aTpédovTtag th SUvVapn Tou Tpog
TNV EMUKPATELA TOU NYEUOVA. TNV amodopnon AoLmov, wg «Tnv eL8LKN eunelpia tou aduvatou»®®, ekelvou Tou de Unopet va cuvtele-
otel otnV yYAwooa, cuvtelei n Avtiydvn. N autd o Adyog TG elval TwyOC — ELUOVLKOG, AAAA KAl cUYKLVNOLaKA Babuc. Qotdoo bev
amavtdel otov Kpéovta. H ocuykivnon &g Bpiokel Aoyila. Aget avamodeilkta: eyw akoAouvBw oOtL pou tdfav’ ot Beol amévavtt og OTL



SPHINX 2021
world, warping its content, and polarizing it for its own purposiveness, for its own narrow limitations, and thus amputating it.
Its result is always violence on what is living, violence on bodies and relations that need to be connected and polarized under
the law, violence on the biological background that is led to oblivion. And the fear transforms, it is covered up and becomes
the real law, the fearful law that kills anyway. Antigone will bring it up at the Council of the Elders and to the Chorus, which
includes us all and keep their mouths shut because of this fear. But this is how the insecurity and ephemerality of the law is
revealed, its technical nature as a body constantly longing for validation, for confirmation, always pointing outside, to anything
thatis stranded on the letter of the law, on its true nature, violence. The insecurity of the law always seeks the fear of the law.

Undoubtedly, Antigone reveals the contrasts of life in the Western Culture, in this bloody legal cycle, or rather its main stakes,
the main requirement of each culture: There is a course of consistency in “Antigone”, which is obsessively linked to death.
“I am already dead”, “I died a long time ago”.*® Antigone’s obsession showcases the dark cycle of death, not biological death,
but the death defined by the city walls and the power of the city on the people.

P

Benjamin’s “Toward the Critique of Violence” can provide us with useful ontological patterns: In it, the law is inextricably
connected to violence. There’s law-making violence, which establishes the rule of law, and law-preserving violence, which
sustains the law. But what is the law, if not a model for imposing absolute dominance and hiding the exercise of violence,
the right to life and death? This is why the law will always be deconstructible, as Derrida will say, while justice is not. Justice
is the power of deconstruction falling upon the law, and this is what Antigone uses. But when Benjamin juxtaposes divine
violence with mythical violence, he further associates it with the interpretation of language. The evil caused by the law-
making violence, the first action of domination, is reproduced through the law that sustains it, and thus leads language to its
demise. The rule and the power establishing the law, however, ensure it. Language has two dimensions, the divine language
—as a primordial form of nomenclature, as a direct link to the existence of beings — but the original sin (the violence) leads
the language to the representation of the negative, of the evil. The law is a set of compromises, representations, it shows
the fall from the immediacy of things, the distortion and perversion of things, the schism, the mutation. We live in a world of
constant mutation from the violence of the law that represents to distort, leading beings to their fall, to scarcity, to misery.
Each interpretation and representation points to something else beyond the singularity of the being, especially when it has
been reduced to its purposiveness, disrupting the immediacy of the being, turning its force towards the domination of the
hegemon. Antigone achieves this deconstruction as the “specific experience of the impossible”,*° of that which cannot be
achieved within the language. This is why her language is poor — obsessive and emotionally deep. But she does not respond to
Creon. The emotion cannot find the words. She unprovenly says: “I follow what the gods promised me”, against the very clear
German word “Gewalt”, which does not separate law from the violence that exercises legal dominance, the legal authority.
Violence and authority. This is exactly why Antigone represents this deconstruction without verbal justification, and only as a
reference to the non-verbal core of the being, the divine element, indicating the limitations of the verbal action. Consequently,
what Antigone achieves, is not some kind of nihilism, but “the responsibility of a boundary that cannot be measured”.!
This unmeasurable aspect cannot be ascertained through concepts. The divine concept goes against any other concept, it
deconstructs every definition, even the one produced by the semiotic process within language. The concept of justice, such
as the concept of infinity, is a scandal for language, as it is unmeasurable. In this dimension of conceptual asymmetry, since
we cannot understand the “other”, what lays outside this realm, we run the risk of being unfair, when implementing the
law. In this context, the argument is valid, and it is not contradictory to say that the law is always unfair and therefore in our
societies — as we constantly witness — it is always negotiable in time and space.

C. Undoubtedly, the final thing at stake, the core of the feud and the battle, is the human body.>? The human body is
that material stock of energy for the city and turns its constant shift to its final cause (as Aristotle would say). And the political
discourse, as every discourse and every law, has the body as its beginning and as its ending. Antigone covers this human
body with her care and pays tribute to it. Then, she takes it from the hands of the authorities and brings it back to this all-
human relation, to this pre-political relation. This way, she tries to find the real relation, its dimension outside politics, the
external bonds that tie us to being. Antigone brings to politics what it rejects, what has been deleted, as it does not serve
it, the inexistent and indifferent body, which is easy prey for vultures and dogs. But she takes care of the body — the body
of her brother in this instance — as that irreplaceable boundary of life. The body, however, is not only defined by material
relations —there are spectral, imperceptible movements, invisible bonds.>®* The brother exists, even though he is dead. These
connections are memories, not past memories, present memories, and constant emotions autonomously spewing inside
the body and beyond it, giving it to the world and coexistence. As a result, the body exists beyond any kind of composition,
not as separate matter, but as a dynamic relation. It is the most fundamental existence, and no external death can befall this
body, as long as it keeps its bonds. But if human feud and need for power scathe these bonds and their dynamic flows, when
its material albeit spectral movements are canceled, when its autonomous and incomprehensible journeys are abolished,
then the body suddenly collapses. This is another explanation that there is nothing more political than defending the bonds
of the body, as power tries to cut off these bonds, as a prerequisite for its own existence. This is why Antigone openly claims
this body at the superior and more central political level, at the level of the anax. And since she is talking about a body, this
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OTO YEPUOVLKA TtapaTtEUTIEL TIOAL EekaBapa to Gewalt, To omoio dev Eexwpilel o Sikato kaltn Bla mou ackel TNV ek vOUOU Kuplapxla,
™ vouun dnhadn avBevtia. Bia kat kpdtog Befaiwg. Auth akplBwc eivat n attia mou n Avtlydvn cuvaptatal wg amodopnon xwpeig
AeKkTIKN SIKALOAOYNON MAPA HLOVO WG TAPATIOUTI OTO KN AEKTLKO TIUPHVA TOU OVTOG, TO Begiko, SelkvUovTag Ta OpLa TNG AEKTLKNG
MPAENG. EMopévwg, auto mou cuVTeAEL n AvTtlyovn, Sev elval KATOLOG UNSEVIOUOG aAAd amevavTiag «n eubuvn evog oplou mou Sev
elvat urtohoyiotpo»®°. Autd to un umtoAoyioLpo & StamoTwvetal e £Vvole. H évvola Beiko avtifaivel o OAeG TIG EVVoLeC, amoSopel
KAOe MPOCSLOPLOUO AKOUA KOL AUTOV TIOU TTAPAYEL N ONUELWTLKA dtadikaoia otn yAwaooa. H évvola tng dikatoouvng, OMwE KoL Tou
anelpou eivat éva okavdalo yla tov Adyo - SnAadn avumoloyloth. Kat’ autiv tn Slactacn TG VONUOTIKAG 00CUUETplaG, EMELSN
okpLBwG & UMOPOUUE VA KOTAVONGOUUE TO AAAO, auTd oL eival ekTdc, kKivduveloupe epapuolovtag to dikalo va eipoaote adLkol.
Y€ aUTO TO TTAALOLO gival armoSeKTOC O LOXUPLOUOC Kal Sev elvat avtidaon va Mol e mwe To dikato givat mavta adiko, kat yU' auto
OUVETIWG OTLG KOWWVIEG LOG — OTIWG CUVEXWE TO SLATILOTWVYOULE — XPOVLKA KaL TOTILKA, CUVEXWGE SLATPAYUATEVUCLUO.

I. AvapdLBoAwg, To teAlko SlakVuBeupa, o upAvag Tng £pLdag Kat Thg Laxng elval to avBpwrivo cwpa’t. To avOpwrivo cwpa givat
€KelVo TO UALKOEVEPYELOKO amOBepa TNG TTOANG, EKELVO TTOU [LE TOV TPOTIO TNG KaBiotatal HeETABAAAOUEVO WG TO KATEEOXNV TEALKO
¢ aitio (mou Ba ‘Aeye 0 AploTtoTéANC). Kat o MOALTLKOG AOy0og, OTWE Kal KABe Adyog Kat kaBe vopog €xel w¢ adetTnpla Kot Kata-
Anén to cwpo. Auto To avOPWITVO CWHA EPXETAL N AVTLYOVN VA TO OKETIAOEL e T ppovTtida Tng, va Tou amodwaoel TIUEG. TOTE TO
anoomd anod Ta xépla tng eovaiag yla va to favadEpeL e auTr TNV TavavBpwrvn oXEon, TNV TPOTIOALTIKA ox€on. Me auTod tov
TPOTO YAXVEL TNV MPAYUATLKI OXEON, TNV EWMOALTIKI TNG S1ACTACN, TOUG ECWTEPLKOUE SEGUOUC TTOU pag cuvSéouy e To ivat. H
Avtilydvn d£pvel AoLrtdv oTNV TTOALTLK QUTO TTOU £(valL ATIOPPLITTED ATl AUTHY, AUTO Ttou €XeL Staypadel kabwg dev tnv unnpetel, to
avUTOPKTO Kol adlddopo cwia, EPUALO TWV OPVLWV KAl TWV OKUALWY. AVT’ auToU, TO CWHA, €V TIPOKELMEVW aUTO Tou adepdou Tng,
dpovtileTal wg EKEIVO TO AVAVTIKATACTATO 0pLo TNG {wNG. To CWHO 0pIlleETAL OPWG OO TIG OXECELG TOU ToU SV €ival OVO UALKEG —
gival pavtaopatikeg, wg adlopateg KWNoeLg, wg adldpatol Ssopoi®?. O adepdog uMApXEL TAPOTL VEKPOG. Eival pvrpeg, ekelvol ot
ouvSeopol, oxL mapeABouoeg aAAA TtapoUoeg Kal SLapKelg cUYKLIVAOELG TTou avaBAUIoUV QUTOVOUN HECO OTO CWHA KOl TTEPA ATt
QUTO, SLOXETEVOVTAG TO GTOV KOGHO Kol aThV cuVUTIaPEn. EMopévwe, mEpa amo Ti§ KaBe el60UC CUCTACELG UTTAPXEL TTPAYLLATIKA TO
oW, OXL WG amokoUpéVn VAN aAld wg Suvautkr oxéon. Timota Aotmov mio BActpo we UTIAPEN KAl CUVETTWE KAVEVAS EEWTEPLKOC
Bavartog &€ pnopel va mMAREEL AUTO TO oWHA, 000 EKEVO KpATAEL TOUG Se0UOUG Tou. Av OpwG N avBpwrivn £€pLda Kat n avaykn yla
LOXU, TPAUUOTIOOUV aUTOUC TOUG SECUOUC KAl TLG SUVOULKEG TOU PEUCELG, OTAV OL UALKEG KOL WOTOCO GOAVTIACUATIKEG TOU KIVAOELG,
oKUPpWBOOULV, dTaV OL AUTOVOUEC OO0 KAl 0KATAVONTES SLadpopEG Tou KatapynBouly, Tote aldvidia to cwpa katappéel. Etot e€nyeitat
Qo (Lo GAAN MTTUXA WG SEV UTIAPXEL TLITOTA TTLO TTOALTIKO OUTTO TNV UTIEPACTILON TWV SECUWYV TOU CWHATOG, KaBwe n e€ouoia emiyelpet
TNV AMOKOTI TWV SEGUWV TOU, W 0po TNG SLIKNAG TG UTIaPENG. T auTo Kat n Avtlyovn SLekSIKEL AUTO TO CWUO AVOLYTA OTO AVWTEPO
KOLL KEVTPLKOTEPO TOALTELAKO TTinEeSO, 0TO eminedo tou dvakta. Kat akptBwe emeldn LAAEL YLa CWHO, OLUTOV TOV OVTOAOYLKO TTUprva
Kal €pelopa tnG e€ouaiag, akpLBwG yU auto o Adyog Ttng Avtlydvng ival EekaBapa TOALTIKOG,

A. EpXOUEVN QVTIHETWTIN UE EKEIVO TOV £yyU TTOAO TOU €aUTOU TNG, N AvTlyovn wg Yuyikn TautdtnTa, Slepeuva Kal maAL Thv ousia
TOU POOWTILKOU TNG BavATOU O 0XECN LUE OTL CUVLOTA TO CWUA TNG, OUWE O TIPOPRANUATIOUOG LETATOTILIETOL TTAVW OE LA VEQ TITUXN:
ESw N TAUTOTNTA WG UALKK) KATAOTOON QUTOU TOU CWHATOG CUVAVTA Hla SLACTACN OVTOAOYLKN KAL TIVEUOTLKA TTOU ELOXWPEL ApECQ
0€ OTLEVTPUDEL EKELVO WC EPWTAC, WC YOVLUOTIOLNTLKA apxh, SnAadn wg apxn oUvdeong Kalyévvnong Twv oviwy. Kivduvelou e Opwg
va napeEnynBoupe: Ekeivo mou Bpnvel n Avtyovn eival autd mou AapBAvetal 6ToV XWPOo TNG YOVIHOTNTOG, OXL OPWC O EKELVO TO
TUTULKO TTAQLOLO LOG TTIOALTIKAG OPXNG TTAPAYWYIG amoyovwy aAAA o€ ekelvn TNV 8La TV oucia TNG SNULOUPYLKAG — LETOUCLWTLKNAG
— anedadLkomonTikAg apxng tng LTTAPENG, KL UTTAPENG TTOU LATALWVETAL 0TNV TEPIMTWON Tou S1KoU TNG AVEKTIARpWTOU £épwTta. To
pnvupa ival cadég: H e€ouotaotikn Bla KAVEL TO CWUA VA N YOVIUOTIOLEL aAnBvd, Tou oTePEL TN YovIUOTNTa, Thv $UCH TOU, KATL
TIOU QVTLOTOLXEL 0€ AUTO TO CUGTNUA TTOU Elval TEALKA 0 €AeyX0G TNG SpAanG Tou, TNG CUVOETIKNG SLAGTACNG TNG EVEPYELAG TOU (Va TL
glvat 6An n Avtiyovn), mou kaBopiletal, kateuBUveTAL KAl artoppodaTaL amd KAl LOVO TPOg TNV TaEn mou B£Tel To BactALlkd KEVTPO.
TO QVTLYOVLUOTIOLNTLKO — OVTLEPWTLKO AUTO KEVTPO, OTL KaBopilel TNV MOAN, KaBnAwveTal v TEAEL 6TO POAO TNG Blag Kal Tou Bavatou
Tou TiBeTal WG aflakd MPOTUTIO KAl GUVTEAECTLKI TNG oUVONKN UTIO TNV KaBodrynan tou nyepova: A€eL n Avtlyovn: «ZKOTWOE UE
Aowmov: B€Ael timot’ aAo;» kat o Kpéovtag amavtd: «Eyw; Ma tirnota. Exw auto, OAa ta Exw»*.

E. Q¢ ek TOUTOU, TO CWHA, VEKPO N LwVTavo, Xwpog e€aoknong tng £pldag, eivat eEaAAou to tedio NG oUYKPOUONG AVAUESA OTO LEPO
KalL TO aviepo, To BelkO Kat To aBeo: To ovtoloyko mebio cuaTaong TNG MOANG €lval EKEIVOG 0 UNXAVLIOUOG TTou ThV (Sla oTyun Kabie-
PWVELTO XA TNG LWAC WE LEPAG AVATIOPACTACNG, TIEPLOXN TTOU TAUTIETAL LE TRV TTEPLOXH SLOUOPPWONG TOU ATOULKOU — UKoV
niedlou, Tou xwpou ekelvou SnAadr 6mou eLoSVEL TO TPOUTIAPXOV KOWWVLKO-TIOALTLKO Slapopdwpa wg Adyog, we Soun Kal wg mpa-
&n, amaltwvTtog TI¢ L6LAloUCEG CUYKPOTNOELG TOU. EMopévwg, n oUyKpouaon yLo TO CwHA ival Héoa 0To cwia, ival pla cuykpouaon
Tov, OMwC eidape, EKTUAIOOETAL EVTOG TOU KOGULKOU XOpaKTAPa TOou Sikaiou, mapaméunovtag otnv dtdotoon avapeoa oto dikalo
KaL tn Stkatoouvn (MOALTIKO TTOAO), AapBdvovtag Tautoxpova BeoAoyLko XapakThpa. H Katdotaon autr) mou KouileTol wg MOAEUOG
OVAECA OTO LEPO KL TO aviepo (BpnokeuTikdg mOAog), BepellwveTtal (amo tnv npwida) wg katayyeAia mou avIloTpEPEL TNV EpUn-
veila touc: aviepo eivat 6t avtdpd kot eMBAAAETOL 0TO CWHA KOL TLC {WTIKEG TOU SLOOTATELG VW LepN elval KABe Ekdpaon £Ew amod
TOUG ULEPOUG TEPLOPLOOUG Tou. Aviepog yivetal kaBe kwdikag mou eMBAAAEL TO LEPO.

Ag KlvnBoU e o€ KATIOLOUG TOTIOUG AUTHG TNG MAQCTLKOTNTOC LLE TNV OTOLO ATIOKAAUTITETAL TO GUVOAO TOU avtaywvicopoL: Etmwonke
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ontological core and foundation of power, Antigone’s discourse is clearly political >

D. When facing that pole close to herself, Antigone, as a psychical identity, once again explores the substance of her
personal death, in association to what composes her body, but her reflection shifts on a new aspect: Here, identity as a
material state of this body coincides with an ontological and mental dimension, directly infiltrating into what it perceives
as love, as a fertilizing principle, a principle of connecting and birthing of beings. There is a risk for misunderstanding here:
What Antigone grieves is something existing in the realm of fertility, but not within the typical context of a political principle
of reproducing, but to that substance of creative — sublimating — deterritorializing principle of existence, an existence that is
aborted in the case of her own unfulfilled love. The message is clear: Authoritative violence makes the body not reproducing
in reality, it deprives it of its fertility, of its nature, which corresponds to this system that is eventually the control of its action
of the synthetic dimension of energy (and this is what the entire play is all about), that is defined, directed and absorbed
only by the class that sets the royal center. This anti-fertilizing — anti-erotic — center, all that defines the city, is eventually
established in the role of violence and death presented as a model of values and as its existing circumstance under the
guidance of the ruler. Antigone says: “So, kill me, what else do you want?”. And Creon responds: “Me? Nothing. If | have that,
| have everything”.>

E. Therefore, the body, alive or dead, as a space of feud, is the battlefield in the conflict between sacred and unsacred,
divine and undivine: The ontological realm of the composition of the city is that mechanism that at the same time established
the pattern of life as a sacred representation, an area coinciding with that where the individual-mental realm is formed, the
space where the preexisting sociopolitical formation infiltrates as discourse, as structure and as action, demanding its special
constitutions. In consequence, the conflict for the body takes place within the body, it is a conflict that, as we saw, unfolds
within the cosmic aspect of the law, escalating to the dimension between law and justice (the political pole), simultaneously
acquiring a theological quality. This state, proposed as a war between sacred and unsacred (the religious pole), is established
(by the heroine) as a denouncement that reverses their interpretation: unsacred is what reacts and is imposed on the body
and its vital dimensions, while sacred is any expression outside its tainted restrictions. Unsacred is any code imposing the
sacred.

