AEEIKO/ LEXICON (work in progress)

Apopo@o/ Informe I

AVt Tov dev €xel caen Lopen, 1 oYNa, Tov Yo Tov Bataille (meploducd Documents)
potalet pe TV €KKPLoT, To TTVEAD, EAKDOVTOG T TAvTa Tpog o katw (bassesse), Tpog
™ PBdion g vdikzc TOLg LTOGTACTG KoL TO dtaTapayUEva Bepédia TG YADGGOG.

Art and architecture is about form. (Visual shape is a metaphor for conceptual form
ecc) But in the course of the twentieth century, this very notion (form) has become
suspect. This situation creates an interesting challenge: to find a form for
formlessness, to show the form that has no form. Below we list some of the forms of
formlessness that have been explored. Bataille's definition of informe posits the
formlessness of the world as implying its intrinsic worthlessness as well as the
unredeemable futility of our thinking about it. He uses the notion of "form" in an
abstract, philosophical sense which is at best obliquely related to the notion of visual
form — but his evocative visual metaphors resonate strongly with a certain strand in
the art of Dada and Surrealism: ". . . un terme servant a déclasser, exigeant
généralement que chaque chose ait sa forme. Ce qu'il désigne n'a ses droits dans
acucun sens et se fait écraser partout comme une araignée ou un ver de terre. Il
faudrait en effet, pour que les hommes académiques soient contents, que l'univers
prenne forme. La philosophie entiére n'a pas d'autre but: il s'agit de donner un
redingote a ce qui est, une redingote mathématique. Par contre affirmer que I' univers
ne ressemble a rien et n'est qu' informe revient a dire que l'univers est quelque chose

comme une araignée ou un crachat."

(Documents 7 (December 1929), p. 382, oto Georges Bataille: Oeuvres Completes 1. Paris: Gallimard,
1970. Georges Bataille: Visions of Excess. Selected Writings, 1927-1939. Minneapolis: University of
Minnesota Press, 1985 kot Yve-Alain Bois, Rosalind Krauss, L'Informe: mode d'emploi, Centre
Georges Pompidou, Paris 1996.)

Apopo@o/ Informe I1

H avBponordyog Mary Douglas avatpéyet omnv £vvola g VANG Yol va. oG ELAYEL
OTOV KOGLO TOV KaOapoy Kot TOL BPOHIKOV: «AV UTOPECOVIE VO APOUIPEGOVLE TNV
nafoyEveld KoL TV LYIEWVN amd TNV ovVTIANYY| pog Yo T Bpopud, Lévovue pe Tov
oo 0pIopd ™S Ppoptds g VANG ekTOG TOTOL. ATy givat po ToAD TAoHG10 o8
10éeg Tpocéyyion. Ymodnimvel Vo mpobmobécels: £Eva GhHVOLo amd TOKTOTOMUEVES
oyxéoels kol pa mopdPfacn avtg g taéne. H Bpoud emopévag dev etvon moté Eva
LEHOVOUEVO, amopoveréEVo cLpPay. Omov vrdpyet Bpoud, vadpyet chotua. H
Bpod glvat To VTOTPOIOV LUIOG CLGTNLUOATIKNG TOUKTOTOINGNG Kot TASVOUNONG TG
VNG, 610 PaBd TOV N TAKTOTOINOT] GUVETAYETOL TNV ATOPPIYT TOV AKOTAAANA®V
otolyeiov. Avti N avtiinymn yo ) Bpopd pog odnyel katevbeiov oto medio Tov
oLPoAopoD Kot TPOoUNVOEL T S1GVVOEST Ie GALD TTLO TPOPAVY) GUUBOALKA
cvoTpote KaBopdTnTa) «Order
implies restriction; from all possible materials, a limited selection has been made and
from all possible relations a limited set has been used. So disorder by implication is
unlimited, no pattern has been realised in it, but its potential for patterning is
indefinite. This is why, though we seek to create order, we do not simply condemn
disorder. We recognise that it is destructive to existing patterns; also that it has

potentiality. It symbolises both danger and power.
(Mary Douglas: Purity and Danger. An Analysis of Concepts of Pollution and Taboo. London:



Routledge & Kegan Paul, 1966, p. 94, eéAL. utop. Kabopotya kou Kivévvog. Kook Miovoy, 6to
ovAhoyké Topo Ta Opia tov Zouotog-Aiemiotnuovikég Ipooeyyioers, emy. Makpovidtn Aquntpa,
ptoep. Kootag ABavaciov, Kum Koayaprnédn, Mapiavve Kovdoin, ®@ddwpog Iapackevdmoviog,
Nnoog, Abnva, 2004)

Avti-popen/ Anti-form.

An imprecise term, originating in the late 1960s, applied to certain types of works that
react against traditional forms, materials, and methods of artistic creation. Robert
Morris, who wrote an article entitled “Anti-Form” in the April 1968 issue of Artforum
(vol. 6, 1968, pp. 33-35) defined the term—somewhat opaquely—as an ‘attempt to
contradict one's taste'. The basic elements of Anti-Form works are the properties of
the objects themselves: form, surface, dimensions. Particular attention is reserved for
the whole, with a deliberately summary approach to details, as occurs too with
Minimal Art. In substance, the materials used, the geometry of the works, the very
gestures of the action almost never belong to artistic tradition and are similar to those
of arte povera and Minimal Art. Various materials may be used in the works but the
operations are always associated with the exhibition context. The chosen space is an
integral part of the work, which sometimes attains monumental dimensions: the idea
of the installation takes form.

The Anti-Form artists often use industrial or building materials, such as steel, glass-
fibre, rubber, plywood and waste material, on which they effect simple actions
(cutting it or making it fall from a height). Examples of this include Morris’s “felts”,
strips of cut fabric, the remains of industrial processes, which the artist handles in
various ways, in accordance with a composition of a strict complexity although the
result of many single irregular elements. Anti-Form works do not develop from
precise programmed aims, as every type of manipulation could alter its meaning. The
artist is not required to have any particular ability and his work is totally superfluous,
because the aim is solely to make the semantic properties of the objects to emerge,
which are left free to follow the form that is natural to them: the work thus acquires an
anti-form, a form that is not established a priori, that alludes to nothing and that the
observer can analyse by effecting his own logical conclusions.

In the summer of 1967, Morris began to purchase rectangular sheets of industrial felt
and cut into them with a series of straight lines. When suspended, the strips of felt
would tumble from their own weight. Morris wanted to question the fixed geometric
shapes of Minimalist sculpture and the way Minimalism imposed order on materials.
As he wrote in his essay ‘Anti-Form’, the alternative was to let materials determine
their own shape. This meant relinquishing control of the final appearance: each time
this work is displayed, its precise arrangement will change

Morris helped to define the principles of Minimal art, writing important articles on the
subject, he was also an innovator in tempering the often severe appearance of
Minimalism with a new plasticity—a literal softness. In his works, he subjected sheets
of thick industrial felt to basic formal procedures (a series of parallel cuts, say,
followed by hanging, piling, or even dropping in a tangle), then accepted whatever
shape they took as the work of art. In this way he left the overall configuration of the
work (a configuration he imagined as temporary) to the medium itself. "Random
piling, loose stacking, hanging, give passing form to material," Morris wrote. "Chance
is accepted and indeterminacy is implied. . . . Disengagement with preconceived
enduring forms and orders for things is a positive assertion."

His work emphasizes the process of its making and the qualities of its material. But
even if Morris was trying to avoid making form a "prescribed end," as a
compositional scheme, the work has both formal elegance and psychological



suggestiveness: the order and symmetry of the cut cloth is belied by the graceful sag
at the top. In fact, a work produced by rigorous aesthetic theory ends up evoking the
human figure. "Felt has anatomical associations," Morris has said, "it relates to the
body—it's skinlike."

AvTticTpo@o gpeimo

To epeimo mov gunepiéyeton duvnTikd o€ KAOe depyocio petafoing Tov
TEPPAAALOVTOC Kol O)L TO £pEimio Tov dnpovpyeite oto mépacua tov xpodvov. O
Robert Smithson avagépetat oe po ppdon tov Napmodkoe: To uellov dev eivor mopa
70 TEMOAQWUEVO 10wEVO avTiotpopo. Ta «véo pynueion Tov Tomiov «ovTi vo pog
Bopilouv to TapeABOV potalet va pLag KAvVouv va ANGHovoUUE To HéAAoV... Kat autd
10 €100G XPOVOL eV £xeL YOPO- €lval OTATIKO Kot aKiviTon. AV -0mmg pag £6e1Ee o
Walter Benjamin cto Passagenwerk to epeimio. Kot To VAKG TEKUNPLO TOV TOAEDV
AmoTEAOVV OEIKTEC TV GUVOETOV UNYOVIGU®V TNG LVIUNG, TO «OVTIGTPOPO EPEITLON
OULVIGTOVV TPOOVAKPOVGHLO LLOG VELS XWOPO-XPOVIKNG O180TACNG KO LG
COTEPKEILEVIKNGY avayvmong T moAng. O Smithson mpoteivel £va ohvheTo cvuGTA
AVOTOPOCTAGEMV, YOPTOYPUPNCEWY, GLALOYDV, YOYOAOYIKOV peTafipdoemy,
HeTABEGEMVY KOl GLUVOEGEMV TTOV OGS STVOLV T SLVATOTNTA VO OTOKOAEGOVLLE L0
TETO0, AVAYVOGT EPYOTTHPLO

Avti-YAn/ Anti-Matter

Some time later, Pinot Gallizio developed a plan for ‘Industrial Painting’, in effect a
re-functioning of both painting and the assembly-line by yoking both together. He
devised a kind of Heath Robinson machine which, using industrial paints, could cover
rolls of canvas fed through it with arbitrary spatters of paint. In some ways, of course,
it was intended as a conceptual re-functioning of Jackson Pollock, inserting his style
of painting into an absurd industrial context. Pinot Gallizio then developed the idea by
suggesting that immense rolls of industrial painting could be used as road-surfaces
on the autostrada, until Italy’s motorways were all paved with Abstract
Expressionism. More modestly, Pinot Gallizio actually constructed a ‘Cavern of
Anti-Matter’ with his industrial paintings forming the walls and ceilings, creating a
cavern or grotto that was an entirely man-made—or rather, machine-made—painterly
environment. I found it a strange experience standing there, when it was reconstructed
in the Beaubourg after Gallizio’s son found the original rolls, stored away in a cellar. I
felt there had been a re-functioning of painting, not simply as architecture, but even as
nature, as the cavern walls sagged and seemed to be covered with some strange
deposit, about to crumble or drip.

Amepo

To ovumav dev eivar Teplopicpévo o kapio Tov katevBvvon INoti av NTav, Bo Tpene
va €xel kdmolo akpo. Opmg to PAémovpe mwg Eva Tpdypa dev umopet kKdmov va
TEAEUDVEL, AV OEV VTLAPYEL KATL TEPQ AT’ L TO TTOL VoL TO TEPLOPiLeL, £TG1L TOL VL
QOIVETOL TG LITAPYEL KATOLO0 oNeio mov 1 Opaon pag dev pmopel va Eemepdoet. Ki
a@oV Ba Tpémel va T oporoyncovpe Tmg TEPa and To OAov Timota dev LVIAPYEL, TO
Olov dev €xet akpo, dpa dev €xel tépua. Kat dev €yl onuocio 6e molo TEPLOYN TOL
ocvumavtog B otabeig: o€ molo onueio Kot va fpiokeTal Kaveic, To cOumay ekteiveTal
e&loov amepo mpog ke katevhuvon [...]

Kt axopa, av 6A0 10 S1AGTNH0 TOV GOUTOVTOG Eival KAEIGUEVO OO TOVTOV PEGO OE
Kafopiopéva Opta Kt NTaV TETEPAGUEVO, OAO TO amOBEN THG VANG Ao TovTov Oa glye
ovppevoet ota tpicPaba eEattiog Tov PApovg TV oTEPE®V, Kot Timote o€ Ba ‘“Tav



duvatd va cupPel kGt and Tov ovpdvio BOA0- 0vTE Kav ovpavdg dev Ba vpye UNTE
(MG TOL A0V, APOV OAOKANPT 1 VAN, NON entl adveg oToBayuévn, Ba NTav o
adpavng pala. Onwg £xovv To TPAYUATA OUMS, TO OPYIKA GTOXEIN TOV COUAT®V deV
&xovv novyia, aeod dev vrdpyetl kavéva «tpicfabo» movbevd, 6mov Ba pmopovcoav va
oLYKeVTpOBOLV Kat va peivovy. Ta mtavta Ppickovtal cuvexds o€ agvan Kivnon
Tavtoh 67 OAOL ToL LEPT), KO TOL COMOTION deV TaDOVY Vo €podtalovy VITOYEIDS TV
VAN, e€opumvtog péca and to Amepo.

Mov ‘pyetor 6TO VOU [d TIGTY| AVOTOPEGTOGT) 0VTOV TOV TPAYLOTOG, L0 EIKOVE. TTOV
KaOnpepwd BAémovpe va EgTuAiyetan pmpog ota patio pog. Ipodcete, kKabe popd mov
TPLTMVOLV Ol AKTIVES TOL A0V Kol PlYVOUV TO PMG TOVG LEG GTO GKOTAIL TV
oTITIOV paG: Ba d€1 TOALL LIKPOGKOTIKA GOUATION VO 0VaOELOVTOL LE YIAOVG dVO
TPOTOVG GTO KEVO TOV PMTICEL N OKTIVOL GOV VO UTAEYTNKOAY GE 0yDVO OCTOUATNTO,
OLYKPOVOVTOL KO LLAYOVTOL KOTE GUN VI XOPIg avamavia Kapd, Eeonkopuéva and
ATOVOTEG CLYKPOVGELS KOl am®ONoelS. AT avtd PUmopeis vo TPl o 10€a yiol o
TAOG Hotdlel aévan Kot adldkonn Kivnon Tov apyik®V GTOXEI®MV 6TO OmEPAVTO KEVO -
070 Pabud mov pmopel Eval LIKPO YEYOVOGS VoL LG OMGEL Lo 10£0L Y10, TO LEYOADTEPQL
KO VO QOTIGEL TO, XVAPLH TOL 001 YOVV GTI| YVAGT| TOVC.

