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Movoing Xepoydkng & Maopioa Aovife TCoywe Modtoov:
TPUPTOMVIGTEG GTNV TPATN NETATOAENIKY] OEKAETIO

"EAMveg

Avvomoyiaota yio TI¢ MEYAAES avaTPOTEG TNV TE€YVN ToL 2000 aldva, avETAQO 0o
1080A0YIKEG OLYKPOVGELS, GTEPNUEVA OO VAIKA péca katl Bewpntiky Kabodnynon,
Kdmola ayopla Tov apyilovv va avtpmdvovtol ota ypovia tng Katoyng, cuvavtidvton
0TN OLGTOTIKY UETUTOAEUIKT) ADMVOL KOl EPEVPIGKOVY UTGOAN TPOTOLS YLYOYDYING
Kol kowvmvikomoinone. H pkpn mapéa avakoaldmtel To TpomoryavIloTikd QuALASLOL
NG YEPUOVIKNG COUATIKNG EKYOUVAOTG KOl -péc amd ovtd- Tov Tpomo Pedtioong
TOV KOYEKTIKOD KOPUOD Tovg. Moakpid amd omowadnmote vallotikny deoinyia,
pnoy0ovv, unyavedovtal auTooyEdia dpyavol Kl TEYVIKEG Kol TeEAKA yTilovv Tov VEo
TOVG, KaADTEPO €00TO: Yivoviar akpofdteg! [1oco pkpn givorl 1 andotaon omd ™
LIKPOOGTIKY YELTOVIG TOVG UEYPL TO BEapa Tov dpdHov, Kt oo exel uéypt To Papleté
oV ouoyévewn Tov Kovadd kot miom oo AoiKG ovayuKTNPLo TG HETOTOAEUKNG
ABNvag, Amd TOUG GOATIUTAYKOUG Kot KOAMTEXVEG TOL OpOHOL HEYPL TIG
VREPTOPAYOYEG TOV POpleTé Kot To cvyypove moivbeduata, 1 €kbeon TV
IKOVOTHTOV OV UTOPEL va avantvuéel To avOpOTIVO GOUO YIVETOL piol akOpo yneido
o€ £vav amd ToVg apyEYOVoug TPOTOVG EKPPACTS KOl Yuyoyoyiag, To Béapa. Avti
petdfoon omd ta moyvidwe pog eenPikng Topéag oTo GATO TNG OTOLUCONTOTE

Manolis Seiragakis & Maria-Louiza Tzoya Moatsou: Greek trampolinists in the
first post-war decade

Unaware of the great upheavals in the 20th-century art, untouched by ideological
conflicts, deprived of material means and theoretical guidance, some boys coming of
age during the German Occupation meet in dystopian post-war Athens and clumsily
invent ways of entertainment and socialization. The small group discovers German
propaganda leaflets on physical training and—through them—the means to improve
their frail bodies. Far removed from any Nazi ideology, they toil, devise improvised
equipment and techniques, and eventually build their new, better selves: they become
acrobats! How short is the distance from their petty-bourgeois neighborhood to the
street performance, and from there to the variety shows of the Canadian diaspora and
back to the popular entertainment venues of post-war Athens? From jugglers and
street artists to the grand productions of the variety stage and today’s multimedia
spectacles, the display of human physical abilities becomes another component of one
of the most primal forms of expression and amusement: performance. This
transition—from the games of an adolescent group to the lights of any stage—runs
through our presentation, serving as an occasion to fill gaps in our theatrical
historiography.




OKNVNG OATPEYEL TV EICNYNOT| LAG, OQOPUN VO GUUTANP®BOHV KEVH TNG BeaTpikng
LOG 16Toploypapiog.

O Mavoing Xepayakng eivoar oknvoBémg, nbomowdg, Beatpordyoc. ‘Emaite oto
Avoyto ®¢atpo tov ['dpyov Miyaniidn, oto EBvikd Ofatpo, o610 Ococ0iikod
®¢atpo, oto AHIIE®E Kpntng, otig Xopopoig g Zoeiag Xmvpdtov. And 1o 2009
Cet oto PéBuuvo. Aevbover 1o Deotifdd Avtifapo kai 1o Epyaotipio Osdtpov
Kwnuatoypdeoov Movoikng tov Tunuatog @ioroyiag tov Iavemompiov Kpine.
Yuvepydng oto Grove Music Online xou oto Oxford History of Jazz in Europe. X¢
TaveAAVIa TpmTn oknvobétnoe ta épyo "Kopmdia, tpaywdio povompaxt" tov
Nikov Koafavtlakn, "Xta Opw" g Zovlav 'khdomed kot "Mipog" tov IToviein
IpePerdxn. Opydvooe cuvvédpla yoo v EAAnvikn Omepéra, v ABnvoikn
Embempnon, ™ Movoikn oto Apyaio Apdpa, to Béatpo tov [aviedn [pePerdn.
"Exet exdmoet ta fifiia "To ehappd povoikd Béatpo ot pecomorepikn Adnva 1922-
1940" (600 tépot, 2009), "Namoréwv Adaumerét, 'Evoc ovéotiog KoopomoAitng:
oLuPoAn otV Kotaypapn ¢ Oeoatpiknig tov dpdonc” (2014), ko Oweig g
vroxprrikng (2024)

H Mapia-Aovila TEoya Modatoov cmovdace apyrtektovikn oto [avemotipio g
Dlopevtiog, ol eEedkenTNKe GTOV TEPIPAALOVTIKO GYEOIOGUO TOAE®V KOl
kmpilov. Eivor dddktwp lotopiag g Apyitextovikng («H egehktikn mopeia tng
eEMMVIKN G oxnvoypapiag TV tepiodo 1949 -1967 kot 1 oknviky avamapdcTocT) TOV
dounuévov ympovy, Iavemotiuo g Osooaring). Exet acyoin0el pe  pelém kot
emifreyn VEOV KTIGUATOV KOU OIKIGTIKOV HOVAO®V KOl  OTOKOTOCTOCELS
TopodoclokdV  Ktnpiov. ‘Eyel cLpUETGo)El 0 €PELVNTIKA TPOYPAUUOTO Kot
ouvedpla oty EAAGOa kol 10 emtepikd kot €xel cvyypayel Pipiia ovyypovng
TOATIGUIKNG 10Topiag KabMG Kol 16Topilag TV entyelpnoemy. Metald dAlwov eivat
ovyypagéag tov Pipriov H dpouotiky 2yoln tov EOvikod Ocazpov, MIET, ABnva,
2011 (og cvvepyasio pe T Avdia Zomovvakn-Apakdkn).

Manolis Seiragakis directs the Antivaro Festival (2016-2022) and the Laboratory of
Theatre, Film, and Music Studies at the University of Crete, where he works as an
Assistant Professor. Within the framework of the Laboratory, the most massive action
of connecting the University with its host island is being developed, the rhythm and
percussion music instrument teaching seminars with 2000 participants in four
prefectures. He gained the archive of the Theatre journal for the library of the
University of Crete, which has been
digitized: https://ejournals.lib.uoc.gr/index.php/theatre Contributor to Grove Music
Online. He directed the Greek Premiere of "Comedy, tragedy one-act" by Nikos
Kazantzakis, "Verge" by Susan Glaspel, "Mimos" by Pantelis Prevelakis, and Ismene
by Carole Fréchete. He has organised conferences on Greek Operetta and Theatre
Review, The Music in Ancient Drama and on "Pantelis Prevelakis and Theatre". He
has published the books "The light musical theatre in interwar Athens 1922-1940"
(two volumes, 2009), and "Napoleon Lambelet, A homeless cosmopolitan:
contribution to the recording of his theatrical activity" (2014), while his monograph
"Konstantinos Christomanos as a director of ancient drama" is forthcoming.

Maria-Louiza Tzoya Moatsou studied architecture at the University of Florence and
specialized in environmental design of cities and buildings. She holds a PHD in the
History of Architecture ("The evolution of Greek Stage Design scenography in the
Period 1949-1967 and the Scenic Representation of the Built Environment",
University of Thessaly). She has worked on the design and supervision of new
buildings and residential complexes as well as the restoration of traditional structures.
She has participated in research programs and conferences in Greece and abroad and
has authored books on modern cultural history as well as business history. Among
other works, she is the author of The Drama School of the National Theatre, MIET,
Athens, 2011 (in collaboration with Lydia Sapounaki-Dracaki).

ALré€avopog Evkieiong: To @davroopo Tng QOVTOSHOYOPIlOS OGTIS EAAVIKEG
ontepéteg Tov Meoomoripov

H ednvikn (M, koAdtepa, 1 eEAANVOQ@VY) Omepito aveERTLEE To EIOIKA TNG
YOPOKTNPIOTIKA OO TNV TPp@TN dekaetio tov 2000 cwmdva, e O1GAoyo pe TNV
EVPOTOIKT TEPUTETELN TOV €100VG. AV Kot To OeapaTikd oToryeio Kot 1 paviocuayopio
dev amoTélecay apyIkd KOPLO GLGTATIKO TOV €100V¢ (KOOMG avTd cVUTEPIATPONKOY
GTOV TUPNVO. TOL 0dEAPOL €idovg, g Embedpnonc), n onepéta cuvdoAéyetor e
SPOPETIKOVS TPOTTOLG Ue TO Béapa, To Beapatikd Kol T eavtacpayopio. 261000,
uéxpt Atyo mpwv ) dekaeticn Tov 1930 1o Beopotikd otoreio mapapével Kuplmg
OepoTikd mopd emTEAESTIKO oToEio ot £pya. TG omepétac. To mépacua amd

Alexandros Efklidis: The Specter of Phantasmagoria in Greek Operettas of the
Interwar Period

Greek (or, more precisely, Greek-language) operetta developed its distinctive features
in the early 20th century, in dialogue with the European evolution of the genre.
Although spectacle and phantasmagoria were not initially central—being absorbed
into the revue—operetta engaged with them in multiple ways. Until the late 1920s,
however, the spectacular remained primarily a thematic rather than a performative
element. The shift from phantasmagoria as theme to phantasmagoria as stage practice
will be explored through selected case studies, including Theofrastos Sakellaridis’s



https://ejournals.lib.uoc.gr/index.php/theatre

eavtoopoyopio @¢ 0épa, otn eoavtacuayopion ¢ CKNVIKN TPUKTIKY TopovctdleTal
oe plo oepd ond peréreg mepimtoong mov o efgrdoovpe 6TO0 TAAIGIO NG
avaxoivoong. Opwopéva and ta épya mov Bo peketBovv eivol To TOAPOKATO:
Bedppactov Lakerrapidon, H doipoviouévy (1919), Xodwd (1927), Lazavepi (1930),
21401 Mdotopa, H Pipika pas (1930), Iodvvn Kopvnvov, Kikn-Koxoé (1928), k.4.

O AréEavopog Evkieiong sivor Exikovpog Kabnyntge oto Tuquoe Hopactotikov
kot Pnolokdv Teyvov tov Tavemotuiov Tlehomovvicov. Xnovdace oto Tunua
®edtpov g Zyoing Kokov Teyvav tov AILO., TpayloTonoince UETATTUYIOKES
omovdéc Beatporoyiog oto Institut d’Etudes Théatrales tov Iovemompiov Paris 11—
Sorbonne Nouvelle kot ektévnce ) ddaktopiky| Tov doTptpn oto Tunpa sdTpov
tov A.IL®. og vrndtpopog tov LK. Y. ApBpa tov £rovv dnuoctevdet otnv EAAGSO Kot
debvag. 'Exet 6106&€1 6€ TAVETIGTNOKE TUNUATO, OE0TPIKOV KOl LOVGIKDV GTTOVODV
(AIL®., [Tovemomo Maxedoviag, [Tavemomio [Hatpav), kabog kot otn Ogpvn
Axadnuio kot ™ Apopatiky Xyodn tov Efvikod Osdrpov. YmipEe ovppovrog
dpapatoroyiov oto K.®.B.E. (2002-2004). Q¢ oxnvobég €xel mopovclicet £pyo
povoikol Oedtpov Kot OmePAG G KOPLOOIOVE TOALTIOTIKOVS Qopeic otV EAAGSa
(EAZ, Ddectifah ABnvav, Méyapo Movaoikng Osccarovikng, KOBE, @¢atpo Téyvng
K.6.) kot 010 eEmTepkd. Atetéhece oknvobétng in residence otnv EBvikn Avpun
Yiknvy (2013-2017) kot koAAtteyvikog dtevboving g Evallaxtikng Xxknvig g
(2017-2025).

The Possessed (1919), Halimah (1927), and Sataneries (1930); Stathis Mastoras’s
Our Ririka (1930); and Ioannis Komninos’s Kiki-Koko (1928).

Alexandros Efklidis is Assistant Professor at the Department of Performing and
Digital Arts of the University of the Peloponnese. He studied at the Department of
Drama, School of Fine Arts, Aristotle University of Thessaloniki, completed
postgraduate studies in theatre studies at the Institut d’Etudes Théatrales of the
University Paris III-Sorbonne Nouvelle, and earned his PhD at the Aristotle
University of Thessaloniki as a State Scholarships Foundation fellow. He has
published articles in academic journals and edited volumes both in Greece and abroad.
He has taught at the Aristotle University of Thessaloniki, the University of
Macedonia, the University of Patras, as well as at the Summer Academy and the
Drama School of the National Theatre of Greece. He served as dramaturgy consultant
at the National Theatre of Northern Greece (2002—2004). As a stage director, he has
presented works of music theatre and opera at major cultural institutions in Greece
(Greek National Opera, Athens Festival, Thessaloniki Concert Hall, NTNG, Art
Theatre, among others) and abroad. He was stage director in residence at the Greek
National Opera (2013—2017) and Artistic Director of its Alternative Stage (2017—
2025).

Kotepiva Kappda: Grand Guignol kor n pikn ¢ 0apa 6tnv EAAnvIKY] oknvi)
70V 0 P60V Tov 2000 dleva

H avaxoivoon 6o eotidoet oto €idog Bedrpov Grand Guignol kot otn pikpr| aAld
a&loonueimtn mTopovcio Tov otV EAANVIKN Oeatpikr oknvny Tov o weod Tov 2000
awwva. To Grand Guignol, yvootd ya T ovykiviion mov mpokoioloe LECH TOV
TPOUOV KOl TNG PPIKNG, SUVIGTA £va €100¢ BEATPOVL TOL GLYKPOVETAL LE T Kupiopyn
ootk Tov “vynAov” Bedtpov. H copatikn vrepPoAn oAAd kot o TPOUOG
ypnopomotovvtatl oyt LOVO Yol VO GLYKIVIICOUY OAAG Kol Yo vo. EPOVV TO KOWVO
OVIHETOMO HE TNV E€TEPOTNTO Kol TN oouatiky ¢Bopd o o Aoyikn
EMOVOLKELOTOINOTG TOV OeqUOTOC. £TO EAANVIKO TAQIG10, 1] TOPOVGiN NOOTOLDY OTTMG
o N.A. Evayyeiiov kot o Mapiog [HolatoAdyog mov vanpétnoay otabepd 1o €idog,
OAAG KO 1) PEUOVOUEVT CLUUUETOYN Tov Awidov Bedkn oto épyo To Xépi g
Maiuotg, vmodetkviel Ty vVapsEn Hog TePB®PLOKIG AALE SVVOUIKNG KOAATEXVIKNG
tdone. H avokoivwon emnyeipei va emavektiyunoet m onuocio tov Grand Guignol kot
g 0éomg tov oto pemeptoplo kvpiwg mepplakdy Mbomoidv kol Odcwv,
ootilovtag Tov TpOTO LE TOV 0Moi0 TO €100¢ ovTd AsrtobpyNnoe ¢ pia Beatpikn
TPOKTIKN TOV QUPIOPNTOVCE TIC KLPIAPYES AoONTIKEC VOPLLES Kol Eloyaye TN Pla g
0modekTd Kot Bespobetnuévo ototyelo 610 TANIG1O0 TOL AoTIKOD BedOTOC.

Katerina Karra: Grand Guignol and Horror as Spectacle on the Greek Stage of
the First Half of the 20th Century

This paper will focus on the grand guignol genre and its small yet notable presence
on the Greek stage during the first half of the 20th century. Grand guignol, renowned
for the emotional impact it produced through terror and horror, represents a form of
theatre that clashed with the dominant aesthetics of “high” theatre. Bodily excess and
fear were employed not only to move audiences but also to confront them with
otherness and physical decay, in a logic of re-appropriating spectacle.

In the Greek context, the consistent engagement of actors such as Andreas Evangeliou
and Marios Palaiologou with the genre, as well as the singular participation of
Aimilios Veakis in The Monkey’s Paw, indicate the existence of a marginal yet
dynamic artistic trend. This paper seeks to reassess the significance of grand guignol
and its place in the repertoire of marginal actors and troupes, shedding light on how
this form functioned as a theatrical practice that challenged dominant aesthetic norms
and introduced violence as an accepted and institutionalized element within the
framework of urban spectacle.




Katerina Karra teaches in the Department of Theatre Studies at the National and

H Katepiva Kappa diddoxel oto Turpa Osatpikdv Xmovdmv tov EKITA og Ewdwd | Kapodistrian University of Athens. She conducted postdoctoral research on the

Exnodevtico [poocwnikd. Exndévnoe petadidoktopikn €pevva Yo To apyeio kot

archive and manuscript/typed play collection of the actor Kostas Papageorgiou the

GLALOYY XEWPHYPAPOV/SaKTVAGYpaP®V £pymv Tov NBomolod Kdota [amayempyiov | Athenian at the National Library of Greece. She holds a PhD from the Department of
tov ABnvaiov oty EBvikr] BifAobnkm. Eivan d1ddxtopag tov Tunuatog Oedtpov | Theatre, School of Fine Arts, Aristotle University of Thessaloniki. In professional
g Zyoing Kaidv Teyvav tov Apictoteieiov [avemompiov Oeccolovikng. 1o | theatre, she has collaborated with the National Theatre of Greece, the National Theatre
emOyyeEALATIKO Batpo €xel cuvepyaotel pe to EBvikd @éatpo, to Kpatikd ®éatpo | of Northern Greece, and Lefteris Voyatzis’ Nea Skini. Her papers have been published
Bopeiov EALGS0G kot T véa Xxnvr| tov Agutépn Boywtly). Avaxkotvadoelg g éxovv | in conference proceedings, collective volumes, theatre programs, and journals. Her
ONUOGIELTEL GE TPUKTIKA GuVEdPimY, GLALOYIKOVS TOHOVS, Beatpikd mpoypauuate, | research focuses on the history of modern Greek theatre from the 19th century to the
Kot TePLodikd. Epguvntikd emkevipovetal oty 1otopio veoeAAnvikov Bedtpov and | present. Her current interests center on the theatre of the first half of the 20th century,
tov 19 awdva péypt onpepa. Ta Topva g evdlopépovta otpépoviol yopm omd to | particularly comedy, musical comedy, operetta, revue, popular and commercial
6¢atpo ToL 0'pioov Tov 20 OV Kot Kupimg TNV KOU®mSie, Lovcik) koumdia, | troupes, popular entertainments, theatre criticism, and theatre in the periphery.
omepéta, embempnon, Aaikobg Kot eumoptkovg Oidcove, Aaikd Oeapoata, Osotpikn | https://uoa.academia.edu/KaterinaKarra

Kpitikn Ko Béatpo oty meprpépeta, https://uoa.academia.edu/KaterinaKarra

Anke Charton: To 0¢apo petad neprfopiov km yepapétnons: podfporto
anté v lemavikn TpOuN veOTEPIKOTNTA

H 6¢on g lomaviag omnv Tpdyn vemtepkdtnTa, petald e Mecoyeiov Kot tv
veoovoTaTOV SikTvmv efovciog tov Athaviikod (FERNANDEZ-ARMESTO),
ONUOVE EUTAOKEG OV UETETPEYAY TOLG TEPB®PLOTOMUEVOLG avBpOTOVS NG
YEPCOVIGOL KOl TOV €VPUTEPOV IGTOVIKOD OVTOKPOTOPIKOV KPATOLg oe Béapla,
OAAG TOpOAANAQ TOLG EMETPEYE VO, Ypnoluonomoovy 10 Oéouo ¢ péco
drompaypdrevong ™ katdotaohg tovg (IRETON, DEARDORFF, CHAVEZ-
BARCENAS) — copmepiAaufavopéveoy Tov AEYOUEVOY «UIpETIKAOVY, «OAThOV»
kot «Ivdiivovy, kobohg kot tav povpov okidpov (BERRUEZO-SANCHEZ,
VALERIO, SKEEHAN). H gmtéleon tov Oedpartog rav uépog g Kobnuepvig
Mg, oAAG peTa@EPONKE KOl OTIS EMAYYEAUATIKEG Oe0TpIKEC OKNVEG, OTOL Ol
TEPO®PLOTOMUEVEG OLLADEG TNG IGTAVIKNG KOV@Viog Tay 1060 ekBécipec 660 Kot
owkotomomnpéveg amd aiiovg (JONES, NDIAYE). Mo ©pocektikn avayvwmor Tov
épyov La victoria de la honra tov Lope de Vega (nepimov 1610) emitpénel o mo
TPOCEKTIKN HOTIY O€ d1apopeg TePO®PLOTOMUEVES OMNUOYPAPIKEG OUAOES TNG
TPOWNG ovyypovne lomaviag kol TG EMTEAECTIKEC OTPATNYIKEG TOVC, 7OV
TePAaUPAavouy TTuyég QLANG, OA0L, Opnokeiog kot Tdéng. XpMolonotdvTag voy
Yevikad appiforo tovo 010 mAaiclo Tov Beatpikod £pyov yua T dologovia NG
ovloyov (LAUER, MCKENDRICK), 10 épyo vmoypoupiler tov 1pdémo pe TOvV
OTol0 JLPOPETIKES ONUOYPAPIKEG OUAOEG OAANAETIOPOVGAY HETAED TOUG OTO
EPaPYKO, TaTPLOPYIKO KoBoAko mhaicto g lomavikng Avtokpatopiog (FUCHS,
GARCIA-ARENAL). Avoiyovtog o medio g épevvag og d0o £pya, 0 El premio

Anke Charton: Spectacle between marginality and agency: lessons from early
modern Spain

Early Modern Spain’s position between the Mediterranean and the newly building
Atlantic power networks (FERNANDEZ-ARMESTO) meant entanglements that
positioned marginalized people on the peninsula and in the wider Spanish Empire both
as spectacle, and in a position to deploy spectacle as a means to negotiate their own
status (IRETON, DEARDORFF, CHAVEZ-BARCENAS) — including so-called
“heretics,” “vagrants,” and “indianos,” as well as enslaved Black people (BERRUEZO-
SANCHEZ, VALERIO, SKEEHAN). The performance of spectacle was part of
everyday life, but also transferred to the professional theatre stages, where marginalized
groups of Spanish society were both on display and inhabited by others (JONES,
NDIAYE). A close reading of Lope de Vega’s La victoria de la honra (around 1610)
allows a closer look at various marginalized demographics of Early Modern Spain and
their performative strategies of spectacle, encompassing aspects of race, gender, faith,
and class. Employing an overall ambiguous tone in the wife-murder play setting
(LAUER, MCKENDRICK), the play highlights how different demographic groups
interacted off each other within the hierarchical, patriarchal Catholic framework of the
Spanish Empire (FUCHS, GARCIA-ARENAL). Widening the scope to two Lope’s El
premio del bien hablar (1624) and Cervantes’ Pedro de Urdemalas (1615) allows for
addressing the category of spectacle between the socially respectable and the outcast,
pointing towards wider workings of “spectacle” in (de)constructing and upholding social
hierarchies. Set between Theatre Studies and wider Cultural Studies, the paper
investigates different avenues of spectacle as and against marginalization: it shows how



https://uoa.academia.edu/KaterinaKarra
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del bien hablar (1624) tov Adne kaw to Pedro de Urdemalas (1615) tov OgpPavreg,
N mapovciocn mwpoceyyilel v Katnyopio Tov OedUATOg HETAED TMV KOWOVIKA
OTOJEKTAOV KOl TMOV OTOKANP®Y, VTOJEIKVOOVTIOG EVLPUTEPEG AEITOVPYIEC TOV
«Bedpotocy oty (amo)ddunorn Kot SlThpPnon TOV KOWOVIKOV tepapyidv. H
napovcioor tonobeteitan petalld TV BeaTpIKdY Kol TOV EVPVTEPOV TOMTIGHUKDY
OTOVOMV Kol £TCL OlEPEVVE JIOPOPETIKEG AVTIMYELS NG OEapoTIKOTNTAG ©F
neploplomoinon oAAG Kol evavtio 6€ ouT: Oelyvel WS M dpdon TV
(mavipepévav) yovakdv Pacictnke otn dpdcn Tov (GuXVA VTOSOVAMUEVOD)
VANPETIKOD TPOSHOTIKOV U Bdomn To eOLo, e&eTdlel To BEa0 TG COUATIKOTITOG
UeTA&D TG YOPEVTIKNG LOVOIKNG KOl TOV ONUOCIOV EKTEAEGEWDY , GE GYECN LIE TO
TAaiclo TNG TGTNG TOVG, EPEVVE TNV AVLTOTAPOVLSINCT TOV TASIKAOV EPUPYLDY
LETAED TNG YEPOOVIGOL KOl TNG EVPVTEPNG LOTAVOP®VTG KOWVOTNTAG OGOV apopd
v mapovcioon g (mepfmplomomuévng) eVANG — Kol TEPO amd TNV TPOUUN
vemTeEPIKOTNTO Kot T Avtiki) Mecdyeto.

H Anke Charton eival ovomAnpotplo kadnynpia Oeatpik®dv Emovdmdv 6TO
[Movemomuo g Biévvne. Zmovdace oto movemomue. g Aswiog, Tng
Mmnoldvio kot tov MmépkAel kot glvar KAToxog S100KTOPLKOV TITAOL amd TO
Havemotiuo ¢ Aswyiag. To €pyo tng emMKEVIPOVETOL OTIG TOMTIOTIKEG
TOPOCTACELS TNG TPOIUNG VEMTEPIKOTNTOG KOl TNV 1OTOPLOYPOPiCt TOVG, TO
OOVNTIKO Kot povowkd Béatpo, kabmg ko oe {ntipata dtobepatikdotntoc. ‘Eyet
dnpoocievoel ToALG GpBpo. oYeTIKE He TO TPAyoHOL Kot TO (UAO, TNV 16TOpia TNG
omepog kot Oépota pebodoroyiog, cvumeptiapfoavouévng tng pLovoypagiog prima
donna, primo uomo, musico tov 2012, kot £xel empeindei tevyN TEPLOSIKMDV
oxetika pe tn dwbepaticotnta kot dopecwomra (2020) kot v Kakomoinon
otov Topéa NG povoikng (2025). H enduevn povoypagpio tng aoyoleiton L TIG
apnynoelg mapactdoemv g Xpvong Emoyng g lonaviag, evd 1o  televtaio
gpeuVNTIKO NG €pyo dlepevvd v Katdypnon eovciog otov KAASO TOV
TOPUCTOTIKAV TEYVAV KOL TIC 10TOPIKEG TNG SIIGTACELS.

the agency of (married) women built on the agency of (often enslaved) gendered service
personnel; it examines the spectacle of bodiliness in between performed dance music
and public execution, with regard to their faith-related frames of reference; it addresses
the self-staging of class hierarchies between peninsular and wider Hispanic in terms of
performing (marginalized) race —also beyond the early modern and beyond the Western
Mediterranean.

Anke Charton is Associate Professor of Theatre at the University of Vienna. She studied
at the Universities of Leipzig, Bologna, and Berkeley and holds a Ph.D.Leipzig
Universityersity. Her work centers Early Modern performance cultures and their
historiography, voice and music theatre, and questions of intersectionality. She has
published widely on singing and gender, opera history, and questions of methodology,
including the 2012 monograph prima donna, primo uomo, musico and edited journal
numbers on intersectionality and mediality (2020) and on abuse in the field of music
(2025). Her upcoming monograph addresses performance narratives of Golden Age
Spain, while her latest research project investigates power abuse in the Performing Arts
industry and its historical dimensions.

Ipnyépng loavviong: Ané tov Xovppodln otov Kometavakn: H poxpd
UTOTELPO. KETUVAOIKELOTOINGNG» TNG EAMVIKNG Ogatpiknis mapdooons o1
oldpkeLa ™me Metamoritevong KoL TO0V 210 OV,

H avaxoivoon e&etdlet - cov €l00y@Yn G€ Lo VPOTEPN UEAAOVTIKT EPEVVO, TOV
0&10TOC- TIG MOIKIAEG KOl GUYVAL OVTIQOTIKEC OTOTEIPEG EMAVOOIKELONOINONG TNG
eMmvikng Beatpikng mopdadoong and v mePiodo TG MeTAmOAITELONG EMG KoL
onuepa. Méoa amd mopadsiylato TOPUCTACE®MY KOl KPUTIKOV TPOCEYYIGEMY,

Grigoris loannidis: From Chourmouzis to Kapetanakis: The long attempt to
reclaim Greek theatrical tradition, from 1974 to the present day

The paper examines as an introduction to a broader future investigation of the subject,
the varied and often contradictory attempts to reclaim Greek theatrical tradition from
the period of the Metapolitefsi to the present day. Through examples of performances
and critical approaches it explores how 19th-century dramaturgy is reintegrated into the
repertoire, the search for identity, and the aesthetic choices of creators. Particular




dtepevvdTal o TPOTOG e TOV 0moio 1 dpapatovpyia Tov 190v enavevtdooetal 6To
PEMEPTOPLO KOl LETACYNLATILETAL GE SIAAOYO LLE TIC KOWVMVIKOTOMTIKEG GUYKLPIES,
T1G avalNTOELG TOVTOTNTAG KOl TIG aueONTIKEG EMAOYEG TV dnpovpyov. [dtaitepn
éupaon dtvetor otn HETAPOoN amd TIG 10E0A0YIKA POPTICUEVES AVAYVMGELS TNG
Metamolitevong o€ wo VPPISIKEG Kot ATOdOUNTIKEG TPOCEYYIGELS TNG TEAELTOLNG
EIKOGOETIOG, Ol OTOiEg AVOOEIKVOOLY T OPlo. OAAG KO TIG SUVOTOTNTES LILOGC
CUOKPAC» — EVTIOTIKNG Kol avofempnTIKIG — TPOSTAOELNG ETAVATPOGIOPIGHOD TOV
EMNVIKOD BeaTpikov napeAdovToG.

O I'pnyopng loavviong eivar Kadnyntig tov Tunuatog Oeatpikdv Xmovd®v Tov
[Movemompiov ABnvav, dmhopatodyog Tov TpuMpatog Hiektpoldywv Mnyovikdv
kot Mnyavikov H/Y tov E.MLIT. kot mroyiovyog tov Tunpatog @eatptkdv Zmovdmv
tov [lavemotnuiov Abnvov, pe Metantoylokég omovdég ot DPihocopia TV
Emomuov (King’s College, London) kot ) Ocatporoyia. Awdditop tov Tunpatog
BOeaTPIKOV ZTOVOMV e SOOKTOPIKO Y10 TO EEVO PEMEPTOPLO KOl TN GLUPOAT TOV
ot JWUOPP®GT] TOV GLYYPOVOL eAANVIKOD BOedtpov. ‘Exel xotd koipove
ouvepyaotel ¢ cOLPoVAOG pe GAOVG TOVE Do KOS BEATPLKOVG POPEIG TNG YDPOC
Kol €xel emavelnupévog Owagel o Beatpikd cepvapla, €PYOCSTNHPLO KOL
GUVOVINGCELS, OM®G Kol ot Apapatiky XyoAn tov EbBvikod Osdtpov. ‘Eyxet
GLVEPYUOTEL GTNV EMUEAELN KOl OPYOVOGCT] KEVIPIK®V EKOEGEDV Yo TO O0Tpo Ko
mv 1otopio. tov. Elvar cvyypapéoc povoypagidv yio 1o eAMANViKO kot EEvo
PETEPTOPLO TOL EAANVIKOV BedTpov, Kabdg Kot onpavTiKoD aplduov dMHoclencemv
G€ EMOTNUOVIKA TEPLOdIKA. YT pEe 6T0 Toperdv o Oeatpikdc kprticdg tov "Avti”
kot ¢ "Elevbepotumiac”, evd amd to 2011 péypt onuepo KpoTd T GTAAN TNG
Kkprtikng oty "Eenuepida tov Zuvtaktov".

emphasis is given to the transition from the ideologically charged readings of the
Metapolitefsi to the more hybrid and deconstructive approaches of the last twenty years,
which highlight the limits but also the possibilities of a "long" — intensive and revisionist
- effort to redefine the Greek theatrical past.

Grigoris loannidis is a Professor at the Theatre Studies Department, University of
Athens. Diploma in Electrical Engineering (NTUA), BSc in Theatrical Studies,
University of Athens. MSc in History and Philosophy of Science and Mathematics,
King’s College, London) and in Theatrology. Theatre reviewer in the Editors’
Newspaper ("Efimerida ton Sintakton"). His main interests are Post-War Greek and
European dramatology, foreign repertory of Greek Theatres, new technologies in
modern stage.