Now let’s move on to some loci within this plasticity, with which the entirety of the dispute is revealed. It has been said
by philosophers that the woman in the ancient world had no gender. That Antigone claims a gender opposite the gender
of men. Undoubtedly, this way of thinking is erroneous, as she would claim a space within the framework of the law, a
thought pertinent to the law.>® On the contrary, as we saw, Antigone does not claim a space within patriarchy, hence it is not
appropriate to say that she claims a line of kinship that belongs to her. In fact, she desires something far deeper that disrupts
it. Antigone claims a space for the human body transgressing a ritual that falls into the bonds of kinship. Remember, from
the very beginning of the tragedy, she decidedly cast Ismene (through her own actions) aside of these bonds. Here, Antigone
says: “This is how it stands, and you soon must show if you are noble in yourself, or base—though noble born”.>” And shortly
after “I'll hate you if you say such things— and the dead also will hate you, and with justice”.>® To be part of these bonds, she
needs to reach methexis and defend the body of her brother and her own. The hyperbole in this argument goes as far as
rejecting the necessity of the bond to the spouse or even the children.>® So, she does not claim the blood ties in general —she
claims the blood ties as a choice, as a desire of the body. This means that the blood reaches the center of its composition
within the divine and not within the law, which places the blood of the sacrifice within the sacred, that of the defenders
of the city. Blood is here an autonomous action and a dynamic synthetic act of life, as an incarnation of the vital force that
goes against what is deadened as part of its disobedience to institutionalized normalcy. This bestowal of the body to the
city, this sacrificial loss of the body of the dead Eteocles, is what will be celebrated in the temples. So, Antigone reverses the
meaning given to the sacred, tracing it to an authoritative pattern, a composing process that is violently imposed on what
it becomes within a game it itself establishes as sacred or unsacred. The sacred produces the unsacred —and not the other
way around — but the latter accords its privileges to the divine! Antigone breaks this self-defining and entrapping pattern.
Sophocles does not weaken this argument. Everything revolves around it. The civilization, the law, stand against the blood,
the body, a wincing body that hurts, that seeks the other body charged with energy, the synthetic and spectral body of the
other. By contrast, the hegemonic discourse of Creon defies the divine body and abandons it in its inexistence: “So that the
dogs and the vultures devour his body, this heinous sight”, as this is the only way he can exist as a political and sacred ruler.
He wants this sacrifice, the separation of the human life from the blood and the expulsion of its existence, of the autonomy
of its individual and collective relation to life, restricting it within the inexistence of the city. And by this special dimension
Antigone conducts politics as anti-politics. The ontological argument she raises goes beyond her words, but it establishes
it in its own way within the political and moral map of the city, creating a “point of anomaly” that deletes politics within
its uncontrolled value and the illicit but divine desires of the human body. As opposed to what Creon expresses as sacred,
which is the valueless and finite present, the body as servant and instrument, the here and now, the city as a rigid form
that expels life into nothingness, into a non-being, as a residue outside its walls, outside its law. Inside these walls, Antigone
herself expresses her simple and timeless question, beyond the concepts of good and evil, as established in the present:
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anod ¢pLtAocodoug MW N yuvaika oTov apxaio KOOUOo Sev €xeL YEVOG. Mw¢ n AvTlyovn SLEKSIKEL €val YEVOG QMEVAVTL 0TO YEVOC TWV
avépwv. Xwpic apdiBolia, mpodkettat yia pta AdBog okéPn ebodoov Slekdikel €va xwpo evtog Twy mAatoiwy tou Sikaiou, pia okédn
oUudwva Pe Tov vouo™. Ev avtiBéoel, omwg elbape, n Avtiyovn 8e SLekSLIKeL Eva XWPO ECWTEPLKA TNG TTATPLOPXLIOC KOL ETIOUEVWG
elval Atomo va Aépe WG aLTelTal Lo YpaU L CUYYEVELAG TIOU VA TNG AVAKEL. 2TNV oucia emBupel kATl TOAU Babutepo mou tn Stap-
pnyvUeL H Avtilyovn SLekSLKel éva Xwpo yla To avOpwTvo ocwpa LE TNV ultépBacn evOg TUTILKOU TOU EUTMTEL 6TOUC SEGOUG TNG
OUYYEVELOG. QuunBeite, oTnV apxn KLOAAG TG Tpaywdiag, amoppintel evapyw tnv lopnvn (amo tig (5Leg tTng TS MPAaeLg) amnod autoug
Toug Seopouc. ESw, AéeL n Avtlyovn: «Ma Twpa oV Ba deielg, av elo” Lo TG yevLdg cou PAACTAPL, ) AV EVW €loal AtO TETOLOUG
T(POYOVOUC, TOUG VTPOTILALELG. »® Kall Alyo HETA «Av LAGG £TOL, KL TO Hicog Bevd Xelg To S1KO HoU KL ULonUEVN ot ToV VEKPO Beva
eloal mAdL tou, cav eBAveLg, pe To 6iklo»®. Ma va HETEXEL 0 aUTOUC Xpetaletal n nEBeEN Kal n UTTEPACTILON TOU CWUATOG, TOU
adepdoul TG aAAd Kat Tou S1kou TnG. H umepPoAr TOU EMXELPAMATOG TNG LAALOTA, PTAVEL VA ATIOKPOUEL TO avaykaio Tou deouol
LLE TOoV 0UTUYO N AKOMA KoL HE Ta 18La Ta TékvaE, AuTo Ttou StekSLkel Sev elval AoLmov To ailpa Yevika — eival To aipa wg emhoyn,
w¢ embupia Tou CWUATOG. AUTO ONUAIVEL TWE TO alpa AauPBAVEL TO KEVTPO TNEG oUVTOENG TOU HEoa 0To BeikO KL OXL OTO VOUO TIOU
TIPOTPETEL TO aipa TNG Buoilag 0To Lepd, AUTO TWV UTEPACTILOTWY TNG TTOANG. To alpa ival 6w wg auvtdvoun Spacn Kot SuvauLkn
ouvOeTIKA evépyela NG LWNG, WG EVOAPKWON TG {WTLKNAG OPUNAG TTou Baivel avTloTpOdPws 08 OTL VEKPWVETOL WG TLLNUA TNG UTIAKO-
NG TOu 0TN BeoHOMOLNUEVN KAVOVIKOTNTA. AUTIV AAAWGCTE TNV MOPAXWPNON TOU CWHOTOC TTPOC TNV TIOAN, TN BUCLACTIKI aMWAELQ
TOU CWHOTOG TTAVW OToV VEKPO EteokAr, Ba yloptalouy, 6nwg elbape, otoug vaoug. Emouévwg, n Avtlyovn avtlotpédel To vonua
mou anobiSetal mPog o LepO, AVAyoVTaC TO o€ £va e€0UCLOOTIKO OXNMA, ULa CUVTAKTIKA Stadikacia mou emBaAAetal pe Bla og OtTL
KoBLoTta To (810 o€ €va malyvidil mou to (510 KaBlepwVEL WC LEPO 1) aviepo. To LEPO AOLTTOV TTAPAYEL TO AViepo - OXL TO aviiotpodo —
10 6€UTEPO OUWG amobidel Ta MpovopLa ToU auToU Tou TIPog To Beikd! AuTo To AUTOKABOPLIOUEVO KAL TTAYLOEUTIKO OXNUA, OTIAEL N
Avtiyévn. O ZodokAng Sev aduvartilel moté auTo To emXeipnpa: OAa meplotpédpovtal yupw armod auto: O MOALTIONOG, 0 VOUOG givat
QMEVOVTL OTO Alpa, OTO CWHA, £VA CWUO TTOU OKLPTA, TIOU TIOVA, TTIOU avol{ntd tov aAAo, To GOopTLOUEVO EV EVEPYELQ CWUA, TO CUV-
BeTIKO KAl GAVTACUATIKO CWHA TOU GAAOU. AvTIBeTa 0 NyeUOVIKOG Adyog Tou Kpéovta adndd to Belkd cwua KOl TO EYKATAAELTTEL
otnVv avumapéia Tou: «mou To KopUl TOU T OKUALA Kol Ta 6pvia, amotpomalo Béaua, To ormapdlouv», KBwE aUTOC eival o Lovog
TPOTIOG VO UTTAPEEL WG TIOALTLKOG Kal LEPOG apxwv. O i8log emBupel tn Buoia, Tnv anaAlayn Tng avBpwrivng {wng amod To aipa Kot
EMOUEVWCE TNV ATTOTIOUTTH TG UTIAPENG, TNG AUTOVOULAG TNG ATOMLKNAG KAl GUAAOYLKAG oXEoNG Ke T {wn, eyKAwBilovTtag tn péoa otnv
avurapéia tng moAng. Kat’ autiv tnv Eexwploth dtdotaon PBePalwg, N AvTlyovn KAVEL TTOALTIKY WG OVTI-TIOALTLKA: TO OVTOAOYLKO
eMLXelpnUO TIOU UTIEPAOTILIETOL ElVAL KATL TTEPAV TOU AOYOU KL OLWG EKEIVO TO EYKABLOTA LLE TO SLKO TOU TPOTO PECA OTOV TIOALTLIKO
Kal NBkd xaptn TNG MOANG, SnULloUpywvTag €va «onpelo avwpaAiog» mou Staypddel TNV MOALTIKN LEoA 0TNV AAEVYKTN afla Kal
TIC AVOUEG AN Beikeg emIBUpieg TOU avBpwTvou cwuatog. Evavtia og auto, ekelvo mou ekdppdlel o Kpgéovtag, wg Lepod, elval To
EUTEAEC KOL TIEMEPACUEVO TIAPOV, TO CWHA WG SOUALKOG UTINPETNG KL WG OPYAVO, VAL TO E6W KAl TO TWPA, N TIOAN WS OKANPO OXN-
0L TTOU QTTOTTEUTIEL TN (W) O€ £va LNSEV, WG Eva N OV, WG ATIOPPLUHUA EKTOC TWV TELXWV TNG TTOU £lval 0 VOO tng. Méoa am’ autd
ta teiyn Aowmdy, n idla n Avtiyovn ekdpdlel tnv amAn kat Slaxpoviki tng amopia, mépa amn’ to BECULOUEVO GTO TAPOV, KAAO 1] KAKO:
«MoLo¢ E€peL av £XOUV AUTA TEPAON EKEL KATW.»*°

AcdaAwg, 6tav otnv madpodo o odokANG meplypddel Tov NMoAUVELKN LLE TA OKOTEWVOTEPQ XPWLOTA, AUTO TIPOKUTITEL YLOL VA EUTTAEEEL
Beatéc. O BAvaTOC TOU TIPETEL VA YLOPTAOTEL... [oU; Ma péoa 6Toug vaoug: H yloptr, 0 B&vatog tou avtimdAou AapBAavel xapaKkth-
pa LepnG TeAeToUpYLag (OTWG TAvVTA), TPOG TLUAV TNG APXNS TNG TTOANG: «M’ adol pag npbev n Nikn, - peyalo tng T ovoua - h€pvo-
VTOG Xapn avtiyapn otnv noAudppatn Onpa tng, Toug MOAEUOUC TILA TWPA TIOU TEPACAV EEXAOETE, KAl OTWV BEWV OAWV TOuG vaoUg
X0poUG va. GTHOOUE O¢ TTAUE OAOVUXTLOUG, KL OUTIPOG a¢ GEPVEL TO Xopd 0 BAKXOG, TG Onpoac tpavtaytopac»®’. ArtokaAumtetat £ToL
avayluda edw, mwg To Lepd (mou untepacTileTal Tnv MOAN) Sev TauTileTal e To Belkd (OMwWG To oklaypadel n Avtlydvn), CUUUETE-
X€L oTo Sikalo (tou avakta) oxL Opwe ot dikatoouvn (mou kouilel n npwida). Mmopel o MoAuveikng va eixe Sikaiwpa oto Bpovo
(éva xpovo o kaBe adepdog Atav N cupdwvia) mapoAa AUTA QUTH N TIOALTIKA cupdwvia yia Tov 2odpokAn eivatl Seutepeliovoa Kat
emouoLwdng, Kot eMopévwg dev egetaletal kKaBOAou. AToSelKVUETAL £TOL TTWG YU auTOV To {NTna SV gival TOALTIKO, oUTE NOLKO
UE TN oTeVA €vvola Tou Sikailou: Eival umapélako Kol LETadPUOLKO. Aev amoTeAel EMOUEVWE Eva TIPOPANUA TOu Stkaiou aAAd TNG
Swkatoolvng. H petaduotky atov 2odpokAn, StappnyvUeL Aotmdv TV TOALTIKA wC TO avTiBeTo TG YiVETOL TTOALTIKY LOVO OTAV TNV
QVTIKPULOUE €V SLAUECOU Kal EYKAWPLOUEVOL 0T CUYKELUEVLKA TNG TTAALOLA, TLG UTTOTIEPLITTWOELG TWV KATACTACEWYV TNG TOANG. MNa
va Swoel AUon otnv MOALTIKN, yla va Stapopdwaoel pia Stkatoolvn amévavtl oTo Sikato o avBpwmog npénel va Staduyel arm’ auto
— OMWCE KoL oo TNV TTOALTLKI — TIPAY O TTOU CNUAIVEL ETtioNG Mw¢ tpémeL va Stao)ioel ta otolyeia tou emtBaAAeL auth n iStan ev tw
KOOMW EYKAWPBLOUEVN HETADUOLK 0PN TOU LEPOU, WG EV TW VOLW apxh.

3T. Aapopdwvovtag evav Spoo Héoa arm’ aUTEG TIC avTLTapabEéoelg, 0 20hOKANG LeTOHOPPWVEL AOLTTOV pia yuvaika o€ CAUTOTEP
TNG TTOANG (LOVO £TOL UTIOPEL VO KAVEL TIOALTLKNA N yuvailka XWwPLE va TETEL 0TLG tayideg Tou avdpilkol KOGoU), ByalovTtog pio Kpouyn
TOU yuvalkelou cwpatog utép TnG adepdoolivng, Lo Kpauyr) Tou yivetal avtiloyog 6to Adyo Twv avépwy, EKEVOG 0 GUYKLVNOLOKOG
AOYoG Ttou udEpTieL TO avtioTtpodo tou, To €€w am’ auTov, TNV EMBUMLN TOU CWHATOC TToU BEAEL VA OTIAOEL TOUG KOWVOVEG TNG TIOAL-
TLKNG, KOL TTOU OTOXEVEL 0TO MPOPAVEG YKPEULOUA TWV VOUWVY TNC ToALtelag. OL vopol Tng moAwteiag ival cabpol. As otnpilovtatl
OTO QLWVLO, HETADUOLKO 0PYAVWTLKO OXAHA TNG {wNG Tou eival n eAevBepn cuvaln Twv SUVAULKWY POowV Sla LECOU TWV OVTWV
oAAd eykAwBilovTal 6TOo TOTLKO, TIEPLOPLOUEVO, OPLAKO, EGAUEPO OXNLA TWV AVOPpWTVWV OKOTIWV. ApdLopntwvtog ta OgpéAia tng
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“Who knows if all that stands down there?”.®°

Of course, in the Parodos —the first entrance of the Chorus —when Sophocles describes Polynices with the darkest of colors,
he does that to engage the spectators. His death must be celebrated. Where? In the temples. This celebration for the death
of the adversary is a sacred ritual (as always) in honor of the authority of the city: “Now smiling, glorious Victory arrives
to rejoice with all of Thebes, whose chariots lead the others. We can forget the war and celebrate through the night at all
the temples, earth-shaker Bacchus leading our dance”.®! It is elaborately revealed that the sacred (that defends the city) it
not the same as the divine (as Antigone captures it), it is part of the law (of the anax), but not part of the justice (that the
heroine claims). Polynices may have had a right to the throne (they had agreed that the two brothers would take turns ruling
for one year each), but this political agreement is secondary and irrelevant for Sophocles and is not at all examined. It is
thus demonstrated that, for him, the issue is not political nor moral, in the narrow sense of the law: It is an existential and
metaphysical issue. It is not an issue of law, but an issue of justice. Metaphysics in Sophocles disrupts politics and considers
it to be just the opposite. It only becomes politics, when we view it through — and trapped inside — its contextual frame, the
subcases of the circumstances in the city. To resolve politics, to form justice against the law, humans must escape the law —
as well as politics — which means that the need to diffuse the elements imposed by this metaphysical principle of the sacred
within the world, this principle within the law.

F. Forging a road through these conflicts, Sophocles transforms a woman into a saboteur of the city (this is the only way
awoman can do politics without falling into the traps of the male world), making the human body cry in favor of brotherhood,
a cry that becomes a response to the discourse of the men, that emotional discourse that silently entails its opposite, what lays
outside of it, the desire of the body to break the rules of politics and aim to the evident abolishment of the law of the state.
The laws of the state are tenuous. They are not based on the eternal, metaphysical form of life, the free synapsis of dynamic
flows through the beings, but they are enclosed within the local, the restricted, the marginal, the ephemeral form of human
purpose. When questioning the foundation of the state, she can literally argue in favor of brotherhood. As a psychosocially
charged comment, one could say, that the identity of the human being, the connection of humans, the social aspect of life,
begins here with Antigone, who is based on the on the equal nature, on the common and equal biological bond of siblings,
in juxtaposition to the dominant — parental Oedipal relationship.®> All humans are brothers, we are all based on common
biological bonds, blood ties from parallel and equal lines and not by authoritative and unequal parental lines. So, Antigone
argues in favor of the value of the brother — of the blood ties —and not in favor of the spouse, who is already established on
a conventional civil bond.®®

G. Antigone eventually represents the universality of love and blood ties, the denunciation and human rebellion for what
is being massacred within the city. It is noteworthy that Goethe, a firm believer in classical ethics, could not accept Antigone:
“I hope a new manuscript is found that proves that it was not written by Sophocles”. This is due to the fact that Antigone
disrupts the classical values of the ancient and modern city. On the other hand, Creon, through his role, reveals the limits
of the field of entrapment. Where? In his obviously fake discourse, his saving discourse: “The city will save us”.®* But from
what? From other cities (that attack us). But then we have already accepted that the evil lies within the city, or at least that
the city becomes the necessary evil. Then he says: “nor ever make a friend or ally of any man who threatened the straight
course or the safety of our ship of state”.%> So, if the city floats, we will all float; Love is based on the strength — or fear — of
the state that coordinates the voyage. But what kind of an argument is this — the metaphor of the city as a boat? We have
seen it before. The reference to the metaphor of the Odyssey, as a universal connection of humans to the fate of a ship, is
unavoidable. But the ship is a restricted place. The humans on a ship are trapped. The same patterns are repeated. So, is the
city aship? Isits purpose, its journey, predetermined? But life has other practices, other forces that move it. Forces that want
to get out of the ship and swim in the ocean. For these forces not to be heard, the companions need to be amputated by
the law of the captain: In this journey we are all together.?® This means that we are captive; it is a threat. Life in the Western
World has purposiveness, and this is why it has no autonomy. Life is centrally defined within the legal framework, where
everything is guided and amputated as defined in the jurisdiction of the abstract but real Anax, on the sacred altar of the
sacrifice.

This depth and immediacy Sophocles put into the dialogue made Antigone a cry that permeates the entirety of history. Two
and a half millennia later, we are at the same time and place where everything was destroyed by politics, in this part of the
world where everything collapses on an autonomous grid of law, where the present “treats” us to loss and death. A full
dispersion of conscience and body within the web of the dead-end rationality. Antigone warned us and made us feel that in
this place where she and Creon once stood, politics used its words to sow the sacred and the law and filled the world with
death. From now on, there are two equally impossible options, as Albert Camus said, complicity or rebellion. The rebellious
philosopher will say:
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ToAttelag pmopel TOTE va emiyeLpnUATOANOYEL KUPLOAEKTIKA UTIEP TNG abeAdoouvng. Av BEAeTe €va oXOAL0 YPUXOKOLWWVLKNAG UDNAG, N
TOUTOTNTA TOU avBpwmou, N cUVEEon TWV aVOPWILVWY OVTWY, 0 KOWWVLKOG XApOKTAPAG TNG {wNC, EEKIVAEL OUCLAOTIKA art’ edw
— TNV Avtlyovn — otnpL{OUEVN OUGLOOTLKA OTO LOOTLUO XOPAKTAPA, OTOV KOO KOL LOOTLUO BLOAOYLKO 80O TwV adepdwy, O avTL-
SL00TOAN HE TNV KUPLOPXLKA — yoveaKn oldumodela oxéon®t. OAol ol avBpwrol eipaocte adépdla, pag otnpilouv kool Broloyikol
Seopol, deopol aipatog and mapdAANAEC LOOTIUEG YPAUMES, KOL OXL OO EEOUCLOOTLKEG — AVIOOTLUEG YOVEQKEC YPOAUUEG. ETOL N
Avtiyovn eruxelpnuatoloyei uniép tng afiag tou adepdou - SE0UOC alpuatog - Kal 0L UTEP Tou cullyou — mou eykaBidpuetal nén
o€ £VOL TUTTLKO, TIOALTELOKO SECUO®.