A&iler va dmaoelg mpocoyn o€ ToUTa To GOUATIOw Tov PAETEIS Vo oTpofkilovtal oTIC
aKTiveg TOL A0V, Yot TOV EENG EMIONG AOYO: QTN 1 AVATOPAYN TOVG POVEPMDVEL TG
Kot 1 VAN kpOPet péoa Tig puoTikég kot abéateg kvnoets. Tati Oo de1g ToAAd popia
oKOVNG oTpmYpéEVe amd abéata yTumiuato vo aAAGlovv Topeia Kot mBovpeva Tpog
10 TOW VO, EMOTPEPOVV, TOTE ETCL TOTE AAAMG, TPOG KABe KatevBuvor. Ki eivan
QoveEPO TG OAN TOVTN N TEPUTAGVNON opeidetan ota dtopa. Katapydg, Ta dtopa
KIVOOVTOL £TG1 KL 0AADG omd HOVA TOVG: GTN CLVEYELWD, LE abgaTa ¥TuTnHaT, BETOVY
o€ Kivnon TiG WKPOTEPES OTOUIKEG EVDGELS, TOV £YoLV, Oa Adyape, SUVoUN
TOPOTANGLO LE QT TOV ATOUMV: QVTEG Ol EVOGELS LE TN GEPE TOVS PETOdIdOVV TV
Kivnon og dAleg, Kanwg peyalvtepes. 'Etol 1 kivion, pe apetnpio g ta dtopo,
apyiler v avePaivel kot va QTAVEL GTASIOKA KOt TN O1KN HOG avTiAnyn: puetadidetal
TEMK( KOl GTO COUOTION TOV UTOPOVUE VO SIKPIVOVLE GTO MG TOL A0V, YWPIG
OUMG VO ATOKOADTTEL TAL YT LLALTO, TTOV TV TPOKAAOVV.[...]

[Tavew oto BEpa avTd BEA® VoL 60V SO VO KATAAGPELG KATL akOUN: OTAV TO GTOLOL
eEpovTal amd 1o 1010 TOVS TO PAPOG LES GTO KEVO, GE OTIYUEG OKOOOPIOTES KOl GE
TOMOVS AKABOPIETOVG TAPEKKAIVOVY KATTMG 0md TNV TPOYLL TOVS, TOGO LOVO, OGO TOV
vo umopeig va metg 0t drapopomo)Onke 1 Kivion Tovc. Av dev VIPYE OLTN 1
napékkAon, 6Aa ta dtopa Ba Emeptav oo otaydves Bpoyns ota tpicPaba tov KeVOD,
Kot dev Ba Tpodkumte Kapio eTon, Kapio TpdGKPOVoT| LETAED TOV APYIKAOV
otolyeiov, k1 £t 1 eHon de Ba dnpovpyovoe tirota.

Aovkpnrtiog, [io v @oon wwv Hpayuarwv, ptep. . Avtoviadng, P. Xaupém, Atnva 2005

Amoovvoeon)/ Disjunction

Two antithetical terms: imitation and transformation... Transformational relations:
combination, permutation, discontinuity, combination, disjunction, dissociation,
rupture, dislocation and cut-ups.

Present condition as dislocated —fragments of dislocation reassembled in new
unexpected relations —idea of transference + Rejection of synthesis in favor of
dissociation and disjunctive analysis (+superposition, juxtaposition, combination)
=Dissociation in space and time, apy. Zyéom pe mpdypoppa kol copa, BA. kot Vidler
Arch. Uncanny yio Tschumi. ..

La disgiunzione - che ¢ la parola-chiave del libro Architecture and Disjunction,
perché insieme suggerisce l'apertura, la contraddizione e la decostruzione- ¢ quindi



qualcosa in piu che un semplice esercizio stilistico nel quale i decostruttivisti si
crogiolano. E', in linea con Bataille ma anche con Baudrillard, il fondamento di una
estetica della seduzione e della assenza e, insieme, una prassi di riappropriazione delle
molteplici dimensioni dell'individuo....Tschumi teorizza una estetica della
contraddizione, che al simbolo della Piramide affianca quello del Labirinto.

Il Labirinto, diversamente dalla Piramide, non puo essere contemplato ma percorso, ci
avvolge, stimola la nostra immaginazione costringendoci a un eterno errare tra varchi
che non sapremo mai se ci risucchiano verso il centro o si aprono verso l'esterno .
Ispiratore della metafora del Labirinto ¢ Bataille, filosofo dell'eccesso, dal quale
Tschumi apprende I'importanza del corpo, della materia e della sensualita ,
costantemente mortificati dall'intellettualismo occidentale. Accanto a Bataille,
influenzano Tschumi anche i filosofi della scuola di Francoforte: il Marcuse di
Ragione e Rivoluzione e I' Adorno dei Minima Moralia. La rivoluzione, per loro , ¢
innanzitutto il rifiuto di una societa che, concettualizzando, trasforma tutto in oggetto

di prassi scientifica, in dato numerico, in equivalente, in merce...
From Presentation of Bernard Tschumi, Architecture and Disjunction

AnoOnon

gyyeipnuo pLe to 0moio To VITOKEILEVO EMIUDKEL VAL ®ONGEL TPOS TO AGLVEIONTO
AVOTOPACTAGES — CKEYELS, EIKOVES, OVOLVIGELS — TTOV GUVOEOVTAL TPOGS TNV
evopunon. H anmbnon npokidmtel dtav 1 ikavomoinon g evopunong — 1 oroia givat
ot KaBawTh Ko v PEPEL N0V — KIVOLVEDEL VO ETPEPEL OVGAPECKELN GE GALES
Yoyég amontnoelc. H andmOnon ekdnlovetot kupiog oty votepia, mapepfaivet
OUMGC EMIONG KOl GTN GLGLOAOYIKT YLYOAOYi0. XTO HETPO TOV CLUUUETEXEL OTY| YEVVION
TOV OGVVEIONTOV G TEPLOYNG EEYMPIOTNG OO TOV VITOAOITO YLYIoUO, 1) am®dONnoN
umopet va OewpnBei Ko TavavOpmmvn yoykr| dtadikocio.

(omd to Laplanche,Pontalis, Aeciloyio e Poyavaivong)

AcvveldnTo g ToAng

To «ovAAoYIKO acVVEIdNTO» TNG TOANG Uopel va diepevvnBel pe TOAAATAOVC
TPOTOVG KOl GE O10POPETIKA TTedio. Mo €K0YN TOL AVIXVEDETUL GTOVG TPOVO LIAKOVG
TOMOVE TOV GLALOYIK®OV OT®ONCEOV (eKeEl TOV GLVAVTAUE 0,TL 0SVVATOVLE VOl
e€nynoovpe, 0,11 Bempeitar S10popeTIKd Kot SVGKOAN EKTIOETAL GTO QMG TNG TOANG)
Kot pioL GAAN StoEETOL OTIG E10TGEOYPAPIKEG GVGCMPEVGELS KOl GTI PELGTH aphovia
g Kadnuepvng (ong oTig emBupieg Kot TOVg d100ES0UEVOVG «EPLAATES) TNG TOANG.
O ®poOVT TEPEYPAYE TIC YOYOVOAVTIKEG SLOOIKAGIES TOV AGLVELINTOV, opilovTag Ta
TEPIEYOUEVE TOV (OC KEKTPOCHOTOVG TNG EVOpUNone». O Altovcép kat o Aakdy
WANGOVY Y10 TO «KOWVOVIKO GVVEIONTO», VA 0 Jameson, Y10l TO «TTOMTIKO
acLVEIONTO.» AV Y10 TOV AATOVGEP 1 APNYNOT OTOTEAEL L0l «CUUPOAKY] TPAEN», V1oL
tov Jameson kd0e apnynUATIKY £KEPOCT LIOWVIGoETAL, AUESH 1| EUETT, EVOl
«oMTkd acvveionto.» Kabe apnynuatikdg Adyoc anmbel (1 pavepdvel) Eva Kpueo
oTolyElo, pia BedPNOoT TOV TPAYUAT®V TOV TOPAUEVEL AGVVEIONTI).

(BA. oy. F. Jameson, The Political Unconscious. Narrative as a Socially Symbolic Act, Néa Y opkn,
Aovdivo 1981.)

Avtépatn ypoon

O veppeaMOTIKOS OVTOUATICUOG OMOTEAEL T S1adIKAGIO YPAPNS 1} OYEOTNONG KOTA
NV omoio 0 dNUIOVPYOS Asttovpyel avBOpuNTa, TPOPAAAOVTOG LE AVTO TOV TPOTO TO
acLVEIONTO, YWPig Kavéva oToLyelo avToAoYOKpIGiag 1 10KOL Kot osOnTKoD
neploptopod. O avtopatiopds avamthydnke Kvuping ot ypaen Kot ™ (oypoaewr. H
QLTOLOTY YPOPT TPOEPYETOL OO TOV LVGTIKIGTIKO OVTOUOTIOUO Kot EOIKOTEPO TNV



TPOKTIKN TOV LEALOVTOAOY®V KaTd TNV omoia, Onmg woyvpiloval, Katoypapovy To.
unvopato Tov AapBdavouvv amd tvevpata. [pdkettar yioo povopEVO AVTOUATIGHOD
OTOVL M YPOON, OTWG AEYETAL, «OdNYEITA OO KATO10 OVIOTNTA, 1) TO OGLVEIONTO,
KkaBdg to vokeipevo Ppioketal oe oxeddv o€ Ekotaon (I't avtd Kot peptkég opég
OVOUALETOL KOl KEKGTOTIKT YPOPT»).

2TV TEPINTMOOT TOL COVPEUAMGHOD MGTOGO, AMOTEAEL AL LEGO EKOPACT|G TOV
AGLVEWONTOL, LECH TNG YPNONG AEEE®V e TVY0i0 Kot avBdpunto Tpodmo,
EMTVYYAVOVTAG £TGL TN dNUIOVPYIN TOPAAOY®OV KOL POVIACTIKMV EIKOVMV, YOPIC
amopoiTnTo AOYIKN cVUVOEST HETOED TOVG. XAPUKTNPICTIKOTEPO TOPAIELY LN
avTOHOTNG YPOENS omoteAoVV To. Mayvntika. [ledio tov Avipé Mrpetov kot Dirin
20VT®, TO TPMTO OUIYDS QVTOUATO VIEPPEAAOTIKO KEIPEVO. XTO GYE010, 1| CLTOLOTY
néBodoc cuvictatat o€ £va £100¢ TuyOiaG HETAKIVIONG TOV TIVELOL TAV® GTO YOPTL.
210 onueio avtod, Ypelaletal ®oTOCO Uia SEVKPIVIOT), OTMG emeonpave 0 Avopéag
Kapaviovng: «oneppeaMcpoc dev 5TpAen VaVTIOV TNG AOYIKNG ALTAG KOO’ VTG,
®G €VOG TPOTOL LAONUATIKOV KOl COUTEPUCUATIKOV TOV 0KENTEGOL, dNAAOT, OEV
€0TPAQPT EVOVTIOV TNG OAANAOVYIOG TOV EVVOLDYV, OGOV EGTPAPN EVOVTIOV TV
APOPOV KOvVOVOV Kot doYHAT®V Tov giyav Beomicbn d1d HEGOV TV adVEV YOp®
Ao To OEUATO TG ECOTEPIKNG LOG KOl TNG TVEVUATIKNG {oNG KoL TaL TG TEYVNG,
BéPara, T omoia glyav OnpovPyNoEL EPOYUOVS Kot EUTOSLaV TOV KOAMTEXVN VO
AVOKOADYT TOV €0VTOV TOV KOl TOV VIEYPEMVAY VO ETOVOAAUPEVY dALoVG, 1 Vo elvan
LTS Hog KAmoag Tapaddcems, e EAAYLOTES OIKES TOV TPOGONKES.»

Ymv EALGSa, ) Yyixauivos tov Avopéa Eumeipikov amotelel icmg 10 povadikd
Keipevo avtopatng ypaens. O id10¢ o Avopéac Eumeipixog éleye o€ padtopmvikn
ov{nmon pe to Niko I'kdtoo kot tov Avopéa Kapaviovn to Zentéufpro tov 1960: «
H avtépotog ypaoen eivar éva amd ta Pacikd ototyeio Tov vaeppeaicpov. O
OUECADTEPOS TPOTOG EKPPAGEMG, UTopoVLLE va ToVpE. ' Evog tpdmog exkppdcemg mov
Yo va yivn vontog mpémet va AGBovpe v’ OYIvV HOG TOVG ATOKPVQPOVS UNYAVIGHOVG
TOV OVEIPOL, TOV pog anekdlvye o Dpodiivt. Onwg €ig Ta Ovepa, £T61 KAl 6TV
avtopatn Ypaen PAETOVLE VO £PYOVVTOL GTNV EMPAVELD OTOKELD, TO OO0 AVEL TOV
vreppeaiiopon, Ba fTo advvato va aElomomBovy VId TV YvNoioy HOPENV TOVG, d10TL
VILAPYOVV TOAAOL TPOIPOLOL, 01 0TOi01 GE WPIopéva onueia 1 o€ ent LEPOVS oToyEia
TAPOVGIOCAY VTEPPEAMOTIKOTNTA. AAAL 6100 VOL EVVONGMLUEY TNV KO’ ovTov
VIEPPEAMOTIKNY EKQPACY TTPEMEL VO ovapepBovpe kat vo BuunBovpe, 6Tt exel mov
£VOg oLYYPOPEDS YPNCLOTOINCE TNV AOYIKTV KOl TOV AOYIKOV EPUOV, O
VIEPPEAMOTNG EKave akplB®G To avtifeto, mapapepilov mhoav enidpacty
TPOEPYOUEVIV OO TNV AOYIKNV 1 amd €vvoleg NOkNG LopeNg N oloONTIKNG. XT0
onpeio avtd PAETOLLLE OTL 0 VIEPPEAMGCHOC N LAALOV 1) QLTOUATY YPOON,
napovctdlet piav cuyyévela, Le TOV UNYaviGHoV Tev ovelpmv. [Nati Tt cupPaivel ota
ovepa; 0,11 etv’ anwbnpévo 6to acuveldntd pog, 6Tmg €16 Ta OVELPO PAETOVLE VO
tetvouv va ek@pacBohv Kot vo ekpalovtol v TEAEL LETNUELECUEVOL O1 B0t £TGL
KO E1G TNV OVTOUOTOV YPAPNV PAETOVLE VO EPYOVTOL GTNV ETPAVELD GTOLYEIDL, TOV
aALOIDG, av dev apnNVAOUEDD G ALTHV TNV KOTAGTAGL TOV OVTOUATIGHOD, O10, LG
emepPacemc Aoykng N nowme, Ba tapapepiCovion (Hboypagixa taliowa oty EALdda,
1961)

For paranormal writing technique, see Automatic writing (-Automatic writing is the
process or production of writing material that does not come from the conscious
thoughts of the writer. Practitioners say that the writer's hand forms the message, with
the person being unaware of what will be written. In some cases, it is done by people
in a trance state. In others, the writer is aware (not in a trance) of their surroundings
but not of the actions of their writing hand)



For method of writing and educational technique, see Free writing.