Johanna Hérmann: Zoyypovol cdtopor: emtel®@VTAS T0 0£0paTIKO cOHRA

H otyovpa 100 cdtupov, KAmOTE KEVIPIKT GTO apyaio eAANVIKO Béatpo, Exel o€
peyoro Babud eEapoviotel amd TNV EVPOTAIKT 1GTOPIN TOV YOPOV Kot Tov BedTpov,
aeNvovtag micm HOVO OMOCTAGHOTIKG {yvn Kol Lo TEPLOPICGUEVN], CLYVA
OTEPEOTLMIKY N TETPLUUEVT] EIKOVA, TTOV aPYOTEPA OVOKVKAMONKE GtV AdiK
KovAtobpa. H £psuvd pov avaktd ovt v mepldoplomotnuévn  @ryovpo,
aVIVEDOVTOG TIG UETAUOPPDGCELG TNG O LOTOPIKH KOl EMIGTNUOVIKA TAAIGLO, OO
TNV 0pYooTNTe. LEXPL TOV TPMOLO GUYYPOVO XOPd KO TIG GVYYPOVES TOPUCTAGELC.
O oGTupog avadVETUL OC U0, OVOTPETTIKN EVOAPK®MON NG LAEPPOANG, NG
OVUTIOKONG Kol TG NOOVIG — 1O10TNTEG OV TOVTOYPOVO OTOCTOHEPOTOIOVV KOl
S1ELPHVOLV TIC KOVOVIGTIKEG OVTIAMWELG Yo TN BEQTPIKOTNTO KOt T COUATIKOTNTA.
Meletdvtag Tov GATLPO HEGH AT TO TPIGLO TOV KPLTIKAOV GTOLODV YOPoL, dElv®
IO Ol YEPOVOIES, 01 evépyeleg Kot 1 augionun Béon tov petald avBpdmov Kot

Johanna Hérmann: Contemporary Satyrs: Performing the Spectacular Body

The figure of the satyr, once central to ancient Greek theatre, has largely disappeared
from the European history of dance and theatre, leaving behind only fragmented traces
and a narrowed, often stereotyped or trivialized image, later recycled in popular culture.
My research reclaims this marginalised figure by tracing its transformations across
historical and disciplinary contexts, from antiquity through early modern dance to
contemporary performance. The satyr emerges as a disruptive embodiment of excess,
unruliness, and pleasure — qualities that simultaneously destabilise and expand
normative conceptions of theatricality and corporeality. By reading the satyr through
the lens of critical dance studies, I show how its gestures, energies, and ambivalent status
between human and animal resonate with current debates on gender, sexuality, and the
politics of the body.




{dov ovvrovilovtar pe Tig TpEYovsec cuiNTNoELS Yo TO PUAO, T 6eovaMKITNTO
KOLL TV TOALTIKT TOV CONOTOG.

Avt n otopikn €pevva Ppiokel ouyypovn amnynon oto épyo tng Florentina
Holzinger kot g Katepivag Avdpéov, o1 mapaoTtdoels TV omoimy ypnotomotohy
10 Béapo og otpatnykn ko medio pdyne. H ploomooctikn okmvobecio trng
Holzinger ywo to yuvoikeioo copoto Kot 1 SOTPAYUATELGN TOL PLOUOV, TG
EMOVAANYNG Kot TNg EAVTANONG ard TV AVOpEOL UTOPOVV va ePUNVELHOVY @
EMOVEVEPYOTOWOELS, TOV  GOTUPIKAOV  TPOT®V  EVOAPKMOONG:  YKPOTEGKO,
T vVIdLapKo, avlektikd kot vrepPoikd. H tomoBétnomn tov catvpov g didhoyo
HE OVTEG TIG GUYYPOVEC TPUKTIKEG LROYPOUUilel Tov TPOTO He TOV Omoio ot
TEPOMPLOTOMUEVES PLYOVPEG KOl TO CAOUATO TOL Bedpatog avoiyouv ydpovg
dpdong péoa oe cuvlnkeg eumopevpatomoinons, yuyoymyiog kot meldapyiog.
‘Eto1, 0 cdrtvpog yivetal o1 uoévo éva kopPikd PEGO Yo TNV ETMOVEKTIUNGN TNG
TPOUKTIKNG TNG apYaioG TPOUKTIKNG TOPAGTACNS, OAAG Kot [ Ty Yo TOV KPLTIKO
KOLL YEPOAPETIKO EMOVATPOGOOPIGUO TOL OEANATOG GTO TAPOV.

H Johanna Hérmann &ivat xoporoyoc, petadidaktopikn epevviTpia oto Kévrpo
Xoyyxpovov Xopov tov [Tavemotpiov Movoikng kot Xopov g Koiwviag. To épyo
NG EMKEVIPDOVETOL OTN UVIUUT, TNV KANPOVOULE Kot TO KANPOSOTNHa 6TV 1oTopio
TOV XOPOV, UE 10101TEPT EUPOOT GTOV TPOTO LIE TOV 0010 Ol EVOMUATES TPUKTIKEG
HETAdidoVY, HETOoYNUATIOUY Kol aUPIOPNTOVV TIG TOMTICUIKES APNYOES TOL
Stpopemvovtal amd To dutikogvpwraikd miaictla. [Ipécparta eEédmwoe 10 TpMTO
g P1BAio, To omoio diepeuva TOV GATLPO MG TEPIO®PLOKT) AALG GNUAVTIKT GLYoVPO,
07O apyaio EAMANVIKO BE0Tpo, TPOGPEPOVTUC VEEC TPOOTTIKEG GTNV 1GTOPLOYPAPIO,
TOV YOPOV KOl TNV TOMTIKY TOV OTOKAEIGHOD OTOV KAAGWKO kavovo. Emi tov
TopOVTOG, GCLUUETEXEL G gpeuvnTple. oto  DanceMap, €vo  gupoOTAiKd
YPTUUTOSOTOOUEVO TPOYPALLO APIEPMUEVO GTN SLOQOAAEN Kal TV TPo®Onon g
KAnpovoudg tov yopov tov 2000 aidva otnv Evponn. e ocvvepyooio pe 1o
Tanzarchiv Koln, gpgvvd Siemotnuovikég mpooeyyioelc g apyelofétmong mov
aoyoAobVTOL KPITIKG UE TN OlOTHPNON KOl TNV OpaTOTNTO TOPUUEANUEVOVY 1|
TEPOOPLOTOMUEVAOV 1GTOPLDV TOV OPOL.

This historical inquiry finds a contemporary echo in the work of Florentina Holzinger
and Katerina Andreou, whose performances mobilise spectacle as both strategy and
battlefield. Holzinger’s radical staging of female bodies and Andreou’s negotiation of
rhythm, repetition, and exhaustion can be read as reactivations of satyric modes of
embodiment: grotesque, playful, resistant, and excessive. Placing the satyr in dialogue
with these contemporary practices highlights how marginalised figures and bodies of
spectacle open spaces of agency within regimes of commodification, entertainment, and
discipline. Thus, the satyr thus becomes not only a key to re-evaluating ancient
performance practice, but also a resource for the critical and emancipatory redefinition
of spectacle in the present.

Johanna Hoérmann is a dance scholar and postdoctoral researcher at the Centre for
Contemporary Dance, University of Music and Dance in Cologne. Her work focuses on
memory, heritage, and legacy in dance history, with particular attention to how
embodied practices transmit, transform, and challenge cultural narratives shaped by
Western European frameworks. She recently published her first book, which explores
the satyr as a marginal yet pivotal figure in ancient Greek theatre, offering new
perspectives on dance historiography and the politics of exclusion in the classical canon.
Currently, she is participating as a researcher in DanceMap, a European-funded project
dedicated to safeguarding and promoting the heritage of 20th-century dance in Europe.
In collaboration with Tanzarchiv K&ln, she investigates interdisciplinary approaches to
archiving that critically engage with the preservation and visibility of overlooked or
marginalized dance histories.

Yreprovn] TowvtQihdvn ko Avva, Aedv: MeTavaoTevon, OcopatikotnTo, Kol 170
praréto oty EALGO: TeprOmpromoimpéves 1otopieg

H 1otopio tov pmorétov omv EAAGSa omokAivel oe Paciukd onueio omd tnv
Kvplopym wotopio TOL UTAAETOV, £V UEPEL AOY® TN CNUAVTIKNG TOV EMKAALYNG LE
t0 Oéapa. [lpwv and v 1dpvoT TOL TPMTOV KEVTPIKOD 13PVIOTOS — TOV UTAAETOV
g Avpicng Zxnvig to 1939 — 10 pmoAéto oty EALGSa eppavilotav kupimg oe
OeopoTicéc, dNUOPIAELS YuYAYOYIKEG TOPACTACELS, 10iMG 6T0 ehaPph HLOLGIKO
0¢atpo kot 070 Papieté. Av ko 1 otadlokn pOoon kot Oecpofétnon Tov uraAéTon

Steriani Tsintziloni & Anna Leon: Immigration, spectacularity, and Greek ballet:
invisibilised histories

The history of ballet in Greece deviates in keyways from hegemonic ballet history, partly
because of its significant overlap with spectacle. Before the foundation of the first
centralised institution — the ballet of the royal, later national, opera in 1939 — ballet in
Greece was predominantly found in spectacular, popular entertainments, notably light
musical theatre and variety shows. While the gradual regulation and institutionalisation
of ballet over the course of the twentieth century has sidelined this history, the




KOTA TN OLAPKELD TOV EIKOCTOV AlDVO £YEL TOPOUYKMOVICEL TNV 10TOPIOL OWTH, N
oLVOEST TOV PmoAéTOoV pE TO mom Béapa dev €xel eEopoviotel and 0 EAANVIKO
YOPELTIKO TOTIO, KOOMG KAUCUKH EKTOLOEVUEVOL YOPEVTES KO YOPEVTPIEG GUVEYITOV
va gpyalovior o BeapoTikég Yyoyayoykés ekdnAmaoels, toco (ovtavés (T.y. ota
provlovkie) 6GO Kol GTNV THAEOPACT], TOVAGYIGTOV UEXPL TO TEAOG TOv awwva. H
TOPOVGIOOT] OLTH EMIKEVIPMOVETAL GTN SOUIKT OAAG LTOTIUNUEVN SLAOTOCT] TOV
Oedpatog oto EMMNVIKO pmodéTo, e0TlalovTag o€ £va, amd To KPIGILo oy poviKd
YOPOKTNPOTIKG TOV: TOV Pacikd pOrlo oL JSdpoUdTIcOV Ol PETOVACTES —
enoyyehpatieg mov dev Nrov ‘EAAnveg/EAANvideg 1 dev Ntav vopkd amodektol/eg
o¢ EAAnve/ EAANvideg — otnv avamtuén Tov, ¢ Yopenté/yopenTples, oAAG Kol M¢
yopoypdpot kot ddokoroves. Eotidloviag apevog 6Tig apyés TOV EIKOGTOL QUMVA,
otav peyddog apBuog EEvav yopeuTpldv Kot yopoypdewv dovAgve otnv EALGSQ
7PV amd T ONovpyio OecUmdV UTAAETOV Ko, APETEPOV, GTO TEAOG TOV QLMVA, OTOV
KOpoTo peTovdotevong omd v AAPavia mephdufavav yopevTég/xopevTpleg
KLooo1Koh Yopol, vty 1N Kown mapovcioon vrootnpilel 6Tl Y va ypdyovue
EMOPKDG TNV 1oTOPia TOL UTOAETOL otV EALGSQ, TTpémel va pEVVIGOVLE TO TVPAL
onueio mov dnuovpyndnkav amd Tov patcicud, v Eevopofia Kot To oTiypua TG
BeopaTikOTTOC.

H Xreprovi) TowtQihovy civar Erxikovpn Kabnyntpia (Xopdg) oto Tunuo
Ogatpwcdv  Xmovddv  Tov  EBvikov kot Komodiotplokov IMavemotnpiov
Abnvov. Elvar  Awddktop tov Ilovemotnuiov Roehampton «ot  kdToyog
petamtuylokod ot Xmwovdég Xopov omd to [lovemomuo tov  Surrey.
[Ipogpyouevn and 10 yopo (KXOT), cuvovalel v akadnuoiky Epgvuvo pe v
EMPELELD, TN CLYYPAOT Kot Ta KaAMTEYVIKA TpOTiekT. 'Eyetl 0106Eet peta&d dArlmv
oto IMavemotquo Iatpadv, oto EAAnvikd Avowkto Ilavemiotio, ot Xyxoin
Xopob ¢ Ebvikng Avpikic Zxnvig kot oty Kpatikn ZxoAn Opynotikng Téxvng.
Emmiéov vmpée Emperntpio Xopod oto Deotifdd Abnvov (2016-2019) kot
GUVEPYATNG TPOYPOUUATIOUOV TOV AleBvodg Deotifdh Xopod Karapdtag (1998-
2015).

To 2020-2021 gmdéydnke yia to [pdypappa Emokentov Koditeyvov oto Kévtpo
EXMnvikov  Xmovdodv tov Iloavemotmuiov Harvard (CHS Washington). H
povoypoeio ¢ Kdrtw aro t oxia tov HoapOevava. O yopos aro Deotiffdl AOnvarv
ov Woypod [loléuov (1955-1966) ekddbnke amd Tig ekdooelg Kdmo kot oy
vroynoewe yo to Kpatued Bpofeio Aoxyiov (2023).

H Avva Ag®v givar gpguviTpia Kot empeAntpia pe £dpa tn Biévwvn. H gpguvntu
NG O0VAELR EGTIALETOL GTI S10GTAVPMGT TNG IGTOPING TOL YOPOV, TNG TOMTICTIKNG
otoplag, ™¢ Kprtikng Oeswpioc kot g owobntiknig. Eivor petadidoktopiki
gpeovnple. oty Akadnuio Koiov Teyvov g Biévvng, oOmov peletd

association of ballet with pop spectacle has not disappeared from the Greek dance
landscape, as classically trained dancers continued to work in entertainment spectacle,
both live (e.g. the bouzoukia late-night live music shows) and on television until at least
the end of the century. This presentation brings attention to the structural but
underacknowledged dimension of spectacle in Greek ballet by focussing on one of its
crucial diachronic characteristics: the key role played by immigrants — practitioners that
were not Greek or were not legally accepted as Greek — in its development as dancers
but also as choreographers and teachers. Focussing on the one hand on the early
twentieth century, when large numbers of foreign dancers and choreographers populated
Greece’s pre-institutional ballet landscape; and on the other hand on the closing of the
century, when waves of immigration from Albania included several ballet dancers, this
joint presentation argues that to adequately tell the history of ballet in Greece we must
delve into blind spots jointly created by racism, xenophobia, and the stigma of
spectacularity.

Steriani Tsintziloni is Assistant Professor (Dance) at the Department of Theatre Studies
(National and Kapodistrian University of Athens). She holds a PhD from the University
of Roehampton and an MA in Dance Studies from the University of Surrey. Coming
from a dance background (State School of Dance) she combines academic research with
curation, writing and artistic projects. She has taught at the University of Patras, the
Hellenic Open University, the Dance School of the Greek National Opera and the State
School of Dance, among others. She was Curator for Dance at the Athens Festival
(2016-2019) and collaborator of artistic research for the Kalamata International Dance
Festival (1998-2015).

In 2020-2021 Steriani was selected for the Visiting Artists Program at the Center for
Hellenic Studies, Harvard University (CHS Washington). Her monograph Under the
shadow of the Parthenon. Dance at the Athens Festival of the Cold War (1955-1966)
was published by Kapa Publishing and was shortlisted for the 2023 State Literary
Awards at the category of Essays.

Anna Leon is a researcher and curator based in Vienna. As a researcher, she works at
the intersection of dance history, cultural history, critical theory and aesthetics. She is
currently postdoctoral researcher at the Academy of Fine Arts Vienna, where she studies
peripheralised dance modernities through a focus on ballet in early-twentieth-century
Greece. As a curator, she works between discursive, embodied and performative
practices. She was responsible for the theory programme of Tanzquartier Wien from
2022 to 2025 and develops independent curatorial projects including Radio (non-)
conference (with Netta Weiser) and Choreography+ (with Johanna Hilari). annaleon.net




TEPLOOPLOTONLEVES 1IGTOPIEG TOL LOVTIEPVOL YOPOV, EGTIALOVTOS GTO UTUAETO OTNV
EAGda tov apydv tov 2000 aidva. Qg empeAntpio, acyoAeitan pue Bewpnrtiké,
EVOOUATEG KOl TOPOOTATIKEG TPokTikEG. ‘Hrov vmedbbuvn i 10 Oewpnrtid
npoypoppa tov Tanzquartier Wien and 10 2022 og to 2025 kol avontucecel
avelhptnra empeintikd épya, 6mwg to Radio (non-)conference (pe tn Netta
Weiser) kot 1o Choreography+ (e tn Johanna Hilari).

Soppetéyovieg: Avaoctdorog Kovkouvtag (dpapatovpydc kot Bewmpntikdg Tov
xopov), Evpuvzmidng Acaokapidng (cknvobétne, epunvevtnc), Aré€avopog
Miotpratng (KahAtéyvng), Anuitpng Mutiinvaiog (Yopoypdaeog, Yopevtng)

Avt M otpoyyvAn tpdmelo KOAMTEYVEG TNG CKNVIG TOL GVYYPOVOL XOPoL GTNV
EAGda yio pior cultnon oyetikd pe Tig oxEcels, TpIPEG kot avtailayés petaln
0o UaTIKOTNTOC KO YOPOYPAPIKNG - OPUUATOVPYIKNG TPOUKTIKNAG. X€ L0 OVOLXTH
ou(ATNoN, Ol TEGGEPIC KAAMTEYVEG GVOADOVY TNV TOPOLGIO 1) TNV aToVGia TG
BeopaTIKOTNTOG GTO £PYO0 TOVG, TOLG TOPAYOVTEG TTOL £XOVV ENMNPEACEL TN BEoT TOL
BedpaTog OTNY TPOKTIKT TOVG, KOl TOVG TPOTOVG LLE TOVG OTTOIOVG 1] EVAGYOANOT| UE
T0 Bgapoticd ennpedlet Tig dadikacicg Tapaymyng kot Tic peBddovg epyasiag Tovg.
Méoca and to mpicpo TG TOPEiNg Kol TV EPYMV TOLG, 1 6TPoYYLAN Tpdmela O
oL{NTNGEL TAG 0 GVYYPOVOG XOPOG EMeEEPYALETOL TIG SLOUGTAVPDOGELG TOV BEAUATIKOD
LE TO «EUMOPIKO», TO «EUTOPEVUATOMOUUEVO» KOL TO «IOT», KOl TAG
STPOYILOTEVETOL MGONTUKEG TTOV ATTOKATVOLY OTd TNV «OYNA TEXVN.

O Avaotdoiog Kovkovtag apfpoypapel vy tov yopd kot gpydletar g
dpapotovpyds oe mopaoctdacelc. o v Topaymyn Kol ETUELELD EVIVTIOV EYEL
oLVEPYOOTEL HE KOAMTEYVIKOVG OPYOVICUOUS Kol QeoTPAA, Omws: DeoTiPar
Abnvov Emdavpov, Xtéyn tov [6pdpatog Qvéaon, Oeotifdr Anuntpro, Méyoapo
Movoikng ABnvav, Aebvég Deotipdh Movoiking MoAbpov k.d. Q¢ cOuBovAiog
dpaportovpyiag ovupeteiye oe mopactdoelc Oedtpov kAl yopov upe tovg: Ada
Toordxn (Deotifdd ABnvav, 2016), Mapia I[Hovovpyrd (E6vikd Ofatpo —
Mepapotiky Zxnvn, 2016 / Geonfdr Abnvav, 2017), Xpnoto IMamaddétovro
(Ztéyn Iop. Qvaon, 2018), Mapia [avovpyld (Ztéyn, 2018), Epuipa I'kdpo (Arc for
Dance Festival, 2018), Kvpidko Xatinwdvvov (Ztéyn, 2019), Eppipa 'kdpo
(®éatpo Poég, 2019), arisandmartha (®ectfddh Abnvav, 2019), Avootocio
BoAcapdkn (Oeotifar Néov Xopoyphowv — Xtéyn, 2020), arisandmartha (2021,
2022, 2023, 2024) K.G. ApBpoypapsl oTa und-athens.com,
springbackmagazine.com, Dapper Dan xon amd to 2013 diddoker «lotopio oV

With: Anastasios Koukoutas (dramaturg and dance theorist), Evripidis Laskaridis
(director, performer), Alexandros Mistriotis (artist), Dimitris Mytilinaios
(choreographer, dancer)

This round table brings together practitioners currently active in the Greek contemporary
dance scene to discuss relationships, frictions and exchanges between spectacularity and
choreographic - dramaturgical practice. In the form of an open discussion, they trace the
presence or absence of spectacularity in their work; the parameters that have influenced
the place of spectacle in their practice; and the ways in which an engagement with the
spectacular impacts on production processes and working methods. Through the specific
trajectories and creative outputs of the invited practitioners, the panel addresses how
contemporary dance navigates the intersections of the spectacular with the
“commercial”, the “commodified” and the “pop”, and how it negotiates aesthetics that
deviate from contemporary dance as a posited “high” art.

Anastasios Koukoutas writes about dance and works as a dramaturg in performances.
He has collaborated with artistic organizations and festivals on the production and
editing of publications, including: the Athens and Epidaurus Festival, the Onassis
Foundation, Dimitria Festival, Athens Concert Hall, Molyvos International Music
Festival, and others. As a dramaturgy consultant, he has participated in theater and dance
performances with: Lia Tsolaki (Athens Festival, 2016), Maria Panourgia (National
Theater — Experimental Stage, 2016 / Athens Festival, 2017), Christos Papadopoulos
(Onassis Stegi, 2018), Maria Panourgia (Onassis Stegi, 2018), Ermira Goro (Arc for
Dance Festival, 2018), Kyriakos Hatzioannou (Onassis Stegi, 2019), Ermira Goro (Roes
Theatre, 2019), arisandmartha (Athens Festival, 2019), Anastasia Valsamaki (Young
Choreographers Festival — Onassis Stegi, 2020), arisandmartha (2021, 2022, 2023,
2024), and others. He writes for und-athens.com, springbackmagazine.com, Dapper
Dan, and since 2013 she has been teaching "History of Dance." As a performer, he has
participated in works by Denis Savary (Prolegomena EMST — 2016), Virgilio Sieni
(Venice Dance Biennale — 2016), Pierre Bal-Blanc (documental4 — 2017), and Dora




Xopooy. Q¢ meppdpuep ovupeteiye oe €pya tov Ntevic ZaPapi (IIpoieydueva
EMXT — 2016), Biptlido Ziévi (Mmevake Xopov g Bevetiog — 2016), [Tiép
MnoA-Mmlovk (documental4d — 2017), Ntopa T'kopBia (Méyopo Movoikng —
2018). To 2018 vmnp&e pérog g KPLTIKNG emtpomig yia to Aebvi Alayovioud
260 Anpovpyiag (Gdansk Dance Festival,) kot 1o 2019 péhog g emrpomnng yuo
tov yopd g ARTWORKS, Ipoypdaupatog Yroompiéng Kailiteyvav.

O Evpuriong Aackapiong sivol 6KnvoBETng kot EpUNVEVTAC TTOL EPEVVA TIC EVVOLES
NG UETALOPPOONG KOl TOV YEAOIOL HECOH AO TNV KOAMTEYVIKN TOV TPOKTIKY. H
€pELVA TOV KIveiTol 6TO ONUEI0 TOUNG avAUESH GTO0 BEaTpO, TOV Yopd KOl TIS
EIKOOTIKEG TEYVEG. ZMOVSAGE VITOKPLTIKY 670 Oatpo Téxvng «Kdaporog Kovvy atnv
ABMva kot oknvobecia oto Brooklyn College tng Néag Yopkng, pe vrotpopic Tov
[3pvpartog Qvéon. To 2009, idpvce v karhteyvikr| opdado Osmosis Performing
Arts Company, péoa amd v omoio €xel avamntuéel éva 01eBviC pemeptOPlO TOV
EKTEIVETOL OO GKNVIKA £PYaL £MG OPAGELS CLUUUETOYLKOV YOPUKTIPO KOl EIKOCTIKEG
dnovpyiec, TOPoVCIUCUEVEG TOGO o€ BEaTpa OGO KOl GE GUYYPOVEC EIKOCTIKEC
dopyoavacelg. Tnv tedevtaio dekaetio, 01 GKNVIKEG TOV Tapaywyég — Relic, Titans,
Elenit xou mo mpoéceata to Lapis Lazuli — £youv TpoyUaTOTOMGEL EKTETAUEVES
neprodeieg, mpooeyyiloviag Kovo o mévie Nreipovs. To Epyo Tov £yl TAPOLOLUCTEL
o€ TeP1ocaTEPEC oo 30 ydpeg Kot wévm omd 100 peoTIPdA Kot YDPOLE TUYKOCUIMG,
petald tov omoiwv M Ztéyn tov ISpduatog Qvdaom, 1o DecTifdl AOnvav kot
Emdavpov, to Barbican Pit oto Aovdivo, 1o Public Theater ot Néa Yopkn, 10
Palais de Tokyo kot to Théatre de la Ville oto Ilopict, 1 Mrievéie Xopo0 s Avav,
1o Festival TransAmériques 6to Movipeod, to Julidans 6to Auctepviap kot to
Hong Kong Arts Festival. To 2016, o Aackopidng Tiundnke pe v evapkripio Pina
Bausch Fellowship, 1 omoia Tov odnynoe ot Néa Znlovdio kot devpvve 10
KOAATEYVIKO TOV amoTumoue, o 6L nreipovg. Ty enoduevn ypovid, To TEPLOSIKO
tanz tov cuumepLELAPE 0T AOTO [LE TOVG MO VITOGYOUEVOLS VEOUG O1LLOVPYOVS TG
Evpdnng. To épyo tov €yxetl thyel Bepung vmwodoyng omd tov debvr Tomo Yo v
10100VYKPACIOKY TOV vy — M Libération tov €xel yopaxmmpiosl «to enfant
terrible T@V EMANVIKOV TOPOCTUTIKGOV TEXVOVY. [1épa 0o T dpasTnPlOTNTE TOL MG
EPUNVELTNG Kot dnpiovpyog, o Evpuridng éxel mpookindel va dtopyovdoetl Kot va
KaBodnynoel epyacTiple Ge WOPLUOTO KOl GYOAEG TAPOCTUTIKOV TEYVOV CF
oAoKANpN ™V Evpdnn, Tpokelnévon va, LolpacTel TNV KOAATEXVIKT TOV TPUKTIKY.

O Alé€avopog Miotprodtng yevvnOnke otov Kavadd kot peydiwoe oty Abnva.
Trovdace ewoaoticd otn Fodrio (Ecole Supérieure des Beaux-Arts de Marseille)
Kot peAétnoe tn Aoyoteyvia, ™ ({OYPAEIKY, TOV KIWWNUOTOYPAQPO Kol To "véa
péoca(new media). [Tépa amd T1g O1kEC TOV SOVAEIEC GUVEPYALETOL CUGTNHOTIKA [IE
YOPOYPAPOVC KOl GKNVOBETEG GTOV YDPO TOV TAPASTATIKAOV TEYVAV, EVTOG KO EKTOG
EA\Gdoc. H dovletd tov e€etalel 1o Ofatpo, v Iloinon kot ™ Oewpia o¢ (o

Garcia (Athens Music Hall —2018). In 2018, he was a jury member for the International
Solo Creation Competition (Gdansk Dance Festival), and in 2019, member of the dance
committee for ARTWORKS Artist Support Program.

Euripides Laskaridis is a director and performer who engages with the notions of
transformation and ridicule in his artistic practice, while his research is situated at the
intersection of theatre, dance, and visual arts. He studied acting at the “Karolos Koun”
Art Theatre in Athens and directing at Brooklyn College in New York under a
scholarship from the Onassis Foundation. In 2009, he founded Osmosis Performing Arts
Company, through which he has developed a distinctive international repertoire that
spans stage productions, community-based works, and visual art pieces presented in
contexts ranging from major theatres to contemporary art biennales. Over the past
decade, his stage productions — namely Relic, Titans, Elenit, and most recently Lapis
Lazuli — have toured extensively, reaching audiences across five continents. His work
has been presented in more than 30 countries and over 100 festivals and venues
worldwide, among them Onassis Stegi, the Athens Epidaurus Festival, London’s
Barbican Pit, New York’s Public Theater, Palais de Tokyo and Théatre de la Ville in
Paris, the Lyon Biennale de la Danse, Festival TransAmériques in Montreal, Julidans in
Amsterdam, and the Hong Kong Arts Festival. In 2016, Laskaridis was awarded the
inaugural Pina Bausch Fellowship, which brought him to New Zealand and expanded
his international presence to six continents. The following year, tanz magazine included
him in its annual list of Europe’s most promising emerging artists. His work has been
consistently praised by the international press for its distinctive voice, with Libération
(France) referring to him as the “enfant terrible” of Greek performing arts. Besides his
endeavours as a performer and choreographer, Euripides has been invited to organise
and lead workshops in institutions and performing arts schools across Europe, sharing
insights into his artistic practice.

Alexandros Mistriotis was born in Canada and grew up in Athens. He studied visual
arts in France (Ecole Supérieure des Beaux-Arts de Marseille) as his research led him to
investigate literature, painting, cinema, and the new media. In addition to his own work,
he collaborates regularly with choreographers and directors in the performing arts field,
both in Greece and abroad. His work examines theater, poetry, and theory as a unified
field. He collaborates regularly with artists such as Euripides Laskaridis, Christos
Papadopoulos, and others. His practice incorporates site-specific projects, walks, radio
plays, and narratives in locations outside the "cultural map," in rather unexpected places.
He explores the relationship between history and the contemporary city, proposing
performances that play with traditional concepts of direction and presentation.

Dimitris Mytilinaios graduated from the Greek State School of Dance (2015) and
completed a master's degree in choreography at ICI-CCN Montpellier / Paul Valéry III




eviaia. meployn. Zuvepydletar otofepd pe dnpovpyodc O6mwg ot Evpuridng
Aaockapiong, Xprotog Iamadomovrog k.0 H mpaktiki] Tov evompatdvel site-
specific TpoTAoELS, TEPITATOVG, PUSIOPOVIKE £PY0L KOL APTYOEIS GE YDPOLS EKTOG
oV "ToMTieTIKOD YhPTN", UNn-avopevopevovs. Atepguva T oyéon S 1otopiag e
T obyxpovn TOAY, TPOTEIVOVTOG TOPAGTAGELS OV Toilovy UE TIC TOPASOCLOKES
évvoleg oknvobeciog kot Tapovoiaong.

O Aqmitpng Mvutiknvaiog sivar andeortog g Kpatwkng Xxoing Opynotiknig
Téxvmg  (2015) kor  TOL  METOMTUYOKOD  TPOYPEULOTOS YOPOYPUPIKDY
onovdav exerce 1o ICI-CCN Montpellier / [Tavemotuio Paul Valéry 111 vio tnv
KaAATeyvikY| devBuvor tov Christian Rizzo. Qg yopoypdeoc, £xel mapovoidoetl 6
oknvika épya: hardly the same (Artiria 2019), INSEQS (®IAT 2021), Repair
(Deotifar Abnvov Emdavpov 2023), hard pop (Palm Tree 2024), Afternoon
Dances (Apyororoycd povoeio Nepéog 2024) ko REDUNDANCes (IThoea 2024).
Eniong, ovvepydotnke pe tov ‘Extopa Avyilo yio tov oxedracuod g kivinong Kot
TV Yopoypoeudv g mopdotaone "O  Amotuynuévog". Qg yopevthg €xet
ovvepyaotel, petald aiiwv, pe tovg Yvonne Rainer, Aevio KokAéa, Romeo
Castellucci, Mapieha Néotopa kot Ipig Kapayiav. Zet kon epyaleton otmv Abnva
rot v ['oAlia.

University under the artistic direction of Christian Rizzo. As a choreographer, he has
presented six stage works: hardly the same (Artiria 2019), INSEQS (FIAT 2021), Repair
(Athens and Epidaurus Festival 2023), hard pop (Palm Tree 2024), Afternoon Dances
(Archaeological Museum of Nemea 2024) and REDUNDANCes (Plyfa 2024). He also
collaborated with Ektor Lygizos on the movement design and choreography for the
performance "The Failure." As a dancer, he has collaborated with Yvonne Rainer, Lenio
Kaklea, Romeo Castellucci, Mariela Nestora, and Iris Karayan, among others. He lives
and works in Athens and France.

Koatepivo Kijkov: To «ateléo» NAMKIOPEVO GO 6TO VEOKAOGLKO (op6: dredveig
OUVOMIKES KOl 1] EAMIVIKY] GLOT ATEVAVTL 6TOVS AOPLIOVS YOPEVTEC.