Z. H Avtiyévn avtmpoowrelet v TEAEL TNV KABOALKOTNTA TNG AYATNG KAl TwV SECUWV aipaTog, TNV KotayyeAia kot tnv avOpwrt-
vn €€€yepon MAVW O€ QUTO TIOU KATOKPEOUPYElTal oTnv OAN. Exel onpaoia mwg o KAAooLKkOG kaite, £xoviag eVOTAAGEEL LEGA TOU
Vv KAaoolkn nOwkr, dev undpeoe va dextel Tnv Avtyovn: «eAnilw va Bpebel éva kalvolpyLlo xelpodypado mou va Seiyvel otL Sev
1O €XeL ypaeL 0 2odpokAAC». Kat auto ylati n Avtiydvn StalVel Tic KAaoolkeg afieg tng apxaiag Kot vedtepng mOANG. AmévavTL Tng
0 Kp€ovtag amokaAUTTEL e TOV pOAO TOU Ta 0pLa Tou Ttediou tng mayidevong: Mou; Ma, otov mpodavn Yeudr Adyo, Tov cwTrnpLo
AoOyo: H oA Ba pag cwoel®. Amo T, Ma and dAAeg mOAeLG (am’ autég mou Sexopacote enibBeon). TOTe OUWG RSN AMOSEXOUOOTE TWG
TO KaKO BpiokeTal otnv mMOAN, A €0TW MWE N TTOALG kaBioTatal to avaykaio kakd. Téte Aéet: «kL oUTe TtOTE pou Ba 'kava dilo évav
€xOp0 NG Ywpag. Mati to E€pw Mwe autr ‘vai n povn n cwtnpla, kat povo éco to mAoio, mou péca Tafldeloue, 0pBO OTEKEL, TOTE
£VOLTIOU TOUG KAVOE Toug diAoug. Me TETOLloUG YW VOUOUC T oTtnpllw Tn SUVan Tou KPATOUG,...»54. Edv n oAn mAéeL nAadn, Ba
ntAebooupe OAoL pall, mdvw otnv Suvapun — tov $oBo Tou — Tou KPATOUG TTou cuvTovilel TV mAelon otnpiletal n ayadmnn. Tteidoug
ETUXElPNUA lval OpUWC aUTO, N HeTadopa TnG MOAEWS w¢ tAolou; To mAolo to €xoupe 6N EavaPpel. H mapamnounr otnv petadopd
¢ O8Vooelag, wg mavavBpwrivn cUvdecn Tou avBpwWTou oTo MEMPWHEVO VO TTAoLoU elval avamodpaocn. To mMAolo 6w eival
nieploplopévo: OL avBpwrol o éva Aoio ivat mayldeupévol. Ta iSla oxAuata avamnapdyovtat. H moAlg sivat mAoio Aowntdv; O
OKOTIOG TNG, TO TaidL tng eivat mpokaboplopévo; H Lwn dpwg €Xel AAAEG TTPAKTLKEG, AAAEG SUVAELG TIOU TNV KLVOUV. AUVALELS TIOU
emBupoLv va dtadUyouv Tou TAoLlou yLa va KOAUUTIGOUV aThV avolyTr 8dAacaoa. Mo va pnv akouoToUV QUTEG OL SUVALELG TIPETTEL
Vo aKpWTNPLAoTOUV oL aUvTpodoi amd Tov VOUO TOU KATETAVIOU: 0 aUTO To Taidt elpaocte OAot pali®®. Autd onuaivel déoulot...,
auTo sival pLa anetAn! H {wr 0to SUTIKO GUVOAO €XEL OKOTILLOTNTA KAl YU auto Sev €xeL autovopia, n {wr opiletal KeEVIPLIKA PEo
0TO MAEYUO TWV VOUWV OTtou 0Aa kaBodnyouvtal kat akpwtnpLalovtal kabwc opilovtat otnv Sikatodocia Tou adnpnuévou aAlda
TIPAYUOTIKOU AvaKTa, TIavw oTov LEpd BwUo g Buoiac.

AUTO 10 BAB0OG KAL AUTA N AUECOTNTA TIOU E6WOE 0TOUG SLAAOYOUG 0 20DOKANG EKAVE TNV AVTLyOVN €va L KPAUYK) TIOU SLAEPVA ThV
Lotopla. AuouLon XLALETIEG HETA, BPLOKOUAOTE GTO XWPO KAl GTOV XPpOVo, eKel OTtou OAa SlaAlOnKav amod tnv MoALTIKN, 0To onueio
TOU KOGHOU OTIOU OAQ KATAPPEOUV TIAVW OE EVA LUTOVOLLO TIAEY A VOLLWV, EKEL OTIOU TO TTAPOV «KEPVAEL» OMWAELA Kot Bavarto. MAn-
png dlaxuon tng ocuvelbnong kat Tou cwpatog ota Siktua tng adlé€odng opBoloyikotntag. H Avtlyovn pag mpoeldomnoinae Kot pag
£KOVE VA VIWOOUE TIWE 0TO oneio dmou Bpiokovtav auth Kat o Kpgéovtag, n mOALTIKY) E0TIELPE HE AOYLA TO LEPO KAL TOV VOO KOl
VEULOE ToV KOO0 Bavato. Ao 6w kat mépa £xoupe dVo e€ioou aduvatoug Spopouc, omwc eime o Albert Camus, Tnv cuvevoxn n
v e€éyepon: O efeyepuévog dlAocodog Oa meL:

«Mayltbeuévog ETOL avaueoa 0To avBPWITLVO KAKO KAl TO MEMPWUEVO, TNV TPOUOKPATIA KAl TNV
avBatpeoia, Sev Tou pével mapd n Suvaun tou yia va eéeyepBei kat va owaoel €ToL amo To EYkAn-
ua 6,tL akoun umopel va owbei, ywpic va vrmokUel otnv émapon ¢ BAaopnuiag... H eé€yepon
amoSEeLKVUEL UE QUTO OTL elval n (Sta n wn kL O0TL eV UmopoUue va tnv apvnBouue xwpic v’ anap-
vnBouue tn lwn. H o ayvh kpauyn tng éeonkwvel, kaBe popd, kat pia vtapén. Eivat, emouévwg,
ayann kat eugpopia f Sev sivat timota»®e.

INUELWOELG:

1. Walter Benjamin, lna pa Kputikn g Biag, pet. Aewvidag Mapotavdg, Epyaotrpt tng EAeuBeplakng KouAtoupag, ABrva, 2002.

2. Eivat puoikd, otnv Stahoyikr ABrjva tou 50u at. 1t.X. 0 0poKAAC va TtPpoaSiSeL TTOALTIKO vONnua o€ SLACTACELG TWV OVTWVY Tou Tapadidovtat
TEPAV TWV 0PLWV Tou VOHOU. QG aplyws TIOALTLKOU XapaKTipa £pyo Ba BewpnBel ammd Toug Katomvoug Snpioupyols, €pyo TToU TIPOCapUOTETaL
KGBe dpopd oTa TTOALTIKO-VOULKA CUYKELEVA KaL 6TNV Bl TTOU CUYXWVEUOULV Kal 6UVTOVIZouv. EKaTovtddeg eivat AOLOV oL TTOALTIKOU TUTTOU
SLaoKeEVEG TNG AvTlyovng omwg tou Jean Anouilh, tng Marguerite Yourcenar, tou Walter Hasenclever, tou Berthold Brecht, tou Rolf Hochhuth, k.a.
3. ANTIFTONH: «peive pe TG 18€e¢ oou €0V, pa ekeivov / Ba Badw eyw’ yAukdg yia péva Ba ‘vay, / cav Ba to kKapw, o Bdvatog pali tou, /o’
ayamnnpévov mAdL ayarnpévn / Ba keitopat, yla T dylo autd pou kpipa / yat elv’ o xpovog o oAUG TTou TIPETEL / 0TOUG KATW AP 0TOUG 6w
V' apéow, / adou pe keivoug Ba "pat alwvia ecV / pmopeig, av B€AeLg, va nepidpoveis / ta Tipa twv Bewvr». opokAng, Avtydvn, Mtop. lwdavvng
N. Fpumdpng. EkS. @ecoalovikn 2015. Mpwtn dnpocieuon: I.N. Fpundpng. ZodokAéoug “Avtyovn”. ABrva: BipAlonwAeiov tng Eotiag”, 1940, ot.
71-77.

4. MAnw¢ autdg Sev givat o Adyog mou ot Apxaiot pthdcodot — mapd tnv mpotpornr) Tou MAdtwva Bewpolv EKMTwan TV TPOSKOAANGH 0To
TOALTLKO;

5. H dpthocodia wg perétn Bavdartou Ba Bewprioet o MAdTwvag.
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“Crushed between human evil and destiny, between terror and the arbitrary, all that remains

to him is his power to rebel in order to save from murder him who can still be saved, without
surrendering to the arrogance of blasphemy... Rebellion proves in this way that it is the very
movement of life and that it cannot be denied without renouncing life. Its purest outburst, on each
occasion, gives birth to existence. Thus it is love and fecundity or it is nothing at all”.*”

Notes:

1. Walter Benjamin, Critique of Violence, Source: Reflections: Essays, Aphorisms, Autobiographical Writings, Schocken Books, New York, 1978

2. Itis natural for Sophocles in the discursive Athens of the 5th century BC to dive political meaning to the dimensions of beings beyond the limits of
the law. Many subsequent creators will consider it to be a purely political work, a work that can each time adjust to the political and legal frameworks
and the violence that they gather and coordinate. There are hundreds of adaptations of a political nature for “Antigone”, like the ones by Jean Anouilh,
Marguerite Yourcenar, Walter Hasenclever, Berthold Brecht, Rolf Hochhuth and so on.

3. ANTIGONE: “Do what seems best for you. | will bury him. / It will be a noble act, even if it leads to my death. / Loving and loved, I shall lie with
him— / a pious criminal. There will be more time / for me to lie among those in the world below / than the longest life allows. But do as you please— /
though dishonoring what the gods honor”. The Theban Plays, Trans. Ruth Fainlight and Robert J. Littman, The Johns Hopkins University Press, Baltimore,
20009, 1.71-77

4. |s this not the reason why Ancient Greek philosophers —despite Plato’s suggestion — consider the obsession with the political aspect to be perdition?
5. Philosophy as the study of death, according to Plato.

6. Op. cit., lines 57-48

7.1n Sophocles’ time it’s illegal for women to mourn publicly.

8. Op. cit., lines 83-85

9. ANTIGONE: “Tomb, bridal chamber, deep-dug final home, / where | go to find my own— / my kinsmen who have died, / whom the great Persephassa
accepts among the dead. /|, the last one left, and the most wretched, / descend before my life has reached its natural end”. Op., 891-896.

10. ANTIGONE: “This is the law | obey, honoring you above anything else, / though Creon believed | was wrong / to dare that terrible act, dear brother.
/ And now he leads me away, his cruel grasp / depriving me of my rightful future— / a marriage bed and the rearing of children. / Thus | am cursed,
deserted by my friends, / and must go, alive, to the deep-dug house of the dead”. Op., 1.913-921

11. Reference to Agamben’s term “vita nuda”.

12. Op. cit.

13. ISMENE: “Now we two alone remain—and think / how even worse our fates would be if, in defiance / of law, we disobey the decree of powerful
rulers. / Do not forget that we are women— / it is not in our nature to oppose men / but to be ruled by their power”, op., . 58-63.

14. Op. cit., lines 523-524

15. Op. cit., lines 473-479

16. Op. cit., lines 78-79

17. Op. cit., lines 83-85

18. This is a reference to Derrida’s Specters of Marx, where he juxtaposes a different ontology to the western ontology of the present being — that of
the presence (ontologie de la presence) - the spectrality (hantologie) as a recurring shadow (revenant). The specter (as the realization of a person, an
idea or an object) is a presence that pursues its effectivity, “the presence of a specter {spectre}, of that which seems to remain ineffective {ineffectif},
virtual, insubstantial like a simulacrum”, Spectres de Marx, GaMée, Paris, 1993, p. 31.

19. Op. cit,, lines 87-88

20. G. W. F. Hegel, Phenomenology of Mind, translated by Dimitris Tzortzopoulos, publications Dodoni, Athens, 1995.

21. According to Hegel, this divine unconscious immature element concerns the woman opposite the limits set by men that bate the spirit of singularity
thus defining the spirit of the community. According to Hegel, the emancipation of individualism itself lead to the death of the Ancient Greek world
and to the liberation from the immediacy of the perceptible with the evolution of spiritual selfconsciousness brought by its submission to the Roman
power, G. W. F. Hegel, Op. cit.

22. J. Lacan, The Seminar of Jacques Lacan, Book VII: The Ethics of Psychoanalysis, 1959-1960, ed. Jacques-Alain Miller, trans. Dennis Porter,
Norton, N. Y., 1992.

23. Each discourse is then the space of a neurosis, the cost of each representation, which we do not deny. The grievance for recklessness and confusion
of limits by the gods seem like a divine revelation and not a curse, as Lacan clearly states referring to the Ate of the family.

24. The feminist philosopher Judith Butler rejects the paradigm of Antigone as an example of a feministic political action, because she thinks that her
political discourse against the dominant male power has absorbed the language she thinks she is fighting against. (Judith Butler, Antigone’s Claim: The
Kinship Between Life and Death, translated by Varvara Spyropoulou, publications Alexandria, 2014). We think that this element —albeit important —is

secondary in comparison to her arguments and the world they propose, and therefore we accept it as a communicational ploy.
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6. O.m., oT. 47-48

7. TNV €noyr Tou 2o¢pokAn elval mapdvopo va Bpnvolv dnudacta oL yuvaikeg.

8. O.1., 01.83-85.

9. ANTITONH: «Q tdde pou, w VUPLATIKO HoU, w atwvia, / BaBLd oTn yn OKARUEVN KATOLKLA HoU, / ylot 0Eva TwPa EEKLVW VOl TTAw / TtPOgG Toug
S1KoU¢ Hou, Ttou éva Toco TIARB0G / éxel Sextel art’ autoug n Mepoedovn’ / oTepv TOUC TWPA YW Kot TTOAU Tito dBALa / mptv va 'pBet akdpa n wpa
Hou Tinyaivw:», o.1., ot. 891-897.

10. ANTIFONH: «éykAnpa o Kp€ovtag ékplve Kot TOAUN / avKouaTn Ty mpagn auTr, Kol Twpa / Ue TToipVEL £ToL art’ Ta XEPLA KAl UE GEPVEL / TIPWV TLG
XOPEG TOU LUEVALOU Va yWwpiow, / TtpL Sw dvtpa TAGL Lou, TIPLY TaLdLd avaoTtow, / Lo £ToL mapatnpévn amo toug dilouc, / Lwvtavr kateBaivw n
pavpopoipa / otwyv mebapévwy ta AnpEpLa, eVw / TOLO VOO Twv BEwv €xw MATAOEL», 0.1T., 0T. 916-921.

11. H avadopd otov 6po Tou Agamben

12. O.;.

13. IZMHNH: «...oképou Ti TéAog TLo kako Ba Bpolpe, av To Voo adndwvtag mape evaviia o’ 6,TL €xel anodacioel n e€ovaoia. KL art’ T aAlo, va
EeXVAC aUTO Bev TIPETEL, TIPWTA, TWE YEVWNOKAUE YUVaikes / va unv pmopel va ta BAIOUE e AVTPES » O.TT., OT. 58-63.

14. ANTITONH: «Eyw 8gv elpat yia va potpalopat £x0peg, aAN” ayarmn.» o.1., ot. 523-524,

15. O.m., ot. 473-479.

16. O.mt., 01.78-79

17. O.m., ot. 83-85.

18. H ouvbeon yivetal edw e to €pyo tou Derrida, Dacpata tou Mapé, o omoiog avtutapaBETeL pia GAAN ovioloyia amévavtl o€ AUtV TNV SUTIKA
ovtoloyia Tou mapovtog OvTog - TG mapouaciag (ontologie de la présence)—tn dpavtacpatoloyia (hantologie), wg emavepyopuevou iokiou (reve-
nant). To pavtaopa (w¢ EKMARPWON KATTOLOU TPOCWToU, LOEAC f TPAYUATOC) Elval KL TTapouaia TTou eMNTA TNV EMTEAECT TNC €N TTAPOUCLA EVOG
daoparog [spectre], SnAadr ekeivou Tou dalvetal va mapapével averteAeopatiko [ineffectif], Suvntkd, aclvotato 600 €va opoiwua;», Spectres
de Marx, GaMée, NapioL 1993, 0.31.

19. O.mt., ot. 87-88

20. I.B.®. XéykeA, H Oawopevoloyia tou mvelpatog, utdp. Anuriteng TwptlomouAog, ekd. Awdwvn, ABrva, 1995.

21. Auto To Bgikd acuveidnto avwpLpo otoeio, cUpdwva pe Tov Hegel eykUTTEL 0TNV Yuvaika amévavTl oTto 0plo mou BETeL o dvdpag mou
KATAOTEAAEL QUTO TO TIVEV A TNG EVIKOTNTOC KaBopilovTag £€TtoL To mveUpa TG kowvotnTag. Katd tov idlo pthdcodo n idla n xelpadEtnon g
OTOMULKOTNTOG CUVECTNOE TOV BAvaTo Tou EAANVIKOU KOGHOU, TNV ameAeUBEPpwon armd TNV AUECOTNTA TOU aLoBNToU UE TV EEALEN TNG TIVEULATLKNG
auTooUVELSnoNG tou £bepe n umotayr Tou oty Pwuaikn e€ouota. I.B.D. XéykeA, o.1.

22.)J. Lacan, The Seminar of Jacques Lacan, Book VII: The Ethics of Psychoanalysis, 1959-1960, ed. Jacques-Alain Miller, trans. Dennis Porter,
Norton, N. Y., 1992.

23. KdBe Adyog toTe gival 0 KATeEOXAV XWPOG ULaG VEUPWONG, TO TiHNUa KABe avamapdotaonc, TPayua to onolo ev apvoupaote. H attiaon yla
amneplokePia kat n olyxLon Twv ppevwv and toug Beolg potalouv tote pe Beia amokdAun Kat OxL He Katdpa, omwc to Bétel kabapd o Lakan,
avadpePOUEVOG OTNV OLKOYEVELOKN ATH).

24. H ¢epwiotpla dphocodog Judith Butler amokpoUet to mapdSelypa tng Avtlyovng we Selypa tng GeUVIOTIKAG TIOALTIKAG TTIPAENG ylatl Bewpetl
TIWG O TOALTLKOC TNG avtiloyog amévavtl otnv kupiapyxn avépikr e€ouoia €xel amoppodroet Thv YAwaooa mou Bewpei mwg avtyudyetal. (Judith But-
ler, H 6tekdiknon tg Avtlyovng. H ouyyévela petal Lwng kat Bavatou, ptdp BapBdapa Inuponovlou, ekd. AAetavdpela, 2014). Katd tnv yvwun
HaG TO OTOLXElO aUTO — AV KOl GNUAVTLKO — gival SeUTEPEVOV UMPOCTA OTA ETILXELPHLOTA KOl TOV KOGHO TIOU aUTA 0pBwvouy, Kal EMOUEVWE TO
AMOSEXOUAOTE WG ETUKOWWVLAKO OTPATYNHA.

25. 0.1, ot. 212-214. O Kpéovtag o€ auto Balel BepatoduAlaka tnv TOAN ou eowTePLKEVEL TOV VOUO: KPE. «@poupol va "ote Aoumov yu autd 6o
eirma».(0t.215)

26. 0.1, ot. 90-91

27. KPEONTAZ: «O ETEOKANGC, TIOU £MECE TMOAEUWVTAG YU QUTH KOG TNV TATPLOA, OG0 KAVEVAG TILO NPWLKOTEP' AT’ AUTOV OTN MAXN, OE UV Va
tadei W 60eg TaLpLalouy TLUEG OTOV TILo £VE0E0 VEKPO eKEl KATW. Ma 0G0 YLa TOV Opoaipatd tou —A€yw tov MoAuveikn— TTOU TNV MATPLKI TOU TN
YN KoL Toug eyXwpLoug toug Beolg Tou ixe BeAfosl, e€6pLatoc, yupvwvtag, va kel art’ akpn o’ akpn, eixe BeAnosL adepdikd aipa va yeuTei Kat
okAAaBoug

TOUG 81KV TOU va TTApPEL, EXEL YL OAOUG 0T XWP' AUTH amayopeuTel, KavEvag e TAdO va LNV Tov TLAOEL, UATE va Tov Bpnvioel, K abautov
adrioouv, IO TO KOPUL TOU TaL GKUALA KoL Tt OpVLa, amotpdrnato Béapa, To omapdiouv.», o.1., oT. 194-206.