Automatism has taken on many forms: the automatic writing and drawing initially
(and still to this day) practiced by surrealists can be compared to similar, or perhaps
parallel phenomena, such as the non-idiomatic improvisation of free jazz. Surrealist
automatism is different from mediumistic automatism, from which the term was
inspired. Ghosts, spirits or the like are not purported to be the source of surrealist
automatic messages.

"Pure psychic automatism" was how André Breton defined surrealism, and while the
definition has proved capable of significant expansion, automatism remains of prime
importance in the movement. In 1919 Breton and Philippe Soupault wrote the first
automatic book, Les Champs Magnétiques, while The Automatic Message (1933) was
one of Breton's significant theoretical works about automatism.

Some Romanian surrealists invented a number of surrealist techniques (such as
cubomania, entoptic graphomania, and the movement of liquid down a vertical
surface) that purported to take automatism to an absurd point, and the name given,
"surautomatism", implies that the methods "go beyond" automatism, but this
position is controversial.

Automatic drawing (distinguished from drawn expression of mediums) was
developed by the surrealists, as a means of expressing the subconscious. In automatic
drawing, the hand is allowed to move 'randomly' across the paper. In applying chance
and accident to mark-making, drawing is to a large extent freed of rational control.
Hence the drawing produced may be attributed in part to the subconscious and may
reveal something of the psyche, which would otherwise be repressed. Examples of
automatic drawing were produced by mediums and practitioners of the psychic arts. It
was thought by some Spiritualists to be a spirit control that was producing the
drawing whilst physically taking control of the medium's body.

Automatic drawing was pioneered by André Masson. Artists who practised automatic
drawing include Joan Mir6, Salvador Dali, Jean Arp and André Breton. The technique
was transferred to painting (as seen in Mir¢'s paintings which often started out as
automatic drawings), and has been adapted to other media; there have even been
automatic "drawings" in computer graphics. Pablo Picasso was also thought to have
expressed a type of automatic drawing in his later work, and particularly in his
etchings and lithographic suites of the 1960s.

Most of the surrealists' automatic drawings were illusionistic, or more precisely, they
developed into such drawings when representational forms seemed to suggest
themselves. In the 1940s and 1950s the French-Canadian group called Les
Automatistes pursued creative work (chiefly painting) based on surrealist principles.
They abandoned any trace of representation in their use of automatic drawing. This is
perhaps a more pure form of automatic drawing since it can be almost entirely
involuntary - to develop a representational form requires the conscious mind to take
over the process of drawing, unless it is entirely accidental and thus incidental. These
artists, led by Paul-Emile Borduas, sought to proclaim an entity of universal values
and ethics proclaimed in their manifesto Refus Global.

As alluded to above, surrealist artists often found that their use of 'automatic drawing'
was not entirely automatic, rather it involved some form of conscious intervention to
make the image or painting visually acceptable or comprehensible, "...Masson
admitted that his 'automatic' imagery involved a two-fold process of unconscious and
conscious activity...."

The computer, like the typewriter, can be used to produce automatic writing and
automatic poetry. The practice of automatic drawing, originally performed with pencil



or pen and paper, has also been adapted to mouse and monitor, and other automatic
methods have also been either adapted from non-digital media, or invented
specifically for the computer. For instance, filters have been automatically run in
some bitmap editor programs such as Photoshop and The GIMP, and computer-
controlled brushes have been used to "simulate" automatism.

Avtépotn Ypo@n Kol avocsKoQN

O Bligh Bond, apyttéktovag, apyaioAdyog Kot EPELVNTNG KoL TEPIPNUOG CUYYPAPENS
tov BPAiov "The gates of remembrance’ (1918) vrootpile OTL £KOVE TIC OVOTKOPES
oto Glastonbury Abbey otnv AyyAia V1o v kaBod1YNGN TOL TVEVUATOG TOV
povoyob Johannes Bryannt mov é{noe and 1o 1497 péypi to 1533. To povaotipt avtd
ntav omd Ta wo mTAovoto otnv AyyAio,0AAd ota pésa Tov 160V KataoTplenKe
TAVTEA®G.. ZT15 apyég Tov 200V aidva 1 ekkAncia avédese otov Bligh Bond (o omoiog
ntav péAog tov mepipnuov ghost club-amd i moAodTEPES OPYOVOGELS
TVEVUOTICTIKOV TEWPAUATOV ) VoL SIEVEPYNOEL TIG AVAGKOPES KaOMS glye éva
eEAPETIKO YOPIOLO TOV ETITLYNUEVOV OVACKOPDV YOPIG OTNUOVTIKES OTOAELES.

O 10106 BéAnoe mpv EEKVAOEL TIC AVOOKAPES VAL BPEL LEPIKES TANPOPOPIES Yia TO TOV
Ba éokaPe pe ) fondeta g avTéHRATNS YPOPNGS.

Xpnoyomoinoe kdmowo LEVTIOVH Ao TNV £Taipia Yo TO TEWPAUATAE TOV LLE TNV
avtopatn ypaen.To pévriovp kpatovoe Eva LoAHPL, o 10106 EPale Ta dVO ToL dayTLAN
OTO XEPL TOL HEVTIOVLL KOt EKOVE EPWTNOELC..0eXOTAV TOAAG POV LLOTOLETiONCELYE
QPOVTICEL VO £YEL KO LOPTVPEG TAPOVTEC. EXKOIVAOVIGAY KO LLE TO TVEVUO EVOG ATTO
0LTOVE TOV KOTACKEDAOMY TO LOVAGTHPL, 0 0TO10G TOVG £dmae mAnpoopies. To
LOVOGTAPL TOVG gime €xel 1epn YeopeTpia, [1epovg aptBpong] Kot To KAWL nTav
YOPOUYUEVO GE EVOL LOPLOPIVO dATTESO..UETE OO TOAAG TELPALATO KO ETIKOIWVOVIES LIE
T Tvevpata e€edmoe 10 eoPepd PiAio ya Tic THAEG TG pvHUNg 6oV Eypage Ta
povhpato and Ty erkowvovio pali toug.

Bricolage

Amd 10 Bropmyovikd LovtéAo TOV “UNYOVIKOD” TEPVALE TAEOV GTO UETAPLOUNYOVIKO
povtédo tov “bricoleur»”, dnAaodmn eketvov mov KAVEL ONUIOVPYIKT YPTON OLOVINTOTE
VAKOD KOt AVTIKEWUEVOD, AEITOVPYADVTOG e ETEPOKANTA VITOAEILATO, BpadouaTo Kot
OLVOPTNGCELG. AV PEYPL GNUEPA TO TPOTLTO TOV “UNYAVIKOV” VITPEE TO GVLUPOAO TOV
APYUTEKTOVIKOV GYedlacov, o “bricoleur” potdlet va avadeikvoetot 6€ vEo
TOPASELYLLOL TOV OTOJECHEVEL T O10OIKAGI0 TOV GXEOAGHOV 0md TNV TPpmTOKAOESpia,
™G PLOUN)0VIKNAG QLTOOVOPOPIKOTNTOGC.

«H gwcova Tov pnyavikod ekepalel v kKabepmpEV —6ToV EVPOTAIKO LG TOAMTIGUO-
popen ¢ emotnuNg. O punyovikoc, 6mmg 6Aot EEpovle, SOVAEVEL e oXEOLL KOl [UE
opyova, LETPNOoNG Kot oy@viletal va TETOYEL OTO YOPTL TN CWGTH OOUN TOL VAIKOV TOV.
O pdortopag, avtiBeta, GUVOPUOAOYEL TIC KATAOKEVEG TOV UE 0,TL Bpel TpdyEpo -
oLVIOOC VAIKO TaAld Kot EQVAETAYXEPIGUEVO TTOV OV TO €£€TATEL KOVEIG EEXPLoTd
eaivetal T mEPLosoTEPES PoPEG acLUPIPacTto. QoT060 amd aVTd TO ETEPOKANTO VAIKO
0 LAGTOPOG PTLAYVEL TAVTOTE TOAD TPOUKTIKA TPAYUATO KOl TOAAEG POPES TOAD OLOPPOL
[...] H paotopikn [...] eivar oxéyn cuykekpyévn: dev apotpet omd ta Tpdyato Ty
vroTifépevn ovoia ToVg, AAAL TAPATNPEL TPOCEKTIKA TN LOPPON TOVG, TIG WOLOTNTES
TOVG, KO TPOGEYEL 1O10UTEPQ TIG OYECELG OTIG 0Toieg Ppiokovtal Ta mpdrypata HeTaEy
TOVG, TPOGEYEL TIC GLVOPTNGELG TOVG, YU ALTO 1) AOYIKT TG HOCTOPIKNG KPIVETOL TTLO
HOVTEPVA aTO TV TOPASOGIOKT AOYIKN TNG EVPOTATKNG oKEWYNG, YTl TAncdlet
TEPIOCOTEPO GTN PaONUATIKN AOYIKN TNG cvvapTnons. To puadod tov pdotopa dev
JOVAEVEL OPIGTOTEMKA, OAAG LLE TN AOYIKT] T®V NAEKTPOVIKOV VITOAOYIGTMOV: UTOPEL VOl



OLVOVLAGEL TIC TANPOPOPIES LE TIG OTOTES TPEPETAL KOTA SLAPOPOVS TPOTOVS, OVAAOYL
LLE TO TPOYPOLLLLO TTOV EXEL, KO OEV EVOYAEITAL OO TNV OVTIQOGCT) KOl TNV EMKAALYM,
Yt dev amoPAETEL GTN dNUIOVPYIN EVOG KM, AAAG XPNOLOTOLEL GLYYXPOVOS

TOAAOVGY.
Al Kvpuokidov-Néotopog, “TIporeydpeva yia tov EAAnvo avayvoot’” tng Aypiog okéyng

Extomopoc/ Dislocation

Unhomeliness, physical exile, inhospitable cities, theme of exile, transcultural,
identity, alienation, lost, community, difference, extraterritorial and ex-centric
viewpoint, exile aicOntiky, semantic implications of exile (Anatomy of Exile —as
metaphor, Dislocation, displacement and dinjunction k.4.)

Evtpornia/ Entropy.

O Robert Smithson cuvédease v vtap&lakn avtiAnyn Tov Tomiov pe T devTEPT
apyn ™S OepUodLVOLIKNG, TNV «EVTpOTioy, COLPOVA e TV ooia kdBe petafoin
Tapayel pio. aveEELEYKTN TOcHTNTO EVEPYELNG OV OEV Ypnotponoteite. Evtpomia gival
N «OTAOAELD EVEPYELOSH TTOV TAVTICETOL LE TO OKAPTO, TO TAEOVAGLLA, TO VITOAEYLLLAL.
Awotovpmvetat eriong kot pe v «évvola g damdvng» tov George Bataille. M
TETOL0, EVEPYELNKT] OVAYVMOT] TNG OPYITEKTOVIKNG KOl TOV AVTIKEUEVAOV £6TIALEL GTNV
TPOTOPYIKY] EVIPOTIKT TOVS GVVONKNG, N omoia expundevilet ekeivo mov 1 101 N
evépyeln Tapayel, 001 YOVTOG TO GTO SIOUEAIGUO TOVG KO GTN CLOANPN KATAGTOOoT
™G naloc, o’ ekeivo T0 «OAOV IOV TOL EUTEPLEYEL OAOY.

Apa, 1 otepdTNTA KAOE OVTIKEWEVOL OV BpIoKETOL TAEOV GTNV «TAPASOGI», 1)
oTN LOPPOADYNOT) TOV, OAAG GTNV AUEIMKT KOTAGTOOT TOL LETUTPETEL TN YOO
popen ™ {ong Kat TG UONG 6 OMOKPUGTOAAMUEVT] LAl

Me anT0 TO GKETTIKO 1| EVIPOTIO GLUVOEETAL LUE TO YEMAOYIKO YPOVO TNG TOANG Kot
TOVG LETOCYNLOATIGHOVG TOV HETAPLOUNYOVIKOV TEPIPAALOVTOC Kot YIVETOL QOvEPN
oav éva véo €100g «apyaroroyiagy. Ilpw v mpoPAnuatikn Tov junkspace, n
EVIPOTIKN OVAYVOGT TOV YDPOV OVIXVELGE TNV AVOOVOUEVT] TOAVTAOKOTNTA TOVG.
(BA kot Robert Smithson Hotel Palenque, 1969-1972).