To aebntiKd 10e®OEG TOL VEOKALOGIKOD ¥OPOD OVTITPOCMOTEVEL £VO, CAOUN VEOVIKO
OV OTOTVEEL OPOPPLE, CEPLYNAOTNTA KOl SVVAUN, OTMOTEAMVTOG, ENL GKNVAG, TNV
evaapkmon poag ootk weatdtrag. [ota ta Opila, ®6TOC0, AVTNHEC TNE VEAVIKNAG
povokpatopiog; AVvatol 11 6KNVH Vo YOPEGEL KAl GAAN COLOTO TOV EKPEHYOLV KOl
aUPIoPNTOVY TO €V AOY® KOVOVIGTIKO 10emdeg Tov Oedpatog; Tt yivetan dtav éva
GOPIUO TMAIKIOKG OO, OTOYOPEVUEVO Vo eYelpel 0EUDOEIS OpaTOTNTOG KOl
EVIVTIOGLOCUOV, SIEKOIKEL TOV O1KO TOV, OVOIKELD TANV ATPOCUETPTTO GKNVIKO YDPO
EKQPOLOTG, ETYELPDOVTOC VO OTOOECUEVTEL TO PEVUO TOV PLOUEVOV EUTEIPLDY TOV OO
t0 ypovikd Pdbog tng vmopéng Kot mown poper| emovaolkelomoinong g
KOTOVOAMTIKNG Kowmviag tov Osduatog emovpPoivel Otav T0  YePAGUEVO,
ONUAOEUEVO amd TNV MAKIOKY EBOPE GO ETOVOOIKEIOTOIEITOL TOV E0VTO TOV,
EMOMUEOUEVO TNV TLUKVOTNTO TNG VTOKEYEVIKNG TOV gumelpiag ot Propévn otiyun;
H mapodoa mpotact, mpoteivel ) 0éon mmwg, av, GOUPOVO HE TN UEPADTOVIIOVY
avTiAnymn, 10 couo Prdvetal TEVIOTE OC dVVAUT, TO YEPUCUEVO GO LTOPEL VO

Katerina Kikou: The in Neoclassical Dance:

Aging Body
International Trends and the Greek Silence Toward Mature Dancers

"Imperfect"

The aesthetic ideal of neoclassical ballet promotes a youthful body that exudes beauty,
vitality, and strength, representing on stage the embodiment of this aesthetic ideal. But
what are the limits of this youthful hegemony? Can the stage make room for bodies that
deviate from and challenge the normative aesthetic model of the spectacle? What
happens when a mature body—Ilong forbidden from claiming visibility or aesthetic
impact—demands its own unfamiliar yet immeasurable stage space of expression,
attempting to release its stream of lived experiences from the temporal depth of
existence? What form of reappropriation occurs when the aging body, marked by decay,
reclaims itself by embracing the density of its subjective experience in the lived
moment? This proposal argues that, according to Merleau-Ponty's phenomenological
understanding of the body as a mode of power and presence, the aging body can function
scenically as a site of otherness and freedom, actively contesting the aesthetic norms of
the spectacle and the social constructions of bodily representation. The excluded,
"imperfect" body becomes an archive of experience - disrupting the aesthetic




AELITOVPYNGEL CKNVIKA ¢ OYMLOL ETEPO-TTOINONG Kot eAevBepiac, appiofntovtog Tig
ooonTiKég vopuec Tov BedUOTOC KoL TOV KOWWVIKO KOVOTpoLKTIPopnd. To
OTOKAEIGUEVO ‘OTELEC’ OOUO. EVOOPKMVEL €va apyelo eUmEpiog, OmOKAIveEL Kot
JTOPAcGEL TNV UGONTIKY KOVOVIKOTNTO TOV VEOKANGLKOD YOPOV, EIGAYEL pOYUES
Kol mopeUPaivel 0TV KOTAVOAMTIKY AOYIKN-OlKovopio Tov Beduatog, sivor pia
EVOOUOTN KPITIKY TPAEN  JlpOPETIKOTNTAG, £VAG OYOAMOGUOC NG QOPUOG
AeTOVPYOVTOG MG dYNUa TOMTIKNG evoopatng pnéne. Kuvpimg dpwmg aroteiet pilikn
OKNVIKN TPOTOGT) TTOL SIELPVVEL TA NAIKLOKA OPLOL KOl ETAVAOIKELOTOLEL TO O TOV
VEOKAQGIKOD YOpoD ¢ YDPO EVOMUOTNG TOPOVCING Kol PIAOGOQPIKNAG OVTYNONG.
2V €101yNoT TPOPAAAOVTOL EVOEIKTIKEG TOPAUCTAUCEIS UE DPLLOVG EPUNVEVTEC TOV
VEOKAOGIKOV pemeptopiov otnv eEAANVikY oknvr (Xprotog [anidong, Maciv Adpka,
Nrtoavigh Aoppédr), evd mapdAinia avoivetor Kptikd mn mepiboplonoinorn tov
NMKIOUEVOV coOUATOV 6T0 Mroiéto g EAY, o avtiBeon pe ) diebvn oxnvi, 6mov
N NMAMKLOKN OPLOTNTO avoyvopiletal ¢ eopeas aoOnTkng a&log Kol GOUUTIKNAG
eumelpiog.

H Koatepive Kikov gival voyneo Sid0KT®p Tov TUAUATOG DEaTpIK®V 6Touddv
tov EKIIA Metantoypoxd:. 1.XxnvoBesio xon Ymokpitikn (AIIKY 2021) 2.
EmPioon Apyaiov Apduatoc (AIIKY 2019), 3. Kiaowkoc Xopog (Ymotpopia
[dpduatog AL, Qvaon ywo to Joffrey Ballet-New York). AimAoua KaOnyntplog
Xopobd (A. I[Té€rpofa-Xvvodivov 1992), dimhopa Royal Academy of Dance (pe
dbxpion), dimhwpa Imperial Society of Dancing (pe diwbkpion), k. 6. Aimiopa
Ddvcopadnuatikov (ITav/uo Moatpmdv 2012). Zmovdég YmokpiTikng oty Avotepn
Apapotiky Xyodn I'. ®eodociadng kot N. Baotopdng, omovdég Xknvobeoiog
Kwnuartoypdopov ota [EK AKMH, cepivépia oyediociod poticpov, yopov (Laban
Center), vrokprtikng (uéBodog Tepldmoviov), k.6. MoOVIo LEAOC TOV UTOAETOL TG
EfBvicng Avpucig Zknvng (EAZ 1991-2018), tov pmarétov «Aévaov Xopobéatpoy
oto Kpatikd O¢atpo Bopeiov EAradog (KOBE 1986-1988), mpdtn yopedTpla tov
Xopobedtpov Novowd (1988-1991). TlapdAinia, OmOeKAETNS OO0CKOAKY
eumelpio oe avayvopliouéveg oyorég Xopoh kot Qdgia.

normativity of neoclassical dance, inserting ruptures and destabilizing the consumerist
economy of spectacle. It becomes an embodied act of critique and difference, a
subversive commentary on form that operates as a political gesture of embodied rupture.
Above all, however, it constitutes a radical scenic proposition that expands the
boundaries of age and reclaims the spectacle of neoclassical dance as a space of
embodied presence and philosophical resonance. This paper discusses representative
examples of performances by mature dancers in the Greek neoclassical repertoire
(Christos Papidis, Massine Lorca, Daniel Lommel), while also critically addressing the
marginalization of aging bodies within the Greek National Opera Ballet, in contrast to
international scenes where age is increasingly recognized as a bearer of aesthetic value
and corporeal knowledge.

Katerina Kikou is a PhD Candidate at the Department of Theatre Studies, National and
Kapodistrian University of Athens (NKUA). Holds three Master’s degrees: (1) Directing
and Acting (Open University of Cyprus, 2021), (2) Survival of Ancient Drama (Open
University of Cyprus, 2019), and (3) Classical Ballet (Onassis Foundation Scholarship
at the Joffrey Ballet, New York). Dance diplomas from A. Petrova-Synodinou (1992),
the Royal Academy of Dance (with distinction), and the Imperial Society of Dancing
(with distinction). BSc in Physics and Mathematics (University of Patras, 2012). Acting
studies at the Higher Drama Schools of G. Theodosiadis and N. Vastardis; film directing
studies at AKMI Institute; seminars in lighting design, dance (Laban Center), and acting
(Theodoros Terzopoulos method), among others. Former permanent member of the
Ballet Company of the Greek National Opera (1991-2018), of the “Aenaon Dance
Theatre” at the National Theatre of Northern Greece (1986—1988), and principal dancer
at “Nausica Dance Theatre” (1988—-1991). Over twelve years of teaching experience in
renowned Dance Schools and Conservatories.

Caivn Magverdrov: Ano o [lapadosiakod 1o Loyypovo Toipko: To Topa g
Epyoieio Evtvrociaopov ko @opéag Nofjpotog

H avaxoivoon e&etdlet T petdafoocn amod to 6TEPEOTLA TOV TAPUGOGIOKOD TGIPKOL
0TO TOAVETIMEDO, TOMTIKA Kol loONTIKE POPTICUEVO TESIO TOV GVYYPOVOL TGIPKOD,
UE EUQOOT OTN AELTovpYio TOV COUATOS MG epyareiov deloteyviag, aAld Kol ®C
dpdVTOG LIOKEWEVOL aenynong. To cbyypovo Toipko dlutnpel 10 GTOLKEID TNG
COUOTIKNG VIEPPAONS KOl TNG TEYVIKNAG apTIOTNTAS, OUMG OTOUOKPOVETOL OO
OTEPEOTLMIKEG  (Qlyovpec, Om®G o0 strongman M 1 YOVOUKO-AACTLXO, KoL
EMOVOTPOGO10pilEl TO CAOUO MG POPEN KOWOVIKDV, TOMTIKOV KOl KOAMTEYVIK®V

Galini Benetatou: From Traditional to Contemporary Circus: The Body as a Tool
of Spectacle and a Conveyor of Meaning

This presentationexamines the transition from the stereotypes of traditional circus to the
multi-layered, politically and aesthetically charged field of contemporary circus, with
an emphasis on the function of the body as a tool of virtuosity, but also as an acting
subject of narration. Contemporary circus retains the element of pushing physical
boundaries and technical mastery, but moves away from stereotypical figures, such as
the strongman or the woman contortionist, and redefines the body as a conveyor of
social, political and artistic meanings.




VONUATOV.

To oVyypovo toipko amoterel onpepa £va TOAVGYLOES KOl Ol0PKMDG EEEMGGOUEVO
medio, 6mov M €vvolo, Tov OeduaTog dev EQVTAEITOL OTO «EVTLTIMGLOKOY», OAAA
petovcldvetal oe gpyoreio apnynons. Ot kaAMTEYVEG TOL GUYYPOVOL TGIPKOL
a£10moovV T1 GOUATIKT TOVG EVPLIN KOL TNV TEYVIKN TOVS apTIOTNTA OYL LOVO Y1a VoL
EVILIOGLACOVY, GALA KOl VO, GYOAAGOVY {NTHLOTA VA0V, KOWVOTNTAS, AVIGOTNTOG
KoL avOpaTIVNG EVOA®TOTNTAG.
Télog, n avakoivaon embopel vo BE6€L 6TO TPOGKNVIO TIC GVYYPOVES TPOCTADEIES
Oeo KNG avayvmdPIong Kot KOAMTEXVIKNG avaBApions Tov coyypovoy TGipkon mg
Hopeng Téxvne. Xto O1ebvég medio to chyypovo Toipko dev avTipeTomileTol ®G
nePBOPLOK M EVOAAOKTIKY HOPON TEXVNG, OALL CUYKATOAEYETOL IGOTILA OVALEGOL
OTIG TOPACTATIKESG TEXVES, Le TPOcPacn o€ Beco¢ ekTaideLONC, YPNUATOSOTNONG
KoL KOAMTEYVIKNG £peuvas. AvTIOET®G, 1 EAANVIKT GKNVI TOPAUEVEL EKTOG BEGLUKTG
VROGTNPIENG, YOPIG AVAYVOPIGUEVO EKTOOEVTIKO TANIGLO 1) KPATIKOVS UNYOVIG OV
evioyvong. [ap' 6Aa avtd, 10 GUYYpovo Toipko otnv EALGSa eEehicoetan duvapikd
KO QUTOVOLO, HECH amd TN OpAcT) OVEEUPTNTOV KOAMTEYVOV KOl GUALOYIKOTHTMV.
H oavokoivooon emyeipel vo avadeilel 10 Toipko ®G €pyoreio KOAATEXVIKNAG
onpovpyiog, SEKSIKOVTOS GOTIUN TOPOLGIN GTOV TOMTIGUKO YDPO NG YDPOS.
Y10 mloiclo ™ avokoivoong, 6o mapovciocTody Topadeiypato clhyypoveov
TopooTace@V and ‘EAANveg kot EEvoug KOAMTEYVES, TOL OTTOl0 TEKUNPLOVOLY OTL TO
oLYYpPOVO ToipKo omoterel €vo VPPOKO medio aprynong. IlapdAinia, Ba yiver
avapopd ot dpAon EVPOTUIKOV POPE®V EKTOIOEVLOTG Kol SIKTHMGNG TOV GUYYPOVOL
Toipkov, kKaOdC Kol o€ EAMNVIKEG TP®TOPOVAIEG KOAMTEYVOV/GUALOYIKOTTOV TOL
EMALDKOVY TN O14600T) TOL G€ £va TEPIPAALOV TEPLOPIGUEVIC OEG KNG VTOGTHPIENG.

H T'advn Mzevetatov givar kodMtéyvida Tov cOyypovoL toipkov e e&gldikevon
o1o cloud swing ka1 to acro-dance. Xmovdace oty Iloptoyaria (2017-2019), oto
EBviko Ivotitovto Teyvav tov Toilpkov (INAC — Instituto Nacional de Artes do
Circo), ka1 cuvéyloe TNV eKTAIdEVON TNG OTIC evaépieg TeYVIKEG oto Unit 15 ot0
Mmnpictor (2020-2022). Iapdiinia, sivor tereidportn tov Tunpatog Ocatpikmv
Ymovdwv  tov  EBvikov kor  Komodiotprokod IMovemompiov  Abnvaov.
H xoAlteyvikn g €pgvova €0TIAlEl GTO YUVAIKEID GO0, TNV OTMOAE KOl TNV
KOW®VIKY €V0PanoTOTNTA, LE EMPPOES OO TN GOYYPOVI] dPUUOTOLPYIO KOl TIG
OTIOVOEG OMMOTOC.
"Exer dnpuovpynoet v mapdotoaon Music of the Abyss, tng onolog givar 1 Pactkn
dnuovpyog kot epunvedtplo. To €pyo, KOPTOG GTOYAGUOD TOV® GTIV OIMOAEL,
€0TLaEL O0TIg KOWEC epmelpiec ¢ apyns kot tov téhovg g {ong, TS yévvnong Kot
oV Bavdtov, aflomoldvtag Tov evaéplo eomMopd tov cloud swing g péco
aQNYNoNS Kol COUATIKNG £kppacnc. To épyo €xel vmootnprydel amd popeic otnv
[Moptoyorio 6mwe, Teatro do Mar, Sines Municipio, Teatro da Didaskalia, Casa das
Artes Vila Nova Famalicio, Cimara Municipal de Famalicdo, otnv Iomavia, Aula de

Contemporary circus is today a diverse and constantly evolving field, where the concept
of spectacle is not limited to the “impressive” but is transformed into a storytelling tool.
The artists use their physical intelligence and technical prowess not only to impress, but
also to comment on issues of gender, community, inequality, and human vulnerability.
Finally, the announcement wishes to put in the spotlight the current efforts for
institutional recognition and artistic upgrading of contemporary circus as an art form. In
the international arena, contemporary circus is not considered a secondary or alternative
art form, but is recognized as equal among the performing arts, with access to
educational, funding and artistic research institutions. On the contrary, the Greek scene
remains outside of institutional support, without a recognized educational system or
state support mechanisms. Nevertheless, contemporary circus in Greece is evolving
dynamically and autonomously, through the action of independent artists and
collectives. The presentation seeks to highlight the circus as a tool of artistic creation,
with an equal presence in the country’s cultural sphere.

The presentation will provide examples of contemporary performances by Greek and
foreign artists, demonstrating that circus stands as a hybrid field of narration. At the
same time, will be made references to the work of European institutions in contemporary
circus, as well as to Greek artistic initiatives which pursue the dissemination of circus
in conditions of limited institutional support.

Galini Benetatou is a contemporary circus artist specializing in cloud swing and acro-
dance. She studied in Portugal (2017-2019) at the National Institute of Circus Arts
(INAC - Instituto Nacional de Artes do Circo) and continued her training in aerial
techniques at Unit 15 in Bristol (2020-2022). At the same time, she is a senior student
at the Department of Theatre Studies of the National and Kapodistrian University of
Athens.

Her artistic research focuses on the female body, loss, and social fragility, drawing
influences from contemporary dramaturgy and body studies.
She created the performance Music of the Abyss, for which she is the main creator and
performer. The work, a reflection on loss, centers on the shared experiences of the
beginning and the end of life—birth and death—using the aerial apparatus of the cloud
swing as a medium of storytelling and bodily expression. The project has been supported
by institutions in Portugal, such as Teatro do Mar, Sines Municipio, Teatro da
Didaskalia, Casa das Artes Vila Nova Famalicdo, Camara Municipal de Famalicdo; in
Spain by Aula de Circo Chaminade and in the United Kingdom by Unit 15.
She is a co-founder with Myrto Petrocheilou of Scratch Night Athens, a platform
addressed to circus artists who wish to present works-in-progress in front of an audience.
https://galinibenetatou.com/
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Circo Chaminade Kot 010 Hvopuévo Baoi)eto, Unit 15.
Eivai cuvidpotpia, pali pe tny Muptd [letpoyeilov, tov Scratch Night Athens, pog
TAOTPOPUAG 7OV OmEVOVVETAL O KOAMTEYVEG TOV TOipKOL 7OV €mMBLUOVY Va
Tapovcllcovy Epya og eEEMEN unpootd oe kowd. https://galinibenetatou.com/

Méapo Moakporoviov: To Emreleotiké Agpgviké Xopo: And6 Vv
AprteKTOVIKY] TOV ATTOKAEIopOY oty Anmovpyic Katogiukov Xopov. To
napddelypa tov Drag Shows 6to club «Kovkhegy

Kévtpo ¢ mapovoag mpdtacng amoterel  dlepedvor TOL TPOTOL LE TOV OTTOI0 0L
OOUEC TOV KOWMVIKG KOl ETEPOKOVOVIKA TOPAYOUEVOL  OOTIKOD  YDPOL,
SppnyVOovVTOL Kol PETATPETOVIOL GE UETOLYMMON TESIN OVOIKTA GTo GAAOTE
€E0OTPAKIGUEVO OLEUPVAIKG VTOKEIEVO, HEGO amd emiteléoelg Onmg To Drag
Shows. Q¢ pehétn mepintowong Aappdvetar o 16Toptko club g Acwdpov Zvyypon
ovopatt «Kovkiegy. Ot «KolOkAegy onpovpynbnkav omd tv  Moapthol
Ddpaykiadaxn o 1994 ce pia tepiodo Kpiciun yuo ta dep@uiikd dropa. H AOnva
™G emoync B uTopovGE va TEPLYPUPEL, YPTOUYLOTOIDVTOC TOV OPO TOL X. XTOvpion
(2010), og pio «tdAN TV Buddkovy. Tov avetnpd onAndT| 0plofeTnuévoy o pikdv
EMKPOTEIDV TOL TAEVOLODV TOV YDOPO OVATOPAYOVTOS GUYKEKPLUEVES TAVTOTNTESG
Kot tomobetdviog oto mEpmplo TG amokAivovceg etepdtnTeg. To ymPKd
«amonpooavatoMopuévay (Ahmed, 2006) depguiikd dropa aviipetomilovtol g
0L OTTELAT] Y10, TO GOVOAO TO OO0 OIGTUVOUEDEL TO PVAO KOl TPOGTUTEVETOL CLyEAOiOL
o amd TV opoloyéveln g «kavovikotntagy (Butler, 1995). To J. Butler (1995),
Voo TNPILEL OTL TO VO KAVELS 0POTO TO CAOUN GOV G€ Eva cOOTN IO Tov o€ eE0Perilet,
elvar o mpdén avtiotaong. H opatdomta mov €dwoav or «Kovkieo» ot
OLELPLAIKA GOUOTO, OMOTELEL TO TEGIO AVASVOTG TOL EPOTHUATOG : TMG EMEOPOCE
N mopovcia kKot to. Drag Osdpata tov diepeuiikav epyalopévav otig «Kobkieoy
OTOV 0OTIKO YOpo TG emoyns; H vrodbeon epyaciog Paciletar oty Bedpnon ot
xopot Bedpatog 6mwg ot «Kovkheoy Epyovtar va SoppnEOVY TIC KOTECTNUEVEG
OOTIKEG OOUEC, AEITOVPYDVIOG MG «KUTMPALOY) 7OV PEVGTOTOLOVV TIG TOVTOTITEG
KoL 0volyouv 0000G MGUMGCNC TOV «KAVOVIKOU» LE TO «AAAOY», EMITPEMOVIOG GTU
OLEUPLAIKA GTOUO VO ETOVOOIKEIOTOIOVVTIOL TOV OOTIKO YMPO OAAG Kol To Béapa
(Ztawpidng, 2010). 'Etotl 1 «moAn 006vn» TG KatavarmMTiKng Oaong Hetatpénetol
o€ £va avoLyTo TESI0 SLUTPAYUATEVCOTG, OE Ui, «TTOAT oknvi (Xtavpiong, 2002). H
UEAETT] O100€TEL TOLOTIKO YOPUKTIPO HE Pactkd epyadeio TNG TNV APYELOKT EPELVA
OV aQOpPa TNV Agrtovpyia katl Tov ovtikTtumo Tov club «Kolvkiegy amd to mpdta
¥pOVIe, oG onuepa, TV emroémio. mapatnpnon tov Drag Shows kabhg kot Tic
OVOLYTOL TOTOL GLVEVTIELEELG e TNV WpOTPLO Kol UE OPIOUEVEC OIEUPLALKEG

epyolOUeVeEG.

Maro Makropoulou: The Performative Transgender Body: From the Architecture
of Exclusion to the Creation of Threshold Spaces. The Case of Drag Shows at
“Koukles” Club

The central aim of this talk is to explore how the structures of the socially and
heteronormatively produced urban space are disrupted and transformed into liminal
fields open to once-marginalized transgender subjects, through performative practices
such as drag shows. As a case study, the historical club “Koukles” on Syngrou Avenue
is examined. “Koukles” was founded by Marilou Frangiadaki in 1994, at a critical
juncture for transgender people. Athens at that time could be described, to borrow S.
Stavridis’ term (2010), as a “city of enclaves” : strictly demarcated spatial territories
that classified urban space by reproducing specific identities while relegating divergent
alterities to the margins. Spatially “disoriented” (Ahmed, 2006), transgender
individuals were perceived as a threat to the social body, which policed gender and
protected itself in the homogeneity of “normality” (Butler, 1995). According to J.
Butler (1995), making one’s body visible within a system that seeks to exclude it,
constitutes an act of resistance. The visibility afforded to transgender bodies by
“Koukles” gives rise to the following research question: how did the presence and drag
performances of transgender workers at “Koukles” affect the urban space of the era?
The working hypothesis is that sites of spectacle such as “Koukles” rupture established
urban structures by functioning as “thresholds” that destabilize identities and open up
channels of osmosis between the “normal” and the “other” (Stavridis, 2010). In this
way, transgender individuals may reclaim both the urban space and the spectacle. Thus,
the “city-screen” of consumerist spectacle is transformed into an open field of
negotiation, a “city-stage” (Stavridis, 2002). The study adopts a qualitative approach,
employing archival research concerning the operation and cultural impact of
“Koukles” from its early years to the present, on-site observation of drag shows, and
open-ended interviews with the club’s founder and selected transgender performers.

Maro Makropoulou holds a degree in Theatre Studies from the National and
Kapodistrian University of Athens and is a graduate of the “Delos” Theatre School of
Dimitra Chatoupi. She is currently completing her Master’s degree in Theatre and
Society: Theory, Stage Practice, Pedagogy at the University of the Peloponnese. In
recent years, she has worked as a facilitator of theatre groups of different ages and
multiple socio-cultural backgrounds, in schools, creative activity centers, and social
welfare institutions. She has previously collaborated with theatre groups of
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H Mépo Maokpomovrov civor 0Oeotpordyog oamdO@OITN  TOV  TUNUOTOC
Oeatpikdv Xmovddv tov EBvikov kot Kamodiotprakov [Havemomiov ABnvov kot
nbomo1dg (XyxoAn Oedtpov «Anhogy AMuntpag Xatovnn) eve tn dedouévn mepiodo
OAOKANPOVEL TIG LETATTVYLOKES TG CTOVOEG GTO TPAYpappe «@gatpo Kot Kowvwvia
: Oeopia, Zxnvikny IIpdén, Awaktikn» tov Ilavemompuiov Ilehomovvicov. Ta
TeAevTaia Ypovia, epydletal mg epyuyOTPLa BeaTpikdv opddmv kdbe nikiog Kot
KOW®VIKOTOATIGUIKOO LTToPAOpov, o€ yoieia, KEVTPO ONULOVPYIKNG OTAGYKOANONG
Kol QOpeic KOWOVIKNG Tpootacias. X1o mapelBov €xel ocvuvepyaotel Beatpikd pe
OLLAOEC OOLVOSELTOV EPNPOV KoL OTOU®V UE EOKEG OVAYKEG, VM TN OEOOUEVT
1EPi000 LAOTIOIEL EPYACTAPL UE TIG SEUPVAIKEG KPOTOVUEVES Yuvaikeg TV DVAUKDV
Kopudadrot. Amotelel ocuvepydrtida tov okadnuoikod £pyov «®vpédn : éva
TOAVUECIKO Ae€kd avoytng TPOCPaAcNG Yoo TIS TOPACTATIKEG TEXVEGH. Ta
EPEVVNTIKG TNG EVOLPEPOVTA ETIKEVTPDVOVTUL YOP® OO TIG TOPUCTATIKES TEYVEG
®G epyoieio KOWMVIKNG TapEUPaong Kol EVOUVALMONG EVAAMTOV OUAS®V.

unaccompanied minors and individuals with disabilities and is currently conducting
workshops with transgender incarcerated women at Korydallos Prison. She is also a
collaborator on the academic project Thymele: A Multimedial Open-Access Dictionary
for the Performing Arts. Her research interests focus on the performing arts as tools of
social intervention and empowerment for vulnerable groups.

Xpnotog [Iposving: Mack the Knife: a6 tnv Onegpa tng [levrapac, oto 0éapa.
Mio gvoeikTik)] avaiven omdé Tnv onTiki TOv oknvoBétn pe 1 pédodo
VAOKPITIKIG Kol oknvoBeosiog Acting Code, Tng onuiovpyikig mopeiag Tov
Tpayovdrov Mack the Knife péoca oto yp6vo, amé to 0fatpo 611 pOvGLKY
Propnyavia, TNV TNAEOPAGT), TOV KIVIINOTOYPAPO KL TO OLHOIKTVO.

H Onepa e mevidpos (yeppovikd: Die Dreigroschenoper) eivar ovvBeon tov
epuavod cvvbém Kovpt Baid oe Aumpéto tov Mréptort Mmpeyrt. [lpokeiton yo
HETAPOPE TOV oyyAtkoy £pyov Tov 180v audva pe titho “H dmepa tov {ntidvov” tov
TCov I'kév. 'Exave mpepiépa otig 31 Avyovotov 1928 oto Bepoirivo. Ilpoxdiecs
aicOnon omd v TPAOTN oTIYUN KL €iYe UEYOAO OVTIKTLUTO GTO YMPO TOV HOLGIKOV
OgdTpov, EVDd HETOPPACTNKE O TOAAEG YADOOEG KOl OOCKEVAGTNKE KOl Y10 TOV
Kwnuotoypdeo. H mpdtn kot mo 16Topikn HETOPOPE GTOV KIVIULATOYPAPO, TOV
OTOTELECE KO GTUELD OVAPOPAG TOV YEPUAVIKOD KIVILOTOYPAPOL TOV LEGOTOAELLOD,
éywve and tov I'éopyk IMoumot to 1931 ko cevaplo PaciGUEVO GTO OUDVLLO
AMumpéto Tov MéptoAt Mrpeyt.

To tpayovdt “Mack the Knife” Eekivnoe g éva amd ta mo epufAnuatikd tpoyodda
omv Omnepa g Ilevidpag. Apydtepa O10GKEVAGTNKE GTO AYYMKO KOl Yve
dnuoeirég and tlal nyoypapnoelg tov Aovig Apuotpovyk (1955), amd ™ swing
exdoyn Tov Mropmt Ntapiv (1959), ko v eniong tlal exdoyn g EAha Oitlépaive
(1961). 'Extorte, ekatovtddeg S100KEVES, EKOOYEG, XOYPOPNOEIS KOl EKTEAEGELG TOV
TPOYOLdo0 £XOVV KUTAYPAPEL, 0o KOAMTEXVEC 0md OAO TOV KOGLLO.

Me v mapovca glonynon Kot SdAeén — mapdotaon, Bo avaivbel evdeuctikd péca
07O XPOVO 1 GYECT TOV TPOYoLudoD UE TN QIAOGOPIN Kal Tn AOYIKY TOL Beduartog,
OTOV 0VTO OMOOTAGTNKE TALOV amd TNV OOUIKN Tov oyéon pe v Ormepa ¢
Ilevidpag. Avauesa ota GALa, 1 TNAEOPOGT, O KIVNLOTOYPAPOC Kot TO S10dikTvo, Hot

Christos Prosylis: Mack the Knife: from the Threepenny Opera to the spectacle.
An indicative analysis from the director's perspective using the Acting Code acting
and directing method, of the creative path of the song Mack the Knife through time,
from theatre to the music industry, television, cinema and the internet.

The Threepenny Opera (German: Die Dreigroschenoper) is a composition by German
composer Kurt Weill based on a libretto by Bertolt Brecht. It is an adaptation of the
18th-century English play entitled “The Beggar’s Opera” by John Gay and it premiered
on 31 August 1928 in Berlin.

From the very beginning it became successful and had a great impact on the field of
musical theatre, while it was translated into many languages and adapted for cinema.
The first and most historic cinema adaptation , which also became one of the most
important films of German cinema in interwar period, was created by Georg Pabst in
1931 and the script was based on the libretto under the same title by Bertolt Brecht.
The song “Mack the Knife” began as one of the most emblematic songs in The
Threepenny Opera. It was later adapted into English and became popular through jazz
recordings by Louis Armstrong (1955), the swing version by Bobby Darin (1959), and
the jazz version by Ella Fitzgerald (1961). Since then, hundreds of covers, versions,
recordings and performances of the song have been presented by artists from all over
the world.

In this presentation and lecture-performance, we will briefly explore the relationship of
the song “Mack the Knife”, which excerpted from the Threepenny Opera since 1950’s
- with the philosophy and theoretical practice of the concept of spectacle in the 20th and
21st centuries. The “Mack the Knife” since then, separated from the Threepenny Opera,
exhibited and heard as an individual entertaining song. Among others, we will briefly
analyse the adventure of the song in television, cinema and the new media - internet,




OmOTEAEGOVY oNUEiD ava@OPAS Y Vo YIVEL 1] OVAALGON OO TNV TAELPA TOL
oknvobén, péoa and ™ pébodo vokprrikng Kot oknvodesiog Acting Code.

Ewwa éupoon Ba dobel, 6TOV TpOTO LE TOV 0010 Ol EMTEAECTIKEG TTPOKTIKEG TOV
Oedpatog €yovv ypnowomombel g dSvvnTikd epyodela yePOEETMONG /KoL
YEPAYDYNOTNG OTO GLYKEKPIUEVO TPAyoLOL, KOl GE EMAVOTPOCEYYIGELS TV EVVOLDV
mg yuyoyoyiog, Tng euyopiotnons, g olookEdaong Kot Tov “Ogapoticon”.
[leplocotepo O, e cOYYPOVEG TPAKTIKEG TOV GYETILOVTOAL UE VEEG KOAMTEYVIKEG
amoOYELS TOL 210V cudva, OAAGE KOt LUE T (P1OT] TOV VEOV LECHV KOL TOV SLOOIKTUOV.

O Xpnorog [pocving sivar oknvobétng Bedtpov & kKivnuotoypdeov, Beatpordyog,
GLYYPAPENS, KO EKACTIKOG KOAMTEXVNG LE EUGOCT) 0T PIVTEOTEYVY, TNV EMTEAEGT
(performance), T1g YNQOUOKEG TEXVES, TNV KOAMTEYVIKT OTOYPOQI0 Kol TIG TEYVES TOV
vEQV HECOV.

Eivarl andportog tov Tunuotog Oeatpikdv Znovddv g Prlocopikig XyoAng tov
EBvikov ko1 Komodwotproxod IMavemotnuiov Anvov. Eivar emiong vrmoyneog
d1daktopog Tov idtov tunuotoc. ‘Eyel omovddcel axopa oknvobecio Oedtpov kot
KIVNUOTOYPAPov kol Lrokpltiky. Eivor kdtoyog Metamtuylakod AmAdpotog
Ewikevong otig Pnowokéc Moppég Téxvng (Master in Digital Arts) amd v Avotd
Yyxoin Kaidv Teyvov g ABMvog kot to EBviké MetaoPio Tloivteyveio.

Eivar xoAltéyvng pe mhovolo, moAvdldotato kol Sebvadg  avayvopiouévo
KoAMTEYVIKO Kot gpguvnTikd €pyo. ‘Exel AdPel eEopetikég KpITikég amd £ykprtovg
TEYVOKPITIKOVG KOl OKAOUATKODS, EVD KOTA YEVIKN Tapadoyn OVAKEL 61N Olebvn
TPMOTOTOPio TOV €EEPEVVA VEEG EKPPUCTIKEG OVVOAUIKEG KOl TAUGTIKEG YADGGES TV
XPOVAOV TTOV EPYOVTAL.