28. 2odpokAng, Avtyovn, ot. 517.

29. «Mati dgv yevwnOnka yla va tow aAld yla vo ayamnw».

30. O.m., ot. 215.

31. Oa petadpdow to Ywplo WG «ToANG Ta Sewvd, aAAG Tirmota o Sewvo amd tov avBpwro», kabwg n AéEn SevOG UTAPXEL OTNV VEX EAANVIKT —
Bewpwvrtag mwg N Aé€n pmopel va mdpel €va €upog art’ OAEG TLG XAPOKTNPLOTIKOTEPEG ATMOXPUWOELG TWV KATASNAWTIKWY EPUNVELWY TNG WG: GoBePO,
$PLKTO, AypLo, OKANPO, EMIKIVEUVO, (OU. KATL TTOU YEVLKA UITOPEL Vo artod00el 0To TPOUEPOC — TPOUAKTLKOG — 1 KAKOC), EVW SEUTEPEVOVTWE ATTOKTA
TO VONUA LoXupOg, mapadofog, Eumelpoc, Baupaotdg. (Liddell&Scott, Akadnuio ABnvwy, 1988, Anuntpakog, Ztapatdkog 1994) . H oelpd wotoco
QTOVEL 08 OXE0N WE OTL TG AroSiSoUV OL TTEPLOGOTEPES AVAYVWOELG, OL OTIOLEG SLayLlyVWOoKoUV 8w £va armapdpAAO BaU oS, KL ETIOUEVWE
petadpalouv: «MoAAd eival ta Bauvpaoctd, pa tinota mo Baupaoctd ano tov dvBpwro.»! Autdc o Baupacpdc 6V CUVSEETAL UE TNV SPOUOTIKN
KOl CUYKPOUGOLAKI S1A0TAoN TOU KELUEVOU. MLa TETOLO EPUNVELD CUMTIUTTEL KOTd TNV dmon pag — oAAG Kat GAAWV - Pe TNV LBEOAOYLKNA avayvwaon
€vO¢ 60£00TIKOU oUpaVLIopHOU. Omwe onpelwvel o R. Dodds, «o ZodpokAng ev ftav avBpwriotrcy» (R. Dodds 2000, oel.23), drtodn mou pag
Bpiokel apéows olpdwvouc. Autd paptupeital €€ GAAoU ard Toug i8loug TOUG EPLOGOTEPOUG HETADPAOTES TIWG HETa 0TO (610 TO KElEVO, Hdvo
0€ QUTO To onueio N Aé€n dewog petadpaletatl wg Baupaotog. Ot idlot oL apyailol, cuvNyYopouV KL EKEVOL TIEPL TNG EpUNVEiag Tou Sewvoc: O
MA&twv oto StdAoyo “Mpwtayopag” mpoBAaAleL tnv drodn tou Mpodikou mwg «to “Sewvoc” onuaivel kakog. Kaveig Aoutov &€ AéeL mote “Sewvol
mAouTou” kal “Sewvnc elprvng” , aAAd “Sewvic appwotiag”’ Kot “Sewng dtwyelag” pe tn okéPn we to Sewo eival kako» (341 a, B) kot 0 TwWKPATNG
teAka anodaivetat: «Kaveig BERata Sev mnyaivel mpog autd ou Bewpel “dewvd” (359d). Ztov “Oeaitnto” emiong o MAATwWV avadEpPeL Tw 6ooL
akoAouBoUv to ABeo Kkat abAtdtato untodetypa {wng, kat Sev anarldocovtal art’ Tn “Sevotntd” toug, Ba mapapévouv cUVTPOdOL KAKWY “WG
Sewol kat mavoupyol”. O Albin Lesky avaAUeL Lo eUKPWVWGE TLG SLACTACELG TOU KELUEVOU: «AUTO Tou AéyeTal eSw yla Tov AvBpwrto avadEpetat
otnv Sixwg 6pLa Suvaun Tou, TAUTOXPOVA OPWG YiveTal Adyog yLa tn dpikn, TNV aywvia, to ¢oBo, mou cuvdEovTal Le QUT TNV TEpATWdN
niavtoduvapia, ou ekteivetal og OAa ta nedia.» (1987,0eN.329). / Aeg Xpriotog KopkoBelog, AvtiBapo, 9-10-2010

32. JodpokAng, Avtyovn, Mtdp. lwavvng N. Fpumdpng. EkS. @sooalovikn 2015. Mpwtn dnuoacieuon: I.N. Mpundpng. ZodokAéouc “Avtiyovn”. ABrva:
BiBAtonwAeiov tng Eotiag”, 1940.

33. XOPOz: «Kahotuyol rtou &g yeutolv otn {wr Toug KavEva Kako' ylati yla keivoug tou opyr) Beikid ta omitia Toug osioel, 8 Aeimel KapuLd
oudopd Tou va pnv EdTeL o€ MANO0C yeveEG Twv. Opola, KaBwg otav KU KUAGEL GOUCKWUEVO AT’ TLG AYPLEC TNG OPAKNG TVOEC TTAVW OTN
oKOTEWVA TNV @Buacco, am’ to BuBo avatapdlel Tn LalPN AVEUOTPAVTOXTN appoudLd KL avtiBoyywvtag otevalouv kupatddaptol ol kapol. Ao
TIoALoUG BAEMW KapoU g ta Ttadn Twv AaBSakidwy va méGTouv anmdvw ota adn EKEWWVY IOV 6BACAVE KL OUTE KAULA 6 YAITWVEL YEVLA TV AAAN
YEVLA TWV" pa évag Beo¢ TG yKpeUilel kat AUTPWHO Sev €xouv'», 0.11., 0T.581-600.

34. 0.1, ot. 801-805.

35. Derrida Jacques, lox0g Nopou, «To MuoTIKLOTIKO Oepéllo tng AuBevtiagy, pet. BayyéAng Mmutowpng, k8. Matdkn, 2007

36. Kamola mapantwuata unepPBaivouv tnv anodaon tou avBpwrou. Aegc Hanah Arendt, H AvBpwriivn Katdotaon, Met. Stedpdvou Poldvn,
lepacipou Auklapdomoulou, €ks. l'vwon, ABrva, 1986, o. 327-329

37. H éupeon avadopd yivetat og OAn thv mpwtn ndpodo.
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25. Op. cit., lines 212-214. Creon poses the city as the guardian that internalizes the law: CREON: “Be guardians of all that | have said”. (line 215)

26. Op. cit., lines 90-91

27. CREON: “Eteocles, though the best of our spearsmen, / perished fighting for his city. / Him we shall bury with every ceremony / and libation for the
honored dead. / That other of the same blood—I mean Polyneices, / who came out of exile, back to his fatherland / and gods, with a sacrilegious lust
to burn / the temples and the city down, rooftop to cellar, / slaughter his family and lead the people to slavery— /it has been decreed that no one /
may mourn him, nor honor him with burial; / his body must be left exposed, in shame, / food for dogs and birds of prey”. Op., |. 194-206.

28. Sophocles, Antigone, line 517

29. “I was not born to hate, but to love.”

30. Op. cit., line 215

31. I'will translate the line as “Many are the ills — the deina — but nothing is worse than humans”. The word “deina” is still used in the Modern Greek
language and can have a whole spectrum of meanings: something that is terrible, awful, savage, harsh, dangerous (we could interpret it as awful,
scary or evil), while its secondary meaning is: powerful, extraordinary, experienced, formidable. (Liddel&Scot, Academy of Athens, 1988, Dimitrakos,
Stamatakos, 1994). However, most translations recognize a unique kind of admiration here and therefore interpret the line as: “Many things are
admirable, but the human is the most admirable of all!”. This admiration is not connected to the dramatic and conflicting dimension of the text. Such
an interpretation coincided, in our opinion — and that of others — with the ideological interpretation of a glorifying humanism. As R. Dodds points
out, “Sophocles was not a humanist” (R. Dodds, 2000, p. 23), which we completely agree with. This is also evident in the fact that in all translations
the word “deinos” is only translated as “admirable” in this instance. The Ancient Greeks themselves also offer their arguments on the interpretation
of “deinos”. Plato in his dialogue Protagoras presents the opinion of Prodikos that “the word ‘deinos” means ‘evil’. Noone ever uses the adjective with
nouns with a positive meaning, like ‘wealth’ or ‘peace’, but with negative nouns, like ‘disease’ or ‘poverty’, because they think that ‘deino” means ‘evil’
(341a,b). Socrates finally decides: “Noone ever goes towards what they think is ‘deina’” (359d). In Theartetus Plato mentions that those who follow
an unsacred and abominable way of life and do not rid themselves of their “deina” will remain evil, as “deinoi and cunning”. Albin Lesky analyzes the
dimensions of the text more clearly: “What is said here for humans refers to their unlimited power, but at the same time to the horror, the agony, the
fear, connected with this immense omnipotence that extends to everything.” (1987, p. 329) See Christos Korkovelos, Antivaro, 9/10/2010

32. Translator’s note: As mentioned in footnote 30, most translations into modern Greek interpret “deina” (the ills) as something admirable. Most
translations into English also use this meaning of the word, based on Modern Greek renditions. This excerpt is translated based on the concept that
“deina” means “ills” in this context, to serve the purpose of the writer. The Modern Greek translation used here follows this concept, however the
English translation cited for the rest of the excerpt uses the other meaning of the word in the first two lines, and this is why they have been translated
separately.

33. Seven Tragedies of Sophocles, Antigone, trans. Robin Bond, University of Canterbury, Christchurch, New Zealand, 2014.

34. CHORUS: How fortunate, those who do not know / the bitter taste of evil, / whose house was never shaken by the gods / nor their whole family
doomed— / assailed as by an earthquake, / a landslide, a tidal wave / leaving everything in ruins, / a wild Thracian wind / scooping black sand from the
ocean’s depths / to batter the rocky shore which groans under its onslaught. / Ancient and present woes / oppress the house of Labdacus. / From one
generation to the next / there is no escape from the gods’ curse”. The Theban Plays, Trans. Ruth Fainlight and Robert J. Littman, The Johns Hopkins
University Press, Baltimore, 2009, 1.71-77, 1.582-597.

35. Op. cit., lines 801-805

36. Derrida, Jacques, Force of Law: The Mystical Foundation of Authority, translated by Vangelis Bitsoris, publications Patakis, 2007

37. Some mistakes exceed human choice. See Hanah Arendt, The Human Condition, translated by Stefanos Rozanis and Gerasimos Lykiardopoulos,
publications Gnosi, Athenst, 1986, pp. 327-329

38. The indirect reference is made throughout the first Parodos.

39. ANTIGONE: «It will be a noble act, even if it leads to my death. Loving and loved, | shall lie with him— a pious criminal. There will be more time for
me to lie among those in the world below 75 than the longest life allows. But do as you please— though dishonoring what the gods honor. e2d< THE
THEBAN PLAYS Ismene | do not wish to dishonor him, but it is against my nature to defy the city’s will. Antigone Whatever you say, 80 | shall build a
tomb for my beloved brother». Op., 1.72-81.

40. Antigone, line 517

41. Op. cit.

42. “Cathexis” is the phenomenon where a certain mental energy is allocated to a representation or set of representations, a part of the body, an
object etc. Laplanche, J. & Pontalis, J., The Language of Psychoanalysis, translated by V. Kapsampelis, L. Chalkousi, A. Skoulika, P. Aloupis, publications
Kedros, Athens, 1986.

43. Luce Irigaray, Speculum of the Other Woman, translated by Gillian Gill, publications Cornell University Press, Ithaca, 1985.

44, ANTIGONE: “Zeus did not command these things, / nor did Justice, who dwells with the gods below, / ordain such laws for men. / Neither do |
believe that your decrees, / or those of any other mortal, are strong enough to overrule / the ancient, unwritten, immutable laws of the gods, / which
are not for the present alone, but have always / been—and no one knows when they began. / | would not risk the punishment of the gods / in fear of
any man. /| already knew | was going to die—how could it be otherwise, / even if not at your command? / And if | die before my time—to me it seems
a gain. / How can a person who lives as | do, / amid so many evils, not welcome death? / | do not fear that fate: it is the common lot, no special woe.
/ But if I should allow the corpse of my brother, / my mother’s son, to lie unburied, / that would grieve me; nothing else. / And if it seems to you my

acts are foolish, / Well—perhaps it is a fool who thinks so.”, 0.p., . 450-470.
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38. ANTITONH: «yAukog yla péva Ba ‘vat, oav 8a to kapw, o Bavatog pall Tou, 6° ayarnuévoy MAAL ayamnpévn Ba keltopat, yla T dylo auto Hou
Kplpa' ylat elv’ 0 xpOvog Lo ToAUG TTOU TIPETEL OTOUG KATW TAPO 0ToUG e8W V' apgow, adou Ue Kelvoug Ba "pat atwvia ol Umopels, av B€NeLg,
va repltdpoveic Ta Tipa twv Bewv.» IEMHNH: «Eyw kaBohou dev ta nepidpovw, pa kot §g BAEMW, MWE EVAVTLA UITOPW VA TTdw oTnv TTOAN.» ANT.
«DEPV’ €0V QUTEG TIG TPODATEG, pa YW Vo okAPw tddo Tou akplBou adepdol pou mnyaivw.», o.m., ot. 72-81.

39. Avtyovn, ot. 517

40. O.r.

41. «[«KABeELg» elval TO GOLVOEVO KATA TO OTOLO Ui OPLOUEVN PUXLKN EVEPYELA Elval ouVEESENEVN LE pia avamapdoTtaon 1 pia opada
QVATAPAOTACEWY, £Va. LEPOG TOU OWLOTOG, £va avTikeipevo, K.A.Tt)». Laplanche, J., &, Pontalis, J., Ag§l\oyLo tng Wuxavaiuong, utop. Kapauméing
B. — XaAkouan, A. — ZkoUAka, A. — AAoUnng, M., Kédpog, ABrjva, B. 1986.

42. Luce Irigaray, Speculum of the Other Woman, ptdp. Gillian Gill, ekd. Cornell University Press, 18dka, 1985.

43. ANTIFTONH: «Nay, ylati Sgv fAtav o Alag, Tou Mo Ta ‘Xe auTtd Knpuén, oUTe N CUYKATOLKN e Toug Beolg Tou Katw KOopou, n Alkn, auToUg Toug
VOLOUG LEG OTOUG aVOPWITOUG OPLoaV: KOL UATE TiioTeua TOON SUVOUN WG VAXOUV Ta SIKA 60U KNpUypata, Wot evw eloat Bvntdg va Umopng Twy
BewV TOUG VOHOUG TOUG AypadToug KL A0GAEUTOUG Va BLAlnG: ylati OXL OUEPA KOL XTEG, KO OLWVLAL {OUV aUTOL, Kal KAVE(G SV To yvwpilel ano note
davnkave: KL eyw moté g Ba prmopoloa va Tpopaw BEANW avBpwmou kavevog katl Swow otoug Beolg Sikn, mapapaivovtdg Toug mwg Ba mebavw
10 ‘Eepa MWC OXL; KAt Sixwe Ta KNPUYHATA 0ou 0€va: KL av Ba meBdavw mpLv TG wpag Lou, KEPSOG eyw To Aéw auTO, ylat’ OmoLog {n KEG OE TOON
0oon eyw Suotuxia, WG va NV Tou €lval o BAvatog Ttou kEPSOG; £TOL KL eyw TUTOTA SEV TOV £XW TOV TTOVO TOU BAVATOU aUTOU- Ha oV NTAV KoL TO
QAVEXOUOUV dtadog va Heivn TNG UNTEPAG OV 0 YULOG 0To Bavato tou, autd Ba pou Atav mévog: yuU autd T dAAa kaboAou Sev ovw: KL av Twpa
€00 yLoL AUUOAN WE TTEPVAG YU QUTA TIOU KAVW, 0 AUUAAOG lowg YU GuuaAn HE maipveL.», o.1., ot. 450-470.

44. 0.1, ot.443, 448.

45, KPEONTAZ: «Ma €pe Ttwg oL TILo GKANPEG OL YVWHLEG QUTEG ELvat TTOU TILOTEPO Kol TTEGTOUV, KL 000 YEPO TO GiSePO KaL va 'val otav othy mupa
™G dwTLAg oKANPUVEL, TOTE Ba S€L¢ WG OTIAVEL KOl payilel’ kot T dhoya ta 1o BapPara, Eépw, Eva KpO XaAvdpt Ta oldlel », o.1., 0t.473-478
46. ANTITONH: «B€AeLg L petlov A kataktelval i EAwv;», oT.497

47. KPEONTAZ: «éyw eV o06EV To0T €xwv Amavt €xw.», ot. 498.

48. ANTITONH: Mot Stale€ec eoV va I oeLs, KL eyw va teBavw.», «Evvola oou, eV ‘oot Lwvtave, Ko ELEVO Ao KaLpO N Yuxr Hou €xeL teBavel,
yloL vaL KAPLEL TO XPEOG TNG OTOUG VEKPOUG Hag.» Xtixol 555, 559 - 560.

49. Derrida. H arntodépnon undpxet wg advvatn, oto Babud mou (oe éva mAaiolo) urtdpxel to pn armodopnotuo (n Sikatovvn). O.1t., 0. 41-42.

50. 20pdwva pe tov Derrida to pUn UTTOAOYIGLIO OPLO, TO KOVETIIKPLTO» Elval AUTO TTOU Keltal evtog SU0 avtidhaTikwy Kavovwy. OxtL povo n anddaon
«8ev avrkeL otnv Ta&n Tou umtoAoylopou» aAAA n dta n epnetpia. O.1t., 0. 64-67

51. Autn eival emtiong n yevikn armoyn tou Foucault yia to cwpa.

52. Jupdwvol e o€ ekeivn TNV epunveia TG AvTlyovng HEoa armod TNV EMOVACTATLKE SUVON EVOC CWLATOC TTIOU UETEXEL TNG MULOG ELSLKNG Kat
aneAeuBepwWHEVNG TTIVEULATIKOTNTAG, EKElVO TTOU givat n B€on tng Luce Irigaray. O.1.

53. KdrtL mou épyetal avTIUETWa Je TG B€oelg tou Lacan.

54. ANTITONH: «@£AeLg TL uellov A kataktelval W éAwv;» KPEONTAZ: «Eyw pEV oUSEv: ToUT Exwv Gmavt’ €xw.», 0.7., 0T.497-498.

55. To emuyelpnpa potdlel ocav ta yuvalkeio Kivrijpata mou StekSikouv pio §rbev eAeuBepla Kat pio SIKOooUVn LECO OTA VOULKA EE0UCLAOTIKA
mAaiola Tou Sikaiou — ekeiva ou eykatéotnoe n Natplapyia. To meplocdTepo KEPSOG TToU Ba pmopolcav va SLekSIKAOOLV £T0L ival €vag
Lo6VopOG pOAOG — avAAOYOG PE aUTOV Tou Avépa HEsa o aUTO 0 (610 To cUoThUa TG Kuplapxlag. AésL o Derrida, mwg av ot yuvaikeg dtekSikouv
pLa eAeuBepla, autr Ba mpénel va cUVASEL e TNV EMLOTPObN OE Evav TPWTOYOVIoHO. H tpoloToplkr avapxia voeital TOTe wg n emotpodn o€ pLa
aneleuBEpwaon, KoL EMOUEVWG OF LA GTUTN — akaBopLotn Lootnta.

56. 0.1, 01.37-38

57.0.m.,, 01.93-34

58. ANTIFONH: «O avtpag av pou rebavel, Ba propovoa Kt dAAov va dpw, Kat odt va Kapw ar’ aAov avipa, av Ba 'xava To mTpwto». 0.1.,
01.909-910

59. O.m., 0t.519-521.

60. O.it., 01.148-154.

61. Na tnv e€ouotaotikr Sour tng OWutddelog Ixéong mapanéunw otouc Deleuze G. & Guattari F. kat diaitepa ota KamitaAlopog Kat
IxWodbpevela-Avti-Owdinoug & Xida Matwpata, k. MAEBpov, 2016, 2017.

