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Keynote Speakers
Kevtpkol OpLLANTEC

| Spectacle and (post)digitality. Semiotic stakes.

André Helbo
Professor Emeritus, Université Libre de Bruxelles

In 1975 Eco highlighted that the semiotic property of spectacle is to show, or “ostend”, real objects as
signs. The main question at that time was to feature what may be peculiar about spectacle compared
to other forms of art. In this aspect, theatre, opera, dance differ from literature, where words are
artificial signs produced by man to communicate (Eco, 1977). It also differs from the visual arts, and
even from cinema, in as far as film is only a reflection of real presence.

Theater, dance, circus and opera are regarded by semiotics as hypermedia. Faced with enactment,
semiotics of spectacle has developed specific methodologies (a “territorial” semiotics) by asking a
guestion all history seems to bear witness to, namely the nature of expert knowledge confronted with
a polymorphic, complex, and unstable object. In this sense the performative turn of spectacle
semiotics is in fact linked to the syncretic dimension of the spectacle. As a “totalizing” semiotic practice
(Ubersfeld 1977), or a “polyphony” (Barthes 1964), a performance combines, among others, verbal
and nonverbal signs, a “dynamics of meaning” (Prague School), temporal/spatial articulation patterns
and mediation processes.

Nowadays, the development of theories of meaning in motion gives rise to new questions regarding
bios, collective enunciation, and, among others, intersemiotic translation, multimodality,
spectacularity, authoriality and acting. These questions gain a special relevance in the digital and
postdigital environments, which formalize “reality” through technological (and among others Al)
devices. By expanding concepts that were once considered unique to human agents —such as
reasoning and creativity —to include among others what “phenomenotechnical systems” (Bachelard)
offer, (post)digital productions are paving the way for the recognition of semiosis in non-human
systems and living beings.

In the postdigital culture, the indeterminacy of signs becomes the norm: indeterminacy of post-
biological bodily states, cross-fertilization between the biological body and technology. Postdigitality
involves questioning the blurred boundaries between the real and the virtual. It addresses semiosis
within hybrid and interconnected ecosystems: the analog/digital binary is no longer operational. In
this context, semiotics is called upon to rethink its categories in the face of landscapes populated by
human and non-human entities. One of the consequences for the semiotic approach of spectacle is
the necessity to explore the “register” of presence—that is, the multiple “variations of being-there”
on stage—from a semio-systemic perspective that highlights the dialectic relationship between the
processes of (not-) acting and the actor/spectator’s corporeality/environment.

KORDATOS
NOV 21
AMPHITHEATER
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| Towards a new practice of adaptation?

Patrice Pavis
Former Professor, University of Kent, UK

The conference on semiotics and performance gives us the opportunity to check if there is a
performative turn, and in what respect. Using the practice of adaptation (mainly from a text into
another text or into a theatre production), this presentation aims at comparing the possibilities of
semiology and of performance (performative action) when looking for a contemporary (or
temporary?) method and theory of adapting texts of all kinds for the stage.

KORDATOS
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Round Table
2TPOYYUAO Tparmedl

| Translating among semiotic languages: Voices from a theatrical adaptation workshop

Patrice Pavis!, Anna Navrotskaya?, Lydia Chenoweth?, Ava-Marie Papillon?
IFormer Professor, University of Kent, UK | 2 Associate Professor, Hillsdale College, USA | 3student participant
of the workshop on 2023

Workshop on the theatrical adaptation of a non-dramatic text that was directed by P. Pavis with the
students of A. Navrotskaya at Hillsdale College, in Spring 2023.
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Panels
>uvedplec

Schoolscape research: Voices, agency, and the semiotic construction of

educational space

Departing from a sociocultural understanding of space as a field that is socially constructed and, at the
same time, actively contributes to the shaping of social reality (e.g., Harvey, 1990), the semiotic
landscape can be understood as a dynamic assemblage of semiotic resources and practices that co-
shape space; it is a meaning-making process that (re)defines social actors’ relationship to the spaces
they inhabit (Jaworski & Thurlow, 2010). The importance of space in linguistic landscape research has
been particularly emphasized through Scollon and Scollon’s (2003, x) geosemiotic approach, which
refers to “the study of the meaning systems by which language is located in the material world”. More
specifically, geosemiotics highlights that the meaning of signs cannot be understood independently of
their social and cultural emplacement, namely their position in space, their mode of placement, their
interaction with other semiotic resources in the same environment, and the perspective of the social
actors who interpret them. Within this framework, the concept of the schoolscape has been defined
as the school-based context, where the spatial and textual dimensions of multimodal signs intersect
with language ideologies (Brown, 2005; 2012).

This panel brings together emerging and established perspectives in schoolscape research to examine
how school spaces are semiotically constructed, negotiated, performed and transformed. Situated
within the “educational turn” in linguistic landscape studies, the session foregrounds how
schoolscapes reflect, reproduce and/or challenge language, semiotic and social norms, social
stereotypes and dominant discourses, as well as how students’ and teachers’ identities and voices are
articulated—often in more or less agentive ways—within educational environments.

Drawing on the concept of semiotic landscape, the contributions explore how meaning-making in
school settings is shaped by the interplay of institutional discourses, everyday practices, and embodied
actions. More specifically, the papers in this session investigate diverse school contexts, including
Greek and German formal educational environments as well as prison education, highlighting the
multiplicity of actors involved—students, teachers, and institutions—and the tensions between
regulation and agency. Particular attention is given to student voices, teachers’ cartographic practices,
and the dynamics of normativity and everyday resistance as part of schoolscaping processes.