Eival o gumvevotig kol dnuovpydg g pebddov vmokprtikig kot oknvobeciog
Acting Code, yia 0éatpo, xvnuatoypdeo kot mopactatikég t€yves. O Xpnotog
[IpocVAng eival o gumvevotng, OMUIOVPYOS Kol KOAALTEXVIKOC AlevBuving tov
Peorfar EXAnvicod Kwvnuatoypdeov Aovdivov - London Greek Film Festival
(&exivnoe 10 2008), Tov Ivotitoutov Kddwka Ymoxpitikng (Acting Code Institute)
omv AOfva, tov Aebvoig dectifal Kivnuatoypdgpov Emdavpov (Eexivnoe to
2022), kor NG ePELVNTIKNG  KoAArteyvikng  ouddag  KoopoBéatpo
(Cosmotheatro). www.prosylis.com

from the director's perspective, through the Acting Code method of acting and
directing.

Special emphasis will be placed on the way in which the performative practices of
spectacle have been used as potential tools of emancipation and/or manipulation in this
particular song, and on re-approaches to the concepts of entertainment, pleasure, fun
and the “spectacular”. More so, in contemporary practices of the 21st century, and the
use of new media and the internet.

Christos Prosylis is a theatre & film director, researcher, writer, and visual artist with
an emphasis on video art, performance, digital arts, artistic photography, and new media
arts.

He is a graduate of the Department of Theater Studies of the School of Philosophy of
the National and Kapodistrian University of Athens. He is also a PhD candidate in the
same department. He has also studied theatre and film directing and acting. He holds a
Master in Digital Arts from the Athens School of Fine Arts and the National Technical
University of Athens.

He is an artist with a rich, multidimensional, and internationally recognized artistic and
research work. He has received excellent reviews from respected critics and academics,
while he is generally considered in film, theatre, performing arts ans visual arts, as a
member of international avant guard movement of our era.

He is the founder and creator of the Acting Code acting and directing method, for
theatre, cinema and performing arts. Christos Prosylis is the founder and Artistic
Director of the London Greek Film Festival (started in 2008), the Acting Code Institute
in Athens, the Epidaurus International Film Festival (started in 2022), and the research
artistic group Cosmotheatro. www.prosylis.com

Katwo Zofpapn xoi

Mopio Koiomovrov:
ArweOnticn: To Ofapa péc® TOV Zopdtov pe Avannpia ctov Xopo

Enavonpoodiopilovrag v

H moapovca giofynon mpoteivel pio SIETGTNUOVIKT TPOGEYYIOT OTIV £VVOl0 TOV
TPoGOIoPIooD Tov Bedpatog péca amd T GLVAVTNGON BE®PNTIKOD GTOYUGLOD Kol

Katia Savrami and Maria Koliopoulou: Reconfiguring Aesthetics: Reclaiming the
Spectacle through the Disabled Dancing Body

This presentation proposes a dual approach to reclaim the spectacle by engaging both
theoretical discourse and choreographic practice. Professor Katia Savrami will explore
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kaAteyvikng mpoktikne. H Kobnyntpuo K. Zafpdun eotidler ota xvpiapya
0160 TIKE TPOTLTTA GTOV YOPO, TO OTOL0 TAPUSOGLUKE GUVOEOVTOL [LE TO KTEAELO» KOl
KOVO GO0 — TO CAOUO TNG OPTIUEAELNG, TNG CVUUETPIAG, TNG TEXVIKNG de&loTeyving.
Méoa amd oOyypoves Oewpiec TOL OCOUOTOG KOl TNG EMTEAEGTIKOTNTOC,
AVAOEIKVOETOL TTMOG TO GO LE avamnpio apeloPnTel avTég TIC KOVOVIOTIKEG POPLIES,
dppnyvOovTag TG KOOEPMUEVEG OVTIANYELS TTEPT TKOVOTNTOS, QLOIKOTNTOG KOl
aleOnTikng aéiog.

To ocopa pe avamnpio dev mepropiletor amd v andkiion, aAld cvykpotel Evov
SpopeTIKO TPOTMO  Kivnong kot awcbntikng apBpwong. Eiwcdysr véeg popeég
EVOOUATNG EKPPOGCTIG TTOV OVOIIOUOPPDVOLY TO BEapa G EVEAMKTO TEdi0. Méca amod
TNV OTTIKN TOL SPOPETIKOV, TOL U1 TPOPAEYLLOL KOl TOV OVTUKOUPOPUIGTIKOV,
VONUOTOSOTEITAL TO 0PATO (OG GNUELD EVEPYNG TOAMTIGUIKNG OLOTPAYLATEVONG.
Hopdaiinia, n Xopoypdpog M. KolomovAov Tapovctdlet pio yopoypaetkn cuvheon
L€ GLUUETOYN COUATOV [E avamnpia, oTidaloviag otn dadikacio dnpovpyiog Kot
OTOV TPOTO LE TOV OTMOl0 aUTH UETOPAAAETOL PEGO OO TIC OWHTEPES EVOMUATES
duvartdtnteg TV epunvevt®@v. H yopoypapio dtepevvd Oyt uovo TIC HOPPES TOV
duvatar va AaPel n kivnon, aAAd Kot tov poAo Tov Beatn: Tlog 1 0éaon evdc copatog
oV omokAivel amd TV Kuplapyn yopevtikny vopua evepyomotel T OBéom TOL
onpovpyod Kot Tov Beath kot dnpovpyet véeg cuvinkeg chivBeong Kot TpOGANYNG;
Méca amd avtdv Tov BEPNTIKO-TPOUKTIKO O18A0Y0, TO Oaua dev avTipeTOTILEToN (OC
TaONTIKO OVTIKEIPEVO KOTAVAAMOTG, ALY G TOTOG Suvaukng dlekdiknong, 6Tov ta
UN-KOVOVIGTIKG COMOTO ETAVOKTOVY OPATOTNTO, KOAMTEXVIKO AOYO KOl TOAMTIGUIKY|
1o0.

H Katwa Zappapn onovdace yopd oty «Avatepn Enayyelpotikn Zyoin Xopoo:
Paiiod Mavov» otnv AOnva. Eivar kdtoyoc Metomtuylokod TiTAOL Gmovd®V,
Master of Arts, pe vmotpogia Tov [dpduatog A.X. Qvaon kot AdaKTOPIKOD TITAOV
orovd®v (Ph.D in Dance Studies.) and to and tov Laban Centre, City University Tov
Aovdivov. Eivor Avaminpaotpia Kabnyntpia oto Tupo Ogatpikdv ErTovdmv Tov
[Movemomuiov Ioatpdv https://savrami.gr/en/. 'Htoav aviupoedpog tov EAAnviko
Kévtpov tov AebBvoig Ivatitovtov Oedtpov kon empereiton Tnv kivnon oe Beatpucég
TapaoTioels. Q¢ emokénTpla Kadnyntpla £xel 0106&et oto University of Surrey UK,
70 2014 o1 oto Michigan State University USA, to 2017. Q¢ vwdétpo@og Tov
[8pOuatog Fulbright (2020-21) ftov emokéntplo. KaOnynTplo/epevvnIpla, GTo
Department of Classics, Columbia University, New York City, USA.
‘Exer dnpociedoel Piiia yio tov yopd oto EAMANviKG kat ivar vedbovvn g Zepdc
Teyvee 11 PBPria amd t1ig  exdooelg DIAN  (http://dian.gr/product-
category/books/texnes). Ztnv ayyAikn YAOCoH £YEl ONUOGIEVCEL dVO LOVOYPAPIES:
Ancient Dramatic Chorus through the Eyes of a Modern Choreographer (2016) kot
Tracing the Landscape of Dance in Greece (2019) Cambridge scholars publishers,
UK. ApBpa g éxovv dnuocievbei oe eAANVIKA Kot EEVO EMIGTNUOVIKG TEPLOJIKA.

how dominant aesthetic conventions in dance — traditionally grounded in ideals of
beauty, symmetry, and physical virtuosity — have historically excluded non-conforming
bodies, particularly disabled ones. Drawing from theories of embodiment and
performativity, she examines how the disabled body disrupts the normative frameworks
and the form of dance and challenges the canon that associates skill, capacity, and value
with able-bodily traits. Through this lens, the spectacle becomes malleable and context-
specific, a terrain where new aesthetic forms emerge. The disabled body performs a
radical reconfiguration of movement, offering an alternative visual grammar that is both
subversive and affectively potent. It resists the commodified spectacle by introducing
presence, difference, and agency.

In parallel, Choreographer Maria Koliopoulou will present a choreographic work
developed with disabled performers, investigating how these bodies transform the
creative process. This practice-based contribution interrogates the capacities of disabled
bodies to generate movement, and also the shifting role of the choreographer and the
spectator. As the disabled body redefines the physical vocabulary of dance, the viewer
is called upon to enact a new mode of seeing, one that embraces the aesthetic and
political implications of embodied difference.

The performance engages with the spectacle not as a site of passive consumption, but
as a performative space where marginalized bodies reclaim visibility, agency, and
artistic authority.

Katia Savrami, Choreologist, dancer-choreographer, and performance analyst holds an
MA, 1991 (Alexander S. Onassis Foundation Scholarship) and PhD from the Laban
Centre, City University London. She is an Associate Professor at the Department of
Theatre Studies, University of Patras, Greece, https://savrami.gr/en/. She was vice
president at the Greek International Theatre Institute and works as movement director
in theatre performances. As a visiting professor she taught at the University of Surrey,
UK, 2014 and Michigan State University, USA, 2017. In 2020-2021 as Fulbright
Visiting Scholar, Department of Classics Columbia University, New York City. She is
the editor and author of a series of books, in Greek, under the title Technes by ‘DIAN’
publishers, http://dian.gr/product-category/books/texnes. Her publications include
books in English: Ancient Dramatic Chorus through the Eyes of a Modern
Choreographer by Cambridge scholars, in 2016, reviewed on Classical Journal and
Tracing the Landscape of Dance in Greece by Cambridge scholars, in 2019. She has
published a several academic articles in Greek and English. She is a member in the
International Editorial Board of Research in Dance Education Journal, published by
Taylor and Francis Group UK and editor- in chief of Choros International Dance
Journal, www.chorosjournal.com publishing with the support of Onassis Foundation.

Maria Koliopoulou, choreographer and artistic director of Prosxima Dance Company,
has designed and implemented educational programmes for students and dancers with
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Eivan emiong vmevbuvn éxdoone kot pérog g AteBvoig Zvvtaktikng Emitpomnic tov
gpeVVNTIKOV TTePLodkov Research in Dance Education kou peer reviewer kot Editor
in chief Tov d1e6vovg mep1oducov yia Tov yopd “Choros International Dance Journal”
(www.chorosjournal.com) pe v vootpiEn tov 1dpHatog Qvdaon.

H Mapio Kolomovdov, yopoypapog kal kaAltteyvikn dievfoviplo e Ouddog
Yoyypovov Xopov Ilpdoynuo £€xel oyedldoel KOl VAOTOINOEL EKTOIOELTIKA
TPOYPALLLOTO YIOL POLTNTEG KO YOPEVTEG HE avamnpia Kot xwpig ota [Tavemota
Motpdv kot EKITA otov 70 kAo tov 'Enueiov Zmpiéng', epyactiplo £pguvag Kot
yopoypapiog ywo. to Belgrade Dance Institute, 10 AteBvég Peotifdr yopod
Koiapdrog, tnv Avotdrn Xxoin Koaiov Texyvov, To tuqpa xopod tov Apeptkovikoh
KoAkeyiov Deree. I'a oe1pd etddv cuvepydotnie pe v téyn tov [dpdpatog Qvdon
oto wpoypaupate Unlimited Access, iDance: Xopdg ympic dwaxpicelc kot Europe
Beyond Access Programme. 'Eygt pevviioet Kot OnovpynceL YopoypapiKd £pya yio
YOPEVLTES / OPEVTPLEG [E Kol ympic avamnpia Yo 1o OeoTfar ABnvav, v Xtéyn
[3pvuatog Qvaon, v Epopeia Apyatotitov Avtikng Attikng [lepaidg kot Ncmv,
v Stopgap dance company otnv Ayyiio kot tv Editta Brown Company otnv
Avotpia Ko €gel meplodevoel oty EALGda kat 1o eEmtepucd. ‘Exel dakpibei pe to
BpaPeio Jarmila Jefdbkova award (2008) otmv Ilpdya, 10 20 Bpafeio oto
International Contemporary Dance Festival of Algiers (2013) kot to Tanzrecherche
2023 am6 to NRW KULTURsekretariat. H véa g yopoypagikn dovield ‘Hounds of
Madness’ mapovcialetoar oto TAaiclo tov mpoypappatog 2025 tov Becpod Tov
Yrovpyeiov [MoAtiopon «OAn n EXLGda évag TOALTIOUOCY.
https://www.mariakoliopoulou.com/

and without disabilities at the Universities of Patras and the University of Athens in the
7th cycle of 'Points of Support', research and choreography workshops for the Belgrade
Dance Institute, the International Dance Festival of Kalamata, the Athens School of Fine
Arts, the dance department of the American College Deree. For several years she has
collaborated with Onassis Stegi in the Unlimited Access, iDance: Dance without
Discrimination and Europe Beyond Access Programmes. She has systematically
researched and created several choreographic works, worked alongside performers of
different abilities, as well as toured nationally and internationally. Her choreographic
works have been commissioned by the Athens Festival, the Onassis Cultural Centre, the
Ephorate of Antiquities of West Attica, Piracus and the Islands, Stopgap dance company
in England, Editta Brown Company in Austria. She has been awarded the Jarmila
Jetabkova award (2008) in Prague, the 2nd Prize at the International Contemporary
Dance Festival of Algiers (2013) and the Tanzrecherche 2023 by the NRW
KULTURsekretariat. Her new choreographic work 'Hounds of Madness' is presented in
the framework of the programme 2025 of the Ministry of Culture "All of Greece one
culture". https://www.mariakoliopoulou.com/

Mretiva [Mavayiotape: To copa og 0éapa: avarnpia, copmepiinyn ko ot
ToMTIKEG TOV Oedpatog aTov yopo

H napovoa eiomynon diepeuvd Tov TpOTO LLE TOV 0010 01 TPOKTIKEG CUUTEPIANTTIKOD
yopoV otnv Evpdnn dwAéyoviar pe wvpiopyec avtiinyels ywoo to 0éapo Kot,
TaVTOYPOVA, TIG ovoTpEToVY. EoTidlel 610 TMG N TOPACTUTIKN GKNVI LETATPEMETOL
o€ TOTo dlmparypLdTevong: kel 6oL TepBmplomompéva copate Beapatomolodvat,
OALG  TOWTOYXPOVOL  EVOLVAUMOVOVTOL, —OVAOEIKVOOVTOG TNV KOLWVOVIKOTOALTIKY
S10O0TOOT TOV EVOTTAPYEL GE AVTEC,

H vt oxnvikn mapdooon €xel 16TopKa evOLYPApUCTEL LE IKOVIOTIKA TPOTLTAL.
‘Exer evymoel ) delloteyvia, T CUUUETPIO KoL TI COUOTIKY KOVOVIKOTNTO G
KOpleg arctnrikéc aieg. AviBétmg, o cuumePIANTTIKOG YopoO¢ Paciletar og d&ieg ot
0moieg KOAALEPYOUV TO GEPACUO OT JOPOPETIKOTNTA, TNV CAANAETIOPOOT), KUl TOV
TEPOUATIOUO. ZVVETADGC, OeV eMINTA TNV Evtalr 6€ 7ON VIAPYOVGEG SOUES, AALA TIG
enavanpocdlopilel ek TV £0w.

Betina Panagiotara: Becoming a spectacle: disability, inclusion, and the politics of
spectacle in dance

This presentation investigates how inclusive dance practices across Europe engage with
and subvert dominant notions of the spectacle. In particular, I examine how the stage
becomes a contested site where marginalised bodies are both spectacularised and
empowered, foregrounding the socio-political agency embedded in these practices.
The legacy of the spectacle in Western performance has often aligned with ableist
aesthetics— valorising virtuosity, symmetry, and normative ability. Inclusive dance,
however, introduces new dramaturgies that disrupt this logic. Informed by critical
disability studies and performance theory, this research focuses on choreographic and
educational practices that foreground difference, interdependence, and experimentation.
I explore how these practices do not simply seek inclusion within existing structures of
spectacle but rather reclaim and reconfigure them from within.

At the same time, I focus on the political and social implications of these practices,
arguing that inclusive dance cultivates an ethos of interdependence —one that not only



http://www.chorosjournal.com/
https://www.mariakoliopoulou.com/
https://www.mariakoliopoulou.com/

[MopdAinio, ovoadelkvOETOL 1 KOWMVIKY] Kol TOAITIKA onuosio tovg. O
CUUTEPIMNTITIKOG X0pOG KaAAlepYEl Eva 100G cLAAOYIKOTNTAG KOt dAANAEEAPTHONG.
Agv petaoynuatilel pévo to ndg Kivovpaote poli, aAld Kot To whg Lovpe poli—
oLuPdArlovTag ot SlelPLVOT TNG ONUOKPATIOG LEGH GTIS YOPEVTIKES LLOIG KOVOTTTEG.
Méoa amd mapadeiypato Kaalteyvav and v Evponn, eetdleton g To avannpo
OOUO KIVNTOTOLEITOL ®G dVvaun ooONTIKNG KOl TOAMTIKNG OVOVEWDCNG OTIg
TOPOCTUTIKEG TEYVEG. O1 GUUTEPIANTITIKEG TPAKTIKEG AELTOVPYOVV (OC OVTIAOYOG OTIC
TOMTIKEC TOL VeOoPLAeAevBepiopod kot g dkpoac 0elidg, mov Pacilovior og
10g0A0YieG TOV BEdUATOC, TPOTEIVOVTOG LOPPES AAANAEYYUTG GE TTEPLODOVE GUVEYOVG
kpionc. Qo1600, KaOOG AmMOTEAODV TALOV UEPOG TV OVOOLOUEVOV TOAITIGTIKMV
TOAMTIKOV, KIVOLVEDOLV VO, aoyLUVOBODV ad TO KPLTIKO Kol TOMTIKO TOVG POPTiO.
Ev katox)leidy, m ewonfynon ovty mpooeyyilel TOV GUUTEPIANTTIKO YOopd ®G
TOPEUPOCT GTNV TOALTIKT TNG OPATOTNTAG: VAV YDPO OTOL TEPOMPIOTOIUEVA
OOUOTO OLEKIIKOVV TNV EVEPYN GLUUETOYN, TNV OTOANLCN Kol TNV TOPOLGIo—
d1lEvpvHVOVTOC T OPLaL TOV TL UTOPEL vaL givot Kot va Kévet o xopog.

H Mnerive Hoveyiotape civar Oeopntikdg Kot Spopatovpyods TopOoTUTIKOV
teyvov. Etvar Evtetodpévn dddokovca oto Tlavemotmo [lehonovviicov, Tunpa
Yrowkov kat Iapaoctatikdv Teyvov (2025). Xvvepydletar pe KOATEXVEC OTN
dpapotovpyia Kot oty £pgvva, dddckel lotopian Xopol o€ emaryyellaTikéG GYOAEG
Xopov (KXOT, EAX, Xopoypdvoc), empeieiton kot O10pyavdVEL EKTOUOEVTIKA
gpyaoTnpLo, Ypapet yuo to yopo6. H tedevtaio g £pguva £6TIAlEL OTIG TOMTIOTIKES
TOAMTIKEG KOL TPOKTIKEG Yiow TOV Y0opd Ko tnv avarnpio omv Evponn. To
SO0KTOPIKO NG —mov Tpayuatomombnke pe v vroompiEn tov Kowvweehovg
[3pOpatog AAEEavdpog . QvAon G- S1EPEVLVE CLVEPYATIKES TPUKTIKEG TOV GVYYPOVOL
xopoO omv EAMGSO kol T®G GLTEC OLOUOPPAOVOVY TO KOAAITEXVIKO EPYUCLUKO
TePPAAOV evpOTAiKd. ZVUUETEXEL UE TNV £PEVVA TG GE O1ebvn cLVEDPLN Kat €)EL
onpoctevoel og Eykpita emMoTNHOVIKG Teplodkd kot Pifiia. Ta epevvnikd tng
eVOlLPEPOVTA E0TIALOVV GTIS SIGHVIETELS YOPOV, TOAITIKNG Kol 16TOPiaG, 6TO XOpod
Kot Ty avammpia, ™ dpapaTovpyia, v 1otopia, Ty avbpwmoroyio, kabdg Kal 6To
animation oTig TopaoTATIKEG TE€YVES. Eivar pélog twv: Dance Studies Association
(DSA), Springback Academy (Aerowaves), European Arts & Disability Cluster
(ADICLUS), koufytav pérog yio. dvo £t ot ['vopodotikn Exttponn Entyopnynioswv
yio to Xopd (2021 & 2023).

transforms how we move together but also contributes to the broader democratisation
of our dancing communities as to how we come together. Through case studies of artists
across Europe, I examine how disability is not merely represented but mobilised as a
force of aesthetic and political renewal in the performing arts. In doing so, these
practices offer a counterpoint to the rise of neoliberal and far right politics grounded on
notions of the spectacle, demonstrating how dance practices can foster solidarity in
turbulent times.Yet, diversity and inclusion, now part of rising cultural policy
frameworks, risk being striped of their critical and political significance.

Overall, this presentation discusses inclusive dance as an intervention in the politics of
visibility. It explores how marginalised bodies use spectacle to assert agency, pleasure,
and presence— ultimately expanding what dance can be and do.

Betina Panagiotara is a dance theorist and dramaturg with a focus on the intersections
of dance, society, and politics. She is a visiting lecturer at the Department of Performing
and Digital Arts at the University of the Peloponnese and teaches Dance History at
professional dance schools. She works with artists in dramaturgy, research and curates
educational workshops. Her most recent research explores cultural policy and dance
education in relation to disability across Europe. Her Ph.D. examined how artistic scenes
operate during times of crisis and precarity, focusing on collaborative and collective
working models from within the Athenian dance community. She presents at
international conferences and has published in academic journals and edited volumes.
Her interests include dance dramaturgy, history, anthropology, animation, and inclusive
practices. She is a member of the Dance Studies Association (DSA), Springback
Academy (Aerowaves), the European Arts & Disability Cluster (ADICLUS), and has
served on the Dance Advisory Committee of the Greek Ministry of Culture (2021,
2023).

Xaprrivy Towovpa: Na givon 0éapa 1 va pnv givar; «AeOntikn g opovTiooc»
oto Infamous Offspring Tov Wim Vandekeybus

Edv n évvola g auebnrikng g epovtidos avaeEPETaL 6TO MG 1) «KPPOVTIOO» —
VOOUUEVT] ®G €vo OUVOAO TPOUKTIKOV, ovvalsOnudtov, svbovov 1 nbwov
deouevoemv— yivetal opati), olodnTN 1 OVCIUGTIKN HEC® TNG TEYXVNG, TOV design, TG
performance, ™G Aoyoteyviog M TV KOOMUEPWVAV LUKPAV 1EPOTEAECTIDV, TOTE

Charitini Tsikoura: To spectacle or not to spectacle? Aesthetics of care in Infamous
Offspring by Wim Vandekeybus

If the concept of aesthetics of care refers to how “care” —understood as a set of practices,
emotions, responsibilities, or ethical commitments— is made visible, felt, or meaningful
through aesthetic forms like art, design, performance, literature, or everyday rituals, then
it also connects with ethics; meaning not just how individuals care, but also how care




GUVOEETOL APPNKTO Kot L TNV MO dNAad Oyl HOVO UE TOV TPOTO OV T, (TOLLOL
epovtifouv, oA Kol TG 1 PpovTidn ekdNAmveTal, yivetal avTiAnmti N avinyel o€
€va. GUYYPOVO KOIWMVIKOTOATICUKO TAiG10. XNV mepintwon tov Infamous
Offspring 1 évvola avtn mpooeyyiletatl avtioTpdPMS, Omd U0l AVTL-0GONTIKY OTTIKT:
®¢ amotvyio. PPovTidg 1 TAPAEAN G, TOL SVVNTIKA emPEPEL PAAPN 1| apvNTIKEG
OGUVETEIEG Y10 TO ATOUO 1 TNV opdda mov mapapereitar. O Gropavodg yopoypapog
Wim Vandekeybus avtiel and tic Metouoppwoeic tov OPidiov Kol v apyoic
eMMVIK poBoioyio, TPOKEWEVOL VO POTIGEL TN OVCAEITOVPYIO UG OPYETLTNG
owoyévelng —tov Oloumiov Osdv— Kol TIG OUOWOTNTEG TNG UE TIS CUYYPOVEG
KOW®VIEC: EVOOOIKOYEVELNKT 1 ATPOKAAVTTT Pio, KOKOTOINGT), TOPEVOYANON, UTATN,
Kkopoidia, opopué&io. H vppidkn tapdotacn, mov neptiappdvet koping xopd, keipevo
ka1 dthoywkd pépn, tnv mapovoio picg performance artist Tov Koigt ta £pyo Tng
eni oknvng, kabdg kol TN ypnon véov uécwv (mpoPfoArég, mapping-video),
OTTOUOKPOVETOL 1 OmokAivel amd Tig €vvoleg g Kobopng Sookédaons, Tng
evyopiotmong kot ¢ yoyoywyiog. H mapodoa eonynon efetdler mog o
Vandekeybus oalomoiei 10 «OeapoTikd» TPOKEWEVOL Vo SOTUTMOEL Lol
KOW®VIKOTOAITIKY] KOl KOW®VIKOTOAITIOUIKT] KPITIKI GYETIKA UE TNV OmOLGio
QPOVTIONG. APEVAG, 1| KOAMTEYVIKT OVOTAPACTOOT] L0G S1oUmVILOLEVIC GLUGTYLUKNG
TOPOUEANONG —UECE®  OMEIKOVIGE®V  OVETOPKOLG  YOVEIKOTNTAG,  EAAEnymg
oLVOLGONUATIKNAG GTNPIENC Kol KOWVOVIKOD OOKAEIGUOV— 0EAVEL TNV TPoPOAT Kot
Vv evaictntomoinon. AQeTépov, 1 OENYNON TPOAYEL TNV AVTIOTOON Kol TNV
emovopOmTiKy OpAcT, KATAYYEAAOVIOG TNV VLMOTIUNGN TNG  @POVTidng oF
KOMITOMOTIKEC, TOTPLOPYIKES KOl UETO-OTOIKIOUKEG KOWVAOVIEG VITEP TOV TOAITIKOV
tavtomrag (identity politics) kol TOV GAPLITVIGUEVOL KOTITOAGUOD, TOV SL0OEXTNKOV
Katd Kamowo Tpdémo TG moATIokES Oempieg tov Debord yia v Komvawvia tov
Oeauaroc. H Bewpio tov Debord 611 0 xomtaAMopudg avtikadiotd TIC TpoyoTikég
eumelpiec Ue €KOVEG OVINYEL OTOV OQPUIVIGUEVO KOMITOAMGUO, WEGO OO TNV
EUTOPEVUATOTOINGN TNG KOWMVIKNG dKaloovvng, 1 omoio cvokotilel Pabutepeg
aVIGOTNTEG KOl LOPPEG EKUETAAAEVOTG.

H Xaprrivn Towkovpa sival kdtoyog didaxtopukov tov tufuotog [Hapoaostatikdv
Texvov tov Université Paris Nanterre ot d1ddoker oto movemotiuo Paris 8
Vincennes-Saint Denis, Clermont-Auvergne kot Université Catholique de 1’Ouest,
omov givan ko cuvepyalouevn epevvitpia. H £pguva g opyavavetat yopw amd d0o
Baotkobg GEOVEG: 0 TPMTOG EMKEVIPAOVETOL GTNV TPOCANYT, TIG EMAVEYYPOUPES KoL
«reenactmentsy» TOL aPYOIOV EAANVIKOD OPAUATOS KOL TOV Topapvdidy (21 cmvoc)
oT0 oNUEiR OOV 0 YOPOG dlUGTAVPMVETAL UE TO BE0Tpo: KOPLO avTiKEipEVo gival M
UEAETY] TOV YUVOIKEI®V YAPOUKTAPOV HECH OO £V KOWMVIKOTOMTIGUIKO picpa. O
devTEPOC AEOVOG dlEPELVA TNV TPOKANGT TOV ATOTEAEL GTNV TPUKTIKT 1] EVOOUATOON
TOL AOYOV GTNV Kivnon Kot avTieTpdPmc, Tpoceyyilovtag tn onuovpyikn dodtkacio
1060 (OC COUATIKT VONoN 060 Kol ™G vontikn dpdon. Elvar uéhog tmv epguvntikev

appears, feels, or resonates in a modern socio-cultural context. In the case of Infamous
offspring the concept is addressed in reverse, from a counter-aesthetic point of view;
failure to care, or neglect, potentially leading to harm or negative consequences for the
individual or group being neglected. Flemish choreographer Wim Vandekeybus
reclaims Ovid's Metamorphoses and ancient Greek mythology to shed light to the
dysfunctionality of an archetypal family, the Olympian Gods and its similarities with
modern societies: domestic violence or outright violence, abuse, harassment, fraud,
mockery, incest. The hybrid performance which includes mainly dance, text and/or
dialogue parts, a performance artist who burns her works on stage, new media
(projections) and mapping video, deviates or diverges from notions of pure
entertainment, pleasure, and fun. This paper will explore how Vandekeybus uses ‘the
spectacular’ to convey a sociopolitical and sociocultural statement critique of the
absence of care. On one hand, the artistic representation of a perpetuated systemic
neglect —through portrayals of inadequate parenting, lack of emotional support, and
social marginalisation— raises visibility and awareness. On the other hand, storytelling
promotes resistance and reparative action-taking by denouncing the devaluation of care
in capitalist, patriarchal and post-colonial societies in favour of identity politics and
woke-capitalism that succeeded in a way Debord’s cultural theories on the society of
spectacle. Debord’s theory that capitalism replaces real experiences with images, is
echoed in woke-capitalism in the commodification of social justice that obscures deeper
inequalities and exploitation.

Charitini Tsikoura holds a PhD in Performing Arts and is currently teaching at the
universities Paris 8 Vincennes-Saint Denis, Clermont-Auvergne and Unversité
Catholique de I’Ouest where she is also associate researcher. Her research is organised
around two main axes: the first is centred on the reception, rewritings and reenactments
of ancient Greek drama and fairy tales in the 21st century at the crossroads of dance and
theatre mainly studying female characters through a sociocultural lens. The second
explores research as creation and the challenge of integrating text into movement (or
vice versa) approaching the creative process both as physical reflection and as mental
action. She is member of the research groups Association des chercheurs en danse
(aCD), and Chorus Research Scholarship (CHoRuS). She has published in collective
volumes, scientific journals, newspapers and websites related to theatre and dance, and
has contributed in more than thirty conferences and workshops in Greece and abroad.




oudadmv Association des chercheurs en danse (aCD) kot Chorus Research Scholarship
(CHoRuS). 'Eyxet onpoociedoel 6€ GLAAOYIKOVS TOHOVS, EMIGTNUOVIKG TEPLOOIKA,
EPMUEPIOEG KAl 1GTOTOTOVG OV GYeTIlovTan Ue To BE0Tpo Kot Tov YopoO, Kot EYEL
GUUUETAGYEL GE TEPLGGOTEPQ amd TPLIvVTO cLVESPLa otV EALGda kot To eEmTEPKD.