Eaiocwo ntope/ Exquisite corpse

ANPOPIAEC O VIOl TOV GOVPENAIGTMV TOV GTOYEVEL GTNV OAAAYY| TOV OP®V
TOPOYOYNG VONLUOTOG. XTIV TEPIMTMOOT TOL 01 GOVPENAIGTEG GLUVEDETAY OUAOTKA £Vl
TOINUa, 0 TPOTOG TAIKTNG EYPAPE TOV TPATO GTLYO, GTY GUVEYELN EMALPVE T CKVTOAN
0 6e0TEPOC, 0 TPiTOg KOl OVT® KABEENG. TNV TTEPINTTMOOT TOL TO KEEAIGIO TTMOLON
NTOV KAAMTEYVIKY] TPOKTIKT, SiTA@vay Eva yopti o Tpia, | TE6GEPA, LEPT KOl
avTioTOL 01 TOIKTEG AVaAGUPOVAY VA OTLLLOVPYHCOLY £vaL YPIYOPO GYESIO LE

PO PETIKA CLOTATIKA GTOLYEl, EQPOCOV 0 KaBévag dev NEepe T1 oyediace o dAroc. O
OPOG 0QEIAETAL GTNV TTPAOTN PPACT) TTOL dNUIOVPYNONKE [E AVTO TOV TPOTO: «Le
cadavre exquis boira le vin nouveau» — «To goioio wrauo. o, el o KavovpyLo
kpaoi». H iduo évvola pmopet va BewpnBet petapopd evog aphpmtod Kot ToADTTUYOV
YDOPOV, 0 0moiog avtimapatifetal otV ekbeciakn Aoy Tov Aevkov kOBov (White
cube): 6To Y®PO AVTO GLVILHAEYOVTOL LE Evay ampOPAETTO Kot Un YPOUUKS TPOTO TO
KTip1o, 10 TEPIPAAAOV TOV, TO OVOpOTIVEL 1YV KoL TO OTOTUTAUOTA, TO ETUEPOVS
OVTIKEIEVA, 01 dPACTNPLOTNTES KOl KoL AAAG Epya 1 avTIKEIEVD WG EvOETES
«tomoedeicy (site specific) emepPAcELS, 1 «E0APIKES TPAKTIKEG TOV OLEVPVUEVOL
nediovy.

Exquisite corpse (also known as "exquisite cadaver" or "rotating corpse") is a
method by which a collection of words or images is collectively assembled, the result



being known as the exquisite corpse or cadavre exquis in French. Each collaborator
adds to a composition in sequence, either by following a rule (e.g. "The adjective
noun adverb verb the adjective noun") or by being allowed to see the end of what the
previous person contributed. The technique was invented by Surrealists and is similar
to an old parlour game called Consequences in which players write in turn on a sheet
of paper, fold it to conceal part of the writing, and then pass it to the next player for a
further contribution. Surrealism principal founder André Breton reported that it
started in fun, but became playful and eventually enriching. Breton said the diversion
started about 1925, but Pierre Reverdy wrote that it started much earlier, at least
before 1918.

In a variant now known as picture consequences, instead of sentences, portions of a
person were drawn.

Later the game was adapted to drawing and collage, producing a result similar to
children's books in which the pages were cut into thirds, the top third pages showing
the head of a person or animal, the middle third the torso, and the bottom third the
legs, with children having the ability to "mix and match" by turning pages. (However,
the game has been played with the usual orientation of foldings and four or more
people, and there have been examples with the game played with only two people and
the paper being folded lengthwise and widthwise, resulting in quarters.) It has also
been played by mailing a drawing or collage — in progressive stages of completion
— to the players, and this variation is known as "exquisite corpse by airmail",
apparently regardless of whether the game travels by airmail or not.

The name is derived from a phrase that resulted when Surrealists first played the
game, "Le cadavre exquis boira le vin nouveau." ("The exquisite corpse will drink the
new wine.")

Zgbvyog avtifeTtmv

Me tov 6po avtdv o Dpodvt dONAmvel optopéva peydia acikd dimoda, gite og eninedo
YOYOAOYIKAOV 1] YUXOTABOAOYIKOV EKONADCEWDY

(my. cadiopdg vs paoyopnds, ndovoPieyia vs emoei&lopavia ),

elte o€ PETOYLYOAOYIKO EMinESO

(my evopunoelg {ong vs evopunacelg Bavdtov)

(amd To Laplanche,Pontalis, Aeliloyro e Poyaviivong)

Kavvapog

“H yapa&n evog Kavvapov TpEmeL Vo AmOTEAEL 10 XOPTOYPAPNGT TOL EPIKTOV, YL
évav meploptoTikd 6po. O kavvaPog eivat éva Tepdépato SmAmPEVO Katd Evay
OLYKEKPIUEVO TPOTO, TOV UOPEl v Thca oTyun v aALdEEL oynpa priucd — o
KIVNTH €0pT1), O)L KOt~ avdyknv cofapr, Tov T o oTryun eivot dedopévn Kot v
A e€apavifeTon kKo avaoynpatiCetat. Kébe onpueio v otov kdvvopo
amoAappavet pa poykn {on.” (Cecil Balmond)

[Mopdtt 0 KavvaPog mapadostakd avTHETOTILETOL G o Alyo 1] TOAD KOVOVIKY
KOPTEGIOVY OOUN|, ] ELAVAANYN, TOL TOPAYEL AOYIKEG LOPPES, Y10 KATOEG CVYYPOVES
TPOcEYYIoEIS OmoTeEAEL £va LEGO EMVONGONG ATPOPAENTOV KOl LETATPEYILWOV HOPPDOV
Kot yopwv. Kabng dnpiovpyodvtar kat yivovior edmAoota Le T Xpron 0A0 Kot To
TPONYUEVOV TPOYPOUUATOV VTOAOYIGTAOV, TO. TAEYLOTO QVUTE TOPOULOPODVOVTOL KO
LETAKIVOVVTOL Y10 VO, 001 YN|OOVV GE TEPITAOKES OYEGELS KOl GUVOECELS,.

O xavvapog capnc dev cuviotd otopia, givar po doun Kot LAAIGTO TETOL0 TTOL VoL
EMTPEMEL TNV avTiPOoN LETAED TOV CTOLXEI®V TNG EMGTAUNG KOl TNG
TVELLOTIKOTNTOG,



H Rossalind Krauss ypaest: “O kavvapog mpodyet tn clonn, Tnv omoia paiota
STVTTAOVEL MG H1o. LOPPT dpvnomng Tov Adyov. H amdAvtn akivnoia tov kovvafov, 1
amovcio lEpAPYNOoNS, KEVIPOL 1 EULPacnS ToVilel Oyt LOVO TOV OVTI-0VOPOPIKO TOV
YOPOKTN PO OAAE —KVpimG— TNV améyBeld Tov Tpog v apnynuatikdtTa. O Kavvapog
CLUTIECEL TN YOPIKOTNTA TNG PVONG GTNV TEPIKAEICUEVT] EMPAVELN TOL KABOPA
TOAMTIOTIKOD avTIKEEVOL. [l ekelvoug Yo Tovg omoiovg 1 T€xvn Eekiva cav Eva
€100g apyéyovng ayvotntog, o kvvafog amotedel EUPAnpa T amdAvTnG EALEWYNG
‘atlévtag’ Tov £pyou TEYVNG, TNG TANPOVGS ATOVGING UTDTEPOV GTOY®V OO TNV OTOoin
avtiel MV VEOCYKESN TNG awTovopiag Tov.[...] Kat eved o kdvvaPog givar éva
OTEPEOTVTIO TTOV GLVEYMG KO KATA TapAS0ED TPOTO EMAVAVOKOUAVTTETAL, OTOTEAEL
TOVTOYPOVO —Kat £ {060V TaPAO0EN— Lo PUAOKY] GTNV OTTOT0 O KOAATEYVNG
alc0dvetar o elevBepia. [...] Kot étor 6tav e&etalovpe v mopeia twv
KOAMTEYVOV EKEIVOV OV KaT’ ££0YNV 0pOocI®ONKaY 6ToV KAvvafo, Lmopodie v
TOVUE OTL OO TN GTLYUN TTOL VITOTAGGOVTOL GT1 SO OLTH TO £PYO TOLG GYESOV
otopotd vo e&edMoceTot Kat, avtifeta, EUTAEKETOL GTNV EMAVAANYT. XOPOKTNPIOTIKA
TOPOOEYLLOTA TETOLOV KOAMTEYVOV TOV XO{POVV EKTIUNONG OO TNV Aoy oV Eivot
ot Mondrian, Albers, Reinhardt kot Agnes Martin.

AMNG Aéyovtag 6Tt 0 KavvaPog KoTadikdlel TOVG KOAMTEXVES AVTOVG OYL 6TV
TPOTOTVTLO AAAG GTNV EXOVAANYT], OEV VTTOVOD KATL OPVNTIKO Y1aL T1) SOVAELH TOVC:
TPOoTaOD ATANDG VO, EGTIACM GE SVO OPOVS, TPOTOTVTLO KO EXAVAANYT], KOL VL
e€etdom 1 o0leVEN TOVE YWPIC TPOKATAANYELS, YIOTL GTN GUYKEKPEVT] TEPIMTMOON
o1 6v0 avtoi dpot potalovy va cuvdéovtal HEca Gg Eva TAAIGI0 aeONTIKNG
owovoptag, aveEaptntot kot apotfaio vrootpilopevol, Tapdti 0 £vag —n
TPOTOTVTIO— £Vl EKEIVOG TOV EKTIUATAL KOl O BALOGC —1) ETOVAANYN 1 AVTIYPOEN 1)
amopipnon— etvat o Svoenuopuévog.”

Rosalind E. Krauss, The Originality of the Avant-Garde and Other Modernist Myths [...]

Cut-ups.

[Tpdxettar ylo pia TEXVIKN TG YPAPNS TOV AVOKAALWYE TUYXOi0 T TEAT TNG OEKOETIOG
tov 1950 o @pirog tov William Burroughs, o mapaykwvicpévog amd v kopipayn
Kkprtikn Coypaeoc, povoikds, performance artist kot cuyypaeéag Mrpdiov I'kaulv
(Brion Gysin), 0tav Tepoiopéva e KOTiO1 KopATio epnUepidng oynuaticoy AEEELS,
Yopis va yvopilel Ttog étot ypagav Kot ot Ntavtaictég. O Burroughs evBovoidotke
pe avtnv Vv teYVIKN (PA. T0 pubiotopnud tov The soft machine), kaBmg Kot pe
exeivn tov fold-in, Bpickovidg TeG TAPLOGTES LE TO £PYO TOV TO OTOI0 NTAV €K
QUCEMG U1 YPOUUIKO, GO0V TOPAAOYO, OTOOIOPYOVMOUEVO KOl OTOCTOGHLOTIKO,
AVLYVELOVTOG TO «OPYLIOTIKO KEVO» TNG vemteptkotntoc. H ypapn — mov yio tov
Burroughs givat o yevvitopag tov Zoumoavtog- pmopovoe tAéov vo mapaydel mAéov
amd Tov kabéva mov d1Ebete pia tpdmela ewdvav, 1| Eva apyeio, TG EVIVTING
KaOnpepvdtTOg Kol kpatovoe £va yaoAidl. O 1d1og o Burroughs éheye 611 «omdpyet
PO pd avapESH OTIG EMAOYEG TOV EYKEQPAAOV, GTIG EMAOYEG TNG UVIUNG O
KATAGTOOT €YPIYOPONG KOl TNG EUTELPING TOV OVEIPOV, OV EIVOL TOAD TTLO EPMUEPT).
Yrdpyovv kot ta cut-up, 6TV BEAEIS VoL ELGAYAYELS TNV TLXOOTNTA, VO OVOTOGTOGTO
népog ¢ eumeipiog. Mmopov va epapprocBovv moArég foVdIOTIKES OOKNGELS, OVTEG
™G un katevBouvopevng okéyngc. Avti va mpoomadeic va Avoeglg to mpdPAnpa, kdbnoe
Kot Koita&é 1o yopic va tpocmadnocelg va dmoelg Avon. Kain Avon Ppioketon exel, Oa
oov épbeL 1 dev Ba cov £pbet, avaroya pe v nepintwon» (7o Brua, Kopraxn 10
Avyovotov 1997). X froypagio Tov cuvypapéa onpetmvel 0 Mmbpv Matkg og
oyxéon pe to cut-up: «[Oovpdtor o Mrdpoovl] Apyioa va melpapotilopot. BéBawa av
10 KaAookepteic, N Epnun yawpao [tov T. Z.'EAot, 1922] gival to mpdTo cmovdaio



cut-up koAAAC, Kot kdmolo avarioya mpdypata giye kévet kat o Tpiotdv TCapd.
"Eviwba mog péypt tote Sovdeva £xovtog tov 1010 eketvo otdyo» (Ovidlau Mrdapoovl:
El Hombre Invisible, ptop. INopyog IN'ovtag, Anonepa 2008). H pébodog avtn ftav
éva €100G KaTayloTikov KoAdL, pia KOBIoTIKN TPATACT] Y10 VEOLG AOYOTEYVIKOVG
dpodovG, N ool TaPNYAYE KEIUEVA «OTOV TO VONLLO KATOLES POPES dladavOdver Kot
LETAGTPEPETAL, KOl OTTOV O AP YN LLOTIKOS AOYOG OVGLOGTIKG avTikalioTatot omd o
napélaon eKOVOV 6E GuUTOPEOES).

“Cut-ups” are the original “Mashup.” Brion Gysin, and several other Beat Generation
poets living in the Beat Hotel used to create new poetry out of previous works. When
Burroughs and Gysin met filmmaker Antony Balch, they progressed onto cutting up
film reels. The cut-up technique (also called fishbowling or découpage) is an
aleatory literary technique or genre in which a text (or multiple texts) is cut up into
smaller portions at random, and rearranged to create a new text. Most commonly, cut
ups are used to offer a non-linear alternative to traditional reading and writing.

The concept can be traced to at least the surrealists in the 1920s, but was popularized
in the late 1950s and early 1960s by writer William S. Burroughs, and has since been
used in a wide variety of contexts. The cut-up and the closely associated fold-in are
the two main techniques.

A precedent of the technique occurred during a Surrealist rally in the 1920s: Tristan
Tzara offered to create a poem on the spot by pulling words at random from a hat. A
riot ensued and André Breton expelled Tzara from the movement. Collage, which was
popularized roughly contemporaneously with the Surrealist movement, sometimes
incorporated texts such as newspapers or brochures.

Burroughs cited T. S. Eliot's long poem, The Waste Land (1922), and portions of John
Dos Passos' works (such as the 1930s U.S.A. trilogy, which incorporated newspaper
clippings) as early examples of the cut ups he popularized. Gil J. Wolman developed
cut-up techniques as part of his lettrist practice in the early 1950s.