By approaching schoolscapes as constellations of resources extending beyond language, i.e. as
semiotic assemblages (Pennycook, 2018), this panel aims to advance theoretical and methodological
discussions on educational space from a semiotic perspective, offering new insights into how such
spaces are experienced, represented, and reimagined.
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Semiotic landscape: Exploring student voices in the schoolscape

F. Kalogerogiannil, E. Papamanoli?, A. Stamou?, A. Sioupi3, K. Aggelakos®, A. Merkouri?
! Adjunct Lecturer, Aristotle University of Thessaloniki | 2 Philologist, Scientific Association Nea Paideia |
3 Professor, Aristotle University of Thessaloniki | # Professor, lonian University

Recent scholarly attention has been shifted to the semiotic landscapes of educational spaces
(“schoolscapes”) (Szabd, 2015). Against this backdrop, we investigate how secondary students
perceive and reinterpret the semiotic resources of their schools, and examine the pedagogical value
of involving them in schoolscape research (Shohamy & Waksman, 2009). Between February and May
2025, a school competition was implemented as a participatory pedagogy project in 35 schools
(Greece, Cyprus, Germany, Egypt). Students were asked to categorize schoolscape messages, and to
create original messages expressing their own perspectives. The study combines content analysis of
these messages with thematic analysis of structured diaries from one participating school, allowing an
understanding of student engagement (Kalogerogianni et al. under review). The analysis of 1,193
documented messages showed that the schoolscape, as presented by students, is shaped by the
coexistence of official, school-mediated, and informal voices. In the messages students produced, they
used diverse semiotic resources, including collages, drawings, murals, digital compositions, Al-
generated songs, and multimodal presentations. This points to the growing presence of contemporary
semiotic practices in students’ meaning making. At the same time, diary data showed that
engagement with the semiotic landscape fostered reflection and conflict resolution, indicating that
schoolscape-based projects can support critical literacy.

Schoolscapes and social contexts: Semiotic assemblages in Hamburg’s secondary schools

Franziska Kuhlee
PhD candidate, University of Hamburg, Germany

This presentation examines the schoolscapes of Hamburg’s secondary schools—the visually and
spatially perceptible linguistic landscapes (Brown 2005)—in their social context. It shows how the
design and perception of school spaces reveal the social, cultural, and value-related dynamics of
school communities. While earlier linguistic landscape research focused mainly on the visual visibility
of multilingualism (Krompak/Fernandez-Mallat/Meyer 2022) and the role of (minoritised) languages
as expressions of (national) identity shaped by language ideologies (Laihonen/Szabé 2015), this paper
broadens the focus to social, moral, and cultural dimensions. It understands schoolscapes as “the
dynamic relations between semiotic resources, activities, artifacts, and space” (Pennycook 2019: 82).
The empirical basis is the project “Schoolscapes and Social Context in Secondary Schools”
(“Sprachlandschaft und soziale Lage an weiterflihrenden Schulen”), with more than 3,500
photographically documented signs, guided tours (Szabd/Troyer 2017), and semistructured interviews
with students and teachers from four Hamburg schools in different social contexts. The data were
collected through a mixed-methods design and triangulated to analyze semiotic patterns at the
textual, spatial, and interactional levels. The presentation highlights three research focuses linked to
the schools’ social contexts: (1) the interplay of discourse types and genres, with a focus on didactic
signs; (2) the interplay of signs in sign-ensembles, showing schoolscapes as an inclusive learning
resource (Androutsopoulos/Kuhlee 2024); and (3) the interplay of signs, space, and actors as
assemblages, with a focus on regulatory practices. The analysis shows that schoolscapes reflect social
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structures and simultaneously serve as an active resource in negotiating inclusive educational spaces,
making an innovative contribution to the semiotic study of school-based spatial practices.

Cartographies of the school space: Engaging teachers in semiotic landscape research

Roula Kitsiou?, Stella Bratimou?
! Assistant Professor, University of Thessaly | 2 Postdoctoral Researcher, University of Thessaly

Cartographic approaches to research educational space foreground a reflective and dynamic
perspective on school dynamics regarding the tensions between norms and social actors’ agency
(Molano & Almeida, 2025). Employing the concept of the schoolscape (Brown, 2012), we point out the
perspective of teachers who co-produce school space, a research strand of Linguistic Landscape
Studies that is still underexplored, especially for the Greek context. In this paper, we focus on engaging
teachers in semiotic landscape research (a) in the context of a nationwide teacher training programme
during 2022-2023, and (b) in a co-publishing project afterwards (2024-2026). More specifically,
training teachers to become semiotic landscape researchers, first we engaged them in reflecting on
their school spaces, and secondly in knowledge-making processes through co-authoring an edited
volume for Greek schoolscape research. The teachers-participants immersing in schoolscape research
activated their spatial agency (Gorter & Krompak, 2024) reflecting on language use through a
sociolinguistic perspective. They developed a critical gaze that enabled them to trace tensions
between top-down and bottom-up semiotic constructions of the school space, as well as to identify
language(s) presences and absences, dis/mis/placements, and identity negotiation processes.
Therefore, schoolscaping is construed as a process of schoolscape meaning-making that also becomes
a place-making process, when it enables teachers to reimagine their classrooms and become agents
of educational (discourse) change. Finally, cartographies of school space becoming academic
discourse entextualise teachers’ voice and territorialize their educational agency.

Official and transgressive discourses in the school semiotic landscape: Aspects of normativity
and everyday resistance

Mariana Boltsi!, Anastasia Stamou?
1 PhD candidate, Aristotle University of Thessaloniki | 2 Professor of Sociolinguistics-Discourse Analysis, Aristotle
University of Thessaloniki

The school semiotic landscape constitutes a site where school authority and students’ everyday
resistance are inscribed. Everyday resistance refers to mundane practices that can undermine power
(Scott, 1985). The discourses of school administration express the normative order of the school, how
the institution defines what counts as linguistically, socially, and behaviorally acceptable and
desirable. By contrast, the transgressive texts produced by students, because they are not authorized
by the institution, introduce alternative voices and meanings into a regulated space. Against this
backdrop, the present study focuses on the semiotic landscape of a music school. Methodologically,
it combines techniques from the first and second waves of semiotic landscape research, including
guantitative mapping of discourse types, geosemiotic analysis (Scollon & Scollon, 2003), observation,
and interviews with students. The analysis shows that the official discourses of school administration
and the transgressive discourses of students constitute two parallel worlds that interact within the
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school. Students often comment on, mock, or reframe the normativity of school discourse, not by
overturning the rules, but by semiotically disrupting them. This practice appears in classrooms,
especially on desks, and can be interpreted both as an appropriation of space and as an indication of
boredom or detachment from the learning process. Finally, transgressive texts also display a gendered
dimension: boys write more often on desks, usually fan-related or insulting messages, whereas girls
prefer more private spaces, such as toilets, where emotional and confessional messages dominate, a
pattern linked to broader social expectations surrounding gender.