Thomas F. DeFrantz: Making a Spectacle of Yourself: Queer Dance and Black
Elaboration

H oukia e€epevvd Tovg 6povg Twv vogue balls Tov enavotkolomolobvtal pnTd TO
Béapa og Tpdén avtodiapdpewons. Me apopun v otpoen tov Edouard Glissant
MPOG TO UmapOK, T OWAlL TPOGEEPEL TNV £€vvowl 1TNG OvAmTuENG 1
diepyaciog (elaboration) wg puébodo queer dnpovpyiog kécpov (worldmaking) wov
YIVETOL OMTY] OTIS TPOKTIKEG TOL HOOPOL YOpol T®V vogue Oly®VICH®V, LE
emikevtpo 10 Ofopa g pebodoroylo kor ovioloylo Yy TN GLUUETOYN.
He@ehyovtag omd  KOW®MVIKEG VOPUES, LECH YEPOVOULDY OVTOSAUOPPOGCNC, TO
vogue Eeyehilel amd Tig Te)voAoYieg TG padpng LomMg oe évo maykOGUIO KOO
¥OPO queer SLVATOTNT®V.

o Thomas F. DeFrantz devfiver 10 SLIPPAGE:
Performance|Culture|Technology, éva gpeuvntikd epyaotiplo mov depevva Tig
EPUPHOYES VE®V TEXVOLOYIDV OTIG TAPACTATIKESG TEYVES. [lioTedel oty Ko pog
KOVOTNTO VO YIVOLOOTE KAADTEPOL KO VO, A&LOTTOIOVLLE TO STUIOVPYIKO [LOG TTVEDLLOL
Yo £V0, AVTIPOTGLIOTIKO, TPOTO-PEUIVIOTIKO KOl PIAIKO TPOG TNV queer KOLATOVpa
Koo KoAd. Xvykoiel tnv opdda epyasiog Black Performance Theory xafdg kot
1o Collegium for African Diaspora Dance, éva avarntueoduevo koveoptiovp 350
EPELVNTMV TTOV 0GYOAOVVTOL LE TN LEAETT] TOV TPOUKTIKMDY TOL UAHPOV YOPOD HECH
mg eveouatng ypaens, kabag kot to Configurations in Motion: Curating for
Communities of Color, o opddo mov onuovpyndnke 1o 2016. Aietéhece
ovppoviog tov Movaceiov Appoapepikavikng Zong kot [ToAttiopod Smithsonian,
GUVEICQEPOVTOG TNV 10€0. KOl TO VOICe-OVer ylol Lol LOvViuT eykatdotaor pe 0épa
tov Mavpo Kowwvikdé Xopd, n omoia dvoiée pali pe 1o povoeio to 2016. To
dnuovpykd tov épyo mephapPdvel to «Queer Theory! An Academic Travesty»,
wa avéBeon tov Theater Offensive of Boston kat tov Flynn Center for the Arts, o
«Monk's Mood: A Performance Meditation on the Life and Music of Thelonious
Monky, mov mapovoidotnke oty Mrotoovdva, tn I'adAia, T Notio Appiky Kot )
Néa Yopkn, 1o «fastDANCEpast», mov onpovpynonke yio to Detroit Institute for
the Arts kou emavomapovoidotnke oto Crystal Bridges Museum, kot to «re-
Orientationsy, |10 0PPOPOVTOVPLOTIKT PavTacia Tov Ekave Tpepépa oto Chicago
Links Hall tov Mduio tov 2024. O DeFrantz £ye1 510aEgt ota University of the Arts

Thomas F. DeFrantz: Making a Spectacle of Yourself: Queer Dance and Black
Elaboration

This talk explores the terms of vogue balls that explicitly reclaim spectacle as an act of
self-fashioning. Concerned with Edouard Glissant's turn to the Baroque, the talk offers
elaboration as a method of queer world-making made tangible in Black dance practices of
vogue competitions, centering spectacle as the methodology and ontology for
participation. Standing apart from social norms, through gestures of self-fashioning,
vogue spills outward from technologies of Black life into a global commons of queer
possibility.

Thomas F. DeFrantz directs SLIPPAGE: Performance|Culture|Technology, a research
lab that explores emerging technology in live performance applications. Believes in our
shared capacity to do better and engage creative spirit for a collective good that is anti-
racist, proto-feminist, and queer affirming. Convenes the Black Performance Theory
working group as well as the Collegium for African Diaspora Dance, a growing
consortium of 350 researchers committed to exploring Black dance practices in embodied
writing; also Configurations in Motion: Curating for Communities of Color a group
developed in 2016. DeFrantz acted as a consultant for the Smithsonian Museum of
African American Life and Culture, contributing concept and a voice-over for a permanent
installation on Black Social Dance that opened with the museum in 2016. Creative work
includes "Queer Theory! An Academic Travesty" commissioned by the Theater Offensive
of Boston and the Flynn Center for the Arts; "Monk's Mood: A Performance Meditation
on the Life and Music of Thelonious Monk," performed in Botswana, France, South
Africa, and New York City; "fastDANCEpast," created for the Detroit Institute for the Arts
and reperformed at the Crystal Bridges Museum; "re-Orientations,” an Afrofuturist
fantasy premiered Chicago Links Hall, May, 2024. DeFrantz has taught within the
University of the Arts Mobile MFA in Dance; ImPulsTanz; New Waves Institute; SNDO;
Movement Research; Lion's Jaw; Fresh Festival; P.A.R.T.S., Bennington College, and as
faculty at Hampshire College, Juilliard, Stanford, Yale, MIT, NYU, Duke, Northwestern
University, and the University of Nice. slippage.org



http://slippage.org/

Mobile MFA in Dance, ImPulsTanz, New Waves Institute, SNDO, Movement
Research, Lion's Jaw, Fresh Festival, P.A.R.T.S., Bennington College, kaf®g Kot
®¢ LELOG TOL O18aKkTIKOV TTpocwniko Tmv Hampshire College, Juilliard, Stanford,
Yale, MIT, NYU, Duke, Northwestern University ot University of Nice.

slippage.org

INopyog Zopratoxdkng: Kovip Osopotikétnto/kovip Ogowoxdtnro: po
0YOVIGTIKN woTopia

H rovip Beapatikomta (gite TPOKELTUL Y10 L0l SIAONAWDGCT) VTEPNPAVELNG EITE Y10 EVOL
drag show 1 (o NUOGLO TOAPAGTOGT) ONUOVPYEL PYYHOTO GTNV OVOTOPOGTUTIKN
epapyio, Tpofariovtag T Sapmvio Kot TV avaykn Yo avodedpnon og oyovioTikd
dnuokpatikd ortpato. Edwotepa to drag show €xet pio mowdtnto covarotnuotixnc
emuolvvong [PA. Allan Taylor, «Drag Publique: The Queer Spectacle, the Emaciated
Spectator and the Public Secret», Mark Edward and Stephen Farrier (gmy.),
Contemporary Drag Practices and Performers: Drag in a Changing Scene Volume 1,
Aovdivo: Methuen Drama, 2020, 174] mov dvvatal va mpoPAnuoatonomost Kade
TOPOSOCIOKT OVTIANYN Y10 TO GOAO, AELITOVPYDVTAG TOGO JUPPmTIKE (amévavTl o€
OUTEG TIG OVTIAMNYELS Kol TO OTEPEOTLMA) OGO KOl EVOLVOUMTIKA Yo TNV idtd TG
AOATKI+ xowvotta.

H mapovoa sionynon 0o mpocmadncel vo mopovsildost o iotopio Tov drag show
otv ABfva amd 1t dekoetia Tov 1970 péypt onuepa, tovifovtag Tig E100A0YIKESG
UETAUOPPADCELS , OTWMG KOl TIG AyMVIOTIKEG dtaoTdoelg Tov. H aictnrtikn, larger-than-
life, vtepPorn, 6mmG Kot 1 vEoAoyKN epfAnpatikotnta Tov drag show, To kabicTovV
«HoBIKO» GTNV 16TOoPia TNG KOVIP KOLATOVPAS Kot 0paTOTNTOS 0O KAOE dmoym).

O Tdpyog Tapmatokdkng sivor AvomAnpotmg Kadnynmge Osatporoyiog oto
TuAua Osatpikdv Zmovddv tov [avemomuiov [Hotpdv. Xmovdace Osotporoyio
oto Tunua Oeatpikdv Emovdov tov EKITA ko éhafe e&edikevon oty
OPYOOEAANVIKY Tpaywdio, Kot TV wpdoAnyn ¢ amd 1o [lavemotiwo tov
Cambridge (M.Phil.) pe vrotpogia tov 1diov [Mavenictnuiov. Anéktnoe S160KTOPIKO
dimlopa otig Osatpikéc Xmovdég (Drama and Theatre) and to [Navemotipio tov
Aovdivov pe votpoia Tov [dpOpatog QvacT Kot EKTOVNoE PETASIOUKTOPIKT] £PEVLVOL
(ue Bépa v Beatpikn kpitikn otnv EALGSa) oto T.0.Z. Tov [Toavemotnpiov [Matpdv
ue vrotTpoeia Tov Idpvuatoc Kpatikdv Yrotpopidv. Acyoreitar pe v Iotopia kot

George Sampatakakis: Queer spectacularity/queer positionality: an agonistic
history

Queer spectacularity (whether referring to a pride demonstration, a drag show or a
public performance) creates ruptures in the representational hierarchy, supporting
aesthetic disobedience and resistance, as well as the impotence of reordering as
agonistic democratic demands. The drag show, in particular, has the quality of
an “affective contagion” [see Allan Taylor, "Drag Publique: The Queer Spectacle, the
Emaciated Spectator and the Public Secret", Mark Edward and Stephen Farrier (eds.),
Contemporary Drag Practices and Performers: Drag in a Changing Scene Volume 1,
London: Methuen Drama, 2020, 174], which has the power to challenge any traditional
perception of gender, functioning thereby as a corrosive (against these perceptions and
stereotypes) as well as an empowering mechanism for the LGBTQI+ community itself.

The aim of this paper is to present a provisional history of the drag show in Athens from
the 1970s to the present day, emphasizing the generic transformations, as well as the
agonistic dimensions of the spectacularity of the drag show. The larger-than-life
aesthetic exaggeration, as well as the emblematic stylistics of the drag show, make it
"mythical" in the history of queer culture and visibility in every respect.

George Sampatakakis is Associate Professor of Drama and Performance at the
Department of Theatre Studies, University of Patras, Greece. He is a graduate of the
Department of Theatre Studies of the University of Athens (BA, honors) and has studied
Classics (M.Phil.) at the University of Cambridge. He holds a Ph.D. in Drama and
Theatre (2005) from the University of London (Royal Holloway). His areas of interest
include Performance Studies, the Reception of Greek Drama, Theatre Histories and
Theories, and Queer Theory. Publications:
https://upatras.academia.edu/GEORGSAMPATAKAKIS
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™m Bewpia Tov Oedtpov, T Ocwpio g Xknvobeoiag kot ¢ Kprtiknig ko v
[Ipdsinym tov Apyaiov Apapotog, evd Exel oTpEYEL To eVOLOPEPOV ToL oty Queer
Bcwpio. Emompovikég ONUOGCIEVCELC:
https://upatras.academia.edu/GEORGSAMPATAKAKIS

Georg Docker: Spectacular Practice: Queer-feminist Spectacle after Florentina
Holzinger

To tedevtaia 6éka ypdvia mepimov, o cOYYpovog xopdg Kot M performance otnv
Evpann éxovv det v dvodo g Prevvélag yopoypagpov Florentina Holzinger g pog
TPOCHOTIKOTNTAG TNG 0Toiog 1, TAEOV, dfontrn tpocéyyion oty performance €xet
yiver dnpocto Bépa ovinong. O d1ebvng Tomog, ot kpitikol BedTpov Kot xopod, ot
aKodNUaiKég Epevveg, KAT. cuvnbmg yapaktnpilovy TNV TPOKTIK TG ®G queer-
QEUVIOTIKT Kot eEQIPETIKA Beapatiky — ywpig, ®6TdG0, v EEAYOVV GUUTEPACLOTO
®G TPOG TNV EYYEVH] GUVOEON HETOEL TNG queer-QelvioTikng atlévtag Kot g
aleOnTikng Tov Bedpotog oty Holzinger (ue pepikég eEopécels, OTmG T KEEV TNG
Avvog Aewv). H €pgova pov yia v Holzinger (mov 81e&ny0n, peta&d dhiwv, katd
SupKeLo pog EpgLNTIKNG TEPLOdov oto Tlavemotiuo tov Xdhtourovpyk 1o 2024)
vrootnpilel 6Tl 1 asbnTko-toAttikny a&la TG TPOGEYYIoNS TNG apopd akpPds 6To
YEYOVOG OTL EYEL ONMOVPYNGEL éva Béatpo queer-peuiviotikotd Beauotog mov e€etalel
NV 16T0pia Tov BedTpov, Tov yopov, TG performance Kot OAO Kol TEPIGGOTEPO, TOV
TOMTICUIK®OV Gu{NTNoE®V Y10 OEQUOTIKEG qUEST-PEUIVICTIKEG TPOUKTIKES TOV COUOTOG
KoL €V TEAEL T SVVATOTNTH TOVE GE GYECT] LE TIC TPOKANGELS TOV TOPOVTOC.

Y& aUTN TNV TOPOLGINGCT TPOTEIVD UK EVVOIOAOYIKT| TPOGEYYIGT] TOV KATAGTAH TO
queer gepwviotikd Béapo tng Holzinger Asitovpywcd oe oyxéon pe tn Osmpio tov
Debord kot tov cuvOUOTIKO-gUUOVIKO AOYO TOV cUyypovov Bedpatog (dniadh, dev
dwfalm 1o kaAlteyvikd épyo tng Holzinger vnd 1o mpioua tov Debord, oaAld
avtioTpopa ypnoiponow® tn Holzinger yio vo emeépo pio aAlayr otov Adyo Tov
Debord, kot ¢ ex TobTOVL OTN GVYYpovn avtiinyn poc Yoo to Oéaupa). ITo
ovykekpiéva, o acyoAnfd pe Tov cOVOECUO NG OVOTOPACTOONG KOl TNG
TPOKTIKNY/TPGENS, Omwe eppaviletal eppavag otov Debord, e v vrodeon o1, evad
o Debord yevikd PAEmeL TV avomopaoTatiky URTPa Tov Bedpatog wg avtifetn Tpog
TNV KOWOVIKN TPOKTIKT, T0 B€aTpo ToL queer-pepiviotikod Oeduatog e Holzinger
EMUTPEMEL TNV GOMMMYN UG eueoTikd Ogapatikng mpaktikns. Eved po Ogtikd
Oeapatikn mpaktikn givan avdbepa yio Tov Ntepndp, n Holzinger pog emrpénet va
TPOTEIVOVLE L0l ETGTNILO-OVTOAOYIKT] OvVadIAUOPP®OT) TNG oxEoNG Hetaly Bedpatoc,
AVOTOPAGTACTG KO TPOKTIKNG, 1| 0moia kabictoTol duvot akpipdg Adym Tov queer-
QEUVIGLOV TNG OKTVIKNG KOl GOUOTIKIG TPOKTIKNG TNG.

O Georg Docker eival epevvntig 6TOoLG TOLElc TOV BedTpov, TOV YOPOV KOl TWV
TOPACTATIKOV TEYVAV. Elvan emokéntng Aéktopag ota Iovemotia g Biévvng kot

Georg Docker: Spectacular Practice: Queer-feminist Spectacle after Florentina
Holzinger

Over the past circa ten years, contemporary dance and performance in Europe has seen
the rise of Viennese choreographer Florentina Holzinger as someone whose now
notorious approach to performance making public discourse (the international press,
theatre and dance critics, scholarly inquiries, et cetera) typically likes to reference as
both queer-feminist and highly spectacular — without, however, drawing any
conclusions as to the inherent connection between the queer-feminist agenda and the
aesthetics of spectacle in Holzinger (barring a few notable exceptions such as Anna
Leon’s writings on Holzinger). My research on Holzinger (conducted, amongst other
things, during a research stint at Salzburg University in 2024) asserts that the
aesthetico-political merit of Holzinger’s approach concerns precisely her having
defined a theatre of queer-feminist spectacle which scans the history of theatre,
dance, performance, and increasingly cultural discourses for spectacular queer-feminist
body practices and their untimely potential regarding the challenges of the present.

In this paper, I propose a conceptual operation that consists in making Holzinger’s queer
feminist spectacle operative with respect to Debord’s theory and conspiratorial-
obsessive discourse of modern spectacle (i.e. not to read Holzinger’s artistic work in
light of Debord, but inversely to use Holzinger so as to perform a shift in Debordian
discourse, and hence our modern understanding of spectacle). More to the point, I will
concern myself with the nexus of representation and practice/praxis as it prominently
features in Debord, my hypothesis being that, whereas Debord overall posits the total
representational matrix of spectacle as being antithetic to social practice, Holzinger’s
theatre of queer-feminist spectacle allows for the conception of an emphatically
spectacular practice. Whereas a positively spectacular practice is anathema to Debord,
Holzinger lets us suggest an epistemo-ontological reconceptualization of the relation
between spectacle, representation, and practice which becomes possible precisely
because of the queer-feminism of her stage and body practice.

Georg Docker is a researcher in theatre, dance and performance studies. He is currently
a visiting lecturer at Vienna University and Salzburg University as well as finishing his
PhD at the University of Roehampton, London. Research interests: 20" and 215 century
experimental theatre, dance, and performance from Europe especially as seen through
the lens of the triad power — practice — event or genealogy more broadly speaking;
political and aesthetic theory of performance and art. Georg’s publications include: Eve



https://upatras.academia.edu/GEORGSAMPATAKAKIS

TOL XAATGUITOLPYK, EVO TAPAAANAN OAOKANP®VEL TO OOAKTOPIKO TOL GTO
[Movemomuo Roehampton tov Aovdivov. Epevvntikd evolapépova: mepapaTiKo
0¢atpo, xopog kot performance tov 2000 kot 21ov awdva oty Evpdnn, £101Kd 6mmg
avtd eaivovtol péco amd to mpicpo TG TpLadeg e€ovsion — TPAKTIKY — YeEYOVOS 1,
evplTEPQ, TNG YEVEALOYIOG, TOAMTIKY Kot acOnTiky| Bempio tng performance Kot tng
éyxvne. Ot dnuoocievoelg tov Georg mepiappavovv: Eve Katsouraki, Gerald
Siegmund wo1 Georg Docker, emp. Power and Powerlessness in Performance.
Performance Philosophy Journal 7.1 (2022).

Katsouraki, Gerald Siegmund, and Georg Docker, eds. Power and Powerlessness in
Performance. Performance Philosophy Journal 7.1 (2022).

Stavros Stavrou Karayanni: Queerly Spectacular and Spectacularly Queer:
Sessions at SPEL in Nicosia, June 2023 to January 2024

H mopovcioon emyepel pa Bewpnrikny e&étoon piog povadiking Kot Gvev
TPOTYOVHEVOD GEIPAG queer EKONAMGEDY TOL OPYAVAOONKAV KOl TOPOVGLAGTNKOY
omv Kpatucm [Tivakodnkn Zoyypovne Téxvng, SPEL, ot Aevkmaoia thg Kompov and
tov lobvio tov 2023 éwg 115 apyés lavovapiov tov 2024. Ot tpeig dpopor g
TVaKoONKNG EIAOEEVNGOV KOAMTEYVIKEG EKONAMOELS TOV GLUVEDEGOV TIG GUVEDPIEC,
wpoPoréc, yopevtikéc Ko Oeatpikég mapoaotdoel, drag shows, OwoAé€elg ko
ocu{ntMoslg. Xe OAN TN SEPKELD TOL TPOYPALUATOS, 1| queer KOVATOVpa EKONAMmONKE
HE  QOvVTOXTEPOVS, VLREPPOAMKOVG Kol Yopic add TPOTMOLG £KPPAONS NG
vrokeevikotntag. To Oéopa avaktnOnke o€ Evay oNUOG10 YMOPO TOV £YIVE [0, GKNVA
OOV TEPOMPLOTONUEVE VTTOKEILEVA ATEKTNGAV dPAGCT] KOl S1aTdpaay OnovpyKd
OAAG KOt KPITIKA TG TOPOO0CIOKEG OVTIANYELS Y10 TO TG Pudvetal 1 amdAovon, 1
yoyoyoyio. kot n omodoyn. To akpoio. GKNVIKG OVTIKEIUEVE, Ol TOADYPOUES
TOPOCTAGELS, TO TAOVGL0, KOAAMTEYVIKG, LOGOIKE TOV TOPOVGIOGE TO TPOYPOLLILOL LG
TPOCKOAOOV va €£EPELVIICOVIE OVTO OV LOG TPOTPEMEL VO KAVOVUE 1| GVOLYTN
TPOGKANGT TOL GLUVESPIOV: «Val EEEPEVVIICOVE TMOG Ol EVOMHOTES KoL TOPACTUTIKEG
TPOKTIKEG  Tov  Oedpotog  umopovv  vo  ypnouomombodv  kprtikd  omd
nepBoplromompéveg Béoeigy. Ipdypott, cuvovalovtag KpITIKEG TPOCEYYIGELS LE
dwaioBnom Kot GTPUTNYIKEG AmOPAGELC, Ol S10PYUVOTES KATAPEPAY V. AEl0TOGOVY
TIC 7O ONUIOVPYIKEG EVEPYELEG OV UTOPOVGOV VO, GUVEIGPEPOVY GTOH Omd TNV
tomikny oknvny (ko Oyt wovo).  To Béape KOTECTNOE OLVOTEC GUVIPTUGTIKEG
e€epeuVNoELG TNG queer KOVATOVPOG GTO GUVTIPNTIKO Kol OLOPOPIKO KOWMVIKO Kot
TOMTIOUIKO TAicto ¢ Kompov, piog uikpig Kot Stoupepévng UETOOITOIKIOKNG
onuokportiog. H opdio pov Oa Paciotel emiong oty mopdctacn xopol TG KOALAS
oV £6maa. ¢ AVOPOG YOPELTNG TNG KOIALAG GTOV OKOOMUATKO YDPO, TOPA LLE AoTTPOL
HOAMG OAAG AOYTOPOVIOG TIS UETOUOPPDOCEIS TOL TPOCPEPEL 1) YOPEVLTIKN
EVOAPKMGT, 1| TOPACTACT LOV EPEPE GTNV EMLPAVELN ATPOCTIOKNTEC, OVATOPEVKTEG,
apetavonteg Kot tpueepég aAnbetec. Tedwkd, to mpoypoppo tng ITivaxkobnkng
EMKOAESTIKE pia 10€a KOOt Tag Tov PacileTol Oyl LovVo ot eaviacio, 0AAA Kol G
Kowég evaoOnoieg, moMTikég Béoelg kol ovveldnTonoinon dAlmv eavtdv. Eival
ONUOVTIKO OTL ONUATO0OTNCE Lol Topeio. otV 6eE0VAMKT] TTOATIKT TOL VG100 Kol

Stavros Stavrou Karayanni: Queerly Spectacular and Spectacularly Queer:
Sessions at SPEL in Nicosia, June 2023 to January 2024

This paper attempts a theoretical examination of a unique and unprecedented series of
queer happenings organized and presented at the State Gallery of Contemporary Art,
SPEL, in Nicosia, Cyprus from June 2023 to early January 2024. The three floors of the
Gallery accommodated the artistic events that made up the sessions; screenings, dance
and theatrical performances, drag shows, lectures and panel discussions. Throughout,
queerness staged itself in flamboyant, excessive and unabashed articulations of
subjectivity. Spectacle was reclaimed in a public space that became the stage where
abject subjects gained agency and creatively but also critically disrupted traditional
notions of how pleasure, entertainment, and acceptability are experienced. The
extravagant props, the colourful camp acts, the rich artistic tapestries
that Sessions unfolded invite an exploration of what this Open Call for Reclaiming the
Spectacle invites us to do: “explore how embodied and performative practices of
spectacle can be critically employed from marginalised positions.” Indeed, by
combining critical approaches with intuition and strategic decisions, the organizers
of Sessions managed to harness the most creative energies that individuals from the
local scene (and beyond) could contribute. And, spectacle made possible exciting
explorations of queerness in the conservative and homophobic social and cultural
context of Cyprus, a small and divided postcolonial republic. My paper will be informed
also by my belly dance performance. As a male belly dancer in academia, now with
white hair but longing for the transformations offered by dance embodiments, my
performance brought to the surface unexpected, inexorable, unapologetic, and tender
truths. Ultimately, Sessions invoked an idea of community based not only on imagining,
but on shared sensibilities, political positions, and an awareness of othered selves.
Importantly, Sessions has marked a trajectory in the island's sexual politics and needs
to be critically assessed as a queerly historiographic moment that allows us to consider
queer (auto)ethnography.

Stavros Stavrou Karayanni is Professor of English in the Department of Humanities,
European University Cyprus. His scholarly research focuses on Cyprus literatures,
gender and sexuality in literary and cultural contexts, Middle Eastern dance and




nmpémel vo a&loAoynBel KpiTikd m¢ Lol queer 16TOPLOYPAPIKT GTLYLN| TOV oG EMITPETEL
va gEgtdoovpe Vv queer (avto)ebvoypoapia.

O Stavros Stavrou Karayanni eivar xkoBnyntmg Ayyikng @ioroyiag oto Tunpa
AvBpomietikdv Zrovddv tov Evponaikod Havemotuiov Kbmpov. H akadnpoikm
TOV £PEVVO EMIKEVTPMVETOL GTT| KUTPLOKT AOYOTEYViO, TO PUAO KOl TN GEEOVOAKOTNTA
€ AOYOTEYVIKA KOl TOMTICUIKG TTAGicL, TOV ¥opo Tng Méong Avatolng Kot Tov
opteviodopd. O yopdg ¢ Kowdg amotedel 10 KoAAlteyvikd Tov mABOG Kol TO
TVELUOTIKO TOV EVOLOPEPOV, KAl £XEL avoi&el vEOUS 0piloVTEC Yo TOV YOPO TNG KOIAAC,
EVOOUATOVOVTAG TOV OTIG KA LOITKES TOV TOPOVGLAGELS 6€ dleBv cuvédpia. Eival
ovyypagéag tov Dancing Fear and Desire: Race, Sexuality and Imperial Politics in
Middle Eastern Dance (Wilfrid Laurier UP 2004, avatomoon 2005, 2007, 2010), evdg
BipAiov mov amoKAADTTEL TOVG TEPITAOKOVG TPOTOLE UE TOVE OTOIOVE 1) CNUEPIVY|
TOPASOCT] CVTOD TOL OUPIAEYOUEVOD YOpoL £xel OoupopemBel amd gvpOKEVIPIKA
povtéla mov opilovv Kot eEAEyyovv TV TawtotnTa. Efvan cuv-cuyypagpéag tov Bifiiov
Sexual Interactions; The Social Construction of Atypical Sexual Behaviors Kol Gov-
exdotNG Tov Vernacular Worlds, Cosmopolitan Imagination (Brill, 2015). Meta&d
2007 wo 2020 Ao drevBoving éxdoong tov Cadences: A Journal of Literature and
the Arts in Cyprus.

Orientalism. Belly dance has been his artistic passion as well as intellectual interest, and
he has broken new ground for belly dance by incorporating it in his presentation of
academic papers at international conferences. He is author of Dancing Fear and Desire:
Race, Sexuality and Imperial Politics in Middle Eastern Dance (Wilfrid Laurier UP
2004, reprinted 2005, 2007, 2010), a book that reveals the intricate ways in which the
present tradition of this controversial dance has been shaped by Eurocentric models that
define and control identity performance. He is co-author of Sexual Interactions; The
Social Construction of Atypical Sexual Behaviors, and co-editor of Vernacular Worlds,
Cosmopolitan Imagination (Brill, 2015). Between 2007 and 2020 he was the Managing
Editor of Cadences: A Journal of Literature and the Arts in Cyprus.

Marisa Carnesky: Being a Showwoman

A7d T0 TPMOTO LoV PriHoTo 6T dNUIoVPYie TEPITEYVOV IOV PAESK TOPOCTAGEWDY Y10, TV
OVAOLOUEVT] GUYYPOV KOUTOPE GKNVH TOL Aovdivov oTig apyég TG dekaetiog Tov '90,
UEYPL TN Onpovpyic evog 101kd KoTaokevaopuévoy «ghost ride» mov @iio&evovoe Eva
KOOT YOPELTPLOV KOl AKPOPATPLDVY, TO £PY0 LOV MTAV TAVTO GUVIESEUEVO LUE TNV EVVOLA.
Tov Ogopatikod. Xe auTn TV OAic Bo OVOCTOXOGT® TIG TPOKANGELG Kol Tovg Optdppovg,
e€epeuvavtog Tig 00pEG TOL OMUoVPYNCA Yo Vo avOdEIE®D TO GO LOV KOl TOL COUATO,
TOV epuUNvVeELTPIOV pov. Ilepiteyvo ceviplo oL ovTAOVGAY EUTVELGT GO VUYTEPIVA
KEVTPO, TAPUCTACELS, AOVVO TOPK Kol TGIPKO, GAAG Kol 0o TV OTEPT, TO POPLETE KOL TIG
yraAepl t€xvng. Qotdco, 10 Bépa TV £pymv dgv NTAV TUTTIKO Y10, KOVEVO OTO QLT Ta.
€10M. A6 ™ d100HVOEST] VEDV TAVTOTNTOV UE £pyo Omm¢ To Jewess Tattooess — OOV TO
OO OV COUO YERATO TATOLAL £yve TEQIO0 TOMTIGLUK®Y GLYKPOVLGE®MV — UEYPL TNV
EMOVEPEVPEST] TOV QOVIOCUATOV TOV EELPAVICUEVOV YOVUIKQOV LETAED TOV GUVOPMV TNG
Avatoing ko tng Aveng mov otoyeiovay 1o Ghost Train. To Tapumol TG ELUNVOPPOLOG,
Omm¢ dmyeital £va KaoT amd SLPOPETIKEG KAAMTEYVIOES, LETATPATNKE GE LAYIKO GOOV

Marisa Carnesky: Being a Showwoman

From my beginnings making ornate burlesque acts for an emerging contemporary
cabaret scene in London in the early 90’s, through to creating a purpose-built ghost
ride to house a cast of dancers and aerialists, my work has always been engaged
with notions of the spectacular. In this keynote I will reflect on the challenges and
the triumphs, exploring the structures I created to showcase my body and the bodies
of my performers. Elaborate scenarios that drew from the nightclub, the sideshow,
the fairground and the circus as much as from the opera house, the variety theatre
and the art gallery. Yet the subject matter of the work was not typical for any of
those venues. From the splicing of new identities with works like Jewess Tattooess
— where my own tattooed body became the site of cultural conflict, to the
reinvention of the ghosts of disappeared women between the borders of East and
West that haunted my Ghost Train. The taboo of menstruation, as told through a
cast of diverse performers, became a magic show complete with a sawing in half
illusion and hair hanging. A cast of 33 Showwomen, comprising of auteurs that




LLE TPIK 6TO 01010 £KOPay CMUATO 6T HECT] Kl KPEUMVTOLGOY amd To LoAMd. Eva koot
ar6 33 Showwomen, amoteloVeVo amd dNUOVPYOVS TOL AYNHPNGAV TOVG TEPLOPLGLOVS
tov Showgirl, katéhafe Tovg SPOUOVE HOG IGTOPIKNG PIKTOPLOVIG KPEATAYOPAS TOV
Aovdivov. To Carnesky’s Showwomen Sideshow Spectactular ftav évog kaBnAmTiKog
Beapatikog tepimaro pe live art sideshows kot axpofdricoeg mov TeTovGAV OO SOKOVG.
EmavooueionomOnke Evav ydpo Tov ToAOTEPO NTAV TOTOG ONUOCIOV UTUYYOVICU®DV,
oToM{OVTOG TOVG OPOLOVE UE TO QPEULVICTIKA MOL cuvOfuoata (OypapIGUEVE, GE TAVO
Aovva mapk, mov dtuknpvocay «Néeg [poontikés, Osapatikés Mntprapyucés Ovtomiecy.
Oa e€etdom T TPLAVTO YPOVIOL TG TPOKTIKNAG LoV, a0 UEYAANG KAILOKOG cOVOLD £®C
GOAO TTOPACTACELS, 0vaSTOYXALOMEV TO HEALOV TOV BEAUOTOC OC LEGOL Yo, TV VOO
KOWOTNTOV Kol O LOpP1| Stopaptupiog.

H Ap. Marisa Carnesky sivol koAdttéyvne, showwoman kot art-based gpgovitpia wov
eVOlLPEPETAL Y100 TO onueio Omov cuvykpovovtal 1M Adikn yoyoyoyio, 1 cOyypovn
performance ko ta onpovtikd nriuota e emoyns pog. Eivar dpipra kon dnpovpykn
devfvvtpro e Carnesky Productions, piog onuiovpytkng etaipeiog mopaymyne mov
EVOLPEPETOL Y10, TN YPNON TOL BEAUOTOC, TV AoVVa TOPK, TOV LOYIKOV Yevdulodnoemv
KOL TOV PEYOAOTPENMV TEAETOVPYLOV MG UECHV Y1 TN ONUIOVPYIN TPOKANTIKAOV £pymV
LE LEYOAN TPOSPaSIUOTNTO, PLLOUEVOVY GTN ANTKT] KOUATODPO TOL TPOAYEL TOATIGTIKOVG
Kot TOALTIKOUG O1ohdyovg. To 2022 dnpodpynce éva vEO TPOTTUYLOKO TPOYPOLUN GTO
Rose Bruford College ot X0yyxpovn kot Iow [Tapdotacn, dnov onuepa ivar avatepn
AEKTOPOG KOl EPELVITPLLL.

have defied the constraints of the Showgirl, took over the street of a historic London
Victorian meat market. Carnesky’s Showwomen Sideshow Spectactular was an
immersive spectacle promenade featuring sideshows of live art vignettes and
aerialists flying from the rafters. It reclaimed a space that had formely been the site
of public hanginings, adorning the street with my feminist slogans painted as
fairground banners, proclaiming ‘New Visions Spectacular Matricarchial Utopias’.
From large scale ensembles to solo performance, I will look at the thirty years of
my practice, reflecting on the future of the spectacle as a medium to unite
communities and as a form of protest.

Dr Marisa Carnesky is an artist, showwoman and practitioner-researcher who is
interested in where popular entertainment, contemporary performance and
the important issues of our times collide. She is founder and creative director
of Carnesky Productions, a creative production company interested in the use of
spectacle; fairground rides, magic illusions and grand ritual as a means of
creating highly accessible provocative work, rooted in popular culture that
promotes cultural and political discourses. She created a new BA for Rose Bruford
College in 2022 in Contemporary and Popular Performance where she is currently
a senior lecturer and researcher.