62. Na pnv EeXVALE WG Ta TTOLSLA GTNV TTATPOYOVLKI VPO TIou ekdPpAlet To TOALTIKO Sikato otnv Apxaia EAAGSa, Ta moudLd avhkouv oTov
Tatépa Kat OxL oTnV pdva (lowg yla auto, o Owinodag Sev SLAMPATTEL TO TPAYLIKOTEPO £YKANUA, KOL IOWE YL AUTO, LETA TO OKOTWLOL TOU TIATEPA N
B¢on eival kevr) epOooV TTOALTELOKA — VOULKA, TimoTa Sgv Tov SEVEL E TNV UNTEPQAL.

63. KPEONTAZ: «KL 6moLog art’ Thv matpida tou o mavw Balel éva ¢ilo, auTtov eyw Tov €Xw yla Timota,...», 0.71., 0T.182 - 183

64.0.i., ot. 187-191.

65. O Adorno- Horkheimer otnv AtaAektikr Tou Stadwtiopol B’ aoxoAnBouv pe autd to BEpa Tou eykAwBLopoU otnv eppnveia tg OSVooELaG.
MopAdelypa aKpWTNPLOOUOU TwV alcBrnoewv elvat n avadopd T oeLpiveS Omou KAtw amd Tov VOUo-evtoAr Tou Oduccéa oL vauteg Ba Sécouv ta
paTia eVvw pwtutepa Ba §€couv Tov 810 0TO KATAPTL TOU TAOLOU.

66. Alber Camus, O Emavaotatnuévog AvBpwrog, Met. Nikn Kapakitoou - Douge, Mapta KacapnahoyAou — Roblin, €kd. Matdkn, ABrva, 2013.
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45. Op. cit,, lines 443, 448
46. CREON: “Do not forget that the most stubborn / are the first to fail, and sometimes / the iron bar longest-forged in the fire / is the one that shatters.
/' have seen the bravest, most noble horse / tamed by the smallest curb. A slave / cannot afford proud thoughts when near his master.”, 0.p., 1.473-478
47. ANTIGONE: «B€AeLg Tt Letlov A katakTelval W' EAwv;», 1.497
48. CREON: «éyw pev oUdEv: ToUT E€xwyv amavt éxw.», 1.498.
49. ANTIGONE: “Because you chose to live and for me to die.”, “Don’t worry, you are alive, but my soul has been dead for long now, to pay its debt
to our dead.”, lines 555, 559-560.
50. Derrida. Deconstruction exists as impossible, at a stage (a context) where the non-deconstructible (justice) exists. Op. cit., p. 41-42
51. According to Derrida, this unmeasurable boundary, the “undecidable”, is what lays between two opposing rules. It’s not just the decision that
cannot be measured, but the experience itself. Op. cit., pp. 64-67
52. This is also Foucault’s general idea of the body.
53. We agree with the interpretation of “Antigone” as the rebelling force of a body that has a special and liberated spirituality, as Luce Irigaray states.
Op. cit.
54. Which opposes the views of Lacan.
55. ANTIGONE: «@€Aelg Tt peTlov fi kataktelval ' EAwv;» CREON: «Eyw pev o0SEv- To0T €xwy dmavt’ €xw.», 1.497-498.
56. This argument reminds us of female movements claiming a so-called freedom and justice within the legal authoritative frameworks of the law —
those established by Patriarchy. The best they could claim this way is an equal legal role — equal to that of the man within this system of dominance.
Derrida says that if women claim freedom, this should coincide with a return to primitivism. The prehistoric anarchy is understood as the return to a
liberation and thus an informal — undefined equality.
57. Op. cit., lines 37-38
58. Op. cit., lines 93-94
59. ANTIGONE: “If my husband died, | could find another. / Another man could give me another child.”, o.p., .909-910
60. Op. cit., lines 519-520
61. Op. cit., lines 148-154
62. Regarding the authoritative structure of the Oedipal relationship, see Deleuze G. & Guattari F. and especially Capitalism and Schizophrenia, Anti-
Oedipus and A Thousand Plateaus, publications Plethron, 2016, 2017.
63. Let’s not forget that in the paternal line expressed by civil law in Ancient Greece children belong to the father and not the mother. (Perhaps this
is why Oedipus commits the absolute crime and after killing the father the position is empty, since according to the state and the law nothing ties
him to the mother.
64. CREON: “And he who puts a friend above his city is nothing to me...” Op. cit., lines 182-183
65. Op. cit., lines 187-191.
66. Adorno and Horkheimer in Dialectic of Enlightment study the issue of entrapment in the interpretation of the Odyssey. An example of the amputation
of senses is the reference to the Sirens, where under the law-orders of Ulysses the sailors will blindfold themselves, after tying Ulysses on the mast.

67. Albert Camus, The Rebel, translated by Anthony Bower, First Vintage International Edition, 1991.
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International art exhibition

ANTIGONE - LIMITS AND BORDERS

OCTOBER 2TH TO 24TH, 2021

PARTICIPANTS:KONSTANTINOS ANGELOU, HAKAN
AKCURA, KATERINA ANASTASIOU, PEQPEZ (KATERINA
ANTONOPOULOU), TZIMIS EFTHIMIOU, DIANA

ZERVAKI, ELPINIKI KAMOSOU, POLYXENI KASDA,

STELLA KOUKOULAKI, AIKATERINI KRIEZI, LYDIA
MARGARONI, CRISTIANA DE MARCHI, VASSILIS NIKAS,
MARIA PAPADIMITRIOU, MAYA PAPAKOSTA, ELENI
PAPANIKOLAOU, ARETI PETROPOULOU - DANAI PAPOUTSI,
CHRISTINA SAVVAKI, KONSTANTINOS SPYROPOULOS,
GEORGE SYRAKIS, GEORGE CHATZIAGOROU, SARAH

CHOO JING, ETEROFOTO (VASSILIOS KANTAS, MARIA
KOUMIANOU, STATHIS ELISSAIOS, PANAGIOTIS PITSOULIS,
KATERINA POULEA).
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KQNZTANTINOZ AITTEAOY KONSTANTINOS ANGELOU
«METADYZIKH THX MMAPOYZIAZ» “METAPHYSICS OF PRESENCE"

To €pyo pe titAo «Metaguolkr tng Mapouociag»
SlampaypateVeTal TA SUTLKA TIOALTLOTLKA TIPOTUTIA TOU
UTIAPKTOU, TNV TAUTOTNTA Kal Ta 6pLa Tou VOpOoU oTa
ottola eTLPEPEL PA&N, TO HUBLKS TIPOOWTIO TNG AVTLYOVNG.
H Avtiyovn eTiikaAe(tal To tapdv VOGS XapEvou OVTog (Tou
adeAoU), VoG pavtaopatikol deopou, pla mapoucia
amntdtepn tng Blag tou Kpgovta, Loxupotepn tng TLpwplag
Tou Bavdtou tng.

«META®YZIKH
THZ MAPOYZIAZ»,
EFKATAZTAZH ME
NETPA, ZIAEPO,
MAAAI NPOBATOY
KAI NAYAON,
MMNPOZTA ANO
FT'YWINA EKMATEIA
T'YNAIKEIQN
®OPEMATQN ZE 12
MOPTPAITA.

“METAPHYSICS

OF PRESENCE",
INSTALLATION

WITH STONE, IRON,
SHEEP WOOL AND
NYLON, IN FRONT OF
PLASTER CASTS OF
WOMEN'S DRESSES IN
12 PORTRAITS.

The work titled “Metaphysics of Presence” discusses the
western cultural models of the existing, the identity and
the limits of the law, which the mythical character of
Antigone disrupts. Antigone invokes the present of a lost
being (the brother), of a spectral bond, of a presence more
tangible than the violence of Creon, more powerful than
the punishment of death.




HAKAN AKCURA
“LET'S MOURN THE DEAD"

MPOZKAHZH
MNOAITQN ZE AEINNO
KOINHZ MNHMHZ

INVITATION OF CITI-
ZENSTO ACOMMON
MEMORIAL DINNER

TPAMNEZI MNHMHZ

ZTOYZ NEKPOYZ.

DINNER IN
MEMORIAL OF

THE DECEASED.

SPHINX 2021

HAKAN AKCURA
«AX OPHNHZOYME TOYZ NEKPOYZ»

H Avtiydvn lval n apxalotepn apxaikn totopia tou
TIOAEPOU yLa tn Slkatoouvn, n otola AgeL eTtiong yLa to
Skalwpa tng Tawng pe oeBacpo kat Lodtnta.

Ztn epmelpla tng mavénuiag, ump&e Adyog Tou To
Bupunénkape autd, Eava kat Eavd, Pe Tov Evav 1| Pe Tov
AAAO TPOTIO. AUTO TTOU aYaLpEBNKeE amd Toug KUpLapxoug
rtav n téta n actia mouv SnpLovpynoe Ta CUCTHPATA TOUG,.

O KAAALTEXVNG KAVEL Pla TIPOCKANGCN o€ €va Tparmedl
MVAMNG, Hla Ttpa&n performance mou eotlddel o€ auto:
-Twpa elvat N wpa! Ag TLUACOUPE TN PN TOUG, OTIwG N
Avtiyovn!

‘Eva &elnvo. Eva tpamedL yepdrto @ayntd kat otd padl
OTIOU 0 KAAALTEX VNG KAL TA PEAN TNG Zplyyag TipoLy padt
HE TOUG KAAECPEVOUG TOUG, aVBPWTIOUG TIoU KpatrBnkav
o€ arnootaon and tov Bprvo Kat TNV kndeta ouyyevwv
Toug Tou TeBavav amod tov Covid-19, katd tn SlapKela
T™n¢ mavénuiag.

Ekelvo to Bpadu oL dvBpwTtol Ba PLARooLY, TLIHWVTAG
TOUG VEKPOUG OUYYEVELG TOUG. ©a Toug akoUoOUNE. Oa
evtayBoupe. Mall Ba Bpnvrjooupe Toug vekPoUG.

Antigone is the earliest archaic story of the war for
justice, which also tells of the right to be buried respectfully
and equally.

In the pandemic process has been reason again for
be remembered this right over and over again, and in
one way or another. What was removed was again the
sovereigns and the cause created by the sovereigns, the
systems of them.

| suggest an invitation, a rememberance table, a
performance that focuses on this: -Now is the time! Let's
honor their memory, Antigone!

A outdoor dinner. At the table full of food and drinks.
Me, all the team members, volunteers of the Biennial,
are taking part in this dinner. But the real guests are the
people who could not be participate relatives funeral who
died in Covid-19 during the pandemic.

During that evening they will tell us about their dead
relatives. We will listen. We will join. We will mourn the
dead together.

S€
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KATEPINA ANAZTAZIOY
«EKPYAOYTOZ»

ratt dev pelye; Matl dev pLAdet; KAelopévn péoa
otnv (8la katdaotaon, otnv (8ta cuvOnkn Tou AAAOG
€ptiage yU' autnv kat aAAAog tnv €Rale ekel. Kal to ekave
pe Toon pasotpia, yratl to yvwpilet. Xpdvia twpa to
KAveL [...] Méoa o€ pia L&Ldtutn aulr, 0Tou e elpwvela
OUVUTIAPXOUV ETEPOKANTA AVTLKELPEVA, PETAAALKOL
OKOUPLAOHEVOL TEVEKESEG, TTAAOTIKOL KOUPBASEC, TIAALEG
OKOUTIEG, KATEOTPAPHPEVA HAVTAAAKLA OE ALwPEVA OXOWLA
pTouyasdag, [...] AydApata peyaAoTpeTir tou SnAwvouv
TN SUvVapn Toug, TNV avdpLKN UTIEPOXH TOUG PE €va
poTalo, 1 toekoLpL, 1} OTIAO, 1} paxalpy, 1 OKETO TO XEpPL.
FAGoTPEG XwpPig AouAoUSLa pEoa ota KaykeAa. Kal péoa
OTLG SAVTEAEG, PUAACOETAL KaL EKTLBETAL WG EPTIOpPEVHQA
HTIOYLATLOPEVN, €Va OKLAXTPOo 9oPou, pla utotaypévn
o€ dypagoug vopoug Tept kabaplotntag [...] H yuvaika
auTH EPWTEVETAL, TIPOOYEPETAL, UTtalveL TNV ouvenkn
TNG UTTOTAYNG HE TO OTOPA KAELOTO. AUTOG TNG lTtav twg
elvat o poAog tngG.

Why won't she leave? Why won't she speak? Trapped within
the same situation, the same circumstances, which were
made for her and where she was put by others. And it was
done so adeptly, because they know. They've been doing it
foryears. [...] Within a peculiar yard, where miscellaneous
objects, like metal rusty buckets, plastic buckets, old
brooms, broken clothespins on melting laundry lines
ironically exist. [...] Majestic statues stating their might,
their male superiority, with a bat or axe or gun or knife
or justahand. Pots without flowers inside the fence. And
within the laces, she is kept and exposed as merchandise,
painted, a fearful scarecrow, surrendered to unwritten
laws on purity. [...] This woman falls in love, is offered,
enters the circumstance of submission with her mouth
shut. She was told that this is her role.

KATERINA ANASTASIOU
“EKFYLOUTOS”

«EKPYAOYTOZ»
-VIDEO

“EKFYLOUTOS”

-VIDEO




CATERINA ANTONOPOULOU (A.K.A. PEQPEZ)
“ZACKIE A PERSONAL INTELLIGENT ASSISTANT
(PIA) FOR REPORTERS”

H ZYZKEYH
ZACKIE PIA

ZACKIE PIA DEVICE

SPHINX 2021

KATEPINA ANTQNOIOYAOY (A.K.A. PEQPEZ)
“ZACKIE A PERSONAL INTELLIGENT ASSISTANT
(PIA) FOR REPORTERS”

H Zackie PIA sival pla Stadpaotikr eykataotaon mou
TIPOCOMPOLWVEL pla YneLakn poowTttkh BonBo Texvntng
vonpoouvng (Personal Intelligent Assistant (PIA)) Ttou
BonBdeL SnuocLloypapoug Kal pEMOPTEP VA CUVTACCOUV
TLG AVAPOPEG TOUG, CUAAEYOoVTAG & avaAlovtag OAa
Ta Slabéoipa otolyela yupw armo TG UTtoBECELG TTOU
KAAUTITOUV. ZTNV TPayPaTikotnTa Opwg n Zackie PIA
Sev €xeL Ldlaltepn vonuoouvn, cuvdualel AKPLTA KaL PE
Tuxalo TPOTIO SLASLKTUAKEG TTANPOYOPLEC, cUVTACCOVTAG
PELSAC KAL AVTLPATLKEG AVAPOPES. Apa TIPOBOKATOPLKA,
ekBETOoVTAg TOUG Slaklvnteg Peudwy eLdroewv. To
€pyo oxoAlaleL tn Slappor) kat avarnapaywyn Peudwv
eldrjoswv (fake news) oto Stadiktuo. Emiong mpooeyyilel
KPLTLKA TNV TACN €QApPoywV TEXVNTNG vonuoouvng va
avanapdyouV EUQUAT OTEPEDTUTIA, PEPOVTAG YUVALKELQ
ovopata (1.x. Alexa, Eliza, K.T.A.) Kal XApOAKTNPLOTLKA.
‘EtoL n YneLakn mpoowTitkr) BonBog ovopdotnke Zac-
kie, a6 tov AOATKI+ aktiBLotr kat qeer performer Zak
Kwotdmoulo (Zackie Oh). [...]JMa tnv ekmaidsuon (training)
TOU aAyopiBpoU TIOU XPNOLPOTIOLEL N CUOKEUN Zackie
PIA xpnotpotoliBnke n uttoBeon SoAowoviag Tou Zak
KwotdmouAou, ou Snutoupynoe mAnbwpa fake news. Nna
TOV OKOTIO QUTO, CUAAEXBNKE AVTLPATLKO OTITLKOAKOUGTLKO
UALKO amto SLaSLKTUAKEG TINYEG KAl amtoOnKeUTNKeE o€ pia
Bdaon edopévwy. H Zackie PIA avaktd Hépog Tou UALKOU
ouvBETovTag pla véa ekdoyr tng uttoBeonc, kAbes opd
Tou évag Snuootoypdyog (i Beatng) ¢ntd tn fonBeta tng.

Zackie PIAis an interactive installation simulating a digital
personal Al assistant (Personal Intelligence Assistant - PIA)
that helps journalists and reporters draft their reports,
by collecting and analyzing all available data on the cases
they cover. In reality, Zackie PIA has no intelligence, it
randomly and uncritically combines online information,
drafting untrue and contradictory reports. It acts like a
provocateur, exposing those who disperse fake news. The
project comments on the dispersion and reproduction
of fake news online. It also critically approaches the
tendency of Al applications to reproduce gender-based
stereotypes, by having female names (Alexa, Eliza etc) and
features. The personal intelligent assistant was named
after Zach Kostopoulos (Zackie Oh), LGBTQ+ activist and
queer performer. The murder case of Zach Kostopoulos,
which created an abundance of fake news, was used to
train the algorithm of the Zackie PIA device. Contradictory
audiovisual footage was collected by online sources and
stored in a database. Zackie PIA retrieves part of this
material and composes a new version of a case each time
a journalist (or spectator) asks for its help.

LE
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TZIMHZ EYOYMIOY
«H HXQ THZ KQMAIAAZ »

TZIMIS EFTHYMIOU
“THE ECHO OF THE KOPAIDA LAKE"

O KAAAITEXNHZ KAI
TO EPro.

THE ARTIST AND THE
WORK.



ZQIrPA®IKH ZE
XAPTI

PAINTING ON
PAPER

SPHINX 2021

NTIANA ZEPBAKH

[...] N amteltkovilOpevn, SUPBOALKH, OUYXEOVN AVTLyOvn TOU
€PYOU EKPPALeL TOV EYKAWRLOMO, TOV-TIOVO, TO UTIAPELAKO
ad1€€080, TNV TIVELPATLKA, NOLKNA KAl oUVALCONUATLKN
ao@uéia, ToV KOWWVLKO KAl TIOALTLKO EYKAELOUO KABE
HOVTEPVaC yuvaikag tng véag XLALETNPLSAc, aveEapTATWG
nALkiag, @UANG, eBvikdtnTag, BPNoKELag, KOWWVLKNAG
TagngG.

[...] the symboli€ and contemporary Antigone depicted
in the work expresses the entrapment, the pain, the
existential stalemate; the mental, moral and sentimental
asphyxiation, the sécial and political confinement of each
modern woman of‘the new millennium, nogmatter her
age, her race, her nationality, her religion, her’sacial class.

6€
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EANMINIKH KAMQZOY

THE WOMAN DIVING INTO HER UNCONSCIOUS
AND CARRYING IN HER WOMB. THE PRIMITIVE
KNOWLEDGE.

H yuvaika mou Boutd oto acuveldnto kat kuopopel otn
pATpa tng. H apyéyovn yvwon.

‘OTWG TO PEOA POU OpHPAEL va TPAPEL...

0 KOPEOHOG avuTopog Tacy el va TEAEPEL...

Kat JeTa UTtvog Babug... kal AypuTtvog...

MoAAd okaAotatia pe Alya mAatUokaAd...

TLT0 B€AW TO OXNHA OTN OKAAQL... ElvaL XAPTLVO... AL VIiSL
elvat...

To SUMAWVW oTn PaoXAaAn kat aveBaivw...

TO WG OKAAWVEL OTLG KOYXEG Kal BAETIW TLG OKLEG...
FONTEUTLKEG KAL PLAOEEVEG £XOUV VA OU TIOUV...
AKOUW... BAETIW... yeVopal... aloBavopal Tov KOPECHO
va KAVEL va S0UAELA TOU... Kat Addyva va aykaAtalw tnv

oppn pou.

The woman diving into her unconscious and carrying in
her womb. The primitive knowledge.

as my insides urges to feed...
satiation trying to cease in vain...
and then deep sleep... no sleep...
A lot of stairs and a few landings...

Why do | need a vehicle on the stairs... it's paper... it's a toy...

| fold it under my armpit and go upstairs...
The light is stuck in the nooks and | see the shadows...

They're charming and hospitable, they have a lot to say...

| hear... | see... | taste... | feel the satiation doing its job...
And | lustfully embrace my urge.

ELPINIKI KAMOSOU

THE WOMAN DIVING INTO HER UNCONSCIOUS
AND CARRYING IN HER WOMB. THE PRIMITIVE
KNOWLEDGE.