Reclaiming prison schoolscapes through bodies in action

Sotiria Kalbeni?, Evgenia Vassilaki?
1 Adjunct Lecturer, University of Thessaly | 2 Associate Professor, University of Thessaly

Traditional carceral language education, rooted on disciplinary discourses and autonomous language
models, often reinforces static representations of inmates, mirirroring the rigid, surveilled enviroment
of the institution. This study challenges this paradigm by framing the prison schoolscape as a site of
performative negotiation (Melo-Pfeifer, 2023). Drawing on Nexus Analysis (Scollon & Scollon, 2004)
as an ethnographic approach, we examine the language classroom as a nexus of social actions, where
space, discourse, and bodies intersect within regimes of control but also open up possibilities for
reclaiming of the educational space. Drawing on a 2.5-year field study in a prison school for young
inmates with migrant and refugee backgrounds, the research demonstrates how interventions -such
as narrative-sharing, active listening, and the physical repositioning of “bodies in action”- transform
the classroom into a fluid space for identity reconstruction. The findings suggest that shifting from
passive instruction to performative engagement enables inmate students to reclaim their agency and
renegotiate their identities. Ultimately, viewing the schoolscape as a dynamic arena reconceptualizes
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Friday, November 20

Media & performance in education

‘Filtering Meaning’: An analysis of preservice teachers’ use of digital video effects to shape
meaning in media messages

Ilias Karasavvidis
Associate Professor, University of Thessaly

Digital videos dominate contemporary media landscapes, often utilizing video effects (filters) to shape
meanings. While digital media messages have been extensively studied in fields such as
communication and multiliteracies, the systematic examination of video effects to "filter" meaning
remains unexplored. This study analyzes 282 digital video messages created by preservice teachers
during a 13-week digital media course. Students freely selected their topics and semiotic resources to
best communicate their intended meanings. The analysis of the media messages is both quantitative
and qualitative. The former considers the extent to which the number of video effects used (low,
moderate, or high) influences the perceived quality of the digital video messages. The latter involves
a semiotic analysis of how video effects were applied in the media messages to communicate
meaning. The study explicitly focuses on the use of light and color effects to shape the visual resources
in the desired direction. The semiotic framework employed for data analysis draws on and synthesizes
constructs from multimodality, digital cinematography, and digital media studies. The findings from
the quantitative analysis indicate that the students employed a wide range of digital video effects to
mold meanings. Also, the analysis of variance (ANOVA) revealed that the media messages that
involved more video effects tended to be perceived as higher quality. On the other hand, the findings
from the semiotic analysis of how light and color video filters were used indicated four broad
frequency patterns: (a) sparse, (b) intermittent, (c) pervasive, and (d) saturated. Regarding
signification, the analysis suggested four patterns: (a) rudimentary, (b) functional, (c) elaborate, and
(d) nuanced. Through the systematic reconstruction of the effects in the non-linear video editor, the
study provides illustrative examples of how students employed light and color to shape meanings
through the modulation of visual resources.

MaOnTtéc w¢ OMTIKOL QPXITEKTOVEC: ZNUELWTIKA VOonUatodotnaon kot Ttexvikn Se€lotnta otn
ouvlean Ynelakwv unvVuuUaTwy

Mavaywwta Mkital, HAlo¢ KapaocaBpidnc?
Yriopdra Siddktopag, Maverniotuo Osooaliag | 2 AvamAnpwtic Kabnyntrg, Naveniotiuo Osooaliag

H paydaio €EEAEn twv Ynodlakwv texvoloylwv €xel avadlapopdwoel TG ATIOLTACEL, TOU
VPOUUATIONOU, KABLoOTWVTAG TNV Tapoywyr TOAUTPOTIKWY UNVUUATWY KEVTPLK ONUELWTLKA
TPakTIKn. H mapouoa épeuva Slepeuvad Tig Stadikaoieg pabnong 29 padntwv Snuotikol oxoAeiou
KOTd TN olvBeon Yndlakwv Bivieo, eotidlovtag otn cuotnUaTkn xprnon dnolakwv edé wg
£PYAAELWV TIOU ETUTPEMOUV TN CNUELWTLKA SLOUOPPWON OTTIKWY MOPWV. AVTAWVTOG Ao To MAaiclo
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TWV TIOAUYPAUUOTIOMWY KAl TNG KOWWVIKAG ONUEWWTIKAG, N UeAETn efetdlel Tn Xpnon £dpé wg
KONUELWTIKA YAUTITIKA» TNG KWVOUUEVNG ELKOVAG WG MECO YLOL TNV ETUTEAECTIKA TTAPAYWYI VONLOTOG.
H ekmaldeutikn mapeuPacn mou mpaypatonolibnke opyavwbnke oe Suo otadla, BewpnTiko Kal
TIPAKTLKO. ITO MPWTO Ol HaBNTEG LUABNKAV OTLG ONUELWTIKEG CUMBAOELG TNG OTTIKAG adrnynong, tng
S0UAC TOU HNVUMATOC KOl TOU POAOU TWV XPWHATIKWV/KLVNTIKWY LETOCXNUATIOUWY. ITo SeUTEPO OL
HoONTEG e€okeLWBNKOY TOOO LE TIC SlEMadEC 000 Kal e pOEC epyaciog epyaleiwv Aoylopkol mou
ETUTPETOUV TN Slapopdwon ONMTIKWY Topwv HeEow edé. Ta dedopéva mou oUANEXBNnKav
neplAdupavav (a) mapatnpnoelg kot kataypadeg and tn Stadikacio g SLOAKTIKAG apeufacng
(mapouciacn evvolwyv, gpyaoctnplakég dpaoctnplotnteg) kat (B) T Yndlakée Snuloupyieg twv
poBntwv. H avdAuon eotiaoe otnv KPLOLN LOOPPOTIA LETAEY TEXVLKNG SEELOTNTAG KOL ONUELWTLKAG
Snuloupyiog. Ta anoteAéopata and TNV avaAuon Twv SeSopévwy delxvouv OTL N AVATTTUEN TEXVIKWY
Se€loTATWVY 0 AOYLOULKA HEOWV QmOTeAel amAwg thv adetnplo yla pLo Oslpd amd ONUELWTIKEG
€TIAOYEG. ELSIKOTEPQ, OL HaBONTEC TOU KATADEPAV VO EVOWHOTWOOUV £PE OXL AMAWE WG TEXVIKA
"dpiAtpa" SlakoouNnTIKOU Xapaktnpa, AAAG WG CNUELWTLKOUE TTOPOUG (TL.Y. XPON XPWHATIKWY DE yLo
TV anodoon cuvaloBNUATOC), TIETUXAV ML TILO OAOKANPWUEVN ETUTEAECTIKN TIOPAYWYI VOALOTOG
KOTA TN oUVOECH TWV UNVUUATWY ToUuG. H UEAETN KOTASEIKVUEL TNV ETUTOKTLIKA QVAYKN LETATOMLONG
™m¢ éudaong amod TNV amAr eKUABNon TexVIKwv SefloTNTWV TwV AOYIOULKWV HECWV TIPOG TN
OUCTNUATIKA KaAALEPYELA TNG "ONUELWTIKAC YAUTTIKNG", Omou ta £dpé emidéyovtal pe Bdaon v
ETILKOLVWVLAKI) TOUG OTOXEUON).