Bayyéing ABapacémoviog: Kivnuatoypdgoc, Loypagikn, Tep@oppove: Yo pig,
KPUTIKY] TNG KOTOTTPIKOTITOS

H mapovoa eionynon e€etdlel v €vvola TG KOTOTTPIKOTNTOS OO TN GKOMA NG
Suataéne (Giorgio Agamben), £€tol OTmG avTh BempnrikonomOnke tn dekaetio Tov
1970, ot dwoTOWP®CN TOV SOUICUOV, TOL UaPEICUOV Kol TG yoyavdivong. H
KOTOTTPIKOTNTO, TEPLYPAPEL TO 1010itEPO OmTIKO Kobeotdg TOoL Oeduatog, Kot
TOPATEUTEL GTO VOPKIGGIGHO KOl TO QPETYIGHO TOV gUmOPEVUATOC. 'Eva onpoavtikod
TUAUO TNG QEUVIOTIKNG Bempiag tov kvnuatoypdeov (Laura Mulvey), Tov mpd@Tov
o0yypovoL Bedpatog, faciotnke e avtd T0 ONTIKO LOVTELD TPOBOANC Kot TaVTIoNG,.
To KevTpiKod EpOTNUA TPOKVTTEL LEGO OO T1 GUYKPLTIKT 0vVAYVOGT) 600 S10POPETIKMOV
Oe@pNTIKOV HOVTEA®V KOTOTTPIKNG SATOENG: TO TPAOTO 0POPE TOV KIVIUATOYPAPO
(Jean-Louis Baudry), 1o debtepo t {oypoaeikn (Louis Marin). Avadeikvooviog tnv

Vangelis Athanasopoulos: Cinema, painting, performance: towards a critique of
specularity.

This paper addresses the notion of specularity from the point of view of the apparatus
(Giorgio Agamben) such as the latter has been theorised during the 1970's, at the
crossing of structuralism, marxism, and psychoanalysis. Specularity describes the
visual status of spectacle, and it refers to narcissism and commodity fetichism. An
important part of feminist cinema theory (Laura Mulvey), the first contemporary
spectacle, has been based on this visual model of projection and identification. The
main argument focuses on the comparative reading of two different theoretical models
of specular apparatus: the first concerns cinema (Jean-Louis Baudry), and the second
painting (Louis Marin). Bringing forth the structural discontinuity that exists between
those two models, this reading asks the question of their eventual synthesis. The




OCLVEYELD TTOV TPOKVMTEL AVALESOH OTO VO LOVTEAD, 1) OVAYVOOT avTh) B£tel 10
EPOTNULA TNG EVOEYOUEVNG dadeKTKOTOINGNG Tovs. H amdvinom mov mpoteivetan givar
o QUAU-Tep@opuavg Tov Bpetavod koAdttéyvn Guy Sherwin, pe titho Man with
mirror (1976), cOyypovn 1otopikd pe 1 Bewpnrikonoinon v Tpoavoaeepfévimv
povtéhov. H mepeOpuovg Tpooeépel o EMPAVELD OETAPNG XOpN OTNnV omoid M
{oypapikny Kol 0 KWNUOTOYPAQGOG OKEETOVTOL O &vag Tnv GAAN Kot avamoda,
emPefaidvovtag Kol avalp@vtag TNV 000vn-kabpéPtn UTpOcTa GTO HATIO HOG: EVa
eldog omtikng Bewpiag otnv mpaén.

O Bayyéing AOavacoémovirog eivar  Emikovpog Kabnynmg @ilocoeiag kot
AweOnrikng oto Tpnpa Ocwpiog kot Iotopiag g Téxvng g Avortding yoing Kaidv
Teyvov. 'Exet d10a&et AtoOntikn, Iotopia g Téyvne ko Ocwpia tov Kivnpatoypdgov
o€ d1dpopa. Yorikd Kot EAMAnvika mavemictypio (Paris 1, Paris 3, Paris 10, Université
Marne-la-Vallée, Ilavemotiuo Kpnmce). Ta epgovntikd Ttov  evdlapépovta
TePAAPavouy, Hetah GAL®VY, TNV acONTIKN TNG GVYYPOVNE TEXVNG, TN PIAOGOPIN TNG
ewovag, ™ Bewpia ™ TEPEOPUAVG Kot TNV TOMTIGUIKY Kpitikn. ‘Exel exddoet Tig
povoypopieg: Les photos jamais prises (La Lettre vollée, 2024), Image et culture.
Anthropologie historique de la création (Mimésis, 2021), La publicité dans [’art
contemporain 1. Esthétique et postmodernisme xow La publicité dans [’art
contemporain Il. Spécularité et économie politique du regard (L'Harmattan, 2009).
Eniong, éyet ovvempeinBel pe tov Marc Jimenez tov cuAloywkd TOp0 La pensée
comme expérience. Esthétique et déconstruction (Publications de la Sorbonne, 2016,
ue mpdroyo tov Jean-Luc Nancy) kot €xel o1evBvvel tov cLAA0YIKO TtOHo Quand le
discours se fait geste. Regards croisés sur la conférence-performance (Les presses du
réel, 2018).

answer that I would like to propose is a film-performance by the British artist Guy
Sherwin, titled Man with mirror (1976), which is contemporary with the theorisation
of the above-mentioned models. Performance offers an interface that enables painting
and cinema to reflect on each other, confirming and deconstructing the mirror-screen
right in front of our eyes: a kind of visual theory in action.

Vangelis Athanasopoulos is an Assistant Professor of Philosophy and Aesthetics at
the Department of Theory and History of Art at the Athens School of Fine Arts. He has
taught Aesthetics, History of Art, and Film Theory at various French and Greek
universities (Paris 1, Paris 3, Paris 10, Universit¢é Marne-la-Vallée, University of
Crete). His research fields include, among others, the aesthetics of contemporary art,
the philosophy of images, the theory of performance and cultural criticism. He has
published Les photos jamais prises (La Lettre vollée, 2024), Image et culture.
Anthropologie historique de la création (Mimésis, 2021), La publicité dans [’art
contemporain 1. Esthétique et postmodernisme and La publicite dans [’art
contemporain I1. Spécularité et économie politique du regard (L’Harmattan, 2009). He
has also co-edited, with Marc Jimenez, the collective volume La pensée comme
expérience. Esthétique et déconstruction (Publications de la Sorbonne, 2016, with a
preface by Jean-Luc Nancy) and he has edited Quand le discours se fait geste. Regards
croisés sur la conférence-performance (Les presses du réel, 2018).

Moapia Kovopn: Emteh@vtog @epivioTIKEG ETavadIEKOIKNGELS TOV OeGpaTog oTov
onpoocio XOPO

H mopovcioaon avtn diepevvd Tnv €vePYOTOINGCT EMTEAECTIKOV KOl EIKOCTIKOV
TPOUKTIKOV GTOV ONUOCIO YMPO HE EUPVAO QEUIVIOTIKO TPOCNUO UE GTOYO TNV
wpoPAnpatonoinon Kol ovaTpom Tov OeGuoTog ¢ £va EAEYXOUEVO GUGTNUA,
OOUECOLOPNUEVEOV KOl OGTEPEOTLMIKMV EUELVA®V ovaropactdoemy. Ot chyypoveg
QepwvioTpleg  KOAMTEXVIOES,  OKTIPIOTPLEG,  GLAAOYIKOTNTEC KO  KIVALOTO,
YPNOOTOIOVY OO0 KOl TEPICCOTEPO TAPUCTATIKEG, OMTIKEC KOl EVODUOTES
OTPATNYIKEG Yo Vo StoTapdgouvy TG Kuplapyeg apnyNoES Kot vo. KOTaAdfovy Tov
onuéclo ympo pe TOvg dKovG Tovg Opovg. H mapovcioon ocvintd mwg moikileg
QEUVIOTIKEC-OKTIPIOTIKEC TOPEUPACEIC GTOV ONUOCIO YMPO, UECH TNG YOPIKNC
EVOOUATOONG KOl ETTELEGTIKNG EVEPYOTOINGNG TOLG GTO YMPOKOIVMVIKO TAXIGIO Kot
NG QVTIGTOONG TOVGC GTNV APAIPEST] KOl TOV LOVOSTILOVTO GUUBOMGUO, TPOGPEPOVY
KpIoIEG OTPATNYIKEC Yo TNV VAomoinon EUELA®MY  OlEKOIKNGE®Y Kol TNV
EMOVOOLEKSTKNOT KOWMVIKMOV 0EGUEVCEWMV.

Maria Konomi: Reclaiming the Spectacle through Performing Feminist
Strategies in Public Space

This presentation explores the activation of performative and visual practices in public
space from a feminist perspective aiming to problematize and subvert spectacle as a
controlled system of mediated and stereotypical gender representations.
Contemporary feminist artists, activists, collectivities and movements are
increasingly using performative, visual, and embodied strategies to disrupt dominant
narratives and occupy public space on their own terms. The presentation discusses
how various feminist-activist interventions in public space, due to their spatial
integration and performative activation in the socio-spatial context, as well as their
resistance to abstraction and restricting symbolisms, offer critical strategies for the
reclaiming and realization of feminist critical perspectives and social demands.

From the early uses of visual symbols, emblematic objects, and assemblages in
feminist demonstrations to contemporary protest choreographies and performative
urban interventions, such practices reclaim gender visibility not as objectification, but




ATO TIC TPMOTEC ¥PNOELS EKACTIKOV GUUPOA®V Kol EUPANUATIKOV OVTIKEWEVOV KoL
aceUTAAL OTIC PEUIVIOTIKES SLAONADGELS £G TIS CUYYPOVES Yopoypapieg dStapaptupiog
KOL TIC EMTELECTIKEG AOTIKEC TOPEUPACELS, TETOLOV EI00VE TPOUKTIKEG OVAKTOOY TNV
EUPULAN opaTdHTNTA OYL MG AVTIKEWEVOTOINGT), AALG G evEPYN dpdion. Xtnv mepinmtmon
avtr], To Béapa ypnoomoleital Mg KATOADTNG Y10 KOWOVIKOTOMTIKO 018A0Y0, OmMG
KoL G £voL €V SUVAEL OTTAO Yia. TNV £kBeon TV doudV e£0VGI0G Kot TNV EVIGYVOT] TOV
OIKAOV TOVG GLAAOYIKOTHTOV.

Avtd@vtag ototyelo amd pehéteg MEPWITOCE®V OKTIPICTIKOV Kol KOAMTEXVIKOV-
OKTIPIOTIKOV OpOUEVOV OTOV ONUOGI0 Y®po, €EeTAleTOl TTMOG YPNCULOTOLOVVTAL
TOIKIAO EMTELECTIKI KOl EIKAGTIKOL TPOTOL Y10L VO, AVOTPEYOLV TIG KUPLOPYES EUPLAES
aPNYNOES, Vo ovadEiZoVV amOCIOTNUEVES TTTUYEG TOLG KOl VO TPOCKUAEGOLV GE
GUUUETOYIKOVG TPOMOVG eUMAOKNG. Ot EUQUAES OYOVIOTIKEG OVTEG TPOKTIKEG
auPofnTovY TNV TONTIK KATOVAAWDGCT TOV ONUOCIOV YMDPOV UETATPETOVINS TO
aoTIKO TEPIPAALOV GE [ SLVOLIKT apéva apeIoPiTnong Kot dnovpyiag VoUaTog.
Emopévmg, moArég oOyypoveg PEUVIOTIKEG GTPAUTNYIKES OEV AMOPPITTOLY EVIEAMDG TO
Oéapo, oAAG UGAAOV TO EMOVOKTOOV Kol TO €mavampocdopilovv ®¢ epyoleio
avaTapoyYnG, ELOICONTOTOINONG Kol GLAAOYIKNG UETAUOPPOONG. YTIO TNV OTTIKY T®V
CUYYPOVOV PEUIVIGTIKAV OLTNHATOV LG TPOGPEPOVY pa PLLOCTACTIKY| ETAVEEETAOT
NG OPATOTNTOG KO TG ONUOGLOG EMTEAEGTIKNG OPAGTG GTOV ONUOGLO AGTIKO YMDPO TOV
21ov awdva.

H Mapia Kovopn sivor Enikovpn Kabnynpia oto Tunpa Osatpikdv Xmovddv tov
EBvikod kar Kamodiotprokod IMavemictnuiov AOvov kot oKNvoypaeog, EIKAGTIKN
KoAMTEYVIS0, Ko empuenTpla. ‘Exel mopovcidcel to €pyo TG o€ GMUOVIIKODG
Beatpucong opyavicpovs, ekBEceLg TE VNG Kol Lovoeia, KaOMg kot og eesTIPAA BedTpov
Kot Kivnuotoypaeov oto Hvouévo Baoilelo, v EAAGoa, ™ [epuovia, tig Katm
Xwpeg, Tov Kavadad, tnv Kompo kot tnv Togyun Anpokpatio. H mo mpdocepatn épevva
KOl Ol SNUOGIEVGELG TG EMKEVTIPMOVOVTAL GTN GUYYPOVI] OKNVOYpapia, Tr S1EVpLpEV
oKNVOYPapio 6TOV SNUOGIO YDPO, TIG VEES YOPIKEG LopPEG BedTpov Ko Tig site-specific
TOPOOTACELS Kot mepeopuovs. ‘Exel dnuociedoel ™ povoypoeio. Moviépvo koi
2oyxpovy Zrnvoypagio. Opdonua kor Elelideric (Kamo Exdotikm, 2021). 'Eyxet
CUUUETACYEL GE OKAONUOTKA TPOYPAUUOTE avTOAAAYNG Kot Epevvag otV EAAGSa, To
Hvopévo Baoiielo, v [Hodwvia, t I'epuavia, v Itodia kot ) Aovia, 61w Kot og
min0og maveAAviov Kot d1ebvav cuvedpiov cvuuetéyovtag ®¢ opAntpuo. ‘Eyxet
0pYAVAOOEL GEPVAPLO, EpYAcTAPLO, SLOAEEELS Ko dleBvi cuvEdpLa kot Exel emypuelnOel
debveic exbéoelc. Xvv-empenke 1o OepnTikd HEPOC TNG EAANVIKNG GUUUETOYNG
ot oebvn éxbeom Prague Quadrennial of performance design and space PQ15. Hrtav
UEAOG TNG EMUEANTIKNAG OULASAG Y10 TNV EXOYYEALATIK GLppETOY TG EAAGSag oty
éxbeon PQ23 A Rare Gathering kol GUUUETEYOVGO KOAMTEXVIOA. XVV-EMUEANOTKE
emiong T @oumrtikn €kbeon g eAMANVIKNG ovppetoyng oty PQ23, n omoia
mapovctdotnke oty lpdya kot 610 Pectifdr Adnvav kot Emidadpov.

as active action. Feminist reclaiming of public space uses spectacle as a catalyst for
socio-political dialogue and as a potential weapon to expose power structures and
strengthen their own collectivities.

Drawing on selected case studies of activist and artivist events in public spaces, we
examine how various performative and visual modes are used to disrupt dominant
gender narratives, highlight their silenced aspects, and invite participatory modes of
engagement. These feminist activist practices challenge the passive consumption of
public space by transforming the urban environment into a dynamic arena of
contestation and meaning-making. Therefore, many such contemporary feminist
strategies do not completely reject spectacle but rather reclaim and redefine it as a tool
for disruption, awareness-raising, and collective transformation. In a feminist context,
they offer us a radical rethinking of visibility and public performative action in the
public urban space of the 21st century.

Maria Konomi is Assistant Professor at the Department of Theatre Studies at the
National and Kapodistrian University of Athens and a professional scenographer,
visual artist and curator. She has presented her work at major theatre organizations,
art exhibitions and museums, as well as theatre and film festivals in UK, Greece,
Germany, The Netherlands, Canada, Cyprus, Czech Republic. Her most recent
research and publications revolve around contemporary scenography, expanded
scenography in public space, new spatial forms of theatre and site-specific
performance, She has published the monograph Modern and Contemporary
Scenography. Milestones and developments (2021). She has participated in academic
exchange and research projects in Greece, UK, Poland, Germany, Italy, and
Denmark, as well as in numerous national and international conferences as a speaker.
She has organized seminars, workshops, lectures and international conferences and
has curated international exhibitions. She co-curated the theory part of the Greek
participation at the international exhibition Prague Quadrennial of performance
design and space PQ15. She was part of the curatorial team for the Greek professional
participation at the PQ23 exhibition 4 Rare Gathering and a participating artist. She
also co-curated the student exhibition of the Greek participation at PQ23, which was
presented in Prague and at the Athens & Epidaurus Festival.




Angelika Hudler: Visiting Theseus: two temples, art and society in 19" century
Athens and Vienna

Bpiokopaote oe 600 moOAels, pnpootd o€ 600 pvnueia, péca og 600 16Topieg — 1 VAIKN
KAnpovopd tov Oncéa cuvdcel v ABMva gvBéwmg e v Biévvn, edv kou pe mapddo&o
tpomo. Kot ot d0o mpwtedhovseg Kotéyovv éva a&loféato Tov Tpe T0 GVOUA TOV: 6TV
ABfva vtdpyet o vadg Tov ‘Onoéa’ amd Ty Khaotkn emoyn (480—416/5 n.X.) kot oty
Biévvn to veokhaowo, Aiyo pikpotepo avtitund tov. Kavéva toug dpme dev tav moté
vadg Tov Oncéa — o éva ypnoiueve mg 1Epd Tov Hpaiotov kot tng AOnvag, to dAro
®C HOLCEI0 YO YO, VEOKANGIKY TEXYVN —, ®OTOC0, 0 EMOKEMTNG-NPOAG Emaile
ONUOVTIKO PpOAO oTnV Katovomon Tov pvnueiov: og «®noeio», kot to dvo
Aertovpyncav g povoeio apyoothTev and v dekaetio tov 1830 péypt tov 1890
KOLEYVOY  OVTIKEIPEVE oo TIKNAG TEPYNG Kol TOUOENG KAl TPOOPIGUOS Yo TOV
elevBepo ypovo tv avBpodnwv. Avtd onpaivel 6Tl omd TNV HLOVGEIOAOYIKT ONUOCToL
TOV VOOV ‘TOV’, 0 ONcEag TPOGEAKVOE VEOUS EMOKENTES/ EMOKENTPIEG OTA LEGH TOV
19 awdva.

2TV €16MYNOT L0V, TPOYUATEDOUAL TIG OLOPOPETIKEG EVVOIEG TTOV ELYOV O EMCKEYELG
o€ 0T To LM uEia, , TOV EKTEIVOVTOL ald TNV apyoLopavia EmG TNV adtpopio yio TV
KAaotkn KAnpovopd. Ti Ba ywvotav av opilape o pvnueia kot ) yOpm mepoyn Tovg
®G GKNVEC TG dukplong g pecaiag taéng, Aaupdvovtoc vadyn 6tL 1 acTik) Téén
NTav 0 MOALOTAAGCLOOTAG TG apyatoAatpeiag ekeivov Tov awmva; [Ipokeyévou va
€0TIACOVE OTNV Gpecn GxEon LETAED TOL v Ueiov Kat TG kKowvmviag, Bewpmd POAtes-
TEPIMATOVG GE LOVGEIN Oyl LOVO G TAPASELY LD TNE EVAGYOANONG LUE TNV 0PYULOTNTO,
0AAG oG €va evdLaKpLTo, DeapoTicd eovouevo amd uovo tov. H mepiodog perétng eivan
o péoa €mg T TEAN Tov 190V awdvoe, Otav ytiotnkov mn «Néa ABfvo» kol 1
«Ringstrasse» g Biévvng, mov, pe v oepd Tovg, ONUOLPYNCAV VEEG TEPIOYES
KOW®VIKNG O10KPIoNG HECH TPUKTIKMY, OTTMG 01 BOATEC-TEPITATOL KOl Ol EMOKEYELC..
Emopévaog, oty gionynon Ba acyoAndod pe v tpa&eoroyia g 1otopiag g T€XvNS
KOLL TNG 0PYO0A0YI0G OTIG TOAEIS OOV 1 TPOCANYT TOV VUMV KATELXE ONUOGLO YD PO.
Ba cv{NTNoW TIVAKES, POTOYPAPIES, PLALASLO KoL KOTOAOYOUS MGTE VO GUYKEVIPHC®
VEQ TEKUNPLA Y10 TV GVUYKPLoN UETAED TOV EMCKEWYEWDY GTOVS SO VaoUG ToL Bncéa.

H Angelika Hudler omobdoce Kiaocwn Apyaoroyic (BA 2013, MA 2018 -
Apyaoroyia ¢ Emoynig tov Xokkod oto Atyaio, totopion TG TPOSANYNG).
OloxMpwoe to SokTOpKO NG ot Neogdnvikég Xmovdéc 1o 2024 oto
Hovemomuo g Biévvne pe ) datpipn «Biloypagieg apyoioloyikdv svpnudtov: o
KkaOnynTg ka1 cuALEKTNG ABavaciog Poveomoviog (1823-1898)», n omoia képdice T
etnolo Ppafeio g Zyoing yio eéapetikég dwatpiéc. H Angelika Hudler €yet epyaotel
®¢ JOOKTOPIKN €pEVVITPIL. 6TO0 AvoTplakd Apyotoroywd Ivetitovto oty Adnva
(2019) kot oto Ilovemotyuio ¢ Biévvne, Tunpoa Bulovtivav kot NeogAAnvikov
Yrovdmv (2020-2023), ka1 6TI¢ 500 TEPIMTMOCELS LLE VIOTPOPIEG TOV TNG amovEUNOniay

Angelika Hudler: Visiting Theseus: two temples, art and society in 19™ century
Athens and Vienna

Two cities, two buildings, two histories — the material legacy of Theseus in Athens and
Vienna was and is directly, albeit paradoxically, linked. In both capitals stands a
landmark in his name, the classical temple of ‘Theseus’ in Athens (480—416/5 BC) and
its slightly smaller neoclassical copy in Vienna (1823 AD). While none of the two
were ever his temple — the first was a sanctuary for Hephaistos and Athena and the
second a museum for neoclassic art —, visiting Theseus was key in their reception:
the “Onoeio/Theseia” functioned as antiquities museums from the 1830s to the 1890s,
which made them objectives of aesthetic pleasure, education, and leisure. This means
that through the museological interpretation of ‘his’ temples, Theseus attracted new
visitors in the mid-19" century.

My paper asks about the variety of notions these visits to the monuments stood
for,reaching from anticomania to indifference towards their classical legacy. What if
we define the monuments as well as their environments as scenic stages of middle-
class distinction, considering that the urban bourgeoisie was the multiplier of
antiquarianism during that century? In order to capture the direct engagement between
monument and society, I consider museum strolls not just as a byline of their reception,
but as a conspicuous, spectacular phenomenon in itself. The observation period for this
is the mid- to late 19" century, when ‘New Athens’ and Vienna’s Ringstrasse were
built, creating new areas for social distinction by practice such as art walks and visits.
The paper will therefore engage with the praxeology of art history and archaeology in
context of the cities where the temples’ reception held public space. Paintings, photos,
booklets and catalogues will be used to pool evidence for this new comparison between
visits to the two temples of Theseus.

Angelika Hudler studied Classical Archeology (BA 2013, MA 2018 — Aegean Bronze
Age archeology, history of reception). She completed her PhD in Modern Greek
Studies in 2024 at the University of Vienna with the dissertation “Biographies of
archeological artifacts: the professor and collector Athanasios Rousopoulos (1823-
1898)”, which won the annual Faculty prize for outstanding dissertations. Angelika
Hudler has worked as doctoral researcher at the Austrian Archaeological Institute at
Athens (2019) and at University of Vienna, Department of Byzantine and Modemn
Greek Studies (2020-2023), both times by fellowships awarded by the Austrian
Academy of Sciences. In 2024, she curated the museum exhibition “Uncovered! The
professor and the art market” (Vitrine EXTRA #4, Collection of Greek and Roman
Antiquities of the Kunsthistorisches Museum Wien). At present, she is lecturer at the
University of Vienna, where her teaching focuses on the cultural history of antiquities
collecting in the early Greek state (winter term 2022/23, summer term 2025) and 19%-
century Athens between ‘Old’ and ‘New’ topographies (winter term 2025/26). Current




amd v Avotplokn Axadnuio tov Emommumv. To 2024, empelndnke Ty LOVCELOKN
éxbeon «Amokaivmretal! O kabBnyntg ko n ayopd téyxvne» (Vitrine EXTRA #4,
Yvioy EdMipvikov ko Popoikov Apyarotitov tov Kunsthistorisches Museum
Wien). Eivar Aéktopag oto Ilovemomuo g Biévwng, omov 1 dwdaokorio tng
EMKEVIPMOVETAL GTNV TOMTIGTIKY 10TOPio TNG GLAAOYNG OPYOLOTTOV GTO TPADILO
eEMMMVIKO KpaTog (xewepvo e&dunvo 2022/23, Bepvo e&dunvo 2025) kot otnv Adnva
Tov 190V VO HETOED «TOANIDOVY KOl «VEDV» TOTOYPUPLOV (XELLEPIVO €EAUNVO
2025/26). H tpéyovoa gpeuvai TG aGYOAEITAL LE TNV KOWVMVIKOOIKOVOUIKY] S10GTAOT
TOV 1GTOPIKOV EUTOPIOL UPYALOTATAOV, TNV ETCTOAOYPAPIQ, TOVG TAPAYOVTEC KoL TA,
diktud Tov.

research projects deal with the socioeconomic dimension of the historical antiquities
commerce, its epistolography, actors, and networks.

Mary Fogarty: Is Breaking a Dance? Spectacle, Sport, and the Olympic Stage

H ovumepiinym tov breaking otovg Oivumiokodg Aydveg tov Ilapioiov 1o 2024
Bewprnke amd pePIKODS MG KovoTopia, av Oyl ®¢g aoteio, 1img dcov apopd ot
UETATPOTN EVOC YOPOD TOL dPOUOV GE £va, LYNAOD ETTESOL OAVUTIOKS GOAN U, AVTO
OUMC EYEIPEL £VOL PUIVOLEVIKA OTAO, aAAG coPapd epdtnua: givar To breaking yopog;
[Ipogpyduevo amd v KOLATOLPA TOV HOOPOV KOl ACTWVOOUEPIKOVAV VEOV GTO
MmnpovE, to breaking 1otopikd ackovviav ce cyphers kot battles, ydpovg 6mov M
KOAMTEYVID, O OLTOCYEOIOOHOG Kol Ol a&leg NG KOWOTNTOUG OlOUOPPOVAY KOl
kaB6p1lav T vopupotnta g popeng. H petatponn tov o olvpmoxd aOAnpa to
emovanpocsdopilel péco ota mAMICL TOV  aOANTIKOV GLUOTNUATOV Kol TG
Babuoroynong eyyeypaupévov edvikov aviayovietdv. H ouio egetalel nog m
olvumioky mpeépo Tov breaking mepmALKEL TIC KATYOPiEC TOGO TOV «YOpPOv» OGO
KoL TOL «0OANTIGHODY, EVD TOVTOXPOVA OUPIGPNTEL TIg KLPIOPYES AP YNOELS Yo TNV
avbevtikdtnTa, Ty KaAlteyvia kot v avtictaon. Tt Oa copPet av eraveéetdoovue
TOV YOPO (G KTEYVIP OTIMG 1) KTOAEUIKN TEYVIY, LLOL TEYVT TNG OTTOT0G 01 SOUIKES GYECELG
EINAI to pfvoud g Zovdéovtog to apyoio (vemtepkd) Béapa, ta cOyypova Leyo-
YEYOVOTO KOl TIG METOOYNUOTIOTIKEG TeEYVIKEG Kou TEXVOAOyieg Tov breaking,
vroopilm 0TL N oAvumlaky oTiyun Tov breaking pog ovoykalel vo exaveEetdoovpe
TL Oempeitor xopdc ot 1BV KNV, TL KAVEL 10 «KOAT» KoL U0, «KOKR» dNuocto
TOPACTOCT KO, TPAYULATL, TOLOG EIVOL O «GKOTAG) TOL YOPOU.

H Mary Fogarty ival yopoAdyoc. To épyo TG YEQUPOVEL TNV TOT KOVATOVPQ, TNV
ebvoypapia, TNV TOMTIGIIKY KOW®OVIOAOYid Kol TG omovdég tng performance.
Ewwevetar oto hip hop kot to breaking, e&etalovtag Tov Tpomo Le Tov 0moio 1 Kivinon
KUKAOQOPEL GTOVE TOMIKOVG KO WYNOLOUKOVS YDPOVE Y10, VO, SILUOPOMCEL TAVTOTNTEC,

Mary Fogarty: Is Breaking a Dance? Spectacle, Sport, and the Olympic Stage

The inclusion of breaking in the 2024 Paris Olympic Games was at times framed as a
novelty, if not a joke, particularly around the transformation of a street dance into a
lofty Olympic sport. But this raises a deceptively simple yet serious question: is
breaking a dance? Emerging from Black and Latinx youth culture in the Bronx,
breaking has historically been practiced in cyphers and battles, spaces where artistry,
improvisation, and community values shaped and determined the legitimacy of the
form. Its translation into an Olympic event reframes it within systems of sport and the
scoring of enrolled national competitors. This paper asks how breaking’s Olympic
debut complicates the categories of both “dance” and “sport,” while also challenging
dominant narratives of authenticity, artistry, and resistance. What happens if we
reconsider the dance as an “art” like “martial art”, one whose structuring relationships
ARE its message? By drawing connections between ancient (modern) spectacle,
contemporary mega-events, and the transforming techniques and technologies of
breaking, I argue that breaking’s Olympic moment forces us to reconsider what counts
as dance on the world stage, what makes a "good" and "bad" performance in public,
and indeed what dance is "for".

Mary Fogarty is a dance scholar whose work bridges popular culture, ethnography,
cultural sociology, and performance studies. She specializes in hip hop and breaking,
examining how movement circulates across local and digital spaces to shape identity,
community, and meaning. Her publications include co-editing The Oxford Handbook
of Hip Hop Dance Studies (Oxford University Press, 2022) and Movies, Music and
Moves: The Sonic World of Dance Films (Equinox, 2016), alongside chapters in
leading volumes such as Thats the Joint! The Hip-Hop Studies Reader (third edition)
and The Routledge Reader on the Sociology of Music. Her scholarship combines




KOWOTNTEG KOl VONUATO. ZTLG ONUOGIEVCELS TNG TEPIAOUPAVOVTAL 1] GUV-EMUELELD TOV
Bpriov The Oxford Handbook of Hip Hop Dance Studies (Oxford University Press,
2022) kou Movies, Music and Moves: The Sonic World of Dance Films (Equinox, 2016),
KaOADG Kot KEQAA GE ONUAVTIKES €KO00ES Omwg That’s the Joint! The Hip-Hop
Studies Reader (tpim ékdoon) ko The Routledge Reader on the Sociology of Music. H
aKoONUAiKY] SoVAELd NG oLVOVALEL 10TOPIKY €pevva, oavilvon pécwv PolKng
evnuépmong kot eBvoypaeikég mpoontikéc. H Fogarty fitav evepyn b girl yio moAAd
xpOVIaL kot cuveyilel va cuvoEel TV aKOONOIKT £PEVVO LE TNV EVODOUOTY TPOKTIKY|
péo® ¢ copatikng ¢ ekmaidevong oe GYROKINESIS, Feldenkrais, tai chi ko
xopoypapikd Epya. Eyxel dwutedécer mpdedpog g IASPM-Canada kot mpdedpoc g
PoP Moves Americas, evd 1] EUTEPOYVOLOCUVI TNG GTOV X0p0d, TN HOLGIKN KOt TNV
on KovAtovpa Exel mapovctoctel ota The New York Times, Time Magazine, The
Washington Post xoir CBC Radio.

Kpitikr avtondkpion:
Noarario Kovrtoovyepo: Amé 10 breaking oto waacking kov o710 voguing:
AvaTpETOvVTaS TNV KupLapyia Tov Y1t Xom (opov

To tedevtaia elcoot ypovia 1660 oty EALGSa 660 Kol 610 ££@TEPKO, TOPATNPEITOL
o évtovn (emava)oikelonoinon TV debvikmv yut yor kot otpit yopadv (breaking,
popping, locking, hip hop party dance) aAld Kot 1 avanTLEN KATOIWV TOPEUPEPDV
YOPEVTIKAOV CKNVOV TNG TOANG He KoToforéc and tn dekaetio Tov 1970, Tov 1980 ko
tov 1990 ot Bopeo, Apepikn kot v Acia 6mwg to waacking, to voguing, To
dancehall, to K-pop «.0. H giloy®dpnon tov tekevtainv oty ayopd Kot 1 e&eMocduevn
Beopomoinctn Tovg oTa ToTie TNG TOANG £PYETOL GLYVE TOGO GE GUVIIALUYT OGO Kot
0€ GQOOPT AVTITAPGOESN LUE TOVE YT YOT KOl GTPLT YOPOVG Ol OTTOI0L £YOVV OTOTEAEGEL
TO KLPLOPYIKO TEDIO GTIC TOTIKEC OlOYMVIGTIKEG KOVATOVPES, OVTADVTOG TNV MYEUOVIX
TOVG OO TIG TOYKOGMES dtayVIoTIKEG dlopyavacels 0mws to Red Bull BC One kot
to Juste Debout. Ot yopevtucég oknvég Tov waacking, Tov voguing kot tov dancehall
UTOPOVV EMOUEVMOC VO, ATTOTEAOVV L0 AVTOYMVIGTIKT TOPATAELPT] OIKOVOUIO Yio TV
EMIGMNUN OTPIT KOL YT YOT KOVATOVPO P0G YDPAS, TOGO amd TNV TAELPA TNG EVIOVNG
OeapaTIKOTNTOG KOl EUTOPIKOTNTAS TOVG, OGO Kol Ao TNV TAEVPA TG VIEPIGYVONG TNG
OnAvkodTTOg EvovTt TG oppevoatotntac. H ev Adym Tapovciaon, sloépyetol 6To YMPo
TNG EUTOPEVLOTOTOINGNG TOL OEAUOTOS KOl TNG GUYYPOVIG YOPEVTIKNG Plropunyaviog Tov
OYOVIOTIKOD YOpOV YloL VO, UANGEL YO TIG OVOTPENTIKEG KOl OVIIGTOCIOKES
duvardtreg ¢ OBeaportikonoinong Tov ¥opod TOL UTOPEL Vo AELTOVPYNGEL OC
YEPAPETNTIKO EPYAAEID GTOVS OYDVES Y1 TO VA0 Kot TV eEovaial.