Also in the 1950s, painter and writer Brion Gysin more fully developed the cut-up
method after accidentally discovering it. He had placed layers of newspapers as a mat
to protect a tabletop from being scratched while he cut papers with a razor blade.
Upon cutting through the newspapers, Gysin noticed that the sliced layers offered
interesting juxtapositions of text and image. He began deliberately cutting newspaper
articles into sections, which he randomly rearranged. The book Minutes to Go resulted
from his initial cut-up experiment: unedited and unchanged cut-ups which emerged as
coherent and meaningful prose. South African poet Sinclair Beiles also used this
technique and co-authored Minutes To Go.

Gysin introduced writer William S. Burroughs to the technique at the Beat Hotel. The
pair later applied the technique to printed media and audio recordings in an effort to
decode the material's implicit content, hypothesizing that such a technique could be
used to discover the true meaning of a given text. Burroughs also suggested cut-ups
may be effective as a form of divination saying, "When you cut into the present the
future leaks out."[1] Burroughs also further developed the "fold-in" technique. In
1977, Burroughs and Gysin published The Third Mind, a collection of cut-up writings
and essays on the form.

Argentine writer Julio Cortdzar often used cut ups in his 1963 novel Hopscotch. This
same decade, Indian poet Malay Roy Choudhury and novelist Subimal Basak of the
"Hungry generation" adopted the cut up technique for their works.

Since the 1990s, Jeff Noon uses a similar remixing technique in his writing based on
the practices prevalent in Dub music. He expanded upon his remixing with his
Cobralingus system, which breaks down a piece of writing, going as far as turning



individual words into anagrams, then melding the results into a narrative.

From at least the early 1970s, David Bowie has used cut-ups to create some of his
lyrics. It is a technique which came to influence Kurt Cobain's songwriting.'! And to
return to Tzara's Dadaist example, Thom Yorke applied a similar method in
Radiohead's Kid A (2000) album, writing single lines, putting them into a hat, and
drawing them out at random while the band rehearsed the songs. In the film
Downtown 81, the band Tuxedomoon can be seen performing using a similar method
of reading phrases from cut-up papers. An online subculture of bastard pop resembles
the fold-in technique by, for example taking instrumentals from one artist and
combining it with the vocals of another artist. Burroughs taught cut-up technique to
musician Genesis P-Orridge in 1971 as a method for "altering reality". Burroughs'
explanation was that everything is recorded, and if it is recorded, then it can be edited
(P-Orridge, 2003). P-Orridge has long employed cut-ups as an applied philosophy, a
way of creating art and music, and of conducting one's life. Cabaret Voltaire was
heavily influenced by the dada-movement and used their interpretation of the cut-up
technique in their creation of music.

Language (arch./art) is a Virus

Xopminpopatikn frprloypaeia: http://www.ubu.com/sound/burroughs.html
(Burroughs projects)

Ayraopog

Mnyaviopdc mov mepiéypaye n Melanie Klein: n apyaixn dpvvo Kotd tov dyyovg.
To avtikeipevo 610 0moio TPOSPAETOVY 01 EPOTIKEG KOl KATAGTPOPIKES EVOPUNOELG
Srywpiletor o KOO KOl 0€ KOKO OVTIKEILEVO. — 01 Agttovpyieg Tov Ba peavilovtan
ev ovveyeio ¢ oyeTkd aveEdpTnTeG TAVM 6TO TEGIO EVOOBOAN/TPoPOAn.

O dyaocuds, mov epeavifeTol 1060 GTNV ToPavoEWn/oyloedn eacn 660 Kot Kotd
NV KATOOMATIKY QAoT aokeital eni oAK®V avtikelévov. Eviote cuvodehetal and
&vav avarloyo daopod tov Y®. O dyaoudg o «KOAO» Kl GE KKAUKO» EYD
napaTnpEiton 6To et Iond Kot 6Tig Yuymoels. H cuvimapén 6tovg KOATOLG TOV €YD
V0 SLOPOPETIKMY YUYIKAOV GTACEMV GE GYEOT LE TNV EEMTEPIKY| TPAYUATIKOTNTOL
avayvopiletol 6tav ot avtitifetal 6 EVOPUNTIKES amotToELS: I o Aappdver Ty
TPOUYUATIKOTNTO O O£d0UEVT], EVA 1| GAAN TNV apveital 1} v anoppintel. Ot dvo
OVTEG GTACELS CLUTAPUTAGGOVTOL XWPIG Vo ahAnloennpedlovTat. amd To (amd o
Laplanche,Pontalis, Aeliloyro g Poyavilvong)

Kévrpoveg

H apyaio Aoyoteyvia eivar pia Aoyoteyvio pipnong, 6mov 1 pipnon dev eivon €€
optopo¥ avtifetn mpog ) dnuovpyic. H mtpwtotunia propodoe 101e v ekppaotel
Ao TN VEOTEPIKN O1dToEN Tapadostok®V Bepdtov. Avti v' amocuvaproAoyohy Tovg
LUNYOVIGHOVG TNG HIUNOoNG KO VO KOADTTOVV TIC TNYEG TG, EVYAPLGTOVVIOV VO T
dtodorovv kot va T daenpilovv. ot o1 yvdoteg Ba pmopovoay mavia va.
EKTIUNGOLVV TIG dL0POPES LETAED TOV VEOL £PYOV KOl TOV TOALOV, TNV EUTVEVLCT] KOl
TNV TPOTOTVTIN TOV £KpVPe pia EEumvn avadidtaén tov aviypaedv. H avtiypaen
TOV AVILYPAPAOV £01VE GUYVA, OAL' Ol TTAVTO, L0 YVNGLOTEPT TPOYUATIKOTNTO.

Avti 1 vooTpomia £pTacE 6Ta AKPa LE T ONUovPYio TV KeEVIpOVAOV. Ot KEVIPAOVEG
NTav WAt oL iyov cuppaet amd moAAd tepdyta. Koataokevdlovtay amd to kalmg
JTATNPOVUEVO VTOAEILUATO TOAOLDY EVOLHATOV , KO YPT|CGLLOTOOVVTAY
TOWKIAOTPOTIMG. ATTO KEVIPAOVESG KATACKEDALOV poLYO Y10t SOVAOVS, TOTAMDLATO, KO



oevtovia, Tavid Tomofetoveva Kdtw omd o capdplo Twv vrolvyinv, KOAOULT
TOAELUKAV UNYAVILATOV Y10 TPOPOAOEN amd Ta ex0pucd PALUOTOL, KOADULOTO Y10,
TO KEPAAL TOV TOAEHGTAOV TOTOOETOVUEVO KATW OO TO KPAVOGS Y10, TPOGTUGIO oo
™ Sopkn TP pe To pétarro. Méypt Kot TupKaylEg oPVave pe KEVTIPMVESG
notiopévog pe oL Kat' avaioyiov Aomdv, ovoudcTnKOV KEVIPMOVEG KO TO TOULLOTOL
EKEVO TOV AMOTEAOVGOV GUUTIAN O YVOOGTAOV OTiY®V 100Op®V TOUTMOV, GUPPAPH
oTiyov mappuéva amd dtdpopa mompatae. Kat' enéktaot, ovopdotnKoy KEVIpOVES Kot
T eCd Keipeva mov ocvvtifevron pe mapodpoto Tpomo. Ot SAVEIGUEVES TEPIKOTES OEV
uraivouv AaBpa Kot vToVAMG péca 6To Keipevo. Avtifeta, to amaptilovv €€
oloxApov. H d1dtaén tov KAeppEVOV TEPIKOTTOV amoTeELEl TEUTTOVGIO, KOl TV
TPMTOTLTIO, TOV KEVTPp®VA. Agv gival T TdVIO ToL GVVOETOLY TNV TAPTIO, OAAL O1
Béoe1g Toug mave oTN okakiEpa. Me véa d1dtaln ot mepKomég amokToHV Eva TeEAEimg
PO PETIKO VONUO atd oVTO OV €LYV opyIKdL. [...]

O tpdmog , n omTIKY Yovia, kKpOPet iowg KATL Kavovpylo, oAL' 0yt ot 10éeg. OAeg ot
10éeg etvar maAég. 0,11 avakadvmtovpe gpeig vanpye oAdd dev to Eépape. To
Kovovpylo kKpOPetal Lovo otov TpOTo YPoeNS Kot S14taéng TV Taldv 10emv, Kot
oA Ayo ot cOAANYM. [...]

O Nixog I'afpmA ITevtlikng micteve Tmg dev veioTatal GAAN 61€£0d0¢ Yo TNV
EKQPOOT EKTOC OO TNV AVTLYPOQT|, OTMG YPAPTNKE Kot ' Eval dpBpo mov
dnpoctevnke ot1g 22 Oefpovapiov 2002 oto £vOeto Bifliobnkn g
ElevBeportumiog. [...]A00CKOUAGTE QVTIYPAPOVTOS TIC ETOULEG ATOVTIGELS TOV
SréEape péoa and tov ompd. H okéyn pag etidyvetl éva epyodyepo,
ocvvtaprafovtag ddvela omd dAla keipeva. 'Etol, 0mmg ypaeet evbapodg o Tlevtlikng,

€vag AoYoTEYVNG GOV Kt EKEIVOV €IvOil OVCLAGTIKA GLYKOAANTYG.
Yravpog Kpnruntng, To Myvoldoyio evog amovrog, ABva 2005.

Ad0oc/ mistake

...However, in the same way that there is no interesting music without free jazz
momentums, there are no interesting museums without unplanned moments. Two of
the great directors of the twentieth century, Pontus Hulten at the Moderna Museet in
Stockholm and Willem Sandberg at the Stedelijk Museum in Amsterdam, showed that
museums have as much to do with "free jazz" as they do with planning. The biggest
problem now in terms of Western museums is the fear of making useful mistakes. As
the Chinese architect Qingyun Ma has pointed out:"In China, failure is always
positive."

Hans Ulrich Obrist, The Museum of the Future, TATE etc, 5, 2005.



Metapifaon

YrnodnAdvet pia dtadikacio HEc® TG 0Toiag ot acvveidnTeg emtbupieg
EMOVEVEPYOTOIOVVTOL KO OTTOKTOVV VTOGTACT] EXIKOPOL YeYOovOTOG. 'l T0 GKOTO
aLTO YPNCILOTOLOVV OVTIKEIUEVO TTOV EXEVOVOVTOL GE VO GUYKEKPIUEVO TAAIGLO
oYEGEMV, e TPAOTO KOl KUPLOTEPO TO TAAIGLO TNG YUXAVAUAVTIKNG GYECTG.
[Tpdkettal yo MV EXOVAANYT TOV TPOTOTOTOV TNG ToUdIKNG {on¢ ta omoia
Buovovtat péca og éva aichnuo EvTovng emKopdTnToS.

H petafipfaon givar to kuptotepo medio avantuéng g TpoPANRaTIKNG KaOE
YOYOVOAVLTIKNG ay®ynG.. H eykatdotaom, ot 1d10tnteg, 1 epunveio kot n Abon g
petafipaong mpocdidovv oe kdbe mepinT®ON OyWYNG TOV WOUTEPO YAPUKTIPOL TNG.
(omd to Laplanche,Pontalis, Ae&idoyio s Poyovaivong)

Merzbau

[Tpdxettar yio éva uvOLAGHO KOAAL, YALTITIKNG KOl OPYITEKTOVIKNG oL EEkivnoe o
veppavos kaalréyvng Kurt Schwitters to 1923 oe o pikpn yovia tov atelier Tov 610
AvoPepo. I'voom kot g «O Kabedpikog g Epotikng ABAdmrag» (KdeE) n
«ovoikeloy avtn mepPariovtikng eykatdotaon Tov Schwitters enektdbnke 6to omitt
TOV KOAMTEYVN KAvovTag To dMUATIE TOV va potdlovv pe omniato 1 kpomen. To
Merzbau apépeve ovolOKANP®TO £0G OTOL KATAGTPAPTKE OAOGYEPDGS OO TOVG
BopPapdiopote tov 1943

(BA. Lotus International, 123, 2005)

MetaOeon

Mnyovioprog e Tov 0010 0 TOVIGUOS, TO EVOLOPEPOV KOl 1) EVTACT] OPICUEVOV
OVOTOPOCTAGEMV OTOGTMVTOL KOl LETAPEPOVTOL O AAAEG AYOTEPO EVIOVEC , LE TIG
omoieg GLVOLOVTAL LEG® GUVEIPUIKAOV aALGIdmV. To @avdpevo mov Tapatnpeitot
Wuaitepa KaTd TNV AvAALGN TOV OVEIPOL GUVAVTATOL KOl KOTE TOV GYNUOTIGHO
VEVPOOIKMOV CUUTTOUATOV, OTMOS Kol G€ KAOE AoLVEIONTO LOPP®LLOL.

H yoyoavoivtikn Bempio g petdbeong otnpiletarl otnv vedBeon 6t 1 evépyela
emévdvong etvar og BEomn va amocvvdedel amod TIC OvaTOPAGTAGELS Kol VoL O10A16010EL
KOTO KOG TV GUVEIPIIKAOV 000V . H elebBepn petdbeon evépyetag elvan £va amd ta
ONUOVTIKOTEPO YVOPIGLOTO TOV TPOTOYEVAV JIEPYOUCIDV TOV KVPLOPYOVV G

Aerrovpyio ToL acLVEIdNTOL.
(amd To Laplanche,Pontalis, Aeliloyro s Poyavilvong)

Metaotpo@t)/ Détournement



O TPOGPIANG GTOVG KATAGTOCIKOVS Opog (détournement) HETAPPAGTIKE GTI YDOPA
LOG Kot ¢ “eKTpomn-otkelonoinon.” H “uetactpopn” tpwtoypnoiponomonke ond
T0VG AeTPloTéC Kat Tov Isidore Isou cav pa teyviky Aenioaciog, avaTpomng Kot
avadldtaéng TPoVTAPYOVIMV TOATICTIKMOV GTOYEIMV Kot Tapoméunel 6To KOAAL. O
I'cv Nepmdp kot o Zik BoAipdv 1o 1956 Ba Bepelidoovv Bewpntikd tov 6po,
TPOGHETOVTOG OTL “TPEMEL VAL TEAELOVOLLE Le KAOE Evvola aTopIKNG 010Kt oiog”
[oTVv KoVATOVpA]. “Ot TEPIKOTEG GTO KAAGIKE Beatpikd Epya Tov Mmpeyt”
Bpiokoviot “moAd KovtiTtepa, 68 oYEon Le ToV NTuoay, 6TV ETAVAGTATIKT GUVETELN
nov dtekdukovpe.” (BA. “Odnyieg xpriong g petactpoens”’, oto To AteOntikd kot to
noAtikd. AvBoroyia keypévov and v Cobra omnv Kataotaciokn Aebvn, ptoep. I1.
Toayayéag, N. B. Ake&iov, ABnva 1996, G. 66).