EFKATAZTAZH
ME XOPEYTIKH
KAl MOYZIKH
PERFORMANCE

INSTALLATION WITH
DANCE AND MUSIC
PERFORMANCE
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POLYXENE KASDA MOAYZENH KAZAA
“WITH BLIND EYES” «TYOAOIZ OMMAZI»

Mavta otnv Akpn Tou VAPATOG, «TUPAOLG OPPaCLy,
OUVTOVLOPEVN JE TO TEAEOAOYLKA TTANPOPOPNHEVO HUBLKO
KUpa Tou pe kaBodnyel epBabuvovtac kal TAataivovtag
TA XWPOXPOVLKA JOU dpLa, aVaVEWVOVTAG SLAPKWG TN YN
TIoU avadUETaAL KATW aro Ta osdLa Jou.

YHOPIAKH
EKTYNQZH ZE
HMIAIA®ANH

MEMBPANH

DIGITAL
PRINTING ON
TRANSLUCENT
FILM

j===""3

J

i W\ WA

Always at the edge of the thread, with blind eyes, coor-
dinated with the teleologically informed mythical wave
that leads me deepening and widening my spatiotempo-
ral limits, constantly renewing the land that rises under
my feet.

Ly
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2TEAANA KOYKOYAAKH
“NON FINITE: FEMINE GENDER”

H évtaon kat ot KAUSwVLOPOL TNG €TTOXNG, N avaduon
OAWV TWV Suvapewv tNg BapPBapdtntag, n embavdria
aywvia aAAd kat ot TToAAEG SuvatdtnTeg ap@Lofrtnong
Kal EE0NKWHOU TWV KATATILEOPEVWY KABE Hop@rig evavTLa
0TO UTIApXOV TIoU BUCCOSOPEL 0TA CWPATA, OTA HUAAA
Kal TLG PUXEC pag, elval ouoTatika OToLXELd TNG YEPATNG
aVTLPAOELG, Tpavpata Kat dén Zwng.

The tension and turbulence of our times, the emersion
of all forces of bestiality, the post-mortem suspense and
the multiple possibilities of questioning and rising for all
those oppressed against the existing that schemes on our
bodies, minds and souls, are component elements of life,
which is full of contrast, trauma and suffering.

STELLA KOUKOULAKI
“NON FINITE: FEMINE GENDER”

ZQIrPA®IKH ZE
KATAZKEYH

PAINTING IN
CONSTRUCTION



AIKATERINI KRIEZI - LYDIA MARGARONI
“THE WOMB OF JOCASTA"

VIDEO
- ETKATAZTAZH

VIDEO
- INSTALLATION

[...] The house was and is the hearth. It is the womb that,
when turned into an unclean complex by laws and insti-
tutions, bears burdened, unknowingly tragic, persons. It
bears an Antigone. Some Antigone, trying to act within
the hostile environment of a despicable city and the
patriarchal complex societies - the womb of gender-ba-
sed violence.

The main body of the artwork is the metaphorical “womb
of Jocasta”, made with rope, directly referencing Jocasta'’s
suicide, and with hand-made rope from cloth, referencing
that of Antigone. The purses, a typical female accessory,
without a shoulder or hand carrying them, all hung up in
a pile, show the definite absence.

The video “Monologue”, within the “Womb of Jocasta”
shows portraits of women also piled up. The image of
the piles has been inspired by the historical photographs
recording the piles of personal belongings and clothes of
those executed in gas chambers in concentration camps
during the Second World War.

This audio collection-composition features female voi-
ces singing, reciting and lullabying in different languages
(Greek, Arabic, Swedish, Danish, French, Iran Farsi). The
portraits and voices come from women we know, and we
would like to thank them very much.

SPHINX 2021

AIKATEPINH KPIEZH - AYAIA MAPTAPQNH
«H MHTPA THZ IOKAXTHZ»

[...] H katowkia Atav kat elval n «eotia». Elvat n pAtpa
TIou OTav ot VOpoL Kat oL Beopol, TNV PeTaTpémouV
O€ PLapO CUPTIAEYQ, TOTE auth yevva BeBapnuéva
TpdowTa, TPAyLkd v ayvoia toug. fevva pua Avtiydvn.
Mua omtotadnmote Avtiydvn, Tou Tacyidel va Spdacel
0TOo £XOpLKO TEPLBAAAOV pLaG TTOTATIAG TIOANG KAL TWV
TIATPLAPX LKWV CUPTIAEYHATIKWY KOWWVLWV - UATPEG TNG
HpUANG Blag.

KUplo owpa tou €pyou gival n «pntpa tng lokdotng»
HETAQOPLKA, PTLAYPEVN aTIO OXOWI-TPLXLE, PE euBela
avagpopa otnv autoxelpia tng lokaotng Kat UPACHATIVO
XElpoTtolnto oxowt o€ ekeivn tng Avtlydvng. OL TodvTeg,
XQPAKTNPLOTLKO yuvalkelo a&eooudp, Xwplc pEpovTta wHo
N XEPL, KPEPAOPEVEG OAeG padl o oto(Ba, SnAwvouv tnv
OpLOTLKN amouata.

To Bivteo «MovdAoyog» €vtog tng «Mntpag tng
lokdotng», elval pakn - TTopTpalTa YUVALKWY Kal autd
o€ oto(Beq. H elkdva tng otoiBag avtAnbnke amo Tig
LOTOPLKEG PpWTOypapleg Kataypapng, Tou oToLBAYPaToq
TWV TIPOOWTILKWY AVTLKELPEVWY KAl TwV poUXWwV TWV
EKTEAEOBEVTWY 0TOUG BaAdpoug asplwy, ota otpatomneda
OUYKEVTPWOEWG Tou B’ MaykoouLou MoAgpou.

H nxntikr ocuAAoyn-ocuvBeon TEPLAAUBAVEL YUVALKELEG
PWVEG TIOU Tpayoudouly, amayyéAouy, vavoupifouv og
SLAPOPETLKEG YAWOOEC (EAANVLIKA, apaBLkd, coundikd,
Savedika, YaAALKd, @apot Ipdv). Ta topTpETa KAl OL PWVEG
elval amd yuvalkeg Tou olkelou TEPLRAAAOVTOC pag Kal
TLG EUXAPLOTOULE TIOAU.

v
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CRISTIANA DE MARCHI
«MHTPOTHTA»

«MtaAgukovtupévn yuvaika kdBetal o€ éva opayeio kat
KEVTAEL. Mpo@avwg aveyylytn amod ta yeyovota yupw
TNG, KEVTAEL O€ KOKKLVO POVTO PE AEUKI KAWOTH). Z€ OAO
1o Blvteo avadvetat N AEEn «unTpodTNTA». H oLWTNAR
QUTAPKELA TOU ATOPOU TIOU KEVTAEL, elvat N KAAALTEXVNG
Tou Bploketal o€ amy twv poBatwy. OLavspeg oKOTILUA
KAl AOooLWHEVA, KAVOUV TN S0UAELA TOUC, TIPOWAVWG
XWpLg va evtumwolaotouv KaBoAou amod tn yuvaika mou
kevtdel. O kOopog xwpiletal og SVo opaipeg. O Beatng
apyileLva oképtetal. Ek mpwtng dYewc, n eotiaon pmopet
va elval otn yuvaika Tou KEVTAEL Kal otn AEEn Tou
avadueTal, Katd SeUTEPOV 0TOUG AVEPEC KAL OTNV TEXVN
TouG. H Siyoyvwpia gv StaAvetat. H AEEn «puntpdtnTa»
aVaPEPETAL OTO TILO LEPO KAl 0To TiLo ayvo. H Cristiana
de Marchi ypagel oto Kelpevo tng yla to €pyo tou 2014:
«H pntpdétnta Stepeuvd tn SLYOTOPNGCN ATIOKAELOUOU/
¢vtagng, Buotag/owtnplag, péoa amod pla avtutapdbeon
TIAPOUCLWV: TO BUpaA Kat o SrpLog, o JApTUPAg Kat n
pHNTépa Ba ocupPBoAloouv OAEG TLG CUVALCONPATLKEG

TIPOOKOAANOELG O€ OAOUG TOUG EPTIAEKOUEVOUG POAOUG.

“Kat tnyatvel mlow otig apyaieg teAetoupyleg Buaolag:
ZtnVv apxata EANGSa o Pappdkog ATav N TEAETOUPYLKNA
Buoia evog amodlomoptalov Tpayou, n ekdlwgn evog

atdpOoU, TIPOKELPEVOU VA KEPSLOEL JLa cUANOYLKT kKaBapaon.

Emopévwg, o ddppakog elval apéows o amodkAnpog Kat
0 SLaoWoTNG».

CRISTIANA DE MARCHI
“MOTHERHOOD”

«MHTPOTHTA»
-VIDEO

“MOTHERHOOD"
-VIDEO

“A white-dressed woman sits in a slaughterhouse and
embroiders. Apparently untouched by the events
around her, she embroiders on a red background with
white thread. Throughout the video, the word “mother-
hood"” emerges. The silent self-sufficiency of the person
embroidering, itis the artist, is in the starkest contrast to
the sounds and activities of the slaughter of sheep. The
men deliberately and purposefully go about their work,
apparently completely unimpressed by the woman who
embroiders. The world is divided into two spheres. The
viewer begins to think. At first sight, the focus may be
on the embroidering woman and the emerging word, on
the second sight on the men and their craft. The dicho-
tomy does not dissolve. The word “motherhood” refers to
the holiest and the purest. Cristiana de Marchi writes in
her text on the work of 2014: “Motherhood explores the
dichotomy of exclusion / inclusion, sacrifice / salvation,
through a juxtaposition of presences: the victim and the
executioner, the witness and the mother to symbolize all
emotional attachments to all the involved roles. “And she
goes back to ancient sacrificial rituals:” In ancient Greece
Pharmakds was the ritualistic sacrifice of a scapegoat, in
the expulsion of an individual, in order to gain a collecti-
ve purification. Therefore, the Pharmakoés is at once the
outcast and the rescuer. “
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BAZINHZ NIKAZ

«TA TIAIAIA THZ PITZQONAX»

VASILIS NIKAS
“THE KIDS OF RITSONA"

PQTOrNPA®IA

PHOTOGRAPHY
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MAPIA MANMAAHMHTPIOY
THE RIDDLE OF THE SPHINX

MARIA PAPADIMITRIOU
THE RIDDLE OF THE SPHINX

PQTOMPA®IA
PHOTOGRAPHY



MAYA PAPAKOSTA
“THE SUBSEQUENT PEOPLE"

TAYNTO ZE
PLEXIGLASS

SCULPTURE IN
PLEXIGLASS

SPHINX 2021

MATIA NANAKQZTA
«METAITENEXTEPOI»

©a pmopoloape va uttootnpioupe og pla oclvyxpovn
avayvwon tng Avtlydvng ,tnv PETETELTA Prjon TOU
Nitoe 6Tl «O Oebdg EBave» (ToV OKOTWOE 0 AvOPWTIOC).
AnAadn, ol Beikol vopol, ot UYLoteg aleg Tou
UTIEPAOTILOTNKE N AvTlyovn KatanathOnkav amd Toug
ypamtoug vopoug(Kpéovtag) Kat 0Tt o AvBpwTtog OTwg
Tov yvwploape meBaivel. Molog Ba avtikataotroeL Tov
O¢ed kal mwe Ba emavavonuatodotnBel o avBpwrog; To
€pY0 «METAYEVEDTEPOL» TIPAYHATEVETAL TA TIAPATIAVW
EPWTNHATA OTO ONPEPA,ELLKOTEPATO TEAEUTALO SLACTNHA
NG ?dwng oTov TIAyo?, Tou Ttapatnpeital n Stelpuvon
TNG Tapad0CLaKAG HOPWPNG TOU EYKAELOPOU O OAEC TLG
TITUXEG TNG KOWWVLKOTNTAG KAL N OAOTAXWG AUEAVOHEVN
gTILTPNON Tou MANBUopoU. H katnyopLoTolnor] Tou o€
avBpwToug TIpWTNG Kat SeUTEPNE SLAAOYNG AVAAOYWE TNV
Tel@apynon, HOPYOTIOLEL TA PAVTACHATA TOU ATTIAPTXALVT
Kal oL amo@aoeLg yla tn tatripnon tng {wrg EKTVEOUV
amoacelg epl Bavatou.

Through a modern reading of “Antigone”, one could
support Nietzsche's later quote that “God is dead” (killed
by humans). This means that divine laws, the sublime
values that Antigone defended, were infringed by written
laws (Creon) and that the human being as we know it is
dying. Who will replace God and how will humans reinvent
themselves? The work “Metagenesteroi” discusses these
guestions in the modern era, especially in this recent
period of “life on ice”, where we observe an expansion
of a traditional form of confinement in every aspect of
social life and a constantly decreasing monitoring of the
population. The classification of the population in people

of first or second grading, depending on their discipline,

forms the ghosts of the Apartheid and the decisions on
sustaining life bring up decisions on death.

Ly



BIENNALE

EAENH NMAMANIKOAAOY ELENI PAPANIKOLAOU
«ANOIZTAMAI» “SET AGAINST”

210 €pyo pou BEAw va SnAwow tnv B€on tng olyxpovng
fuvaikag - Avtlyovn - o€ €va oxnua SwpLkoU owPatog
[...] xwplg MpoowWTO, WG €VvEeLEN TNG PN amodoxr Ttou
0€BaocpoU TNG YUVALKELG TIPOOWTILKOTNTAS [...]aTtpOCWTIO
- dXPOVO, EVTAYHEVN O€ €Va CUUPBOALKA CUUTILECUEVO
adLE€odo xwpo ... oav va BEAeL va avtiotabel otnv
OAn Tileon pPE TA X€PLA TNG VA KPATOUV pLa KApPEKAQ
avTlkeipevo,[...]

ZQIrPA®IKH
- COLLAGE

PAINTING
- COLLAGE

48

In my work | want to state the position of the modern
Woman - Antigone - in a Doric body shape [...] without
a face, as a sign of non-acceptance of the respect of the
female personality [...] faceless - timeless, integrated in a
symbolic compressed dead end space ... as if she wants
toresist all the pressure with her hands holding an object
chair, [...]




ARETI PETROPOULOU - DANAE PAPOUTSI
“ONE PLAINT IS MANY PLAINTS”

OEATPIKH
PERFORMANCE

THEATRICAL
PERFORMANCE

Antigone, exclusively created for the Sphinx Festival,
alone, without the other characters of Sophocles' tragedy,
narrates a small part of her story: the kommos (dirge).
Her narration is her last effort to explain herself to her
fellow citizens of Thebes. She is not heard. She tries again,
speaking less and moving more. She is not heard. In her
third effort to address the citizens of Thebes she remains
silent. She only speaks with her body to remind her fellow
citizens that she is still alive. Even though she knows that
they allowed her to speak, because they had already
sentenced her to death.

If speech is the creative force of a play, the body has a
mystic force. The body creates and rescues. Inside it reside
the speech, the voice, the thoughts. The body can infiltrate
the non-transparent mirror of writing and transfer in its
own way what was said and cannot be said again in the
same manner. The body experiences its own drama: the
drama of the body. In the performance “One plaint is
many plaints”, Antigone cannot escape the role imposed
on her by the destiny of Sophocles’ Antigone, but she
can form a spiral that starts again at the point where it
ends. The eternal confinement of Antigone makes her put
every element of physicality into action. The imminent
confinement makes her physicalize her grief, in hope that
she manages to overcome the limits set for her. Her grief
is so personal that she cannot express herself with words.
Her body captures the words and erases them. Only the
traces of the body will remain.

SPHINX 2021

APETH NMETPOMOYAOY - AANAH NANOYTzZH
«ENAZ ©PHNOZ EINAI TTOAAOI ©PHNOI»

H Avtiydvn, Snploupynpévn ATIOKAELOTIKA yLa TO
PeOTIRBAA NG Zplyyag, povn tng, xwplg Ta umolona
TIPOOWTIA TNG COYOKAELAG Tpaywsiag apnyeital povo eva
HLKPO PJEPOC Ao TNV LoTopia TnNG: Tov Koppd. H apriynon
TNG ETLXELPEL PLA boTatn TP AEN yLa va eEnynoeL Tov eautod
NG oToug OnPaloug cuPTIOALTEG TNG. AsV KATAPEPVEL VA
gLoakouoTel. Mpoomabel yla Ssutepn Popa PLAWVTAG
ALYOTEPO VW KLVElTAL TIEPLOCOTEPO. AEV KATAPEPVEL VA
gLoakouoTel. Ztnv tpltn amdnelpd tng va amneubuvOel
otoug OnPRatoug mapapével Boufry. MIAAG pOVO PE TO
owpa yla va Bupioel otoug cupToAlteg TNG OTL elvat
akopa Cwvtavn: av Kat EEpeL dTLTAG EMETPEPav va PLAROEL
ylati tnv elxav nén katadikaoel og BAvaro.

Av 0 Adyoc elvat n SnuloupyLkr Suvapn pLdg mapdactaong,
TO CWHA KATEXEL Pla Suvapn puotnpLakn. To cwua
Snuloupyetl kat To cwpa owleL. Evtog Tou, KAtolkouy o
AOYOC, N Ywvr) Kat oL okEPELG pag. To cwpa PTopel va
SleLoduoeL otov adlapavr KabpePtn TnG ypayng kat va
HETAPEPEL PE TO SLKO TOU TPOTIO AUTA TIOU ELTIWONKaAv
Kal 8gv pmtopolv va Eavastmwbouv pe tov (8lo tpodTo.
To cwpa CeL to SLkd Tou Spapa: To SpApa TOU CWHATOG.

Itnv mepodpaveg «Evag Bprivog, elval moAAol Bprivou,
N Avtilydvn dev pmopel va EepuyeL amo to poAo TIoU THG
ETILRAAAEL TO TETPWHEVO TNG COPOKAELAG AVTLYOVNG
pTopel Opwe va oxnuatioel pla omelpa n omola Eekva
Eava armo ekel Tou teAelwveL. O aLwWVLOG EYKAELOPOG TNG
AvTlyovng tnv avaykdlel va B€oel og Aettoupyla kabe
otolxelo ocwpatikdTNTAaG. O ETIKELPIEVOC EYKAELOUOG
TNV wOel va cwpatomoLAoeL To Bprvo TNG PNATIWG Kal
Katagepel va uttepPBel ta 6pLa ou AAAoL €Bsoav yLa
autnv. O Bprivog tng elvatl T600 TIPOCWTILKOG TIOU SEV
pTIopEl va ekppaotel pe Aegelg. To owpa cUAAapBavel
TG AEEELG Kal TLG OBnVeL. ©a amopelvouy ta {xvn tou
owpatoc.

(914
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BIENNALE

XPIZTINA ZABBAKH
“VIGOR”

To wypa@Lko £pyo pE TNV ovopacta “Vigor” o€ petdppaon
«ZB€vog», ipooTabel va Bi&eL to BEpa Twv oplwv Kat
TOU TIEPLOPLOPOU aAAAG TaUTOXpOvVaA Kat Ttnv avtidpaaon,
tnVv aiobnon tou antdéntou péoa oto MAAioLo autod tou
EYKAWBLopoU

Her painting artwork titled “Vigor” attempts to touch
upon the issue of limits and restriction, and at the same
time that of reaction, the sense of undeterred within this
confining context.

CHRISTINA SAVVAKI
“VIGOR"

ZQrPA®IKH

PAINTING




KONSTANTINOS SPYROPOULOS

“BECAUSE IT'S NOT THE BRAWNY OR
BROAD-SHOULDERED YOU CAN RELY ON THE
MOST. IT'S THOSE WHO HAVE A STRONG MIND
THAT ALWAYS EXCEL!".

ZQIrPA®IKH
PAINTING

SPHINX 2021

KQNZTANTINOZ ZMYPOIMOYAOZ

«QY TAP Ol TAATEIZ OYA'EYPYNQTOI ®QTEX
AZOAEZTATOI, AAN Ol DPONOYNTEX EY KPATOYZI
MANTAXQOY. MYAAO OPAMATQN, IAANIKQN,
AZIOMPENEIAZ, YITEPBAZHZ. TINOTA, OYTE O
ErKAEIZMOZ AEN TO ®YAAKIZEI!»