H Narairio Kovtoovyepa sivor kovovikn avBpomoroyos (Epyaoctnpioxd AdokTiko
[Ipocwmiko, Tunua Kowovikig AvBpwmoroyiog, IIdvteio Ilavemiomiuo) mov
epyaleTonl otn SoTOVP®ON TNG avOP®TOAOYING TOV VEOVIKOV TOMTIGU®V, TNG

historical research, media analysis, and ethnographic insight. Fogarty was a practicing
b-girl for many years, and she continues to connect scholarly research with embodied
practice through her somatic training in GYROKINESIS, Feldenkrais, tai chi and
choreographic works. She has served as President of IJASPM-Canada and Chair of
PoP Moves Americas, and her expertise on dance, music, and popular culture has been
featured in The New York Times, Time Magazine, The Washington Post, and on CBC
Radio.

Response:
Natalia Koutsougera: From breaking to waacking and voguing: Subverting the
power of hip hop dance

In the last twenty years, both in Greece and abroad, there has been a widespread
(re)appropriation of transnational hip hop and street dance styles (breaking, popping,
locking, hip hop party dance) as well as the development of some parallel dance
economies of urban dance scenes with origins in the 1970s, 1980s and 1990s in North
America and Asia, such as waacking, voguing, dancehall, k-pop, etc. The entry of the
latter into the market and their evolving institutionalization in the urban landscape
often comes in both reconciliation and fierce confrontation terms with hip hop and
street dances, which have been the dominant field in local competition cultures,
drawing their hegemony from global competition events such as Red Bull BC One
and Juste Debout. The dance scenes of waacking, voguing and dancehall can therefore
constitute a competitive side economy for the official street and hip hop culture of a
country, both in terms of their intense spectacularization and commerciality, and in
terms of the dominance of femininity over masculinity. This presentation enters the
field of commercialization of spectacle and the contemporary dance industry of
competitive dance to talk about the subversive and resistive possibilities of the
spectacle of dance that can operate as an emancipatory and mobilizing tool in the
struggles for gender and power.

Natalia Koutsougera is a social anthropologist (Laboratory Teaching Staff,
Department of Social Anthropology, Panteion University) who works at the
intersection of the anthropology of youth cultures, the anthropology of entertainment,
the anthropology of music and dance, popular culture and gender, visual anthropology
and hip-hop studies. She uses interdisciplinary approaches as well as multimodal
methodologies inspired by both anthropology, cultural and media studies. She is the
author of many articles and chapters in international and domestic scientific journals
and volumes regarding hip-hop, gender studies, anthropology and youth cultures,
while for the last seventeen years she has been working as a critic and columnist for
the contemporary dance and performance portal dancetheater.gr. She has directed and
produced three ethnographic dance documentaries: “Born to Break” (2011), “The




avOpwmoA0Yiag TG S10oKESAONG, TNG AVOPMOTOAOYING TNG LOVGIKNG Kot TOL YOpoD, TNG
TOT-OMNUOPIAOVG KOVATOVPOS KOt TOV VA0V, TNG OMTIKNG avOpOTOAOYIaG Kot TV yut
¥OT GTOVd®V. XPNGUOTOLEL SIEMOTNIOVIKES TPOGEYYIGEIS KAUOMDC KOl TOATPOTIKES
peBodoroyiec epumvevopéves 1060 amd TV avBpmToroyio GO Kot oo TIG TOATIGUIKEG
Kol TIG 6movdéc TV pivtia. Eivar cvyypagéag moAldv dpbpov kot Kepoiaiov ce
O1ebvn KoL EyYMPLOL ETOTNUOVIKA TEPLOSIKA KOl TOHOVES GYETIKO LE TO YIT YOT, TIG
OTOVOEG PUAOL, TNV avOpPOTOLOYIN KOl TIC VEOVIKEC KOVATOVPEG, EVAD TO, TEAEVLTOIN
dekaentd ypdvia epydletor mg KpLTikdc Ko apBpoypdpog oto portal chyypovov yopol
kot performance dancetheater.gr. ‘Exel oknvobetnoel Kot KAVEL TNV TOPAy®YN TPLOV
YOPELTIKAV €Bvoypaeikadv vtokipavtép: “IThacuévol yuo vo ta Zmdave” (2011), “Ta
Onivkd etvar Edd” (2015) ko “An Element of Hope” (2025) pe 8épata to yum yom ko
TOL OO TIKG YOPELTIKA GTIA, TIG TVEVIOTIKOTITEG GTO YUT YOT Kol TIS, TG OnAvkdtnTeg 610
YT XOT Kol TIC oTPIT kovAtovpes. To 2024 dnpocicvce tn povoypagio g Ue TITAO
«Iévwnuo Opéppa Avtikng Attikng: Xopds, Movoikn kot Neavicoi [ToMtiopol oto
EAAnvadiko», n omoia Siepeuvd Tig «Aaikég» KOl TIG TPOT KOVATOVPES GE VOYTEPLVA
KEVTPOL TNG AVTIKNG ATTIKNG amtd T dekaetio Tov 1990 éwg onuepa. H NataAio ftav
emiong petaddaktoptkn gpguvitplo 6to Kévipo EXnvikav Znovddv otmv EAAGSa
(ITavemoto XdapPapvr) kot eivor Emompovikd YmebBovvn tov Ilpoypdpporoc
Erasmus (2025-2028) UFemTP: A Mobilizing Training and Multimodal Platform
(ITévtero Tavemotiuo).

Girls Are Here” (2015) and “An Element of Hope” (2025) on the topics of hip-hop,
urban dance styles, spiritualities in hip-hop, hip-hop femininities, street cultures and
gender. In 2024 she published her monograph "Bred in the Western Suburbs: Dance,
Music and Youth Cultures in Ellinadiko" which explores "laiko" (popular) and trap
cultures in nightclubs of Western Attica from the 1990s to the present. Natalia has also
been a postdoctoral fellow at the Centre of Hellenic Studies in Greece (Harvard
University) and is also the Scientific Officer of the Erasmus Program (2025-2028)
UFemTP: A Mobilizing Training and Multimodal Platform (Panteion University).

Koartepiva Emrtediécerg EMVIKOTNTOG

AwKovpomovrov:
e AMVoaNEPIKAVIKEG YopogoTePideg TNV mePiodo Tov Meoomorépov: Oeopoi
KOWOTIKNG 0¢aong kou ATKNG WYoyaymyiog g HopPES ETOVUOLKELOTOINONS TOV
Osdpatog

™mg oTIg

H moapovoa avakoivoon efetdlel TIC y0poecmePides TV EAANVOUUEPIKOVIKMDY
KOWOTNT®V KATd T0 TPp®TO Uicd Tov 2000 a1dva ®G GOVOETEC TOMTIGLUKES TPUKTIKEG,
OOV T KOW®VIKN ouvadpolon OJmAEKETAL PE TNV eMTEAEST), TN B€aom Kot v
avamopdotacn g efvotikng tovtotnrog. Ot yopoeomepideg —Katd KovoOva
opyovoUEVES omd TOTIKEG CLGCOUUTMGEIC— GVVOLALOY HOVGIKY, Yopd, Beatpikég
TOPOCTAGELG KOl OTayYEAEG, GLYKPOTMVTOG EVOV ATLTTO BEGUO KOWVOTIKNG BEaong Ko
AOiKNG yoyoyoyiog. LKomog TG avakoivaong eivatl va avadeilel mog 1o 0¢apa o avtd
T0 GLUEPALOUEVO AELTOVPYOVCE MG EPYOAEID TOATIGUIKNG ETOVOOIKEIOTOINGNG Kol
GLYKPOTNONG TS O10OTOPIKN G LITokeeVIKOTNTOC. H Tpooséyyion avtiel amd 1 Oewpia
TOV EMTEAECTIKOV OTOLOMV, TIC TOMTICUIKES OTOLOEC TNG OOTOPAG Kol TIG
HETOUTOIKIOKES OVOYVMDOELS TNG AdIKNC yuyaywyioc. Idwitepn éueacn divetal otov
TpOTO e TOV OMOi0 Ol YOpoecTEPIdEG Tapnyoyay LVEPIdkEe Lopeég Beduotog Tov

Katerina Diakoumopoulou: Performances of Greekness in Greek American
Dance Events during the Interwar Period: Institutions of Communal
Spectatorship and Popular Entertainment as Forms of Reappropriating the
Spectacle

This paper examines Greek American dance events during the first half of the
twentieth century as complex cultural practices, in which social gathering was
intertwined with performance, spectatorship, and the representation of ethnic identity.
These events—typically organized by local associations—combined music, dance,
theatrical performances, and recitations, thereby constituting an informal institution
of communal spectatorship and popular entertainment. The purpose of the paper is to
highlight how spectacle in this context functioned as a tool of cultural reappropriation
and the formation of diasporic subjectivity. The approach draws on performance
studies, diaspora cultural studies, and postcolonial readings of popular entertainment.
Particular emphasis is placed on how these dance events generated hybrid forms of
spectacle that mediated between the culture of origin and the expectations of the new




dwopecorafovoay avapeESH GTNYV KOVATOVPO TNG KATOYMYNS Kot TIC TPOGOOKiEG TOV
véov mepiairovtoc. H mapovca mpdtaon Pociletor oe mpmTOYEVESG APYELOKO VAIKO
(apBpoypagio amd e@nuepideg TNG OUOYEVELNS, TPOCKANGELG K.0.) KOl EMLYEPEL Vo
OTOKOTOGTIGEL T ONUOGIO OLTOV TOV TOPACTUCLOKDV YEYOVOTOV G (POPEMV
KOW®VIKNG VI NG, TOATIGUIKTG SLOmPayILATEVOTG Kat, EVIEAEL, Xelpapétnons. Télog,
OIEPEVLVATAL OV Ol YOPOEGTEPIOEG CLVIGTOLV YOPUKTNPLOTIKY TEPINTMON “reclaiming
the spectacle”, 0mov 1 yuyaywyio Aettovpyel 0L LOVO MG EVOG UNYOUVIGUOC TaONTIKNG
QLYNG OALA KL (OC EMTEAEGTIKT TPAKTIKY] EXAVOIIOTOTMOGNG TG BVOTIKNG KO TAEIKNG
TAVTOTNTOG EVTOC TEPIODPIOTOMNUEVOV TAUGI®V.

H Kartepiva Araxovpomoviov eivar Emikovpn Kadnyfrpia oto Tpquo Osoatpikdv
2rovdmv tov EKIIA pe yvootikd Avtikeipevo: «®@eatporoyia - NeoghAnvikd OLatpo
pue éupacn oto Ofatpo g Alacmopdoy. Ta emoTNUOVIKA NG evOlPEPOVTA
EMKEVTP®VOVTAL 6T0 NeoeAnvikd Ocatpo pe Eupaon oto Ofatpo g Alacmopds, 6To
Epappoopévo ®éatpo, oty Kowwvioroyla tov Gedtpov kot oty Oeatpikn
Hopayoyn. Ano v KATIA Exdotikn éxel dnuooievost. To elinviko Géatpo oty Néo,
Yopxn ano ta téAn tov 1900 o1 éwg 10 1940, Abnva 2020, 450 6. ka1 Mopvrtekdt
Movovéh Noo, H ayucioty ellnvomovia § H dlwon s AOnvog, petdopoaon -
eloayoyn: Katepiva Awaxovpomodrov, Abnva 2021, 112 6. And tov Oxtofplo Tov
2023  eivon  emkepoAng tov  Evpomaikod [Ipoypdupotog  Jean  Monnet
«THEATRE2SEA» 10 omoio 6108i0€t T1G EvpOTOIKES GTPUATNYIKEG Yol TNV KALATIKY
aAdoyn pécw Tov BedTpov.

environment. The proposal is based on primary archival material (articles from the
Greek American press, invitations, etc.). It seeks to restore the significance of these
performative events as carriers of social memory, cultural negotiation, and, ultimately,
emancipation. Finally, it explores whether these dance events constitute a
characteristic case of “reclaiming the spectacle,” where entertainment operates not
merely as a mechanism of passive escapism but also as a performative practice of
rearticulating ethnic and class identity within marginalized contexts.

Katerina Diakoumopoulou is an Assistant Professor at the Department of Theatre
Studies, National and Kapodistrian University of Athens, with a specialization in
“Theatre Studies — Modern Greek Theatre with an emphasis on Diaspora Theatre.”
Her research interests focus on Modern Greek Theatre, notably Diaspora Theatre,
Applied Theatre, the Sociology of Theatre, and Theatre Production. She is the author
of Greek Theatre in New York from the Late 19th Century to 1940 (Athens: KAPA
Publishing, 2020, 450 pp.) and the translator and editor of Mordecai Manuel Noah’s
The Grecian Captive, or The Fall of Athens (Athens: KAPA Publishing, 2021, 112
pp.). Since October 2023, she has been the principal investigator of the Jean Monnet
European Programme “THEATRE2SEA”, which disseminates European strategies
for climate change through theatre.

Arzu Ozturkmen: Reclaiming Kanto as a turn of the Century Dance Genre of
Istanbul: Places, Performers and Audiences.

To Kanto ftav éva €idog yopov ekTELOVHEVO OO oL GOAO TPAYOLSIGTPLL/ YOpELTPLO,
mov eoNyOn otig oknvég g Kovotavtivovmoing otig apyég tov 2000 aidva. Xtnv
otopikn tov peiétn, o Erik Blackthorne-O’Barr opiler to Kanto wg «éva €ldoc
povowov OedTpov Kol Yopoly OTNV TOVPKIKN YADGGCO 7OV EUEOVIGTNKE OTNV
KovotavtivovmoAn otig apyéc ¢ oekaetiog tov 1880 kot yapaktnpilotav amd
GUVTOLLO, YLOVUOPLOTIKA TPayoddla GaTpikoy 1 pmTikoD yopaktpa» (Blackthorne-
O’Barr 2018: iv). And6 molléc omdyelg, to Kanto Mtov éva €idog yopod Tov
CKOTEKTNOEY TN OKNVI| KOl £YIVE TOAD SNUOPIAEG GTOV KOGUOTOAITIKO OGTIKO YMDPO TNG
KovotavtivodmoAng, aviavakAdvioag tnv évvola tov «Bedpatogy tov Guy Débord wg
padikng yoyaymyiog mov eEpvel po aiclnon amo&évmaong, 0TTov 1| TOATIGTIKN HOpen
eumopevpaTonoteitan kot dtotifetan yloo TNV kabnuepvi yoyxoywyio. Agdopévng g
eMoQoAOVg 0éonc ¢ obouavikng owovopiog Katd TN Odpkelo TG Toyelng
KOMITAAMOTIKNG EXEKTOONG 6T TEAN TOL 190V audvoa, To kanto eiye dvodo kot kdBodo
oTO OMUOQIAN KEVTPA dlookEdaong g Kovetavtivodmodng, o€ o 16Topikn oTiyun
OTOL APYLoaY VO, EMKPATOVV Kol GALEC LOPPES YOPOD, OTMG TO UTAAETO, O GVYYPOVOG
¥opOc Ko to e€mTikd coov. IToté dev améktnoe «oflocéPactny BEon kar mhvio

Arzu Ozturkmen: Reclaiming Kanto as a turn of the Century Dance Genre of
Istanbul: Places, Performers and Audiences.

Kanto was a dance genre performed by a single woman singer/dancer, which was
introduced to the stages of Istanbul at the turn of the 20" century. In his historical
survey, Erik Blackthorne-O’Barr defined kanto as “a genre of Turkish language
musical theatre and dance which arose in Istanbul during the early 1880s, and was
characterised by short, humorous songs of satirical or erotic nature” (Blackthorne-
O’Barr 2018: iv). In many ways, kanto was a dance genre that “claimed” the stage
and became very popular in the cosmopolitan urban space of Istanbul, reflecting Guy
Débord's notion of ‘spectacle’ as a mass entertainment bringing a sense of alienation,
where the cultural form is commodified and available for everyday life
entertainment. Given the precarious stance of the Ottoman economy during the rapid
capitalist expansion of the late 19th century, the genre of kanto rose and fell in the
popular entertainment venues of Istanbul, at a historical moment where other dance
forms like ballet, modern dance, and exotic shows also began to prevail. It never
received a ‘respectable’ status, and has always been seen as a “light” form of
entertainment.




Beopobvtay pia «ehaepla» poper| Oaokédaonc. H outMa digpevvd ovtd 10
TEPUPPOVNLEVO €100G aITd TNV ATTOWT| TNG SOUNG KOl TNG ONUAGING TOV, [LE ELPACT] GTOVG
LA UOVG EPUNVEVTEG TOV KOl TIG OKNVEG 6oV Ttopovclalotav. Evd ol mepiocotepol
EPUNVELTEG TOL kanto NTav 08®UAVIKNAG EAANVIKTG Ko OPUEVIKNG KATAYMYNG, TO KOWO
TOVG NTOV KVPIMG TOVPKIKO.

Me omovdég ot Aaoypapio (MA, [Mavemotuio g Ivtidva, PhD, [Moavemotmuio tng
MevouABavia), n Arzu Oztiirkmen sivar koOnyNTpla. AAOYPOQIoG, TPOPOPIKNIG
woToplog Kol mOpaoTATIK®V  Teyv@v  oto  [lavemotiuio Bogazigi oty
Kaovotavtivovmoin g Tovpkiag. Eivar cuyypagéag tov Bipriov Raksdan Oyuna:
Tiirkiye’de Dansin Modern Halleri (An6 1o Raks 6to Oyun: Zuyypovot tpdmot yopov
otmv Tovpkia, 2016), «Politics of National Dance in Turkey» (2001), «I Dance
Folklore» (2002), «Modern Dance Alla Turca: Transforming Ottoman Dance in Early
Republican Turkey» (2003), «Reflections on Pina Bausch’s Istanbul Project» (2004),
«The Multiple Faces of Meaning in the Structural Analysis of Modern Turkish Folk
Dance Tradition» (2007). "Eyet eniong dnuocievosl ToAAG dpOpa yio TV TOMTIGTIKN
wotopia tng Tovpkiag, eivar ouyypaeéag tov Pipriov The Delight of Turkish Dizi kot
ovuv-empeATpia tov Pipriov Medieval and Early Modern Performance in the Eastern
Mediterranean (2014) kour Celebration, Entertainment and Theater in the Ottoman
World (2014). To gpevvntikd ™C vOLOQEPOVTO TEPIAAUPAVOVY TNV TPOPOPIKN
wotopia, TN A0OYpoeic, TNV 10TOPi0 TV TOPOCTATIKMOV TEYVAOV KOl TNV 1OTOPIKY
ebvoypaopia oty mepoyn g Mavpng Odlaccog kat T Avatolkng Mecoyeiov. H
TeEAELTOIO. TNG £PELVO OPOPA TN UVAUN Kol TO €I00C GTNV TOVPKIKN TNAEOTTIKN
Spaparovpyio. H Oztiirkmen mponidpevoe g EOviciic Emtponnic tov ICTM-Tovpkiag
and 10 1994 £wg 10 2022.

This paper aims to explore this condescended genre in terms of its structure and
significance, with an eye on its famous performers and stages where it was
performed. While most of the kanto performers were of Ottoman Greek and
Armenian origin, their audiences were predominantly Turkish.

Trained in folklore studies (MA, Indiana University; PhD, University of
Pennsylvania), Arzu Oztiirkmen is professor of folklore, oral history, and
performance studies at Bogazici University in Istanbul, Turkey. She is the author
of Raksdan Oyuna. Tiirkiye 'de Dansin Modern Halleri (From Raks to Oyun: Modern
Ways of Dancing in Turkey, 2016), “Politics of National Dance in Turkey” (2001), “I
Dance Folklore” (2002), “Modern Dance Alla Turca: Transforming Ottoman Dance in
Early Republican Turkey” (2003), “Reflections on Pina Bausch’s Istanbul
Project”(2004), “The Multiple Faces of Meaning in the Structural Analysis of Modern
Turkish Folk Dance Tradition” (2007). She also published several articles on the
cultural history of Turkey, is the author of The Delight of Turkish Dizi, and the co-
editor of Medieval and Early Modern Performance in the Eastern
Mediterranean (2014) and Celebration, Entertainment and Theater in the Ottoman
World (2014). Her research interests include oral history, folklore, history of
performing arts, and historical ethnography in the Black Sea and the Eastern
Mediterranean region. Her latest research consists of memory and genre in Turkish
television drama. Oztiirkmen chaired the National Committee of ICTM-Turkey from
1994 to 2022.

Bridget Cauthery & Amy Hull: @dvatog kol 0éopo oe téooepo Kavadikd
Indigenous ballets (online)

To «Spectacle of the Other» tov Stuart Hall amd to £pyo tov Representation: Cultural
Representations and Signifying Practices (1997), apeiopntel v 18éa 6t o1
OVOTOPOCTACEL; TOV UECMV  evnuépoong sivor akpiPelg avtavakAdoelg g
TPUYUOTIKOTNTAG. AVTIOETA, Ol OVATOPAGTAGELS OT|LLLOVPYOVV VO UM, OLOLULOPPDVOVTAG
v katovomon pog yuo tov kéouo. O Hall e€etdlel nig ta péoa evnuépmong Kot o
TOMTIGUOG OVOTTOPIOTOOV GTOUHO TOL BepobVTOL SOPOPETIKG amd TNV Kupiopyn
vopuo — ovyvd pe Bdorn ™ euAR, 1o POAO, T 6eEOVAAKOTNTO, TV KOWMVIKY TAEN

Bridget Cauthery & Amy Hull: Death and Spectacle in four Canadian
Indigenous ballets (online)

Stuart Hall’s "Spectacle of the Other" from his influential work Representation:
Cultural Representations and Signifying Practices (1997), challenges the idea that
media representations are accurate reflections of reality. Instead, representations are
meaning makers, shaping our understanding of the world. Hall addresses how media
and culture represent people who are seen as different from the dominant norm —
often along lines of race, gender, sexuality, class, and ethnicity — and how those
representations turn "the Other" into a spectacle.




KOl TNV €6VIKOTNTO — KO TAG OVTEG O AVOTOPUCTACELS LETOTPEMOVY TOV «AALO» GE
Béapa.

E&etalovtag técoepa aOyypova umoréto pe 0épo toug avtdyboveg mAnbucuoig, Tov
onpovpyndnkav kot mapovsidotnkav ctov Kavadd — 1o Red Ear of Corn (1944) tov
Boris Volkoff, To The Ecstasy of Rita Joe (1971) tov Norbert Vesak, 1o In the Land of
the Spirits (1988) tov Jacques Lemay kou to Going Home Star: Truth and
Reconciliation (2014) tov Mark Godden — ot yoporoyotr Bridget Cauthery kow Amy
Hull avatpéyovv otn oxnvobecia kot tnv vAkoroinon tov «Ivéidvou» mg Béapa pécm
L0 OTOTKIOKPOTIKNG LOPPNG TEXVNGS. Me anTov tov Tpdmo, vrostnpilovy OTL ovTd Ta
TEGOEPU UTOAETO OVOPEPOVTOL GE TOPOCTACELS MIOG POVIOOTIKNG 10ayévelng oto
KOVOOIKO TOMTIOTIKO TOTO0, OOV KOOEPMVOVIOL POHOVTIKEG, GTEPEOTLTIKEG KOl
aTVYElG avamapacTdoels Tov avtoxfovev mAnbuvcudy, mov &xovv dnpovpyndel amod
un owtdyboveg.

Meca amd ot TNV TPOGEYYIoT, YIVETAL TPOPAVES OTL 1] SIOUOPPMOOT] TNG KAVOIIKNG
TOVTOTNTOG CLUVOLETAL AUESO O)L LOVO HE TO Béapa Tov avtoyfovav, aAAd Kot e T
ouvavtnon pe to Bdvato Tov avtoyxBdvov AAlov (Deloria 1998; Vizenor 1998; Francis
2020). Ou Bavoror OV ovtoyxBoveav, QOVIOoTIKOL 1 Un, £YOVV avamapocTudE,
yopoypapnBel, apnyndei kol poviactel pe TpOTOLS TOL PpicKOVTAL GTOV TVPNVE TNG
KOVOOIKNG KOAMTEYVIKNG KOLATOUPOS, KOl T GULVEYNS TOpPOLGio Tovg ™G Oépa
Slpope®VEL TNV Kavoadikdtta péypt onuepa. To gawvouevo €xet tig pileg Tov oTIg
OTOPYES TOL KAVASIKOD OMOIKIOKPOTIGHOD, OOV TOATIGTIKG TPOIGVTH OMG VT Ta
UTOAETO EUTOPELOVTOL BEdLOTA TPOYIKTG ATMAELNG, NOIKNAG YAAUPOTNTAS, AVACTOONG
Kot GUUPBOAKN G ADTPOGNC Y1 VO EVIGYVGOLV TNV EVvOold, Tov anTtoyfova wg AALov.

H Bridget Cauthery (PhD) givot yopoldyog kot EpgLVITPLO TOMTIGUIKADV GTOVIADV LLE
EUPACT OTIC EMATOCEIC TNG UETO-OMOIKIOKPOTIOG KoL T®V  OladIKOCIOV NG
TOYKOGUOTOINGTG OTI GUYYPOVEG KOl OMUOQPIAEIS TPOKTIKESG yopoy otov Bopelo
Huooaipo. To mpodto g Piprio, Choreographing the North: Settler affinities in
contemporary dancemaking, exd66nie 1o 2025 ¢ puépog g oelpdg Advanced Series
on Theatre & Performance Studies tov exdocemv Routledge. H dovdeid g e€epevva
TG 0 Yopds Kot 1 performance dAGTAVPAOVOVTAL UE KOWVOVIKOTOAMTIKG (nThpata,
Wwitepa TG 1 Kivon avtavokAd vpOTEPES TOAMTIGUKEG 0PN YNOES. ATO TOTE TOV
oLVEYPOYE £Vl KEQOUANLO GYETIKG pe To Pabud otov omoio ot amowkiokés Oecpol
umopovv va pecorafnoovy ot cvpeidioon (Cauthery & Newman 2021), n épguva
g Bridget £yetl emkevipmbel 6A0 Kol TEPIGGOTEPO OTIC POVIAGIDGELS TOV OTOTK®V
Kot ota uroAéto pe 0épo Toug avtdyboveg Kot dnuovpynuéva amd avtdyboves. Eival
1 KOPLOL EPEVVITPLA GE VAL TPLETEC EPEVVITIKO TPAY PO TOL PN UATOSOTEITOL 0UTTd TO
SSHRC Insight pe 6Kkomd Tov EVIOMGUO, TNV EXAVOTOTOOETNON Kot T S10Tp1oT| EVOG
urodétov wov mopryoye o John Kim Bell pe titho In the Land of the Spirits
(1988/1992). Mali upe mévte ovadvOUEVOLS Kol KOTOEIWUEVOLS  anTdyBoveg
KOAMTEYVEG-UEAETNTEG OTOVG TOUEIC TV YOPELTIKAOV OTOVdMYV, NG Heatpikng

Through an examination of four contemporary Indigenous ballets created and
performed in Canada — Boris Volkoft’s Red Ear of Corn (1944), Norbert Vesak’s
The Ecstasy of Rita Joe (1971), Jacques Lemay’s In the Land of the Spirits (1988) and
Mark Godden’s Going Home Star: Truth and Reconciliation (2014) — dance scholars
Bridget Cauthery and Amy Hull trace the staging and reification of the “Indian” as
spectacle through a settler colonialist artform. In so doing we argue that these four
ballets speak to performances of an imagined Indigeneity within the Canadian cultural
landscape, where romanticized, stereotyped, and ill-fated representations of
Indigenous peoples, created by non-Indigenous individuals, endure.

Approached in this way, it becomes apparent that Canadian identity formation is
directly tied not just to Indigenous spectacle but to the encounter with the death of the
Indigenous Other (Deloria 1998; Vizenor 1998; Francis 2020). The deaths of
Indigenous persons, fictional or otherwise, have been performed, choreographed,
narrativised, and imagined in ways which sit at the core of Canadian artistic culture,
and its persistence as a theme shapes Canadianness to this day. The phenomenon is
one which has its roots in the beginnings of Canadian settler colonialism where
cultural products such as these ballets trade in spectacles of tragic loss, moral laxity,
resurrection and symbolic redemption to reinforce the notion of Indigenous as Other.

Bridget Cauthery (PhD) is a dance and cultural studies scholar focusing on the
impacts of post/neo-coloniality and the processes of globalization on contemporary
and popular dance practices in the Global North. Her first book, Choreographing the
North: Settler affinities in contemporary dancemaking, was published in 2025 as part
of Routledge’s Advanced Series on Theatre & Performance Studies. She has built a
career exploring how dance and performance intersect with socio-political issues,
particularly how movement reflects broader cultural narratives. Since co-authoring a
chapter on the degree to which colonial institutions can broker reconciliation
(Cauthery & Newman 2021), Bridget’s research has focused increasingly on settler
imaginaries and Indigenous-themed and Indigenous-led ballets. She is the Principal
Investigator on a three-year, SSHRC Insight funded research project to locate,
resituate and preserve a ballet produced by John Kim Bell called /n the Land of the
Spirits (1988/1992). Together with five emerging and established Indigenous artists-
scholars in dance studies, theatre production, communication and culture, musicology
and visual art history, their work examines how cultural memory is formed and
invented, and why certain works achieve longevity while others are overlooked.

Amy Hull is a PhD candidate in Communication and Culture, a joint program between
York University and Toronto Metropolitan University. Her research uses non-
Indigenous-led artistic representations of Indigenous death as an entry point into
questions of Canadian identity formation, and the necropolitical relationship between
Indigenous peoples and the Canadian state. Her background is in Dance Studies,




TAPAYMYNG, TNE EMKOIVOVING KO TOL TOATIGLOV, TG LOVGIKOAOYIOG Kot TG 10TOopiag
TOV EIKOCTIKAV TEYVOV, 1] SJOVAELN TOVG eEETALEL TMG SLOUOPPDOVETL Kot OTLovpyeitan
N TOALTIGTIKN VAN KO Y10Tl OpIopéva Epya EMLTLYYAVOLY paKpoPloTnTa VG ALY
napoapréToval.

H Amy Hull givor vroyneo d18dxtopag otov topén tng Emikowvoviag kot tov
[MoMtiopov, éva kowod mpdypapua tov [avemotnuiov York kai tov Iovemomuiov
Toronto Metropolitan. H épevvd g ypnoiponolel pun ovtdyBoves koAMteyvikég
OVOTOPOCTAGELG TOV Bavatov Tov avtoxfovemv g onueio exkivnong yia tnv e&étaon
MMudtov Tov aEOPOLY TN SWUOPE®CN TNG KOVOSIKNG TAVTOTNTOG KOl TN
VEKPOTIOMTIKY] GY£0T HETOED TV avTOXBOV®DV AamV Kot Tov Kovadtkol Kpdtovc. ‘Eyet
OTOVOAGEL YOPO, £XOVTAG OMOKTNGEL LETAMTLU) KO Titho MA Dance kot mruyio BFA
Hons. Xopov, apactatikov Teyvav kot Xopoypapiag amd to [Tavemotiuo York.
Eivar péloc g Golden Key International Honors Society kot €xet tiunfet pe ta
BpaPeia Susan Crocker kon John Hunkin otig KoAég Téyveg, 10 Bpapeio Dr. Allen T.
Lambert Scholars kot tnv vrotpogio. Ontario Graduate Scholarship. H Amy éyet
dwatedéoel og dapopeg Béoelg, petaly Tmv onoimv w¢ Guest Editor tov meplodikod The
Dance Current kot Research Associate 6to Laboratory for Artistic Intelligence, xa éxet
ouvepyaoTel pe opddeg yopol kot toipkov otov Kavadd kot 610 e£mteptko, Omms ot
Balancing on the Edge ko1 AVA Dance company. ‘Exel exmoidevtel g dayeipiotpia,
nevhoug, Eyovtag amogotthoel Toco and to npdypappa Going with Grace End of Life
Training g Alua Arthur 6co kot and to Tpdypappo Contemplative End of Life Care
tov Institute of Traditional Medicine. Eivaw Newfoundlander pe xotaymyn amd tovg
Mi’kmaq kot Tovg Inuit.

having received her MA Dance and BFA Hons. Dance, Performance and
Choreography, from York University. She is a member of the Golden Key
International Honors Society, and a recipient of the Susan Crocker and John Hunkin
Award in the Fine Arts, the Dr. Allen T. Lambert Scholars Award, and the Ontario
Graduate Scholarship. Amy has held multiple positions including Guest Editor of The
Dance Current magazine and Research Associate at the Laboratory for Artistic
Intelligence and has worked with dance and circus companies in Canada and abroad,
including Balancing on the Edge and AVA Dance company. She is also a death doula,
having graduated from both Alua Arthur’s Going with Grace End of Life Training
Program, and the Institute of Traditional Medicine’s Contemplative End of Life Care
program. She is a Newfoundlander of Mi’kmagq and Inuit heritage.