Guy Debord defines détournement, in The Society of the Spectacle, as “the antithesis
of quotation.” Rather than rendering fragments, détournement determines a language
whose “internal coherence and its adequacy in respect of the practically possible are
what validate the ancient kernel of truth that it restores.” The relationship between the
internal coherence of this “anti-ideological” language and its destabilizing and critical
effects at work in the present will form the basis of an urban analysis. Détournement
will also serve to direct our ongoing investigation of the relationship between
architecture and representation. If architecture traditionally maintains a one-to-one
correspondence, even coincidence, between the signifier and its signified, the
inversion of meaning carried out in détournement suggests the possibility of
unmooring architecture from this formulation. Particular forms, redeployed, might
effect radically different meanings.

2NV YuyoviAuoT HETAGTPOPN Eival 1) dlepyacio e TNV 000 0 GKOTOG L0
EVOPUNONG LETAGTPEPETAL 6TO 0vTifETO TOV, HECH NG HETAPaong amd TV
EVEPYNTIKOTNTA GTNV TOONTIKOTNTO — 1] EVOPUNCT| LTOPEL VO KOTOANYEL OTNV
anmOno, TN HETOVGIMOT|, TN HETOGTPOPT TNG KOl GTNV EXAVAGTPOPT TNG GTO 1510 TO
dtopo. H petaoctpoen (apopd 6to 6KOTO TNG EVOPUNGNC) KoL 1) ETAVOGTPOPN (GTO
AVTIKEIIEVO TNG EVOpUNONG) eival cLVIEdEUEVES GE oMeio OV dE PITOPOVV VaL
ov{nmBovv yoprotd N pia amd v GAAN. H emovactpoen g evopunons ond 1o ym
OTO OVTIKEILEVO Kol aTd TO OVTIKEIEVO GTO £YM AVTIGTOLYEL €& Oplopol oTnv idto
depyacio. H Avva @pdwvt ta&ivounce T HETAGTPOPN GTO 1010 TO GTOUO 6TV
Katnyopia tov punyavicpav apovag. ITietedel 6tL oty mpaypatikdTNTa TPOKELTAL Y10
TIG TTO APYOTKEG LOPPES TOV YUYLGHLOV.

Mn avOpomokevrpikn Oedpnon

AvodekviovTag TV €vvold TOV U ovOpOTIVOL DTOKELEVOL BEToVpE Eva KPIGIHO
EPOTNUO GTNV aVOPpOTOKEVTIPIKN BECT — avaBe®pOVTOS TNV 16YD TNG
avOPOTOYEVETIKNG 1] AVOPOTOAOYIKNG UNyaviS, otV omoia avapépete o Giorgio
Agamben.

Ot véec avOpOMIoTIKEG GTOVOEG d1EVPVVOLV TO TTESTO TNG EPEVLVAG TOVS TNV
TOVTOTNTO, GTNV ETEPOTNTO KOL GTOV ATOKAEIGUO, EVIAOOOVTOG G aVTO TO TESIO Kot
un avpomiveg ovtotnteg: {da, eutd Kot Tpdypota. O AANOG yiveTar Katavontog Oyt
LOVOV G KATO10G TOL OVIKEL GE SLOPOPETIKN GUAN 1| TAEN, TOV €XEL HLUPOPETIKN
oeCovaikotnTa 1 BpnoKev L, AALL Kol MG KATO10G 1) KATL TOV OVIKEL G

PO PETIKO £100¢ N £XEL SLOPOPETIKT 0PYaVIKT VITOGTACT] (L., KATL OVOPYOIVO).
Melet®dVvTag SLOPOPETIKES LOPPES TNG VITOKEEVIKOTNTOS, UTOPOVLE VO GTUELOCOVLLE



OTL T0. GLUPATIKA KPLTPLo, POCICUEVA GTIV TOATIGLUIKT KOl KOWVMVIKT OVTIANYT TOL
VTOKEEVOD, KOl 1) SLOSIKT), IEPUPYIKT OKEYT) TOL AEITOVPYEL e dimoAa OT®G
0PYOVIKO/avOpyavo Kot ovOpdmvo/un avBpdmivo, eivat TAEOV aveEmapKn Kot
neplopilovv v guPéleta g avOpOTIGTIKNG £pEVVOG,.

To evdapépov yia ta avTiKeipeva, To TPAYUATo Kot To. (O 0eV OmOTEAOVV EKONAMON
NG YVOOIOKNG TEPIEPYELNG TV EMOTNUOVOV. AVTIOETMG, Vol ATOTELEGLOL TNG
AVATTUGCOUEVNC TEMOIONONG OTL OL VPIGTAUEVOL TPOTOL LLE TOVG OTO10VG
avTIAapUPavOLOGTE TOV KOGLO £ivol AVETAPKELS V1o VO TOPAKOAOVONGOLV TIG dALNYEG
TOV EMTEAOVVTOL OTO T YEVETIKY] UNYAVIKT, TIC LETOUOCYEVOELS, TNV
yoyopapuakoroyio 1§ ™ vavoteyvoroyia. Ot aAlayég avtég avtikatontpilovtol ot
HEAETT O1POP®V VEDV PN YNLUOTIKOV OTEKOVICEDV TNG VTOKEYEVIKOTNTAS, OTWG TO
cyborg, 0 KADOVOG, TO TPAYLO OC POPENS VITOKEWEVIKOTNTAS, TO (1O, TO TEPAS, TO
petaAloypévo (yevetikd mopamoinpévog avBponog 1 {oo), o desaparecido, ta
AVTUTPOCMOTEVTIKG Olypata omd ToKileg HELOVOTNTES Kot AvVOp®TOL amd S1apopeg
eBvoNTEC Ko dTtopa pe avamnpieg. Ot VTOKEWEVIKOTNTESG OVTEG Eival EKetveg TOV
o POTOLOVVTAL OTd TO TOPASOGLOKO VITOKEILEVO.

2116 HEPEC Hog M o Pk oAAoyn] 0TI HEAETT TOV TPAYUAT®OV TPOEPYETOL OO
YVOOTIKA Tedia KTOG TV avOpomoTIK@V emotnuadv (Donna Haraway, Bruno
Latour, Mario Perniola). [1o¢ mpémet va avtipetonicovpe po oelpd vPpdd
VIOKEIEVQ, TaL 0TTOl0 dEV UIOPOVV va, 0pltoTovV pe Pdor tn dvadikn didkpion
avdpecso og 0pyovikd/ pun opyaviko kot avlpomvo/un aviponmrvo; Kt av axoun avtd
TOL POVOLLEVA ELVOL OKOUT OPLOKA KO OLTOLOVOUEVO GLYOLPO givar OTL ALVTESG OL
AKPOIES VTOKEIUEVIKOTNTESG TPOEKOVILOVV Eva LEALOV TTOV Ol AVOPDOTIVES EMGTNIES

JeV TIPEMEL VO 0y VO GOLV.
Ebda Ntopoavoko, «Eemepvaviog Tov avOpomokevIpIopd OTIS IOTOPIKEG GTOVOESH, HTYp. B.
Kopapavordxng, Bifliobnxy, Elevbeporvmia, 31-10-2008

Muyoadiopog (vBprovopog)

Nel nuovo genere di realtt urbana non possono pio essere identificate tramite
categorie quali continuo-discontinuo, ma da quella della frammentariet®. In epoca di
trasformazioni genetiche dobbiamo accettare, quasi come inevitabili, forme connettive
quali: meticciato (pryadiopog, vppdIordc, avapiEn Kot S10eTadpOoT AVOUOIOV
otolyeiov), interconnessione, (vrepovvoesILOTNTA), reciprocitt (apoPaidtta). La
nuova architettura si fa carico di rappresentare questo processo di modificazione
attraverso la semplificazione della forma, la tensione riduzionistica che punta a
costruire edifici come solitari mondi senza identit®, in cui l'oggetto si chiude in st per
diventare microcosmo urbano: fenomeno che Rem Koolhaas aveva gity individuato
nel suo Delirious New York, denominandolo «manhattanismo»... Tra gli elementi
caratteristici di questa nuova maniera di essere dell'oggetto architettonico si segnala la
totale indifferenza rispetto a fondamentali concetti quali quelli di luogo, significato e
identit®. K.

Non-Plan Condition

Cedric Price and I collaborated on Non-Plan, an anti-planning polemic, which
infuriated architects, planners and assorted do-gooders. The idea emerged during a
conversation I had with Peter Hall, geographer and planner, in the late 1960s. Both of
us were appalled at the disasters that urban planning had brought about. We wondered
if things could be any worse if there were no planning at all.

Anyone who wants to know more about Non-Plan, its origins and its later history can
find it in Paul Barker, Non-Plan Revisited : Or the Real Way Cities Grow (London :



Journal of Design History, 12 / 2, summer 1999) and in Jonathan Hughes and Simon
Sadler, Non-Plan : Essays on Freedom, Participation and Change in Modern
Architecture and Urbanism (Oxford : Architectural Press, 2000).

The name Non-Plan was, I think, my suggestion. I saw it as the theme for a special
issue of the social affairs magazine, New Society, which I edited. The obvious
collaborators were Cedric Price, who had already appeared in New Society, and whose
non-authoritarian designs certainly influenced us; and his great friend, the architecture
historian, and chronicler of popular culture, Reyner Banham. We drew deeply on
Peter Hall’s and Reyner Banham’s wide knowledge of the United States. (A less
common thing in Britain than it has since become.)

What worried our critics, who were many, when the four of us published our Non-
Plan issue of New Society (20 March 1969), was their uncertainty about our political
stance. Was this anarchism? Or deep-dyed conservatism, a precursor of Thatcherism?
Our essential point was that you should always think very hard before telling other
people how they ought to live. They had their own preferences, which ought to be
respected.

We suggested carrying out a Non-Plan test. Four districts should be freed from all
controls, and we could then judge whether the upshot was any worse than what
happened with the controls on. To make readers sit up, we chose four much-cherished
slices of English countryside for our test. The resultant incandescence was highly
satisfactory.

Cedric was delighted with the furore, and continued to propagandise for Non-Plan for
the rest of his life. Whenever we met, he’d point out to me some new example of
architectural or planster idiocy, which proved how right we’d been. I usually agreed
with him. Later, when I began to write regularly about architecture and urban change,
I always counted Cedric, Reyner Banham and Peter Hall among my principal
influences.

Non-Plan is one of Cedric’s bequests, intellectually. As a concept it has never gone
away. I find that people refer back to it constantly. It had very practical results, also.
At the time, we thought that cities were too complex for Non-Plan, but the problem
of what to do with urban dereliction from the 1970s onwards changed all that. Peter
Hall developed the idea of the control-free enterprise zone, a miniature Non-Plan.
This was applied, for example, in the London Docklands. Without it, there would be
no Canary Wharf. The first American-style mall, in Gateshead, across the river from
Newcastle-upon-Tyne, was also built in an enterprise zone. This and its various
successors were despised and detested by everyone apart from the millions who used
them. Cedric, Peter Hall, Reyner Banham and I had suggested that, at the very least,
Non-Plan would give us a clear idea of what popular design might look like. We
eventually got an answer.

Off-shore Urbanism

The principals of Offshore urbanism, according Alessandro Petti are: «1. Security-
isolation: The World has a security system that includes 24 hour patrol of the coasts
and a system of closed circuit camera in all “public” areas. The islands can only be
accessed by boat. 2. Extraterritoriality: Built 4 km from the coast, they are real
private city-states. The owner of the island enjoys immunity from state laws. 3.
Island-worlds: the dream of reproducing the world finds its literal application. Each
island represents a part of the world. City-worlds, selfsufficient universe. 4. Social
programming. The tourist and businessman blend into a new social figure, that has
no need to move from “The World”. The residential islands described constitute the



city archipelago. Each island is connected via a system of major infrastructures to
islands of work and leisure, in turn also built as themed islands; Dubai Internet City,
Dubai Media City, Dubai International Financial Centre, Dubai Gold and Jewellery
Park, Dubai Marina. An island for every activity. A private self sufficient city
archipelago separate from and superimposed onto the rest of the city. This is the
challenge that the model of the archipelago presents to the notion of the city.»

Un avventuroso “viaggio per mare” che, di isola in isola, ci porta alla scoperta di un
nuovo ordine spaziale. Dalle meraviglie di Dubai (Urbanistica off-shore
=autonomia, separatezza, island-state, security isolation, extraterritoriality, social
programming —tourista-businessman, private city archipelago) e dei suoi avveniristici
ed esclusivi artifici architettonici al doppio regime istituito da Israele nei Territori
occupati di Palestina; dall’ipervigilato paradiso turistico di Sharm EI-Sheikh ai campi
di permanenza temporanea europei; dalle forme di minigoverno separatista delle
gated communities nordamericane ai bantustan sudafricani; dalle riserve indiane
statunitensi ai sempre piu appartati e fortificati vertici dei G8.

In questo appassionante libro, Alessandro Petti traccia un originale e ardito quadro
dell’assetto spaziale contemporaneo e delle asimmetrie che governano, spesso
silenziosamente, le nostre vite. Smentendo le visioni euforiche che promettono da
decenni altri mondi possibili, liberati e interattivi, ma anche i catastrofismi di chi si
crede a un passo dalla fine del mondo, della storia, della speranza, Arcipelaghi e
enclave tenta di guardare dove di solito ci invitano a non guardare, e stabilisce nessi
scomodi e politicamente scorretti.

Un durissimo atto d’accusa nei confronti di quegli architetti e urbanisti complici di un
sistema che tende sempre piu a isolare, a disgregare e a rimuovere gruppi e individui
considerati «pericolosi, diversi, ridondanti».