LS
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BIENNALE

FEQPr10z 2YPAKHZ
«XOPOZ NTEPONTQN 2THN TPATQAIA ANTIFONH»

GEORGIOS SYRAKIS
“THE CHORUS OF THE ELDERS IN THE TRAGEDY

ANTIGONE"

ZQIrPA®IKH
PAINTING



GIORGOS CHATZIAGOROU
“ANTIGONE"

ZQIrPA®IKH

PAINTING

SPHINX 2021

rQProz XATZHAropoy
«H ANTITONH»

Alxwg petavola (n Avtlyovn), amodexopevn tn poipa
TNG. XapaKInpLoTka vedtntag, otn Buunon apyaiag
EAANVI&ag. Popwvtag to AEUKO TIETIAO (HaVTAAL) KaBapng
ouvelSnoNng KaL ayvotntag, €€ ou Kal To XpwHa, aAAd
HE HOTI{BO aVTECTPAPHEVWY KOPWVWV - CUPPBOAO TNG
efouolag - SNAWVeL OTL SeV EXEL PETAVLWOEL yLa TNV Beon
TNG KAL TN YVWHN TIOU TPEPEL yLA TO OTEPPA. TaAnvLa, pe
BAEppa ASELO - ATIOKOOHO, 08NYELTAL OTNV EKTEAEDH TNG
«WvAlovtag» Y cUPPBOALKO TPOTIO KL ag elval n (&la
Buola, evavtia oto tapdloyo.

Without remorse (Antigone) she accepts her fate. A typical
feature of youth, remnant of the Ancient Greek woman.
Wearing a white veil, a symbol of clear conscience and
purity, with the color and the pattern of reverse crowns
- the symbol of authority - showing that she has not
regretted her position and opinion on the crown. Peaceful,
with a blank unearthly stare she is lead to her execution,
symbolically “shouting” against the irrational, even though
she will be sacrificed.

€S



54

BIENNALE

SARAH CHOO JING
“24 PERFORMANCES”

To “Zoom, click, waltz" elval pla eykatdotaon TToAUPESWY
Tou TepLAapBavel 13 08dveg LED mou armetkovi{ouv
atopa o€ SLAPOPECG KATAOTATELG «EKPPATNG», EVW Elval
aTopoOVWHEVA o€ EeEXxWPLoTA TTAaiola tapabupwv. AuTo
Tou &ekivnoe wg pLa mpoomdBela eTikowwviag e Toug
yeltoveg katd tn Suapkela tou lock down, e&eAixBnke oe
MLO (PaVTAOTLKNA SUVATOTNTA TWV ATOPWY Va ouvEEBoUV
HMEOW TOU XOpoU. € SLAcTNUA 2 PNVWVY, Ol KATOLKOL
EAapav tayudpopLkda attripata pe odnyleg yLa ékgppaon
0€ €Va OUYKEKPLUEVO Stdotnpa 30 Aemtwy. AUTEG oL
NXOYPAPNOELG AAAEC POPEG NTAV ATIOTEAECHATLKES, AAAEC,
pdtateg. OLavtamokploelg TV SLaWOpwV UTIOKELHEVWY
KUPalvovTal amod eVEPYNTLKEG WG TTABNTLKEC. PE ATopa
TIOU CUMMPETEXOUV OE TPOTIOUG CUVELSNTNG anddoaong,
Kat GAAa adLa@opa, 0oV 6TOXAoUO. AvTLapatifeépeva
Kal Stdomapta SimAa oe oknvoBeTnuéva, eupnueva
Kal davelopéva pEoa, XwpLoTd TTAGva cuppartovTal
yla va oxnuatiocouv pia mapdgevn, ampooKoTTn
TIPAYHATLKOTNTA TIoU BPLOKETAL OTOUG EVSLAPETOUG
XWPOUC METAEL eppnvelag kal dtampayPdateuong,
aAnBeLag kat pubomAaciag, EMITEAECTIKOTNTAG KAL TUXNG.

Zoom, click, waltz is a multimedia installation comprising
13 LED screens depicting individuals in various states of
‘performance”, while isolated within separate window
frames. What began as an attempt to communicate
with Neighbours during Circuit Break, developed into an
imagined possibility of individuals connecting through
dance. Over a period of 2 months, residents received
mailed instruction requests to perform at an interval
spanning 30 minutes. These recordings were at times
effective, others, futile. Various subjects’' responses range
from active to passive; with individuals participating in
modes of conscious performance, and others nonchalant,
in contemplation. Juxtaposed and interspersed alongside
staged, found and borrowed media, separate footages are
stitched together to form an uncanny, seamless reality
situated in the inter-spaces between interpretation and
negotiation, truth and fiction, performativity and chance.

]

SARAH CHOO JING
“24 PERFORMANCES”

VIDEO

VIDEO




ETEROFOTO (VASILEIOS KANTAS, MARIA
KOYMIANOY, STRATIS ELISSEOS, PANAGIOTIS
PITSOULIS, KATERINA POULEA)

“CREONS AND ANTIGONES”
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EFKATAZTAZH

DPQTOINPADIAZ.

INSTALLATION OF
PHOTOGRAPHY

SPHINX 2021

ETEPO®QTO (BAZIAEIOZ KANTAZ, MAPIA
KOYMIANOY, ZTPATHZ EAIZZAIOZ, MANATIQTHZ
NITZOYAHZ, KATEPINA MNMOYAEA)

«KPEONTEX KAI ANTITONEZ»

‘Eva bras de faire Sixywg vikntn (23 etkdveg). H opdda
Snuloupywv Etepofoto Snuloupyel pta ouvBeon amo
ELKOVEC avaepOPeVN o€ ekelvn Tn oTlypr/dpLo étou ot
AVTLYOVEG OAWV TWV ETIOXWV amo@aci{ouv va §ouv Toug
£aUTOUG TOUC WG AUTOVOUA UTIOKELEVA €0TW KAL AV AUTO
onpatvel 6tL Ba BpeBolv o€ CUYKPOUON PE TIOALTLKEG KAl
KOWWVLKEC NOLKEC. MEoO ATIO PWTOYPAPLKES ELKOVEG ?TO00
oKnNvoBeTNUEVNG 000 Katl adlapgecoAdBntng Kkataypagng
OKLAypapoUVTAL TITUXEG AUTAG TNG avtiotaong oto Kabe
HOPPNAG KATECTNPEVO, OTOUG ATIAVTAXOU AUTAPXLKOUG
APXOVTEG, TOUG KpEoVTEC.

An arm-wrestling session with no winners (23 pictures).

The creative team Eterofoto creates a collage of pictures
depicting that moment/limit when the Antigones of each

time decide to see themselves as autonomous subjects,

even if this means that they will come into conflict with
political and social moralities. Through photographs of
staged and unmediated images, they capture various

aspects of this resistance to any kind of establishment,

to the authoritative ruler, to the Creons of the world.

SS



“THE BIG BOOK"” - Modern culture

and the tradition of written text”
OCTOBER 6TH TO 30TH, 2021

PARTICIPANTS: RENA AVAGIANOU, KONSTANTINOS ANGELOU,
GIANNA ALEXOPOULOU, MARIA ANTONATOU, MARIA
ARGYRAKOPOULOU, IRINI VAZOUKOU, ANDREAS GAVRILIADIS,
PETROS GEORGARIOU, MARIA DOUKAKI, THALASSINI DOUMA,
EFTYCHIOS EFTHYMIOU (COVER DESIGN AND CUTTING),

TZIMIS EFTHIMIOU, RANIA KARAMOUZI, ELISAVET KEHAGIA,
SPYROS KOIKAS, IRINI KOUKOULETSOU, IRINI KOUTRIDOU,
MARIA LIAKOU, LYDIA MARGARONI, CLEOPATRA MOURSELA,
GEORGIA BLIATSOU, TEAM “MADE IN ATHENS"”, DESPINA
PANTAZI, KONSTANTINA PARASKEVOPOULOU, ANNA

PIATOU, KATERINA RIMPATSIOU, PAVLOS SOUFLIS (ARTISTIC
BOOKBINDING), DIAMANTIS STAGGIDIS, KONSTANTINOS
STAMOULIS, IORDANIS STYLIDIS (TEXT), ATHENA SFEROPOULOU
(TEXT), KERASIA TOULIATOU, DIMITRIS TRAKADAS, EFTYCHIA
TZANETOULAKENOU (GRAPHIC DESIGN), STATHIS FOTIS, SENTI
CHANIADAKI, ATHENA CHATZI, ANNA MARIA CHATZISTEFANOU,
GEORGE CHOURCHOULIS, IOANNA CHRISTAKOU.




“THE BIG BOOK"” - MODERN CULTURE AND THE
TRADITION OF WRITTEN TEXT"”
ARCHAEOLOGICAL MUSEUM OF THEBES
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SPHINX 2021

«MEFAAO BIBAIO - O ZYITXPONOZ NMOAITIZMOZ
KAI H MAPAAOZH TQN KEIMENQN»
APXAIOAOTTKO MOYZEIO ©HBQN

Yta mAatlola Twv kdNAwoewv tng SteBvoug biennale
SPHINX 2021 pe titAo ANTIFTONH, OPIA KAl ZYNOPA
TIAPOUCLACTNKE, O€ cuvepyaoia pe tnv EPA Bowwtiag,
N €KAo TLKN €kBeon «MEFAAO BIBAIO - O cUyxpovog
TIOALTLOPOG KAl N TapAd0o0n TwV KELPEVWVY», OTO
Apxatoloylkd Mouaoeio OnpBwv.

H ékBeon agopd otnv oUVOECN TWV TIPOCWTILKWY PWVWV
Tou BLBAlou pe Ta OpLa ou BETEL 0 SNUOCLOG PVNHELAKOG
Aoyog, onwg apatiBetat amnd tnv apyata mapddoon, o
gLa Kolvr) tpooTiafela evavtia otnv Anen. To «MEFTAAO
BIBAIO» gilval éva Telpapatikd CUAAOYLKO eyxeipnua
EYKATAOTAONG €VOG PEYa-BLBALoU TTOU TILAVEL TO VApa
NG Mapadoong Twv eLkaoTkwy BLRALWV (artists book).
To €pyo emipeAeitatl n kaAAltexvikn opada Opidovtag
Feyovotwv Kat CUPPETEXOUV o€ autd 40 EAANVEG
ELKAOTIKOL KAAALTEXVEG padl pe KElpEva Toug, OTIwE Kal
BewpPNTLKWV TNG TEXVNG.

H ékBeon tapoucLAoTnKeE (&N 0ToV EKBECLAKO XWPO TOU
Opilovtaleyovotwy otov Kepapkd, 0Tn ZTod tou BLAlou
Kat oto Emilypagiké Mouaoegio tng ABrjvag mpoo@epovtag,
0€ aQUTNV TNV teAeutala €kBeon, PLa povadikn eukatpla
OUVOMLALAG TOU TIPWTOTUTIOU AUTOU €PYOU PE TOUG
apxaloug poydvoug tou, Toug optAouvTeg AiBouc!

As part of the events of the international SPHINX 2021
biennale, titled “ANTIGONE - LIMITS AND BORDERS”
and in collaboration with the Ephorate of Antiquities of
Boeotia, the art exhibition “BIG BOOK - Modern culture
and the tradition of written text” was presented in the
Archaeological Museum of Thebes.

The exhibition consisted of the personal voices within the
book combined with the limits set by public monumental
discourse, as set by ancient tradition, in a common effort
against oblivion. The “BIG BOOK" is an experimental
collective effort of installing a mega-book, that follows
the thread of the tradition of artistic books (artistis book).
The project was inspired and edited by the artistic team
“Event Horizon"” and 40 Greek visual artists participated
with their texts. The exhibition also featured texts by art
theorists.

The exhibition has already been presented in the
showroom of “Event Horizon" in Kerameikos, in the Gallery
of the Book and the Epigraphic Museum, in Athens. This
last event offered an opportunity for this original artwork
to converse with its ancient ancestors, the talking stones!

LS



“The Limits of Appearance”, by the
~Artistic Group of the Sphinx.

OCTOBER 2TH TO 24TH, 2021
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PARTICIPANTS: KONSTANTINOS ANGELOU, LEFTERIS AIFANTIS,
FOTIS VASSILIOU, STELLA DOUKA, MARIA KADIKA, MARIA
KARAHALIOU, EFSTATHIA KOULI, TASSOS KOUSTAS, OLGA
MAMALI, IOANNA MANOPOULOU, ELENI BAKA, PATRA BAKA,
PEPI PAPADIMITRIOU, SOFIA SOTIRHOU, ZOGRAFIA CHRISTOU




SPHINX ART GROUP
“THE LIMITS OF APPEARANCE"
(WORK IN PROGRESS)

MAPOYZIAZH
THZ AIAAIKAZIAZ
KATAZKEYHZ TOY

EProy

PRESENTATION OF
THE CONSTRUC-
TION PROCESS OF
THE PROJECT

SPHINX 2021

EIKAZTIKH OMAAA Z®IITAZ
«TA OPIA THZ EM®ANEIAZ»
(ZE AIAAIKAZIA KATAXKEYHZ)

To €pyo ATOTEAEL PLA ELKAOTLKI UALKN €£yKATAOTAON
E0WTEPLKOV XWPOU HE NXNTIKO UTIORABPO KaL Tautdypova
pla cuAAoyikr) performance pe TNV CUUPETOXI TOU
KolvoU Ttou Slepeuvd oTo eTinmedSo tng KowodTNTAG TA
OplLa Tou LEPOU Kal TOV avOpwTIOAOYLKO xapaktnpa
NG pUNOoNG. To €pyo €TLSLWKEL £€va OTOXAOHO TIAVW
oTNV avlpwTrvn Katdotaon, ETILKAAOUHEVO TO XAUEVO
optdovta pLag Ldavikng oXEong Tpog TNV Uon, TIPOG ToV
(610 pag tov eautd. O cUpPETEXWVY KaAgltatl péoa armod tpla
SLaPOoPETIKA eTTiMESA pUNONG - YE KAL TNV SLASPAOCTLKN
OUHHETOXM TWV PEAWV TNG opadag «Zplyya» - va odnynBet
oe pla Stadikaoia pEBegng otnv avBpwrvn polotopia
OTNV avayvwpLon tTng APETPNG oXE0NG TOU avBPWTIOU JE
TOV TTAQVNTN TIOU UAOTIOLELTAL WG TIpAgN KABapong Tou
€pXETAL OTO TEAOG. To £pyo amoteAeitat amod pla cuvOeTn
ETILPAVELA KEPAPLKWY OYKWV OTIOU 0UVBETOLV €va (650G
apx€yovou OKNVLKOU TIOU SLAPOPPWVEL PTIPOOTA TOU €va
opL{ovTLo TeSL0 OTPWPEVO PE aAdTL, WG Bwpo amobeong
apxaikwy, WOHOoPPWV KAl aAVOPpWTIOHOPPWY KEPAAWV.
To okNVLKO autd TtepBAAAETAL ATIO €va TIAALOLO KABETWV
TIETIAWV TIOU AELTOUPYOUV WG KUPEAEG EPWTNHATWY,
oulnTtAoewy, aloBNoewWV, BLWHPATWY TIPLV O ETILOKETITNG
TIPOX WP OEL OTO KEVTPO.

Translation Pepi Papadimitriou

The projectis a visual material installation of interior space
with sound background and at the same time a collective
performance with the participation of the audience that
explores at a community level the boundaries of the
sanctuary and the anthropological character of initiation.

The work seeks a reflection on the human condition,
invoking the lost horizon of an ideal relationship with
nature, with ourselves. The participant is called through
three different levels of initiation - with the interactive
participation of the members of the “Sphinx” group - to
lead to a process of integration into human prehistory
in the recognition of man’s immeasurable relationship
with the planet which is realized as an act of purification
coming to end.

The work consists of a complex surface of ceramic
volumes where they compose a kind of primitive setting
that forms in front of it a horizontal field paved with salt,
as an altar for the deposition of archaic, animal-shaped
and anthropomorphic heads. This setting is surrounded
by a frame of vertical veils that act as cells of questions,
discussions, senses, experiences before the visitor moves
to the centre.

6S



BIQMATIKO
ZEMINAPIOTIATO
EPTO

EXPERIENTIAL
SEMINAR ON THE
PROJECT
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PROJECT
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TO KAMINI ETOIMO
FIATO WHZIMO TQN
KEPAMIKQN

THE KILN IS READY
FOR FIRING THE
CERAMICS
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KATA THN
KATAZKEYH

DURING
CONSTRUCTION
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Student art exhibition

ANTIGONE

OCTOBER 2TH TO 24TH, 2021

PARTICIPANTS: IASONAS ANGELOU, MARIA - PARASKEVI
VOULGARI, SOFIANVOULGARI, ELISAVET GEORGIOU, CHRISTOS
ZERVAS, MILTA'ZISI'- TRIPERINA,; PANAGIOTA ZISI, ANASTASIA
THEODOSIOU, ANASTASIA KATAPOD1, LYDIA KOUTROULI;
ANDREAS-KYRIAKOU, MARIA -ANNA MASTROGIANNI,
PANAGIOTIS'MAVRODIMOU, BARBARA BELIA, EVA SIONIDOU,
IOANNA SKYRIANOU, MARIA TSOKANI, DIMITRIS TSOTSIS,
YASMIN YACHIA; CHRISTINA CHRISTODOULOU, ANGELIKI
CHRONOPOULOU




STUDENT ART EXHIBITION
“ANTIGONE"

EPTATQN
MAGHTQN

WORKS OF
STUDENTS

The SHPINX organization, in continuation of its collabo-
ration with the educational and school community of the
city, seeking its further inclusion in artistic and cultural
involvement with the intellectual legacy of the city, held,
within the context of the Sphinx 2021 Biennale, the stu-
dent exhibition “ANTIGONE". The exhibition was the result
of a competition held in secondary education schools in
the prefecture of Boeotia and took place from the 2nd
to the 24th of October 2021, along with the rest of the
events and exhibitions of the Biennale. The aim of this
intervention was the conversation between the work of
renowned artists and the creative output of students at
the same level.

The works produced by the student community were a
creative study of the representations of Sophocles’ tra-
gedyinthe ancientand modern world. The main elements
sought after were the basis of the main topic of the festi-
val, the investigation of human boundaries and impasses
produced by civilization, which were examined regarding
the modern roles of the woman. The students actively
delivered on a subject that has endless extensions and
outlets in global civilization.

SPHINX 2021

EKOEZH TEXNHZ MAGHTQN
«ANTIT'ONH»

O opyaviopog Zelyya ouveyifovtag tnv cuvepyaoia
TOU PE TNV EKTIALSEUTLKA KAl padntikn kowotnta
TNG TEPLOXNG HE OTOXO TNV €UPUTEPN EPTIAOKN TNG
0€ KAAALTEXVLIKEG KAl TIOALTLOTLKEG avalnTrnoELg TIou
otnpillovtal oTnV MVEUPATLKA TIapakatadrkn tng moAng,
Tpaypatormoinoe oto mAaiolo tng Biennale Sphinx 2021
TNV pabntikn €kBeon pe titho «ANTIFTONH». H ékBeon
TIOU NTaV ATOTEAECHA SLaywVLIOPOoU o€ OXOAEla TG
SeutepoBdabuLag ekmaideuong tou vopou Bowwtiag,
Tpaypatomolndnke amo tig 2-24 OktwRplou 2021,
TIAPAAANAQ PE TLG AAAEG EKENAWOELG KAl EKBETELG TNG
Biennale. AuTtoO Tou eTiLXELPNONKE PE TNV TtapEuBaocn
autTn, NTav n cUVOMPLALO TWV £PYWV TWV KATASLWHEVWY
KAAALTEX VWV PE TNV SNPLOUPYLKA TTApaywyn TwWv padntwy,
n omoia téBnke oto (6Lo eminedo.

Ta épya TIou Ttapryaye n abnTikr KowotnTa amoTéAEcaV
pla Snuloupytkn avalntnon Twv avamapacTtAcEwy TG
YowokAeLag tpaywsdiag, téoo otov apxalo 600 Kat 6Tov
oUYyXPOVO KOGPO. AUTO TTIOU CUYKEKPLPEVA €TILCNTNONKE
rtav n Bdaon tou Kuplwg BEpatog dAou Tou PeOTLRAA, N
Slepelivnon Twv avBpwTvwy oplwv Kal Twv adle§ddwv
TIOU TTAPAYEL O TIOALTLOMOG Ta oTola eEeTAoTNKAV HE
avagpopda 0Toug oUYXPOVoUGg pOAOUG TG yuvaikag. Ou
padntég avtanokpiBnkav evtatikd amévavtl os eva Bepa
HE TEPAOTLEG TIPOEKTATELG KAL E ATIELPO TIANB0G EKBOAWV
OTOV TIAYKOGHLO TIOALTLOMO.
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SPHINX 2021

JIMMY EUTHYMIOU TZIMHZ EYOYMIOY
“EVENT HORIZON. THE CONSTANT GAMBLE OF «O OPIZONTAZ TQN F'EFTONOTQN. TO AIAPKEX
SOCIAL POLITICS AND THE UTOPIA OF WHAT IS 2TOIXHMA THZ KOINQNIKHZ MOAITIKHXZ KAI'H
POSSIBLE” OYTOTIIA TOY E®IKTOY»

Usually, good ideas, nice artworks and beautiful people do not last long, are not left to apply their mindset and leave
with their momentum. But sometimes they last forever.