EKTTOUOEVUTIKEG MPAKTIKEC TWV YNELOIKWY UATNOLOKWY QVTIKEWEVWVY: E@apuoyn ota véa
oxoALka eyxepidia Quaotknc

Kwvotavtivog Mixog
EvtetaApévog Sidaokovtag, ApLototéAelo MNaveniotiuo OecoaAovikng

Tov Anpihio tou 2026 660nkav otn dNUOCLOTNTA TA VEX OXOALKA eyXElpidla mMpwTtoBaduLog Kat
SeutepoPadpLog exnaideuong, Ta onola Ba Stddackovtal ota eEAANVIKA GXOAEla A0 TN OXOALKH XPOVLA
2027-2028. MpoKeLtal ylo pia onuavtikr dpacn, mou amoteAoUoe SLUPKES OUTNUO EKTTALOEUTIKWY,
poBOntwv Kal yovéwy, kabwg ta umapxovta BipAla nTav oe kKukAodopla oxedov Tpelg dekaetieg. Me
YVWHOVA TNV VavEWGN YVwongc, aodnTikng kal kupiwg Sduvatotitwy, n mpdokAnon Tou Yroupyeiou
MNawdeiog mpog toug ocuyypadeic eixe we amapaitntn nmpolnobeon TNV evowudtwon Wnolakwv
MaBnotakwv Avtikelnévwy (WMA), ta onoia Ba eival mpoofacipa péow kwdkwv QR. MpokeLtal yia
TLOAUTPOTILKO UALKO TTOU 6UVOSEVEL TO BACLKO EYXELPLOLO KoL CUVELODEPEL ETKOUPLKA 0Th Stdaokalia,
KUPLWG HEoa amd TNV aodntnpLlakn eumAokn Twy padntwv.H xprion eikévwy, dtaypappdtwy, Bivteo
Kol edappoywv pe otolxela aAAnAenidpaong Suvatal va UETACXNMOTIOEL TG ETUTEAEOTIKEG
Slootdoelc NG ekmaldeuTIKNG Stadlkaoiag, n omoiot armopakpUVETAL amd Thv mapadocLaK Kot
otepeotumiikn Sladikaoia amopvnuoveuong mAnpodoplwyv Kot evBappUVEL TOUG HABNTEG Ot pLa
TIEPLOOOTEPO CUMETOXLKNA Kal SLEPEUVNTIKY LABNON, TO0O EVIOC OGO Kol EKTOC OXOALKNG TAENG. Av Kall
TPOC TO TOPOV lval o ¢aon afloAdynong, TPOKeLTal avapdloBATNTA yLo CNUAVTIKA KalvoTouia,
KoBwg mpwtn popd SlaveépeTal avtiotolyo UALKO otnv eAAnVIKN ekmaibeuon. ZKOMO¢ TNG epyaciog
OUTAG Elval n xapTtoypadnon TwV ONUELWTIKWY SUVATOTATWY TWV VEWV eYXELPLSiwY, KUplwe Twv WMA,
KoOwc eival og B£on va emnpedcouV Tt cUVEPYELD LETAED LaBNTWV, EKTOLSEUTIKWY Kal padnolokou
UALKOU. Av Kal otn BpAloypadia umapxel mpoTepn €peuva yLo TNV TTALSAYWYLKN KL ONUELWTIKA TWY
oXOAkwvV gyxelpldiwv otnv EAAada (KouAaidng k.a., 2002: Mmnoviéng, 2004 XplotobouAou, 2007
®OAoupngk.a., 2013), n kalvotopia Twv véwv BBALwY armarltel véa poogyyLon. QG AVTIKEMEVO LEAETNG
Ba xpnowomnownBouv ta BBAla Tou pabnuarog tg Duoikig, kabwg n ¢von tou HabAuaTog
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npoodEpeTal yLa TNV evowpdtwon WMA peyaAUtepou TporikoU eUpoug. I8laitepa onueia nmou Ba
amo.oxoAnoouv eivatl: o Babuog mepydpatng Twv VEWV eyxepLdiwy, n olykplon HeE MaAALOTEPO
PndLako UALKG avnpTnéVo otV LoTtooeAida Tou Yroupyeiou Natdeiag « Pwtoddevipor Kal, TEAOC, UL
VEVIKOTEPN amotipunon tng enmidpaong mou UnopolV va £X0UV OTNV eKMALSeUTIKA dtadikaoia, 16iwg
w¢ MPO¢ MOpDEG HABONTIKAC EUMAOKAG TTOU €uvooUv. EWdIka og pla emoxn mou apdlofntouvtal ot
poodokieg oXeTIKA pe T xpron Wndlokwy PEowV otny eknaidevon, e AANEC EUPWTAIKEG XWPEC,
OmwC¢ n Zounbia, vo avaKOLWVWVOUV TNV EMLOTPOGN OE MEPLOTOTEPO AVOAOYLKO UALKO eKUABONong, aAAd
KoL Tnv EAAaSa va mpoxwpa o€ amayopeuacn XpHong Kvntwv tThAEbwvwy ota oXoAeia kot Th B€omion
amayopeuong MPOoBacng oTa KOWWVIKA SikTua o MatdLd KATw Twy 15 eTwv.