Arcipelaghi e enclave ¢ un sorprendente tentativo di leggere la dimensione territoriale
e politica dell’occupazione israeliana come laboratorio, acceleratore e condizione
limite della globalizzazione neoliberale e delle sue ricadute spaziali. Impegnato e
penetrante, il lavoro di Petti ¢ un monito deciso, ma anche la dimostrazione del forte
potenziale di osservazione della ricerca architettonica. (Eyal Weizman, direttore del
Centre for Research Architecture, Goldsmiths University of London)

Il lucido e stringente impianto teorico di Arcipelaghi e enclave rivela che, dietro gli
atti all’apparenza non connessi o persino le presunte “reazioni” a incidenti di Israele,
si cela il paradigma del controllo coloniale. (Suad Amiry, fondatrice e direttrice del
Riwaq Centre for Architectural Conservation di Ramallah)

Un libro che traccia un importante profilo del “nuovo ordine spaziale”. Alessandro
Petti ha catturato con precisione I’'immagine del mondo in cui viviamo, radiografando
la spina dorsale della nuova logica spaziale: arcipelago capsulare vs enclave di campi
o situazioni consimili; forme di vita protette e connesse vs vite disconnesse e indifese.
Questa tecnica del “chiaroscuro”, di cui Israele e i Territori occupati sono il
paradigma, offre un’immagine estrema e percio estremamente chiara della nostra
difficile condizione: il modello in bianco e nero del nostro futuro.

(Lieven De Cauter, dipartimento di Architettura e Urban Design (Asro), Katholieke
Universiteit Leuven)

Il libro di Alessandro Petti ¢ uno strumento indispensabile per comprendere la
trasformazione degli spazi in cui viviamo sotto I’effetto dei dispositivi di controllo e
di sicurezza. Nei territori palestinesi come a Genova, a Sharm El-Sheikh come a Los
Angeles, la posta in gioco in questa nuova scienza dello spazio ¢ la possibilita stessa
di una vita politica.(Giorgio Agamben)



Description of Alessandro Petti, ARCIPELAGHI E ENCLAVE Architettura dell ordinamento spaziale
contemporaneo, Bruno Mondadori, Milan 2007.

Parallax View

The Parallax View is Slavoj Zizek's most substantial theoretical work to appear in
many years; Zizek himself describes it as his magnum opus. Parallax can be defined
as the apparent displacement of an object, caused by a change in observational
position. Zizek is interested in the "parallax gap" separating two points between
which no synthesis or mediation is possible, linked by an "impossible short circuit"
of levels that can never meet. From this consideration of parallax, Zizek begins a
rehabilitation of dialectical materialism.

Modes of parallax can be seen in different domains of today's theory, from the wave-
particle duality in quantum physics to the parallax of the unconscious in Freudian
psychoanalysis between interpretations of the formation of the unconscious and
theories of drives. In The Parallax View, Zizek, with his usual astonishing erudition,
focuses on three main modes of parallax: the ontological difference, the ultimate
parallax that conditions our very access to reality; the scientific parallax, the
irreducible gap between the phenomenal experience of reality and its scientific
explanation, which reaches its apogee in today's brain sciences (according to which
"nobody is home" in the skull, just stacks of brain meat—a condition Zizek calls "the
unbearable lightness of being no one"); and the political parallax, the social
antagonism that allows for no common ground. Between his discussions of these
three modes, Zizek offers interludes that deal with more specific topics—including an
ethical act in a novel by Henry James and anti-anti-Semitism.

The Parallax View not only expands Zizek's Lacanian-Hegelian approach to new
domains (notably cognitive brain sciences) but also provides the systematic
exposition of the conceptual framework that underlies his entire work. Philosophical
and theological analysis, detailed readings of literature, cinema, and music coexist

with lively anecdotes and obscene jokes.
From description of Slavoj Zizek, The Parallax View, MIT Press, 2009

Parallax View 11
Architectural Parallax, Spandrels and Other Phenomena of Class Struggle, Slavoj
Zizek. See: http://neolacanien.blogspot.com/

Hoapavoikokprtiki pédodog

H mapavoikoxpirikn katd NtoAi etvat: «avBopuntn pnébodog g mapdioyng yvoong
Boaciopévng oTnV EPUNVEVTIKN-KPITIKN GUVEIPUIKT] GUVOEST] TOV TOPUATPTLATIKOV
eowvopévevy. To vo GUUUETAGYELS WG OPOVV TPOGMTO (TAPOVOTKOS) ALY KO MG
Bea¢ (KaAMTEYVNG) OTO VIEAMPLO TOV TPOKAAElG GTOV £0VTO Gov. Edd evotapépet
TEPIOGOTEPO TO MOMTIKO AMOTELECLO QAL KOL 1] OTEVOYOTOINGN TNG £VVOLaG,.

O S. Freud cuvédeoe v «apdvoloy pe TV TPpoPoAr], avIADOVTOG amd TV TePinTmon
tov Daniel Paul Schreber, Xto Amouvnuoveduara evog vevpaabevois (1903) mepiéyete
N Kataypaen evOg mopavoikod TapoANPLOTOS GTO OO0 0 aPNYNTAS dtaTeiveTal OTL
ExeL1010itepes oY€0ELg Le TO Oed Kol HETAHOPPADVETAL GE EYKVIOVOVGA Yuvaika. O
Lacan avayvopilel otnv Topdvolo pic VOPKIGGIGTIKY d1ICGTOCT) KOl TO OVIGUYUGTIKA
o1kelo, evd «o NtoAl divel Tovg eENg optopovc: «llapavoio: EPUNVELTIKO TOPAATPTLLOL
pe ovotnuatiky doun. Iapavoiko-kpitiky dpaotypiotnta: AvBopuntn péBodog
“mopdAoyng yvoong” Paciopévn otV KPITIKN Kol GUGTNHATIKY OVTIKEEVOTTOINGT
TOV TOPUANPNUATIKOV GUVEIPUAOV KoL EPUNVELDOV.» (610 Avipé Mrpetdv, Tt eivar o
oovpeoiiouog (1934), ptep. X. HuomovAog, emp. A. Mapaykodmoviog, AGMva 1983,



c. 161.)

BA. eniong Avtpé Mmpetov, AvBoloyia tov Mavpov Xioduop.

kot X. Ntod, [Hopavoixokpitixy, pte. A. Zeoklovakng, Exkddoeig Arydxepoc, y.x.)-
kot Spellbound (Alfred Hitchcock, 1945, -dreams designed by S. Dali):
http://www.youtube.com/watch?v=dzxlbgPkxHE

Hoapavoikokprtiki) pédodog/ Paranoiac-critical method

The Paranoiac-critical method is a surrealist technique developed by Salvador Dali
in the early 1930s. He employed it in the production of paintings and other artworks,
especially those that involved optical illusions and other multiple images The
Surrealists related theories of psychology to the idea of creativity and the production
of art. In the mid-1930s André Breton wrote about a "fundamental crisis of the
object". The object began being thought of not as a fixed external object but also as an
extension of our subjective self. One of the types of objects manifested in Surrealism
was the phantom object.

According to Dali, these objects have a minimum of mechanical meaning, but when
viewed the mind evokes phantom images which are the result of unconscious acts.
The paranoiac-critical arose from similar Surrealistic experiments with psychology
and the creation of images such as Max Ernst’s frottage technique, which involved
rubbing pencil or chalk on paper over a textured surface and interpreting the phantom
images visible in the texture on the paper.

The aspect of paranoia that Dali was interested in and which helped inspire the
method was the ability of the brain to perceive links between things which rationally
are not linked. Dali described the paranoiac-critical method as a "spontaneous method
of irrational knowledge based on the critical and systematic objectivity of the
associations and interpretations of delirious phenomena."

Employing the method when creating a work of art uses an active process of the mind
to visualise images in the work and incorporate these into the final product. An
example of the resulting work is a double image or multiple image in which an
ambiguous image can be interpreted in different ways.

André Breton hailed the method, saying that Dali's paranoiac-critical method was
an "instrument of primary importance" and that it "has immediately shown itself
capable of being applied equally to painting, poetry, the cinema, the construction of
typical Surrealist objects, fashion, sculpture, the history of art, and even, if necessary,
all manner of exegesis." (We are in a post-critical condition in architecture? -Related
with Rem Koolhaas support of the «paranoid-critical» method in Delirious New York)

Hoapavoikokprtiki) pédodog/ Paranoiac-critical method I1°

According to post-structuralist semiology, a sign is a thing which stands for
something else. The sign may refer to the specific content intended to be
communicated (the signified), or it may simply point to a formal device devoid of
meaning (the signifier). In either case, there is a potential infinitude of interpretations
of'a given sign. This is a result of the incessant and tyrannical generation of meaning
which takes place in the human psyche, wherein mental constructs are freely
associated with one another. Signs, signifiers, and signifieds interact as if they were
particles suspended in a turbulent medium, connecting with one another in a chaotic
order determined by the matrix of the individual's personality and experiences.
Theoretically, this leads to an infinite chain of semiosis, in which each concept is
related to all others through the process of association.

In practice, however, the chain always breaks. If it didn't, the infinite connectedness
of all concepts would destroy any form of relativity. We would be left with an



immobile solid rather than a free-flowing liquid. So, the psyche must deliberately
sever certain links in the chain, and establish some form of interpretation of the sign.
Of course, this interpretation need not be singular nor final; in fact, it is often highly
volatile and subject to sudden catalytic change.

In the artworks of Salvador Dali, representational images often have more than one
dominant interpretation. In contrast to the multiple images often visualized in
Rorschach tests and abstract works of art, Dali's paintings do not rely on the viewer's
unconscious projection. Rather, they are generated by the artist's willful submission to
the associative power of the psyche. This process resembles the interpretive disorder
of paranoia, and therefore Dali called it the "paranoiac-critical method." In his famous
essay, "The Conquest of the Irrational," 1935, he made a detailed exposition of the
paranoiac-critical method, discovered six years earlier:

It was in 1929 that Salvador Dali brought his attention to bear on the internal
mechanism of paranoiac phenomena and envisaged the possibility of an experimental
method based on the sudden power of the systematic associations proper to paranoia;
this method afterwards became the delirio-critical synthesis which bears the name
"paranoiac-critical activity." Paranoia: delirium of interpretive association bearing a
systematic structure. Paranoiac-critical activity: spontaneous method of irrational
knowledge based on the interpretive critical association of delirious phenomena. (1)
The primary function of the paranoiac-critical method is to produce images of a
startling and authentically unknown nature. The paranoiac mind perceives alternate
meanings of individual signs, and interpretations displace one another almost
instantaneously. Whether these new relationships are created or merely noticed by the
paranoiac is irrelevant. As Dali explained, "It is enough that the delirium of
interpretation should have linked together the implications of the images of the
different pictures covering a wall for the real existence of this link to be no longer
deniable."(2)

These links can be of the order signifier-signified, or signifier-signifier, or, strangely
enough, both simultaneously. The clearest and most celebrated example of this
phenomenon can be seen in Dali's painting of 1940, Slave Market with the Invisible
Bust of Voltaire. Dali, seeing Houdon's Bust of Voltaire, instantaneously envisioned a
pair of Catholic nuns hidden within the features of the philosopher. The formal pretext
of Houdon's sculpture (the signifier) gave way to a vision of the nuns (another
signifier). Yet, at the same time, there exists a conceptual relationship. Dali had been
struggling with his repudiation of his Catholic heritage, so his spontaneous
visualization of nuns within the visage of the atheist Voltaire had a signifier-signified
connection. It is possible that the two forms of association operated at different levels
in the artist's psyche.

In any event, the paranoiac-critical method is a clear example of the unpredictable
energy of semiotic association harnessed to create works with a multiplicity of
meanings. This is an immensely valuable discovery, not only for artists, but for all
who seek to understand the creation of meaning. As Dali wrote, "The paranoiac
mechanism whereby the multiple image is released is what supplies the understanding
with the key to the birth and origin of all images, the intensity of these dominating the
aspect which hides the many appearances of the concrete."(3)

It seems ridiculous in light of all of this that post-structuralist theorists persist in
proclaiming "the death of the author." How could any object or any event which we
perceive as "art" come to being without the initiative of its creator? Surely Slave
Market with the Invisible Bust of Voltaire did not spontaneously generate itself ex
nihilo. Granted, the ultimate meaning of each perception is created by its reader.



However, no amount of theoretical discourse is going to annihilate the role of the
author, the originator of the work to which the discourse re.

From Aaron Ross, A Semiological Exploration of Dali's Paranoiac-Critical Method

(1) Dali, Salvador, "The Conquest of the Irrational," 1936. Reprinted in Salvador Dali: A Panorama of
His Art, edited by A. Reynolds Morse. Salvador Dali Museum, Cleveland, Ohio, 1974, p. 49.

(2) Dali, Salvador, "The Stinking Ass," 1930. Excerpted from his book La Femme Visible, and
reprinted in Surrealists on Art, edited by Lucy Lippard. Prentice-Hall, Inc., Englewood Cliffs, New
Jersey, 1970, p. 97.