Sinibaldo de Rosa: From Esotericism to Spectacle: Theatrical Adaptations of
Alevi Ritual Practice

Avogepopevn oty £vvota Tov Bedpatog kotd tov Guy Debord, n mopovoioon e€etdlet
T OeaTpiKn TPOGUPHOYT TOV TEAETOLPYIKMOV TPUKTIKOV TV AAefrtdv —1dimwg Tov
semah, €vOG €VOMUATOL TVEVLHOTIKOD GTOWEIOL TNG TEAETNG ayn-i cem— omd N
dekoetio Tov 1980 émg onuepa. Baoilouevn oe extevn eBvoypapikn épevva otV
Tovpxia ko v Evpdnn, diepeuvd tov Tpoémo pe Tov omoio GuTéEG Ol TPOCOPHUOYES
dtayepioTnKay TIG EVTAGELG LETAED TNE TEAETOLPYIKNG OKEPALOTNTOG Kot TNG OeaTptkng
mopovcioons. Méoa amd HEAETEC TEPITTOCEMVY, OTIMG TO VIOKIUAVTEP OeaTpikod £pyo
Kardeslik Toreni — Samah (1983) tov Ankara Deneme Sahnesi, Tig oOyypoveg
xopevTkég mapaywyég 4Kapr 40Makam (2011) g Yesim Coskun kot biz(2014) tov
Bedirhan Dehmen, ka0a¢ kat peoTifdA ToV TPOoONONKAY EVTNTIKA 0O TIC KOWVOTNTES
v Adefrtav otnv Evponn, 6mwg to Bin Yilin Tiirkiisii (kvpioiektikd «To Tiirkil tng
Xuuetiagy) (2000) ko To Doga Askina — Terre, Mon Amour (2014) — n gpyacia
vroypoppilel Tov TpOTO LE TOV 0TTOI0 OVTEC O TOPACTAGELS LETEPEPQY TNV TOALTIOTIKN
Tapaymyn 1oV ALt ond GUUUETOYIKE, ECMTEPIOTIKE TEAETOVPYIKE TANIGLO TPOC

Sinibaldo de Rosa: From Esotericism to Spectacle: Theatrical Adaptations of
Alevi Ritual Practice

Engaging Guy Debord’s notion of spectacle, this paper examines the staged adaptation
of Alevi ritual practices — particularly the semah, an embodied spiritual component
of the ayn-i cem ceremony - from the 1980s to the present. Drawing on extensive
ethnographic fieldwork in Turkey and Europe, it explores how these adaptations
navigated the tensions between ritual integrity and theatrical presentation. Through
case studies including the documentarist theatre piece Kardeslik Toreni — Samah
(1983) by the Ankara Deneme Sahnesi, the contemporary dance productions 4Kapt
40Makam (2011) by Yesim Coskun and biz (2014) by Bedirhan Dehmen, as well as
festivals promoted with gigantic tones by Alevi communities in Europe, such as Bin
Yilin Tirkdsi (lit. “The Turki of the Millenium’) (2000) and Doga Askina — Terre,
Mon Amour (2014) — the paper highlights how these performances shifted Alevi
cultural production from participatory, esoteric ritual contexts toward more visually
and aesthetically codified public domains. My discussion critically addresses
dominant narratives that reduce semah to entertainment, highlighting instead how




O OMTIKA Kol oloONTIKA Kodkomompévovg dnpociovg ympovs. H ovlnmon pov
acyoleltor KpITikd pe Tig Kuplopyes aenynoes mov mepropilovv 1o semah otnv
yoyoyoyio, emonuaivoviog oviifeta tov TpOTO e TOV OMOI0 Ol TOPACTAGEIS TV
Alefrrav dwyepifovrar Tig eviaoelg Letalhd opatdTNTAG Kot AmOKPLUYNG, EEMTEPIKMOV
(zahir) kot ecotepikdv (batin) evvoudv. Ot Beatpikéc mapactdoelg semah
OTOKOAVTTTOVTOL Oyl ©C TEAETOLPYiEG €KTOC TAOIGIOV, OAAG ©OC YMPOL OTOL
SOOTOVPDOVOVTOL 1| EVOOUATOUEVT] TOPAS0GT), 1 TOMTIKY OpAcT] KOl 1 TVELLOTIKY|
éxppaon. H mapovciaon tomobetel tv mpocappoyr| tov teletovpyldv tov AAeitodv
070 TANICI0 gVPVTEPOV GLINTNCEMY GYETIKA LE TO O 0TI TEPIO®PLOTOIUEVES
KOWOTNTEG, LITOSTNPILOVTOG Lo AETTH KOTAVOT|GT TOL TPOTOL WE TOV 0Toio To BEaua
UTOPEL VO YPTOLUELGEL MG GTPOTNYIKO EPYOAEID YO TNV TOMTIOTIKY] AVTIOTAGT, TN
SUOPO®CN TNG TOVTOTNTAG KOl TV 1GTOPIKY| avaKkapym. Av Kol GUYVE TOPAUEVOLV
o€ UEYAAO Pobud mEPOPIoUEVEG OTIC KOWOTNTEG TV AAEPLTOV 1| GE TTEPLOPIGUEVO
KOWO NG OoTOoPAs, OULTEG Ol TOPACTAGELS TAONYOUV HETOED OpOTOTNTOG KOl
0opaTOTNTOG, TPOCOEPOVING VEOUG TPOTOVG TPOcGPacng o€ [ TOPadOCLoKE
EC0MTEPIOTIKN TPOKTIKT).

O Sinibaldo De Rosa civot epevvntig kou kaAMTEYVNG TOL eEgPELVA TNV Kivnomn, Tov
xopo KoL TV TeEAeToVpYia Yo avBpmdTovg Tov {ouv 610 TEPIBDPLO. O SNUOGIELGELS TOV
&yovv eppaviotel ota meplodikd Performance Research, Dance Research, Heritage
Turkey kot otic cvAloyéc Danses et Rituels, Aesthetic and Performative Dimensions
of Alevi Cultural Heritage and Ritual, Tanz, Biihne. To di1daxtopucd tov (Ilavemotipio
tov Exeter kot [Mavemotuo tov Cardiff) vroompiybnke amd éva Ppapeio AHRC
SWW DTP kot po vrotpogio £pgvuvag oto Orient Institut-Istanbul. To mpocovTa TOL
neprapPavoov évo Advanced Diploma in Movement Notation (Laban) amd 10
CNSMDP, éva Research Master’s in Area Studies (spec. Turkish) omd to [Tavemietuo
tov Leiden kot éva wrvyio otnyv [oAtticukn AvOpomoroyia amd to [Tovemiotiuo g
Mmnoidvia. Aldage oto Ilavemotiuo Roehampton, oto Bird College kot oto Rose
Bruford College, kot fitav peTodidaktoptkog epevvntig o1o mpdypappe Negotiating
Abjection: Performance and Politics among Turkey’s Diasporas in Lombardy oto
[Hovemomuo tov Middvov. Qg oavaivtig «ivnong Laban, o Sinibaldo
OVOKOTOOKELOOE amootacuato and to Rainbow ‘Round My Shoulders (1959) tov
Donald McKayle ko1 katéypoye 1o 4Kap1 40Makam (2011) tov Yesim Coskun. [Tépa
amo TN O0VAELR TOL MG dPOUATOVPYOS Ko massage therapist, €ival cuVTPOESPOC TG
Society for Dance Research kot pédog tov dtotkntikov cvpoviiov g Tavaziva Dance
Company.

Alevi performances navigate tensions between visibility and concealment, outer
(zahir) and inner (batin) meanings. Theatrical semah performances are revealed not
as decontextualized rituals, but as sites where embodied tradition, political agency,
and spiritual expression intersect. The paper situates the adaptation of Alevi rituals
within broader debates about spectacle in marginalized communities, arguing for a
nuanced understanding of how spectacle can serve as a strategic tool for cultural
resistance, identity formation, and historical recovery. While often remaining largely
confined to Alevi communities or limited diasporic audiences, these performances
navigate visibility and invisibility, offering new modes of access to a traditionally
esoteric practice.

Sinibaldo De Rosa is a researcher and artist exploring movement, dance and ritual
for people at the margins. His publications appeared in the journals Performance
Research, Dance Research, Heritage Turkey and in the collections Danses et Rituels,
Aesthetic and Performative Dimensions of Alevi Cultural Heritage and Ritual, Tanz,
Biihne. His PhD (University of Exeter and Cardiff University) was supported by an
AHRC SWW DTP award and a Research Grant at the Orient Institut-Istanbul. His
qualifications include an Advanced Diploma in Movement Notation (Laban) from the
CNSMDP, a Research Master’s in Area Studies (spec. Turkish) from the University
of Leiden and a degree in Cultural Anthropology from the University of Bologna. He
taught at Roehampton University, Bird College and Rose Bruford College, and was a
Postdoctoral Research Fellow working on the project Negotiating Abjection:
Performance and Politics among Turkey’s Diasporas in Lombardy at University of
Milan. As a Laban movement notator, Sinibaldo reconstructed extracts of Donald
McKayle’s Rainbow ‘Round My Shoulders (1959) and notated Yesim Coskun’s 4Kap1
40Makam (2011). More than working as a dramaturg and massage therapist, he serves
as Co-Chair of the Society for Dance Research and as a Board Director of Tavaziva
Dance Company.

Avtovio Bacihdkov: To emiTeleoTIKO CONE 6TO YUAMKO ONUOGLO JOPO OLKO-
avtictacnc. H perétn mepintoong tov opddowv Brigade Activiste des Clowns kot
Alternatiba

Antonia Vassilakou: The Performative Body in the French Public Space of Eco-
Resistance: The Case Studies of Brigade Activiste des Clowns and Alternatiba




Avtikeipevo g mopoOoOC  €ONYNONG  OmoTeEAEl 1 OlEPELVNON  EVODUATOV
EMTELEGTIKAOV TPOKTIKOV G OVIIOTAGT, GTO TAMIGIO TOL YOAAIKOD OWKOAOYLKOV
axTifiopod. Méoa amd tn peiétn 0vo meputtocemv (case studies) tng KoAlektifog
Brigade Activiste des Clowns (Aktipiotik] Mmptydda KAioovv) oOmov pe v
KOVOTIKOTNTO TNG YEAOLOMOINGTG EMOUDKETOL Vo, avadelytel 1 omodouncn Tov
Kupilapyov porwv egovaiag, kot tng opdadoc Alternatiba émov o yopdc, péca amod T
dtopydvwon echno/rave-parade d1adnADcEDV dlopOpdveTal MG EPYUAEID GUAAOYIKNG
Otekdiknong, efetaletar 10 Béapa g emovampocéyywon (détournements) g
YOYOYOYIOG OTOXEVOVTOG GTIV TOATIKN TopEUPaon.

Souminpopotikd, a&lonoi@vtag Tic Oewpnoelg Tov Kapvapaiiov (M. Bakhtin) kot tov
pepiopov ¢ Aoyikng (J. Ranciére), ot mopomdve mpaxtikég Aettovpyodv ¢
ouveldntég «oknvobeciesy pNéENG, OVOKOTOCKELTG GUUUETOYIKMOV TOPOCTACIOKOV
YEYOVOT®V EKTOVMOONG KOl TOATIKOTOUNUEVNC OoONTIKNG EUTAOKNG, AVAOEIKVOOVTOG
T S10eVvdeon BedTpov, EMTEAECTG KOl TOMTIKTG OpACT|G GTOV ONUOGLO XMDPO.

H Avrovie Baclhdkov eival ekmoudevtikog, mM0omoldc-cknvobETne cmuatikon
Ogdtpov ko pélog E.E.IL. tov Tunuatog Osoatpikdv Zmovdav g XyoAng Koimv
Teyvav tov ITavemompuiov Ilehomovviicov pe €dikevorn 610 copatikd BEatpo otnv
yorAun oknvr|. Etvan kdtoyxog dvo petantuylakadv tithov, tov DEA Théatre et Arts du
Spectacle a6 1o [avemorto Paris X—Nanterre (2005) pe vrotpoeio tov 16pvuotoc
Kpiedn, kar tov Master II Théatre: Mise en scéne et dramaturgie omd to 1010
Hovemomuo (2017), pe €dikevon oty oknvobecio kol ™ dpapatovpyic. Eivor
KGT0Y0G 0100KTOPIKNG SrotpIPrg pe «Aptoton pe Béua «H tpoaykn pyukn téyvn otig
oknvobeoieg tov Jean-Louis Barraulty omd to Tunquo Lettres, Langues et Spectacles
tov [Tavemotnpiov Paris Ouest Nanterre La Défense (2014) vnd v enifAeyn tov
kaOnynt Jean-Louis BESSON. Amogoitnce and ) d1ebvi 6yoAn couatikod Oedtpov
Ecole Internationale de Mimodrame de Marcel Marceau oto Iopict (2005) ko
e€eldkedTNKe TEPAUTEP® UECO OO GEPAE  EPYOCTNPI®V HE OVAYVOPIGUEVOLG
Beatpucovg dnovpyovg 6mmg tnv Ariane Mnouschkine, Claire Heggen kot Yves Marc
(Théatre du Mouvement), ™ «MéBodo Teplomoviov», Complicité pe tov Koota
Ouhinnoyiov, ka. ‘Exet epyaotel wg nbomoidg copatikod Bedtpov kot movement
director oe mopaywyéc oty EALGSa ko T [NaAlio 6mwg otov d1ebvn Yoo Biaco
texvav opopov Teatro del Silencio, meprodevovtag oe Iorria, Iomavia, XiAn, Notwa
Kopéa kar OAlovdio. Addokel oto Tunquo Osotpikdv movdav g XyxoAng Kooy
Teyvav tov Iavemomuiov Ilehomovviicov amd 10 2008 oe mMPOMTLYIOKO Kot
UETAMTUYIOKO ETimed0 OmMOLOMY. XVUUETEYEL TOKTIKO OE EVPMIOIKO EPEVVITIKA
TPOYPAUUATO, GUVESPLO KOL EPYUCTIPLO.

This abstract examines embodied performative practices as forms of resistance within
contemporary French eco-activism. Through two case studies - the Brigade Activiste
des Clowns (Activist Clown Brigade) that employs the ridicule as a strategy to expose
and deconstruct dominant structures, and Alternatiba, whose techno/rave-parade
demonstrations articulate dance as a tool of collective claim-making — the subject
explores spectacle functions as détournement and as an instrument of political
emancipation.

Furthermore, drawing on the concepts of the carnivalesque (M. Bakhtin) and the
distribution of the sensible (J. Ranciere), these practices function as deliberate
"stagings of rupture" that reconstruct participatory performative events, transforming
the public sphere into a site of politicized aesthetic engagement and highlighting the
profound interconnection between embodied performance and political action.

Antonia Vasilakou is an actress, director and theatrologist, with specialization in
physical theatre on the French stage. She holds two master's degrees, a DEA in
Theatre and Performing Arts from the University of Paris X—Nanterre, in receipt of
Konstantinos Kriezi scholarship and a Master Il in Theatre: Direction and
Dramaturgy from the same university. She achieved her PhD in Theatre and the Arts
of Representation from the University of Paris Nanterre, with "First Class Honours".
She studied physical theatre in the International School of Mimodrama of Marcel
Marceau in Paris. She further specialized through workshops with renowned theatre
creators including Ariane Mnouchkine, Claire Heggen and Yves Marc (Théatre du
Mouvement), Th.Terzopoulos and Kostas Filippoglou. She has also explored
contemporary dance under the guidance of instructors such as Felix Ruckert, Nathalie
Pubelier and Claudia Castellucci. Antonia worked as a physical performer, a director
and a movement director is various performances in Greece and France. She was a
collaborator of the well-known French-Chilean street theatre-circus company Teatro
del Silencio touring with them to street festivals across France, Spain, Chile, S. Korea
and the Netherlands. Since 2008, she has been imparting her expertise in physical
theatre, as a faculty member of the Department of Theatre Studies, Faculty of Arts, at
the University of Peloponnese in undergraduate (BA) and postgraduate (MA) level.
She engages in European research programs, congresses and workshops on a regular
basis.




Yrepovia Mviova: (Zov-)okny Emrtéleon - Avanaprotd@vrog 0fatpo Tov
Ocdpatog: Karvnrovrog kKivijpata tov Osdpatog, H’ Mwg va yiveg 0éapa, 'Eva
padnpa e€rooppdnnong o£0E®V KOGTOVG-OTOTEAECLATOS

Mio, Stodeén — TOPAGTACT TEPLOPICUEVT] TNV EPUNVELN KOt apiepopévn otov Guy mmg
TOV AéVe

«To Bapa emavevavel Ta YOPIGTA, AALA TO ETAVEVOVEL YOPIGTA.» 29

Mo, omdmepa va, vepfovpe v aeOntiky (mov Ee-ympilel kol yopilel €& opiopon)
...p Alaig. Eéaviiavrag tov Xopo.

Not. H atebntikn yopilet, akdpo Kot 1) GOUTEPIANTTIKY OGO TIKY], Ol GUUUETOYNKES
TOPOCTACEL, Ol KOWMVIKEG YOpoypoapieg kot OAeg Ot (LEeTo-)UETAPOVIEPVES 1)
OUYYPOVEG YOPEVTIKEG EMTEAECTIKEG TPAKTIKEG UE VYMAN, Agia oioOnTikh (akdpo Kot
otav ocvumeptiapfdvovral mom otoyein). Ta 1010 66- cvpPaivouv ko pe tnv
o100 TIKOTOIN o TNG TOALTIKNG. AV Ta KOAMTEXVIKA Epya EX0VV TOALTIKY| a&ia, alyovpa
dev gival auTd oL Elval PNTA TOAMTIKA.

Yiyovpo 0élete vo améyete amd To Oéapa; Tkepteite 1o Eavd. Kot Eava ko Eava ko
Eava. 'H oy v vou 1 oyvad oywvodl oyvad.

Yuv-oMkn emitéleon etvar o Opog/évvorla mov emvonca yuo va avaeepb®d oto Bapa
TOV OmEIPOV Kl 6TV amelpoOTTo. TOv Oeduatog. Pe mhvta, ovo-mtopdoTtacn, exov-
epUNVELD, ETAVA-ANYT], ava-KTnon, ava-0éomion, peneptopro. H emréheon eivor ol
Kot TavTo, avoAOKANpoTn. O kdcHog glvar pa oknvn, omote vdpyovv Bedparta. To
Ogdporta kol 1 Oaon givar kol cuveldntd kot acvveidnto Towtoxpova. ‘Eva Cevydpt
patia...n AAiog yiveoar Koxhomog. Koivtepo 2 and 1. Kot axdpe koivtepa 3. To
TPiTO GOL pATL.

Ol emtédeon eivar 1 avamtoén Tov dpov OAkdc Xopodg EUTVELGUEVOS OO TNV
Oswpia Tov Baykvep ywoo to Gesumtkunstwerk: to cvvolikd €pyo téyvng. O
OULVTOVIGHOG OAwV Tov aiodnoswv. O 0pog oAKOG yopds yevvnOnke péoa omd v
épevva pov otov Emitedectikd yopd, Op0 MOV OKEPTNKO Yo VO TEPLYPAY® TNV
a1oONTIK TOV GUYYPOVOL YOPOD 7OV Eival EMMPENCUEVOC OO TIC EMITEAECTIKEG
TPOKTIKEG KOl TIG TOPAoTATIKES (aKkopa) omovdeg. Iletder n AéEn; [etder. Nopilw
apketd og e0®. [ToAlol o1 6pot Kot TOAAEG Ol EVVOlEG.

AVTéC Ol TOAOVTAOOELS dev glval TowW-Unpog aAld péca-£&m vymAdtotolr Pabuoi
SMULOVPYIKOTNTAG TOL AKTWVOPOAOVY amd TO KEVIPO GE GMEPOVE KOKAOLG UEYPL KoL
TOoVG YOUNAOTEPOLS PBabuovg N kol Kol @opd avdmoda. Iloté dev Epelg mote Ba
vevvnBovv kot tote Oa EgmeToytovy. Metpdel kai 1 dtothpnon.

[potewouevn Piprloypaeion Rosalind E. Krauss H llpwrotvmio e [lpwromopiag,
Keiuevo, yio. tyv Téyvy. Exoooeig IDE0pov, n Alda

H Ztepavio Molovd eival KaAMTEXVNG TOV YOPOv, XOPOYPAPOS Kol aveEapTnn
EPELVNTPLAL TOV YOpov Kol NG mepPopuave. Eyel d1daxtopd pe titho Xopedovra

Stefania Mylona: Total Performance - Re-staging theatres of the spectacle:
Covering up movements of the spectacle, Or on how to make a spectacle out of
yourself. A lesson to balancing cost-effect relationships

A lecture performance closed in interpretation dedicated to Guy what’s his name
“The spectacle reunites the separate, but reunites it as separate” Debord 29

An attempt to transgressing aesthetics (that separate) ...Or Else. Exhausting Dance.
Yes, all aesthetics separate, even inclusive aesthetics, participatory performance,
social choreographies and the like post-post modern and even more so through their
highly sleek aesthetization. Same sh - happens with politicized artworks. Artworks if
they ever stand any political value are certainly not the ones that are explicitly
political.

Are you sure you want to abstain from the spectacle? Think again. And again and
again and again. Or don’t. Or do. Do be doo be do.

Total Performance is a term I coined for referring to the spectacle of infinity and to
the infinity of the spectacle. Re. Always re. Re-interpretation, re-petition, re-claiming,
re-pertoire. The world is a stage and so there are spectacles. You are responsible for
what you perform consciously and unconsciously. A pair of eyes or else you become
a Cyclop. Better three than two.

Total Performance is the development from my term Total Dance, inspired by
Wagner’s theory of Gesumtkunstwerk or total work of art: coordination of all the
senses. Total dance was created through my research in Performance Dance, a term 1
coined to describe contemporary dance aesthetics influenced by performance practice
and performance studies theory. I examined visuality in dance as an intersection of
performance and dance and as a continuation of the European histories of
entanglement of dance to theatre to an all American European dance. Words fly
apparently. I think you ‘ve had enough. Too many coins.

These oscillations are not back and forth, they are in and out high(est) degrees of
creativity radiating from the centre to infinite cycles. You never know when they are
going to pop up. Conservation matters as well.

Suggested reading Rosalind E. Krauss The Originality of the Avant-Garde, or Else by
Jon McKenzie.

Stefania Mylona is a dance artist and performance scholar. She holds a practice-
based PhD from the University of Surrey entitled Dancing Sculptures (2012) and an
MA from Trinity Laban in European Dance Theatre (2005). She is recipient of the
Greek State’s Scholarship Award, The Glynne Wickham Award and the Society of
Dance History Scholars Graduate Award. She has choreographed for various venues
in Athens and London. She is the founder of Performance Philosophy School of
Athens which held two events in Athens (2014, E.D.W. and 2017, National Museum




Iortg amd 10 mavemot|wo tov Surrey (2012) mov peAétnoe TNV EIKOCTIKN
dpapatovpyio 6To Yopd Kol peTantuylakd dimhmua oto Evponaikd yopobéatpo amd
7o Laban (2005) mov exkmovnoe w¢ vmotpopoc tov LK.Y. ‘Eyer AdPer ta
BpaPeic SDHS kar Glynne Wickham amo 10 SCUUD «at elvar RELOG
tov British Higher Education Academy. ‘Eyet yopoypaeroetl kot €yt d100EEL Yopo,
omv Affva kot oto  Aovdivo. Eivar  péhog 10U S1ebvoic
dktvov Performance Philosophy 6g cuvepyasia pe To omoio £xel opyavmdael 300 POPES
to Performance Philosophy School of Athens (2014, E.A.Q. k012017, EMXT). ‘ApBpa
mg €yovv ekdobel oto Performance Research Journal xon otoTheatre Topics Kot
CAET peta&d aAlov.

of Contemporary Art, EMST) in association with Performance Philosophy
international network. She is an emerging author published in Performance Research
Journal and Theatre Topics and CAET among other instances.

Xpwotiva Pawvyapt: (Ava)dratvnavovtas o Ofapa tov Eavtod

Exkwvavtag amd v mopadoyn tov 21 ot @¢ pio HOTEPN KOTITOAGTIKY ETOYN
TOV €0TOV KOl TNV GKNVI] TOL GUYYPOVOL Y0pol, UEGA GE OVTN, O Lk OUKOVOuia
YOPELTIKMOV GOAO, T elonynomn e&epeuvd 10 QUIVOUEVO TV GOAO TOGO O uia
exdnAmon tov Oeduatos tov eavtod, 660 KOl O v EPYOAEID VTOVOUELGNG TOL.
Appiopntovrag v avtiinyn g emTéAEONS TOL €0VTOD ®G pio BEQUOTIKY GTyUn
elMKpivelng, aUeSOTNTAS, YVNOLOTNTOS, YEPOPETNONS, ehevbepiag Kol TPOCMMIKNG
0ANOE0C, VT ATOKAAVTTETOL OC £VO GUUTTMOWUO «OIGONTIKOV aTOMIKIGUOV» [Ana
Vuyjanovi¢ and Bojana Cveji¢], avto eKpetdAlevons, TOMTIKOV TOVTOTNTOGC,
OVLGCLOKPATIOG KO EMGPAAOVS AVTO-TOMTIKNG VIEP-EPYAGING, MOTE VO TPOKOWYEL Uia,
evkapia opatdtrag, adlag kot emPinong oto ydpo ¢ téyxvne. To colstapidro
kafiotoTot pio TopacTATIKN TAEN TOL CVTO ATOUOVAVETOL KO SOUELTAL 0O TOVE OPOLG
NG aYOpdg Kol TN POvVIAGIimoT) TOL ATOUIKOV €00TOV TG® omd TNV HLAcK TG oVTo-
xopoypapiog Kot g yepapétnong. Tavtdypova, To YOPELTIKE GOAO, WOMUEVE MG
EMTELECTIKEG EVEPYELEG HLOG OAOKATPNG KOVATODPOG Kol OIKOVOUIOG TTOPQ M OTAES
EMTELEGELS EQVTMOV, UTOPOLV VO AEITOVPYNOOLY MG HLOPPES ECTIOCNG TNG TPOGOYNG
oTNV  KOW®VIKY]  OYeclokotNnTa, ywopeva évog yopog Bedpnong g
VTTOKEWEVOTOINONG ®G Slopuecolafnuévng amd TOMTIKES, olcOnTikég, 1oTOpiEg
Kol OYeclokéEg ovvoulkéc. Téhog, ®g onuovpyds kol mepPOpUEp, TPOTEIV®D TO
napddeypo Tov £pyov pov PATRICIA, évo cOAO pioG OVOTOPKTNG TEPPOPLEP, TNG
Patricia, ektelecuévo amd £vo, viovéto. H Patricia ototyeidvel tig 00 meppopep, ot
0moieg JPKAOC avaPEPOVTUL G ATV, AAAALOVTOC OUMS GUVEYMS TNV OVGIN Kol TO
apnynua ™me. To Béapa g eavtng g Patricia Opvppartiletor omd v emo@oin g
amovcio Kol TNV evepyn mapovsio VOGS PEVYAAEOD VIOVETOL OV amocTofepomotel
adLAKOTTO TNV TOVTOTNTA TG,

H Xpwrtiva Pawvyopt elvor Onuiovpydg mepeoOpuUovG,  TEPQOPUEP KOl
gpeuvnTpla. Amoeoitnoe pe dprota and v Kpatiki Xxoin Opynotikng TEyvng kot
10 Tpnuo Oewpiag kot Iotopiag e Téyvne g Avotding Xyoinc Kolov Teyvov.

Christina Reinhardt: (Re)formulating the Spectacle of the Self

Departing from the idea of the 21* century as a late capitalist age of the self and its
contemporary dance scene as an economy of dancing solos, the article explores the
phenomenon of dance solos as a manifestation of the spectacle of the self, as well as
a tool to subvert it. By breaking down the perception of the performance of the self as
a spectacular moment of honesty, immediacy, sincerity, emancipation, freedom,
and personal truth, it is exposed as a symptom of “aesthetic individualism” [Ana
Vujanovi¢ and Bojana Cveji¢], self-exploitation, identity politics, essentialism, and
the artist’s precarious autopoietic surplus labour to have a chance to gain visibility,
value and survival in the art market. The soletariat becomes a performing class that
isolates itself and is structured by the terms of the market and the fantasy of an
individualistic self under the mask of self-choreography as self-liberation. At the same
time, dance solos, seen as performative gestures of a whole culture and economy,
rather than mere performances of selves, can function as forms of calling attention to
social relationality by becoming a site of considering subjectification as mediated by
politics, aesthetics, histories, and relational dynamics. Lastly, as a dance maker and
performer myself, I present the example of PATRICIA, a piece of mine, which is the
solo of a non-existent performer, Patricia, performed by a duet. She haunts the two
performers, who perpetually refer to her but keep changing her substance and
narrative. The spectacle of the self of Patricia gets shattered by her precarious absence
and the living presence of a fleeting duet that continuously destabilizes her identity.

Christina Reinhardt is a performance maker, performer, and researcher. She
graduated with distinction from the Greek National School of Dance, as well as the
Art Theory and History Department of the Athens School of Fine Arts. Additionally,
she holds a Masters in Critical Studies from Sandberg Institute (Amsterdam), that was
grant-aided by the Greek State Scholarships Foundation. Her writing work appears in
Yusra magazine (GR) and publications of MA Critical Studies at Sandberg Institute
(NL). She has presented her performance work in Greece and in the Netherlands. As




Eivai, emiong, kdtoyog petamtuylakov titAov ota, Critical Studies and to Sandberg
Institute (Apoctepvtap), kotd T0 omoio vmnpée vrdtpopog tov IKY. Kelpeva g
eppavifovtol oto mePLodikd Yusra kot o€ ekdocelg tov MA Critical Studies tov
Sandberg Institute. 'Exer mopovcidcel mepeoppovg g oty EAAGSa kot otnv
OMavdia. Qg meppdpuep €xel ovvepyootel pe Omuovpyovs, Ommwg ot Nova
Melancholia, Thommy Kraft, Mopiéio Néotopa, Mapia KoAomoviov, ‘Ipig
Kaopayiav, Hellenic Dance Company, Apio Mrovundkr, Martin Creed xai Florent
Frizet. 'Eyetl yopéyel og d1dpopa pectiPai Kot d1ddEeL 68 TOAAG GTOVVTIO Kot GYOAEG
xopoV. ‘Exer Ppofevtet oamd v ARTWORKS (2022) o eivor fellow
tov Ilpoypdaupartog Yoot piEne Kariiteyvav Iopopa Zravpog Nidpyog. Emiong, £xet
epyootel g art mediator ko fon06g empeAnt oe Sdpopeg ekbBécelg téxvne. To 2022
vp&e PEAOG NG £EETACTIKNG EMLTPOTNG TOL Y Tovpyeiov [ToAttiopov kot ABANTIGHOD
OTIG OUMAMUATIKEG EEETAGELG TOV OVATEPMV EXAYYEAUATIKAOV GYOADV Yopov. Eivar éva
amod To 1OPVLTIKA PEAN NG OWKOAMTEYVIKNG TAATQOpUOG foitoitoi tng Rietveld
Academy (Apotepvrop). Ta gpevvntikd g evolapépovta Kivohvtot yopm and queer
Kot trans studies, Yyoyavaivot, GVAAOYIKES TPUKTIKESG, TOATIKEG avapopdg [citation
politics], epotiuota YAOooHG Kot vonuatog, performance studies, LOLGIKY TOVK, TN
LETAYPOAPT KOL TV OVOIKEI®MOT).

a performer she has collaborated with artists such as Nova Melancholia, Thommy
Kraft, Mariela Nestora, Maria Koliopoulou, Iris Karayan, Hellenic Dance Company,
Aria Boumbaki, Martin Creed, and Florent Frizet. She has performed in several
festivals and taught in multiple dance studios. In 2022 she has been awarded the
Stavros Niarchos Foundation Artist Fellowship by ARTWORKS (GR). Furthermore,
she has acted as an art mediator and curator’s assistant in various art exhibitions, as
well as a member of the Greek graduate professional dance school exams jury board
in 2022. She is one of the initiators of the interdisciplinary platform toitoitoi of
Rietveld Academy (Amsterdam). Her research interests lie in queer and trans studies,
psychoanalysis, collective practices, citation politics, questions of language and
meaning, performancestudies, punk music, transcription, and alienation.
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Aéomova Koopomoviov, Metadidaktopikn epevviTpia, amocmacuévn oto Tunqua Osatpikadv Xmovddv EKITA / Despoina Kosmopoulou, Postdoctoral Researcher NKUA
Ytepravn Towtghmvn, Ernikovpn Kadnynrpio, Tuquo @satpicov Xmovdodv EKIIA / Steriani Tsintziloni, Assistant Professor, NKUA
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