ETTEAEOTIKEC MPAKTIKEC KoL YnLakn a@nynon yla tnv KAUATIK Kpion otnv eknaidevon
otnv oy tou AvBpwrokaivou

EAévn MntpomoUAou?, Baoilng Zakdmoulog?
LYroPAda siddktopag, EBvikd kat Kamodiotplakd Naverniotpo ABnvwv | 2 Entikoupog KaBnyntrg, EBviké kat
Kamobiotplako Mavemniotiuo ABnvwv

TO €EPEVVNTIKO EPWTNLLO TTOU OVASUETOL EIVOL TIWE OL ETITEAECTIKEG TIPAKTLKEG Kal N YndLakn adrynon
UTTOPOUV VOl HETATPEYOUV TNV adnpNHUEVN YWWON TWV LaBNTwy yLa TNV KALOTIKA Kpion og Blwuévn
gunepia kot og dnuodcto Aoyo. H kpion mpooeyyiletal wg «apyn Blo» (Sutoris, 2022), dnAadn wg
otadiakn kat Staxutn Stadkaoia mou Suokola yivetol avtiAnmTh Kot 8ev avileTwnileTal HOVo HE
srunmAéov mAnpodopia. H olleuén Beatpou kat Yndlakwv texvoloywwv (ZakdmouAog, 2023)
ouvlEeTal e TNV evioyxuon Tng eniyvwong the aswdpopiag (Zakopoulos et al., 2023). To BewpnTikd
mAaiolo cuykpotoUv n Nadaywylkn Twv Zuvappoywv (AackoAld & Namnad, 2022), n onola Baciletot
oto épyo twv Deleuze kot Guattari (Cole, 2022), koL n HeTdBoon amo tn Aoyl TN Kuplapxlag otn
AOYLKN TNG oxeolakotntag (Sutoris, 2022). Ynootnpiletal 6TL n oknvr| Kot n 086vn dev amoteAouv dUo
napAdAnAec pebodoug, aAAd dUo OYelg TnG (6Lag cuvappoyng avBpwIvwy Kal pn avepwnvwv
otolxeiwv. Mapouaotdletal o oxedloopdc mapepfaong dwdeka efdopadlaiwv cuvavtnoewv Twv
EVEVAVTA AETTWV HE €vieka LaBNnTeg evog EMAA TG ATTIKNG. AvaAUOoVTAL OL TTAYWUEVEG ELKOVEG EVOG
TOTOU O TPELG XPOVOUC Ot avtumapaBoAn e SopudopPLKEG ELKOVEC, N EVOAPKWON KN avOpwrivwy
OVTIOTATWY HE nxotormia, o «Mavduag tou ElSikou» og cuvSuaopd e TPOCOUOLWTH KALMOTOC, O
PuxoyewypadLkog mepimatog pe cuAAoyLkO PndLako xaptn wg UALKS yia Slam Poetry (Aravani &
Daskolia, 2025) kat ot Pndlakéc Lotopiec ya €vav Buwolpo koéopo (Anderson et al.,, 2009).
MeBoboloylkd, o oxeSlaopog TepAapBAVEL TIOLOTIKN MEAETN MEPIMTWONG HE OTOLXEld €peuvag
Spaong. Ta €pya Twv HabnTwy, Ta avaoToxaoTtikd GUAAQ, oL BLVTEOCKOTINOELG, TO NUEPOAOYLO TNG
£PELVATPLAG KaL N opdda eotiaong Oa avaluBouv pe Bepoatikn avaiuon (Braun & Clarke, 2006), evw
N eykupoTNTA OTNPLIETAL OTNV TPLYWVOTOLNGCN KAL GTOV QVOOTOXAOUO TNG EPEUVATPLAG (ZaKOTOUAOG,
2026). KaBwce n mapépBacn Bpioketal o €£ALEN, Sev mapouctdlovtal amoteAéopata. Itn oulnTnon
Ba efetaotolv n avtipaon va xpnotpomowovvtol Pndlokd péoca, pe SikO Toug TePLBAANOVTIKO
QMOTUTIWLA, YLO TNV KALLATLKA KPLoN KoL 0 KOTAUEPLOUOG euBUVNG LETAED ATOLOU KO SOUWV.
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Motntikn Xpovounyavn: éva oNUELWTLKO UOVTEAO SpACNG KAL EVOWUATNG EUTTELPLOG UECW TOU
dpauarog, TNG SNULOUPYLKNG YPAPHG KAL TNG ETILTEAEONG

Maptavva NikoAdou
ASAKTWP ApapaTikwy Zmoudwy, Ekmatdeutikog AyyAlkng Nwooag kat Aoyotexviog, Mowjtpla