It all depends on the transformations of time in the body of society, on how History - even the history of the future - is
written. But they mainly depend on the default settings of theory, the manifest. This is often where the biggest incon-
sistency is hidden. Similar to the inconsistency between utopia and reality, as today we are talking about utopias. An
example of utopia: A world where art and culture - and thus education - is a daily action and living reality. Nice words
that are pertinent to every political platform but are not enough in themselves to touch upon the substance. If you
are a teacher, you need to support it with your daily actions. If you are a municipal employee, you need to support
it with documents and other details. If you are a farmer, you want to keep your shack, your land, even if it costs too
much.

Zuvnbwg oL wpateg L&Eeg, Ta wpala €pya, oL wpatol AvBpwrTtoL, SV KPATAVE yLa TIOAU, eV arjvovtal va EQapPocouV
TNV TOALTELA TOUG, PeVYOLV padl pE TO momentum TOUG....AMA KATIOLEG POPEG KPATAVE yLa TTavtal

‘OA\a e€aptwvtal amd TG PETAPOPYPWOELG TOU XPOVOU OTO CWHA TNG Kowwviag, amd to Twg ypaetat n lotopla,
aKOMQ KAl QUTH TOU HEAAOVTOG. AAAG OKOWN TILO TTIOAU €£0pTWVTAL ATIO TLG EPYOOTACLAKEG pUBPLoELG TG Bewplag, To
pavipeoto. MoANEC POpEG, ekel KPUPBETAL N HEYOAUTEPN avavtiotolyia. Avtiotolyn YeE auTryv TIoU €XEL N oUTOTILA JE
TNV TIpaypatikdtnta, ylati ocnpepa PAAue yla outortiec. Mapdadetypa outomiag: 6tav PAAPE yld éva KOOHo OTIou N
TEXVN KAL O TIOALTLOPOG (Apa Kat N Ttatdela) elvat kaBnuepuvr) Tpagn kat {wvtavn Tpaypatikotnta. Qpaia AdyLa ou
TalpLadouv o€ KABE TIOALTIKO TIpOYpappa aAAd Sev apKoLv amo pova yla V' ayyi&ouv tnv ouota. Av Sev eloat SAokaAog
Va TIPETIEL VA TO uTtooTtnpl&elg pe tnv kabnuepvr) Tpdgn. YAAANAog akopa, 80U, va TIPETEL va TO UTTOOTNPLEELG
HE TIAPAOTATIKA KAl AOLTIEG AETITOPEPELEG. XWPLKOG, va BEG va KpATHOELG TO KAAUBL Kat TN yn oou, KL ag elval TToAAG
Ta Ae@TA...

POLYXENE KASDA MOAY=ZENH KAZAA
“URANIA'S GARDENS AND THE GARGLING SKY” “Ol KHIMOI THX OYPANIAZ KAI O TAPTAPOZ OYPANOY"

To melpapatiko pou €pyo Mpotacn M/A 1990-2018 eivat pLa toAUpop@n Sopr| SLacKoPTILOPOU TIOU UTTAYETAL OTNV
PELOTN ALOONTLKA TNG PETABATIKOTNTAG TIOU SLAVUOUE KAl TIOU avadelKVUEL TOV BePeALaKO pOAO TNG TIANPOoYopLag
otn SnuLloupyla Tou XWwpou.

Ta oAUTpOoTIa CUCTATLKA TOU aroTteAoUvVTaAL amd avBpwTilva Kat gn otolyela tng Blwpévng pag mpaypatikdtnTag tnv
OTIOLO KAL ETILYELPEL VA AVAKALVIOEL JECA ATIO LA EUBUYPAPMLON HE TO TEAEOAOYLKA TIANPOWYOPNHEVO PHUBLKO Ttedio
Tou §pa ev Adyw oto Bubd TNG PAVTACPLKAG PAG TIPAYHUATLKOTNTAG KAl TN PETAoYNHATilel evSoyevwe ouppwva Pe
TLG ATIALTAOELG TOU ALWVLOU UTIAPKTOU TIPOTUTIOU TNG.

H Mpdtaon MUBog/Aiktuo Eekivnoe pe Tn BloamtoSopoupevn CUAOYLKH eykatdotaon XpuoaAAig 1990 og 300 onpeia
TNG yNG, TOUG HUBLKA eTaLEnpévoug Xapteg 94-98 Kat KatéAn&e o€ éva SUVAULKO OET aTtO TeXVO-aypO-PUXOKOLVWVLKEG
EPAPHOYEG PE YEVLKO TiTAO OLKN oL TNG Oupaviag2009-2015: yLa emavakUKAWGON TG KabnuepvoTNTag JE PACUATIKA
otolyela Tou TNV SLEUPUVOULV E UTIEPPATLKEG CUVTETAYHEVEG.

Ou Knmot tng Oupaviag amotehouvtal amd €LKACTIKEG EEEPEVVNOELG TNG ETLEPAONG TNG TOTILKNG BotavoAoylag oto
VEUPOAOYLKO pag cuotnua (M EMEBopov 2014), Tng tapouaciag twv apyatwv Aelpavwy Kat Twv JUBLKWV AvLyPATwy
OTLG YVWOTLKEG pag Asttoupyieg ( Tt elval AvBpwtog? 2015) kaBwg kat tn dnploupyia eVAAAKTIKWY YEWYPAPLWV
BACLOPEVWY OTLG OUYKLVNOLOKEG BPUALKA POPTLOPEVEG SLNYNOELG TWV KATolKwV (To Mayvidt tng Zapobpakng 2011).
To evapKTrpLo TPOTLEKT AUTHG TNG OELPAG KOWWVLKWY e@appoywv ntav O Mapyapog Oupavdg 2009, pia TivakoBrikn
OEPOVAUTLKNG TIPOOTITIKNG TIOU SNULOUPYNBNKE PE TNV CUPMPETOXN BOOKWY, AOTPOPUOLKWY, TIALSLWY, VOLKOKUPWY
KAl amAwBnKe o€ 0OAOKANPO TO XWPLO MEpyepn tNG Kpntng, ocupmepAapBavopevwy Twv VEPOUUAWY Tou 170U al.,
TOU PETEWPLTLIKOU Kpatripa BpwpoAlpvn kat tou §dooug tou PouBa. ‘Htav pla moAuatoBntnplakn TEPLTETELA PE
yeUOELG amd oKaAToouvLd, AUXVapAkLa, HUZNBPOTILTEG TToU KATEANEE O PLa OAOKANPWHEVN euTelpia pEBeENG oto
aLwvLo Twpa, p€oa os ateAelwTeG oLUOTASEG TIPIVWY, OPEVTAWLA, TIAQTAVLA, KUTIAPLOOoLA, KAl KUKAGULVQ, TIAPEQ HE TOV
aypLoyato PeALG ZiBEatpLg, Tov aoBo MeAeg Méheg, Tn Coupida, Tnv KaAoylavou, to Muo&d MkALg MkAlg Aptdevtéoug,
TOV aykaboTovTiko,Tov Batpayo Pava Tiplumouvta Kat Tov KokaAd yuTiaetod, Tov Xpuoaeto Bitoila, to Mmoutéo
MTouT€o, To Aayoudoyépaka, Tov yahalokotou®d, TOUG OTILVOUG, TN PTEKAToa.

My experimental work Proposal Myth-Network 1990-2018 is a multimodal form of dispersion withing the flowing
aesthetics of transitivity we are experiencing and that is highlighting the fundamental role of information in space
creation.

Its multifaceted components consist of human and non-human elements of our experienced reality, which it at-
tempts to restore through an alignment with the teleologically informed mythical field that acts in the depths of our
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imagined reality and transforms it from the inside, according to the demands of its eternal existing model.

The Proposal Myth-Network started with the bio-deconstructed collective installment “Chrysalis 1990” in 300 loci on
the planet, the mythically enhanced maps 94-98, and turned into a dynamic set of techno-agro-psychososial applica-
tions generally titled “Urania’s Gardens 2009-2015: Recycling daily life with phasmatic elements that expand it with
transcendent coordinates”

“Urania’s Gardens” consists of visual explorations of the effect that local botany has on our nervous system (Pith El-
levoron - Drink Hellebores 2014), the effect of ancient relics and mythical enigmas on our cognitive functions (What
is the Human Being?, 2015), as well as the creation of alternative geographies based on the affective and legendarily
charged narrations of locals (The Game of Samothrace, 2011).

The initial project of this series of social applications was “Gargling Sky 2009”, a pinacoteque of aeronautical outlook,
created with the participation of shepherds, astrophysicists, kids, housewives, and that extended over the whole
village of Gergeri in Crete, including the 17th century watermills, the meteoric crater Vromolimni and the Forest of
Rouvas. It was a multisensory adventure accompanied by local traditional sweet and savory treats that ended with
a complete immersive experience in the eternal Now within the endless clusters of hollies, maple trees, plane trees,
cypresses and cyclamens, along with animals like the Cretan wildcat (Felis silvestris), the badger Meles Meles, the
marten (Martes foina burites), the weasel (Mustela nivalis galinthias), the “mioxos” mouse-squirrel (Glis argenteus),
the spiny-mouse (Acomys minous), the frog (Rana tribunda), the lammergeier (Gypaetus barbatus), the Golden Eagle
(Aquila Chrysaetos), the buzzard (Buteo buteo), the blue rock thrush (Monticola solitarius), the chaffinch (Fringila
coelebs), the woodcock (Scolopax rusticola).

ZEYNEP SAYIN ZEYNEP SAYIN
“THE BEST RIDDLE: ANTROPOCENE" «O KAAYTEPOZ MYOOZ - ANOPQIOKAINO»

«O avBpwTtog PTtopel va KAVEL Ta TTAVTA: PNYAVEC, TPOWLUA, OTI(TLA, aKOUN Kat o Kal tatdtd. AmAwg oL Bdavarog.
Q0oT0600, KATIOLOG PTtopEL va Ttapel tn {wry Kat va dwoel tov Bavato. Ot avBpwTot, aA\a Kat N yn. Tt onuatvel auto
TO va TatlpveLg kat va sivelg; Mote elvat avtariayr), TOTE EMLOTPEPETE TOV SLkO oag BAvato wg Swpo arnd tn yn, Tote
amopplmntetal autd ONwg oto Tapddelypa Tou Kpgovta Kat TnG Avilyovng; TL oXEoN EXEL QUTO HIE TNV TIOALTLKN KAL TN
Bla, aAAd pe TN yevokTovia Kat TNV olKoKtovia; »

‘Der Mensch kann alles machen: Maschinen, Essen, Hauser, sogar Sex und Kinder. Nur den Tod nicht. Doch kann man
das Leben nehmen und den Tod geben. Dem Menschen, aber auch der Erde. Was bedeutet dieses Nehmen und
Geben? Wann ist es ein Tausch, wann gibt man den eigenen Tod als Gabe der Erde zurtick, wann wird das verweigert
wie im Beispiel von Kreon und Antigone? Was hat das mit Politik und Gewalt, aber mit Genozid und Ecozid zu tun?'

KONSTANTINOS ANGELOU KQNZTANTINOZ ATTEAOY
“ANTIGONE AS AN EXAMPLE OF SOCIAL SCULPTURE” «H ANTITONH QX MAPAAEITMA KOINQNIKHX
FAYTOTIKHZ»

To «pdowTo» TNG AVILYOVNG aATOTEAEL PLa €TILVONGCN TOU ZOWOKAH, HLa pPEB0S0G PUYOAOYLKAG KAl TIOALTIKNAG
avdaAuong ekelvou tou Tedlou Tou avolyel TeAka SLamAata to Xxdopa Tng OVTOAOYLKAG eTAOYAG. H péBodog autnh
apxlleL amd tnv ocuvTagn pLag «pnyavng avalrntnong» Tou lvat To SpAapa, eKElVo TTOU SLATVEETAL OUCLACTLKA aTIO
HLa aképala epwtnon: Moteg elvat ot a&leg Tou TTOALTLIOPOU av PEoa Tou epavidetal n emkpdtnon Tou Bavatou Kal n
apvnTKOTNTQ; TOTE, N 81EE060G OE QUTHV TNV EPWTNON ATIAVTLETAL PE Pla amoppuPn autou Tou TIOALTLOpPOU, artoppudn
Tou ylvetal pe éva dAPa TEpaV aUThG TNG apvnTKOTNTag: deopol, aydrmng, o dveu TipoUTobEoELg, Tinyalog Epwtag
yla ToV GANO, N ECWTEPLKN OUYKIVNON WG XPEOG TIPOG TOV AvBpwTIo, TO EEPWTO TNG adsppoouvng. EmeLdr dpwg, to
el&0¢ NG andppuPng Tou Tpaypatomolel N Avtlyovn cupPaivel avavtippnta pEéca otov KOO0 TOU TIOALTLOHOU,
Vv €€ouotia tng Blag, pla tétola amavinon dev Tavel va sivat évag Aoyog ouvBetog, BaBug Kal TIOALTIKOC - av Kal
TAUTOXPOVA APVNTLKOC WC TIPOC TLG (SLEC TOU TLG TTPOUTIOBEDELG - €vag AOYOC TIOU EVOPUATAL ATIO €Va OVTOAOYLKO
GApa amd €vav PEoTO XWPOo o€ €vav AANO, art’ OTIOU OTOXEVETAL N TIOALTIKY Ao pla SLaotacn Tou TNV Katapyel,
€LOAYOVTAG PECA TNG €Va PLKPOPLO TIoU elval ATpWTo €MELSH) EpxETAL amod Evav KOOHO TIEPAV AUTHG.

The character of Antigone is Sophocles’ invention, a method of psychological and political analysis of that realm
emerging from the chasm of ontological choice. This method begins with the creation of a research engine inside
the drama, that derives from one single question: What are the values of civilization, if we see death and negativity
prevailing in it? Then, the escape from this question is viewed through a rejection of civilization, a rejection taking
place with a leap beyond this negativity. Love bonds, the unconditional true love, this internal emotion, as a debt
towards humanity, the light of brotherhood. But since that kind of rejection Antigone presents undoubtedly takes
place within the civilized world, within the power of violence, such an answer is still a complicated, deep, and political
discourse -though at the same time negative in its own prerequisites - a discourse deriving from an ontological leap
from a dimension that integrates it, injecting a virus inside it, invincible, because it comes from a world beyond.
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Visual arts, theatrical events,
poetry, open discussion

AFGHAN WOMAN MATTER

NOVEMBER 26TH TO DECEMBER 2ND, 2021

AFGHAN'WOMEN, TEENAGERS AND CHILDREN, FROM RITSONA
AND THEBES ACCOMMODATION-STRUCTURES, GIVE COLORTO
THEIR LIVES THROUGH ART AND A WAY OUT OF THEIR PAINS,
FEARS AND ANXIETIES; IMPRINTING THEM ON CANVASES. THEY
EXPRESS THEMSELVES, CREATE AND RAISE THEIR VOICE, ALWAYS
LOOKING TO,THE OPEN HORIZON WHILE GIVING WINGS TO THEIR
HOPES TOFLY OVERTHE WALLS, LIMITS AND BORDERS, THUS
FORGETTING THEIR CONFINEMENT AND SUFFERING.




«AFGHAN WOMEN MATTER»
VISUAL ARTS, THEATRICAL EVENTS, POETRY, OPEN
DISCUSSION

Mohadese : @¢Aw va al&w pe pLa koUKAQ, OXL Y’ EVaTIpAYHATLKO
macst

Fatemeh : {\ooupe oav TTOUALA KL ag YuplooupE Tov KOO0
Zahra : Kavelg &gv elvat aduvapog. MepLKEG QOPEC ATTAA
XPELAJOPAOoTE €va XEPL VA KPATAOEL TA XEPLA PAG KAL VA Hag
TIEL OUVEXLOE VA TIPOXWPAG Kal Vi akoAouBelg ta dvelpa oou,
elpat padl oou.

Pal Washa: ‘Eva xapoyeho v kootilel Timota, yU autd ag
QTTAWOOUME TNV aydmn pag of éva KOUPACHEVO TIPOCWTIO Y’
€va OPoPPO XaUOYEAO.

Setara: TataldLd £xouv avdaykn va KOAUUTIAvE o€ kaBapo vepd
Kat xL og gla BdAacoa amno atpa.

Atena: Kave €va Brjpa Kat gnv otapatdg mote va poomabelc.
Fariba and Fareshta: Ou Agyavol €xouv Skalwpa va
TIPOXWPNOOLV PTIPOOTA. Na UPWOOUV TLG KPUPHEVEG PWVEC
ytava pgnv kaAugBouv amo tn Bla. Auto elvat apKeTo yLa Toug
Apyavouc Kpatrote pag eAeUBepoUG Pe Ta EPTVEUOHEVA AOYLA
oag

Tn Slopydvwon tng ekdnAwaong otnpiouv ol opyavwaoelg Solida-
rity Now, Lighthouse Relief kat oL Zuvtoviotég EkmaiSeuong twy
Sopwv Mpoopuywv (Kevtpa PLAogeviag Pltowvag kat OnBac)

Mohadese : | want to play with a doll, not a real kid

Fatemeh : Letis live like birds and go around the world

Zahra : Nobody is weak. Sometimes we just need a hand to
hold our hands and say keep going and follow your dreams, |
am with you

Pal Washa: There is no cost to a smile, so letis extend our love
to a tired face with a beautiful smile.

Setara: Children need to swim in clear water, not swimin a sea
of blood

Atena: Take a step and never stop trying

Fariba and Fareshta: Afghans have right to move forward Raise
the hidden voices not to being hidden by violence This much
is enough for Afghans Keep us free by your inspiring speeches.

EPTATQN
MAOHTQN

WORKS OF
STUDENTS

Translation Pepi Papadimitriou

SPHINX 2021

«AFGHAN WOMEN MATTER»
EIKAZTIKH TEXNH, ©EATPIKA APQMENA, MOIHZH,
ANOIXTH XYZHTHZH

H ékBeon «<AFGHAN WOMEN MATTER» TtpaypatoroLr|fnke
armo tnv 6tebvr) biennale SPHINX 2021 pe 6€pa ANTITONH,
OPIA KAl ZYNOPA / ANTIGONE, LIMITS AND BOR-
DERS, pe Bdon tnv avalntnon otnv dlepelivnon Twv
oplwv oLYXPOVWV EYKAELOPWY OE avTLoTolyla PE TOoug
pOAOUG TNG Yuvalkag Kal pe ava@opd oTo {Atnua Twv
avBpwTvwy oplwv TIou BETEL TO TIPOOWTIO TNE HUBLKAG
Avtlyovng, HUBLKAG TTpLykimiooag tng ©npac.

H €kBeon e€€Ta0E TITUXEG TOU EYKAELOPOU WG KOWWVLKN)
KQL TIOALTLOMLKI KATACTACN, TOUG AOYOUC KAl Ta KElpeva
mou mapdyouv Bla, Tig eTBOAEG TNG TAUTOTNTAG, TLG
ETILTNPNOELS TWV KAVOVWY, TOUC BavATtoug Kat TLG
TlPHwpleg TTou KatatpEXouy TNV avBpwrivn UTIAPEN oTOV
KOopo.

The exhibition “AFGHAN WOMEN MATTER” was held by
the international biennale SPHINX 2021 on ANTIGONE,
LIMITS AND BORDERS based on the search to explore
the limits of modern inclusions in relation to the roles of
women and of the human boundaries set by the face of
the mythical Antigone, mythical princess of Thebes.

The exhibition looked at aspects of incarceration as a
social and cultural situation, the reasons and texts that
produce violence, the imposition of identity, the survei-
llance of rules, the deaths and the punishments that haunt
human existence in the world.
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