(3) 1bid., p. 99.
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Surrealist painter Salvador Dali first coined this term in 1929, to refer to a way of
finding and presenting the visual puns and irrationalist imagery which characterise his
work. Ina 1935 essay, The Conquest of the Irrational, he says:

It was in 1929 that Salvador Dali brought his attention to bear on the internal
mechanism of paranoiac phenomena and envisaged the possibility of an experimental
method based on the sudden power of the systematic associations proper to paranoia;
this method afterwards became the delirio-critical synthesis which bears the name
paranoiac-critical activity.
Paranoia:
delirium of interpretive association bearing a systematic structure.
Paranoiac-critical activity:
spontaneous method of irrational knowledge based on the interpretive critical
association of delirious phenomena.
Along with its predecessor, dada, surrealism sought to challenge the mechanistic
rationalism that dominated the politics and academia of the early 20th Century, seeing
in it the genesis of the first world war and other dire social and cultural trends.
Where Dada and surrealist automatism were content to encounter and exhibit the
irrational in a spontaneous psychic effort on the part of the artist, producing works
which aim at eluding any interpretive schema, the "veristic" strand of surrealism was
happier with the use of symbolic elements, and came to be more aligned with the
psychoanalytic idea of a "dream language" spoken by the unconscious, whose
unplanned irruptions into waking life constitute the phenomena of delirium and
madness, but which is nonetheless the true source of the artistic imagination.
Dali's contribution to developing surrealist theory was the idea that in what he calls
the "interpretive delirium" of paranoia, no straightforward hallucination is involved
(seeing what is not there), merely an unusual ascription of significance and meaning
to what is perceived, as for example when your paranoid friend hears just the same
words on the radio that you do, but is able to hear all sorts of "hidden meanings" that
you can't (seeing what is there, but differently).
In the essay The Rotten Ass, 1929 (which I think marks the first appearance of the
phrase paranoiac-critical in print) Dali writes:
As far removed as possible from the sensory phenomena that can be thought of as
more or less connected to hallucination, paranoid activity always makes use of
verifiable, recognizable materials. It is enough for someone in the grip of an
interpretive delirium to link the meanings of heterogeneous paintings that happen to
hang on the same wall for the real existence of such a link to become undeniable.
Paranoia uses the external world to validate an obsessive idea, with the troubling
result of validating its reality to others. The reality of the external world serves as
illustration and proof of the paranoid idea and is subservient to the reality in our
minds.



As can be seen from that quote, Dali was pleased to grant (at least for purposes of his
artistic programme) that the "hidden meanings" have equal status with the
conventional interpretations - their "real existence" is "undeniable" - and it's possible
to see in his work a desire to exhibit this undeniable presence directly and concretely
for the viewer.

The exemplary form of this was for Dali the "double image" where a single piece of
canvas and paint presents equally well two distinct and incompatible images, as in his
famous Slave Market with the Disappearing Bust of Voltaire (1940), where the same
region of canvas can be seen equally well as either a bust of (18th Century arch-
rationalist) Voltaire, or two Dutch merchants (or spanish nuns) walking through an
archway - the sky seen through the rounded arch becoming Voltaire's cranial dome,
the heads and hats of the merchants (or nuns) doubling as Voltaire's crinkly pop-out
eyes, and so on.

This is an extremely developed example, distinguished by its full-on realism, of a
kind of optical illusion known as a bistable ambiguous image. Other less illustrious
examples are the necker cube and the duck-rabbit. The burden of generating such
exquisite ambiguity fell on the paranoiac part of Dali's method, and it's an intriguing
question as to what exactly was involved in this. Dali speaks vaguely of inducing in
himself a paranoiac form of mentation, without giving any practical details, but it
might be a mistake to assume that there was nothing more to be said.

This is difficult territory, since access to the irrational was the cornerstone of
surrealist credibility and, to some, automatic proof of genius; dada and surrealism had
a tendency to hero-worship the insane. Dali famously said: "The only difference
between myself and a madman, is that I am not mad!" and it's certainly true that his
extraordinary productivity of "double images" and other "paranoiac" visuals indicates
an extraordinary flexibility of perception (let's say) at the very least.

Whether we should understand this as Dali literally inducing in himself a form of
insanity or other altered state, though retaining, as per the critical part of the equation,
the ability to produce out of this an artistic work rather than an entrenched delusory
belief system, must be weighed against Dali's undoubted showmanship and self-
publicity. Certainly such a literalist reading is encouraged by Dali, who also remarked
that "The only difference between me and the surrealists is that I am a surrealist!",
with some justification, if it's taken as a claim about the extent to which he put
irrationalism into practice in his daily life.

In any case, Dali's methodology only makes sense if we understand that the
paranoiac-critical artist unleashes in himself in some fashion the kind of unusual
perceptions that are found in madness or delirium and then is able to bring these
effectively to the viewer through their careful presentation and embedding in the
associative framework of some artistic work. Dali's virtuosic technique comes to the
fore in the latter task, either in full-blooded trompe ['oeile realism or in masterful
adaptations of several classical styles, allowing the creation of the compelling
representations which are necessary for the full psychic assault on the viewer's
"rationality".

Dali makes it reasonably clear in his "Rotting Ass" essay that this rationality, the
consensus reality of modernism, is to be regarded itself as a paranoiac delusion of the
worst and most entrenched kind, "in which the cruelest, most violent automatism
achingly reveals a hatred of reality and a need to seek refuge in an ideal world that is
common in childhood neurosis". By exhibiting his carefully framed alternate realities,
and nodding towards the contingency and superfluity of perception itself, Dali hoped
to weaken the grip of the collective madness on us all, to "systematize confusion and



contribute to the total discrediting of the world of reality" - on Dali's view, a moral act

"in the service of the Revolution."

Quotes from:

The Rotting Ass, (“L’ane pourri”) Dali, 1929, from his book La Femme Visible, and translated by
Arthur Goldhammer, in Grand Street (www.grandstreet.com) at
http://www.grandstreet.com/gs/gs60/dali.html (-published in the journal Le Surrealisme au service de
la revolution, outlining the foundation of his new method, and the poem “La femme visible” (“The
Visible Woman”) in “Editions surrealistes.”)

Dali, Salvador, The Conquest of the Irrational, 1936. Reprinted in Salvador Dali: A Panorama of His
Art, edited by A. Reynolds Morse. Salvador Dali Museum, Cleveland, Ohio, 1974, as cited by Aaron
Ross, in The Art of Salvador Dali: From the Grotesque to the Sublime at:
http://www.dr-yo.com/grot.html

LIGYY  RNINIS

«...To koAdL elvar pa péBodog TG 0molag TO TAEOVEKTNLOL TTPOEPYETAL OO TNV
glpovio, eoiveTor vo givor Lo TEYVIKY Yo VAL XPNGLOTOLOVUE TPEYLOTO, KO
TaVTOYpOVa va duomictovpe anévavti Tovs...» (Colin Rowe, Fred Koetter, Collage
City). Zto PiAio avtd 01 GLYYPAUPEIS ATOPPITTOVY T LEYAAN OVTOTIGTIKG OPALLATOL
T0V «total planning» kot Tov «total designy, Tpoteivovtag v mOAN KoAdl («collage
city»).

O Colin Rowe ka1 o Fred Koetter entyeipodv pio patvopevorloyikn TpocEyyion
SpESOoV TV oyéoemv eryovpa-Baboc. To mpdTLTO TS apyaiag TOANG Tapdyst
YDPOLS EVD TO TPOTLTO TG LOVTEPVOS TOANG TOPAYEL APYITEKTOVIKA OVTIKEIUEVL.
Agv glploote VToYPE®UEVOL VoL ETAEEOVLE EVal A0 TO, OVO AVTE TPOTLTTA GAAG VOl
gykatodeiyovpe TV TpdOECN TOV 0A1K0D EAEYYOD —1) OTO10L YOPOKTNPICE TN
VEMTEPIKOTNTO- KOL VO OTOOEYTOVUE TNV TOALTAOKOTNTO Kot TIG AVTIOEGELS TNG
npaypatikdtnrog. H mpaktikn tov koAdl kot tov assemblage emitpémovv pia tétota
oTPATNYIKY, M omoia cvpEwva pe Tov Colin Rowe pumopet va avayvopiotel oty
ewova ™G Poung (katd v autokpotopikn Kot propdk tepiodo, 6Ta 6YEJL0 TOV
Nolli kou Tov Piranesi) Kot 6TV 7oAn-povoeio TV VOTOAEOVTIOV Xpovav. I'a Tov
Colin Rowe 10 K0AGL cuvdéeTan e v TPakTikY Tov bricolage kot pmopet va
ATOTELEGEL EVOL TPOYUATIKO OAAG Kot £va lpwvikd epyaireio. Me tov Tpdmo avtd
LITOPOVLE VO, GLVOECOVLE apyLtékToves OTmwg o Durand, o Venturi, o Rossi, o
Koolhaas kot o Aureli. O M. Tafuri tpocédoce, emiong, (o KPITikn 0146Toon 60Ut
™V TpakTikn): «H kpitikn Tpdén cvvictoton o€ po avacHvOeon TOV AmOGTOCUETOV
HOALG 1oTOpIKOTOINBOVV: GTNV emavacuvopproyn tove. (M. Tafuri, The sphere and the
labyrinth)

Pilopo.

O Gilles Deleuze kot o Felix Guattari mpdtevav 10 pliopatikd HoviEAo ®g apvnon
NG OVGLOKPATIOG, TNG EVOTNTAG KOt TNG SOLASIKNG AOYIKNG, ovalNTOVTOG TIC
TOALOTTAOTNTES, TOL TANON Ko Ta yiyvesOat. To pilopa eivar po eVOAALOKTIKY, Un-
avTopPyIKN «edvoy (1 doun) g okéyng, n omoia PacileTor onv peETOQOPE TOV
YPaGI010D, TO OTO10 PUTPAOVEL OKATACTOTO Kot 0d1dpata, o€ avtifeon pe mv
TOKTOTOMUEVT OVATTTUEN TOV JEVTPOoD (1] SEVPDOOVE GUCTHUATOG). XKOTOG TOV
pLdpHOTOg gival va EMTPEYEL GTH GKEYT «Va ATOTIVAEEL TO HOVTELD TG, VO KAVEL TO
YPOAGIOL TNG VO QUTPACEL, OKOLLOL KOl TOTIKE, 6T Teptdmpa...» (o. 24). To piopa, pe
NV £Vvola 0VTH, apveital TV 10t TV Wéa evog LovTtéAoL: eival pio atedeimT,
AKOTAGTATH TOAAATAOTNTA GLVOECEMV, YopaKkTnpiletorl oamd eTepoyévela, 1 omoia dev
Kuplapyeital amd &va Hovadikd KEVIPO 1 LEPOS, OAAG £Ival ATOKEVTPOUEVT KO
TANOVVTIKY|. ATOOEYETOL TECTEPQ XOPAKTNPIOTIKA: GDVIETH, ETEPOYEVELQ,
rollamlotyro, ko prén (. 7). Amoppintel ) yevealoyia, Tovg dvadikoHg



S ®PIGUOVE, TIS Ypappopoplokes (molar) Sopéc ko Tig epapyies Kot dev
KuPepvatat amd pia dtadektikn Aoyiky. Katd cuvéneia eetdlet pe kpitikd tpomo Tig
APUIPECELG TOV KVPEPVOLV TN GKEYN KoL 01 OTO1ES OMOTEAOVV TN BACT d10POP®V
AOY®V Y10, TN YVAOOT, TN A0YIKH (ALY KoL Y10 TO OXEOLAGO).

O Deleuze kot o Guattari agrvouv va gvonbei 6T1 610Y0¢ ToVS dev eivat amAds N
arodounon (N n and-cHvheon) TV LOPPAOV, TPAYLLO TOL gival emiong SVGKOAO, ALY
1 CLVEYNG EVOALYT amoovvopuoloynons Kal covapuoyns. H tomoloykn dourn tov
pi{auorog emrpénel v tpocwpiv| kat tomikn (local) dnpiovpyia «wapavoiko-
KPUIK®OV» (BA. Tapomdvm), 1§ «OKOTAGTOTOVY LOPPDOV, GE GUGYETIGUO LE TNV
TPOcOPIVH dnovpyio vnoidmv TdENg HEG G YOOTIKA LOPPOUHOTL. YT LTV TV
évvola 1o pilopo cvvdcetar pe to Yrepkeipevo (Hypertext, aAdd ko
Hyperarchitecture): cuviotd TomoA0YIKO KTO LOPO®LULO, HOPPOKAAUCLATIKO YMDPO Kot

YOPO TOALOTAGDV TPOCPAceEwV.

Gilles Deleuze and Felix Guattari, Kazitadiouog ko ayiloppéveia: O avr-Owdimovg, ptep. 1. Paiin,
K. Xatnonuov, emy. I'. Kpntikdg, ekd. Kédpog — Panma, Abnva 1981, kon 4 Thousand Plateaus:
Capitalism & Schizophrenia, ptep. Brian Massumi, Althone Press, Aovdivo 1988 (avagop£q).

20YYVO TOV OVTIKELREVOV.

"H moinomn odnyel oto 1810 onpeio pe Tig HOPPEG EPWTIGUOD, GTO ALOPOPETO, GTN
oLYYLOT TOV EEYMPLOTAOV AVTIKEILEVDV. Mag odnyel otV aiovidtnto, pog odonyel
010 Bdvaro, kot oo Tov Bavdtov, otnv aAiniovyia: n woinon elvan 7 arwviotyza.

Eivou o niiog mov mopevetor poli pe w Oalacoa.(...L eternite. C' est la mer alee Avec

le soleil)
(Z. Mrmazdry, O epwtiondg)

QPUVTUOLOKO /EIKOVIKO

Katd TV gkdoyn tov Lacan éva and ta tpia media avapopds (Tpoyrotiko,
SLUPOAKS, POVTOGIOKO 1] EIKOVIKO) TOV YUXAVOALTIKOD TTEdIOV

- O EVOOVTOKELEVIKT] ATOYN TO KVPLO YOPOKTNPIGTIKO TOV POVTAGLOKOD Eival
OepeM®OMG VOPKICGIOTIKT] GYECT) TOL VITOKEILEVOL [LE TO £YD TOV

- O SWTOKEYEVIKT] ATOYN TO PAVTOGIOKO aPOPd 1o SLOSIKT) GYECT) OV
Bepedvetor Kot coAlappaveton pe Baon v ewova evog OHo1ov (epoTikn EAEN,
eMOETIKT €vTaon).

BéPara yio tov Lacan dev vapyetl Opo10g — KAmo10¢ GAAOG oL va. givat eyd — S1OTL TO
eym gtvo évag aAlog

YEVIKA PLE TOV OpO OVTAGLOKO UTopel va vogitat £vag TOTOG avTiAnyng émov 1|
OHOOTNTA 1) 0 OLOOHOPPLo UGG Ttailovy KaBoploTiKd pOLo, TPAYLa OV EMPBEPAIDVEL
éva 100G GOUTTMOONG TOL CNUAIVOVTOG LLE TO GNUOLVOLEVO

(amd To Laplanche,Pontalis, Aeliloyro s Poyavilvong)

[...]