H mapouoa eslonynon mapouctdlel tnv «Mowntik Xpovounxoavhy, éva BLWUOTIKO HOVTEAO Tou
npooeyyilel tnv oTopla TNG TolNoNg w¢ £va SUVOULKO ocUOTNUO TIOAUTPOTILKAG onpeiwong.
YioBetwvtag to Bewpntikd mMAaiolo TG Kowwvikng INUEWWTIKAG (Kress), n pabnon voesital wg pia
Sladlkaoia evepyol avaonpatodOTNonG, OMOU Ol CUMUETEXOVIEG SEV aVATIOPAYOUV ATAWG KELWEVQ,
oANG petaoynuatilouv MOKIAOUG ONUELWTIKOUE TTOPOUG (YAWOOW, CWHATIKOTNTA, pUBUO, XWPOo) oE
véa vonpato. H peBodoloyia opyavwvetal yUpw oo th HeTaBaocn ormd To «KEIUEVO-WE-OVTIKELLEVO»
07O «KElpEVO-we-cupPav». Méoa amo éva evdlapeoo (liminal) onuewwtikd nedio (Turner), Ta mONTIKA
PEVUATA QVTIUETWITI{OVTAL WC TIOALTIOMLKOL KWOLKEC TIOU EVEPYOTOLOUVTOL UECW TNC EVOWMATNG
gunewpiag. H dtadikaoia Slapbpwvetal os tpelg GAoceLG: o) TN SPOUATIKA EUTAOKN], OTIOU TO CWUO
Aeltoupyel WG 0 MpWTAPXIKOG Popéac onueiwong, B) T dnuloupyikn ypadn, we pa dtadikaocio
YVWOLOKAG Kal adnynUatikng opyavwaong (Bruner), Kal y) TNV eMTEAECTIKA Ttapouaciacn. 2To otadlo
¢ emtédeong (Schechner), n ypadn amosibwlomnoleital Kol HPETATPENETAL O Ulat Snuoota
ONUELWTLKN TIPAEN, OTIOU TO VONLLOL ETIKUPWVETOL LECA OTTO TNV KOWVWVLKN S1adpacn Kal TV amokpLon
TOU «AA\OU». 2TO TAALOLO TWV UETA-PNPLAKWY TTIOALTLOMWY, N «MOWNTIKA Xpovopunxavn» avadelkvieL
TNV aVAYKN Lo PO ETUTEAECTIKA ONUELWTIKN TIOU emavadEPEL TNV UALKOTNTA KOL TNV EVTOTILOMEVN
Spaon otnv eKMALdeUTIKNA TPAEN. H pviun kat n yvwon dev Adoyilovtol w¢ oTatikr anobhnkeuon, oAAd
w¢ pLa Sapkng Stadtkaoia onpUelwong (semiosis), n omola EMITPETEL OTO UTTOKELEVO VA GUYKPOTHOEL
TNV MPOCWTIKN TOU TOWNTIKNA dwvr Héoa amo tn oULleuén tou AOYOU, TNG ETUTEAEONG KOL TNG
KOLVWVLKNG EUMELpLag.

Edusemiotics: n cuuBoAn Ynelakwv epyaleiwv otn Snuloupykn ypaen twv uadntwv

Jupewv Aeyepuevtlidng
EvtetaApévog Sdaokovtag, ApLototéAeLo MNaveniotipo Oecoalovikng

Eruyelpwvtag va emavanpoodloplooupe tnv Habnolakr) TPOKTLIKA HECA amd TNV TMOAUTPOTUKI TNG
Slaotaon, yebUupwVOUE TO XAOUA avAUesa oTn petadopd Kal to Blwua, Tn Bewpla Kat tnv mpaln,
TNV eKMALOEUTIKN KAl TNV eEWOXOALKA TIPAYUATIKOTATA. H ONUELWTLKA TNG EMITEAEONG OTN SL8aoKaAila
AOYOTEXVIKWY KELLEVWV EUPOALATEL TO BLWHATIKO UTIOROPO TWV HABNTWV PE VEOUG YVWOTLKOUG
CGUOXETLOMOUG, TIPOTPETIOVTAG TOUC VAL LETOOXNLATICOUV TaL AVOAUGLEVO VO LOTA KOLL VAL GUVOUAGOUY
EUMELPLKEG Kal PndLakég MpwTeg UAEC. AuTr n SUVALKA TIPOCEYYLON TWV VEWY VONUATWY eykaBidpueL
NV emteAeoTikn Aswtoupyia tng otn SLApeCOAGPNON HULWVTIOKWY TIPAKTIKWY KAl TIOAUTPOTILKWVY
npooeyyioswv KAOe £l60UG KELUEVOU, ETILTPEMOVTOC TNV EVOWHATWON TG Spdong o pio Suvaptkn
Sladlkaola KATAOKEUNG TNG UALKAG, KOWWVIKNAG Kal PYndlakng mpayuatikotntag: oL Jobntég
€pUNVeVOLV Ta Kelpeva aANAlovtog KWEIKEG KoL ONUELWTIKA CUCTAOTA XApn oTnv aflomoinon Veéwy
TEXVOAOYLWV KOl LIE TOV TPOTIO QUTOV ULOBETOUV OUVOETEC TTOALTIOULKEG TIPAKTLKEG YLOL VAL OVATTTUEOUV
TNV KPLTIKN KavOTNTa Kol T davtacio Toug. Ao ta onueia — adetnpiec tou Sdaokopevou
Aoyotexvikol Kelpévou oxedlalovtol Kot €mAEyovVTOL OTNV TIOPELD. VONUOTOSOTIKEG SLaSpPOUEC
SNULOLPYLKOTNTAG KoL avadopUnong VEWV KELLEVWY, OTTOU oL SOUEG Kal ol KwoLkeg edapuolovral o
gviexva Snuloupynuato Kal Oxt ot SOKLULOKO Adyo. OL KaBnuepvég epmelpleg Twv pabntwy
LLETOUCLWVOVTOL OE TEXVN MEOW TNC SLadpaoTIKOTNTOG KAl TNG SLAUECIKOTNTOC O Uia YyKAUA Tou
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eKTElVETAL amo TN Xpnon twv Meyohwv MNwaoolkwv Movtédwv péxpt TG Yndlokég adnynoelg,
UETOTPEMOVTOC TOUC KELWEVIKOUC SEIKTEC 08 GUUBAVTO KOL ETILTUYXAVOVTAC TN ouvtnén Tou PndLakol
LE TO PUOLKO.

Arté 1o scrolling oto oOxoAwkd eyxewpiblo: Ml KOWVWVIOONUEIWTIKY TIPOCEYYLON TWV
avVayvwoTiKwV EEEwV otn UETA-YNnLakn emoxn

Natdooa TomaAidou Aackapidou
Yroyndra diddktopag, NMavtelo NMaveniotpLo

H mapovoca £peuva £0TLAlEL O ULO NYEUOVIKH, WOTOOO0 UTIOMEAETNUEVN OYn NG olyxpovng
OVOYVWOTLKAG TIPOYHATLKOTATAG, TV KUALOPEVN avAyvwaon Tumou scrolling. Me pia toAAaTtAr HeAETN
nepintwong, n tehevtaia npooeyyiletal eBvoypadika, péoa and tnv Ynolakn spnetpia Svo ébnpwv
ayoplwy, 11 kat 12 xpovwv avtiotowya, otig mAatdpopueg TikTok kat Instagram. YnepBaivovrtoag ta
Syyotoutka SimoAa Pndlakd — cupPatikd kat eEwoxoAlkd — oXoAlkd, To scrolling cuoyetiletal
napAAAnAa pe tn oxoAwoU TUTIOU avAyvwaon, OMwe autr avadUeTal HEoA amo TG adnynoEL TWV
EPEUVNTIKWY CUPUETEXOVIWY, OAAA KoL TIG OXESLAOTIKEG ETUAOYEG TWV OXOAKWV EYXELPLSlwY yla TN
S6aokaAia Tng veoeAANVIKAC YAWooag oto Nupvacto. YioBetwvtag tnv drnodn otL n avayvwaon ivot
LLOL EYYEVWG TIOAUTPOTILKY, Sltapecohafnuévn kal tonoBstnuévn Stadikacio amokwdikomnoinong kot
gpunvelag tou vonpartog (Alvermann et al., 2019+ Rowsell et al., 2019), audotepeg oL UTIO goTiaon
OVOYVWOTLKEG TIPAKTIKEG avayvwpilovtal wg SUo Loxupd «kévipa» (Blommaert, 2010) Stapopdwaong
TWV avayvwotikwy £€ewv (habitus) (Bourdieu, 2002) twv matdiwyv. Mpog¢ auth tnv KatsvBuvon,
aflomowwvtag Bewpntikd kal pebodoloykd epyaleio amo moapaddoelg, UETALU Twv omolwv n
KOLWVWVLKN onuelwTikn (Kress, 2010) ot omoudég atoug (véoug) ypappatiopoug (New London Group,
1996) Kal oL oToUSEC OTIG MANTHOPUEG Kat Ta péoa (Kvale, 2016), n avoyvwoTIK TPAYHATIKOTNTA
e€etaletal OUVOAKA WG KOUPBOC (nexus) ONUELWTIKWY, TEXVIKWY, KOLWWVLKOTIOAITIOULIKWY Kol
16eoloyikwv mapayovtwy (Scollon & Scollon, 2007). OL avaKUMTOUGEC CUVEXELEG KOL OLOUVEXELEG
avapeoa otn oxoAlkn kat tnv Yndlakn avayvwotiky cuvenkn avadelkviovtal TIOAUETMeSEG Ko
TIOAUTIOPOYOVTIKEG, €POOOV CUVIOTOUV TPOIOV TNG CUVEPYELAG TwV ePNPWV HE TIG OVAYVWOTLKES
LBLaLTEPOTNTEG TWV EKAOTOTE MAATHOPUWY, TOU GXOALKOU TAALGLOU KAl TWV EUPUTEPWVY TTAYKOOULWY
KoL Tomikwv Adywv (Koutooylavvng, 2020) mou enevepyolV KABeTa Kal 0pL{OvTia 0T SUVOLLKI TOU
OVayVWOTLKOU yiyveoBal. TauTtdxpova, TO00 oL TOUEG OO0 Kal oL 5LadopOomMOLNOELG TWV AVOYVWOTIKWY
TIPOKTLIKWY BETOUV KPLOLWEG TIPOKANCELG Lo TRV ekmtaidevon, avadslkviovtag, cuvakoiouBa, Ot n
xaptoypddnon Tou peta-PndLakol avayvwoTtikoU TAEYHOTOG CUVIOTA £Va KPLOLLLO EyXELpNUA YLa TOV
EKTIALOEUTIKO OXESLAOUO.

EkmabSeuTika OEVApLO KOl OTTO-OEVAPLOTTOINON TNC EKMALOEUTIKNC TPAENG: ONUELWTIKNA
TIPOCEYYLON TWV MPAKTIKWV UETAHOXNUaTI{oUTAC uadnonc

fewpylto¢ MetagLwtng
Yuvepyalopevo Ekmatdeutikd NMpoowrikd, Avolyto Mavemotiuo Kumpou

H évvola Tou ekmalSeuTikoU oevaplou amoteAel pia amo TG mo enbpaoTIKEG EVVOLEG OTN GUYXPOVN
naldaywytkr, urmokablotwvtog o Peyaho Babuo toug dpoug «oxeSlon» ) «mopeia Stéaokaliagy Kot
enavakwsikomolwvtag TN SL6AKTIKNA MPAEn wg eMITEAEOTIKO yeyovoe. H edpaiwon tng avtavakAd o
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Slopkn petaypadr Kal ovacnuoolodOTNon OCEVOPLOKWY TIPOKTKWY omd To BO£atpo Kal Tov
Kwvnuatoypado mpog tnv ekmaidevon, avayvwpilovtag otn padnolakn Sladlkaoio PnXaviopoug
adrynong, OpaUOTOUPYIKAG OpyavwWoNng Kal €emMITEAECNG, Tou 6ev Asltoupyolv amAwg wg
naldaywylka epyaleia aAAd we kabeotwta Mapaywyng vonuatoc. H mapoloa épsuva, PEca amo TV
QVAAUCT AVTUTPOOWIEVUTIKWY SLOAKTLKWY oevapiwy mou prlofevolvtal o€ enionueg MAATHOPUEG TOU
IvotitouTtou EkmatSeuTikng MoALTIKAG, e€eTtalel Tov BaBo EVOWUATWONG KoL EVEPYOTIOLNGNG SOULKWV
CEVOPLAKWY OTOLXELWV, OTIWG OL XOPAKTAPES, OL POAOL, N TTAOKI, N AVATPOTIA, N SPAMATIKY €EEALEN, N
OTTITIKOOKOUOTIKH opydvwon. Mapd tn pntoplkn TNG SNULOUPYLKOTNTOG, SLATLOTWVETAL OTL OTLG
TEPLOOOTEPEG TIEPUTTWOELG, TO «OEVAPLO» SeV OUVOEETAL e avOoLXTEC SladLlkaoieg onpaolodotnong,
OAAQ eVOWHATWVEL KOl TIEBOPXEL TIG OSNULOUPYLKEG TIPAKTLKES, EVIOC TOU YPAUULIKOU TPOYPAUUOTOG
omoubwv, TOU €EETACLOKEVTPLKOU KOBeoTWTOC KOl TOUu KpudoU avaAuTikol TPoypAaupaTog,
TIPAYOVTAG «OEVOPLOTIONUEVEG TIPAYHUATIKOTNTEC» (scripted realities), HoOpdEC TPOKATOOKEU-
OOMEVNG EUTIELPLOG KOl TUTIOTIOLNKEVNG UABNoNnc. ta mAaiola, wotooo, autng TG Stadlkaociog
ToALTLOTIKOU £€euyeviopol (gentrification), Slamiotwvoupe cuxva Kal TIPAKTIKEG Tou Slodelyouv
QUTAG TNG KAVOVIKOTIOLlNONG. 2€ eTUAEYUEVEG SLOAKTIKEG TIPOTACELG, TO OEVAPLO, WG OPYAVWTLK 0pXN
SNULOUPYLKWVY TIPAKTIKWY KAl £pYWV TEXVNG SLATNPEL TOV OVOLXTO KOl AVOLOTOXOOTLKO XOPOKTAPA TOU,
TNV MoAucnuict Tou Kol TNV UETACXNUATIOTIKI) TOU SUVALLKI, EVEPYOTIOLWVTOCG SLASIKACLEG aTo-
OEVAPLOTIOINONG TNG OXOALKNAG EUMELPlOG KOL ETITPEMOVTAG TN CUYKPOTNON EVOANAKTIKWY HopdwV
CUMUETOXNAG KAl Tapaywyng vonuotog. H gpyacio kataAnysl mpoteivovtag, otn BAcn autwv Twy
TIPAKTLKWY, £va oVABEWPNUEVO LOVTEAO OXESLACHOU €KMOLSEUTIKWY OEVapiwy, 0To omoio oTdxog
glval n peTaBaon amo Ta avamapoywyLKa TEAETOUPYLKA LABNONG OE AVOLXTEG KOL LETACXNUATIOTLKEG
HOONOLAKES TIPOKTLKEC.
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Post-digital bodies

| To owua xwpic opyava kot 0 pudog tou QPAVKEVATALY OTOV KLVNUATOYPAPO

Aéomolva MouAou
Entikoupn KaBnyntpla, Navemniotriuio Alyaiou

Evtoc tng peta-Pndlakng ouvenkng, Omou n EVOWHATN EUTIElplo EMAVEPXETAL WC KEVTPLKO Tebio
SlapecordPnong LeTafl PUGCLKAG KOL ELKOVLKAG TIPAYHOTIKOTNTAC, TO cwia epdaviletal wg uPpldikn
KoL HMn eviaio ouykpotnon, tng omoiag n Hopdn kaL n awtotnta Ppiokovtal oe  Slopkni
avadilapdpdwaon. ITo TAALCLO AUTO, N EVVOL TOU «OWHATOG Xwpig dpyava» Twv ZIA NTeAeT kot DeAig
lkovatapl mpoodEpPeL £va oUOLAOTLKO BewPNTIKO EpyaAELO yLA TNV KATAVONOHN TNG CWHOTIKOTNTAS WG
niedilou evtdoewv Kol SuvaToTATWY. H eVOTNTA TOU CWHATOC MPOKUTITEL LEGO ATlO OXEOELG, SPACELS
KoL UALKEC Slepyaloleg, CUYKPOTWVTAC Lot SUVOULKA Hopdr) TTOU LETACKNMOTI(ETOL CUVEXWG LECA ATIO
TLG (61EC TLG MPOKTLKEG TIOU TNV gvepyoroloUv. O puBog tou Opdvkevotaly, Le amapyn TO AOyOTEXVLKO
gpyo NG Mary Shelley, mpoodépel £va mpovoplokd mopadelypa yia T Slepedivnon g
CWHATIKOTNTOCG WG OVOLXTNG cuvappoync. H mapoloa avakolvwan eEeTAleL TPELG KIVNLOTOYPOPLKEC
petadopég Tou pUbou: to Frankenstein (1931) tou James Whale, to Mary Shelley's Frankenstein
(1994) tou Kenneth Branagh kat to Frankenstein (2025) tou Guillermo del Toro. OL tpelg
KWVNHOTOYPAPLKEC EKSOXEC OVIXVEVUOVTOL WG SLOKPLTA ONUELWTIKA KABEOTWTA CWHATIKOTNTAC, OO TO
$Oapto Kal amopputtéo cwpa-tépag tou Whale, 0To auToKATACTPEDOUEVO YUVOLKEIO CWHA TOU
Branagh, £¢w¢ to adOapto Kat avayevwwpevo cwpo tou del Toro® ekdoxr mou GUVOMAEL AUECA UE TN
peta-PndLakn davraciwon evog CWHATOC TOU ETIUEVEL TEPA amo tn PloAoyikr tou pBopd. H
ovaAuon alomolel TNV €vvola TNG KWWNUOTOYPadLKAG HUETODOPAC WG CNUELWTLKAC KL KOWWVLKAG
enaveyypadnc (Casetti), etetalovrag nwg kABe ekdoxn tou PUBoU amoteAel pla Stakpltr mis-
adaptation mou amokaAUTTEL SLOPOPETIKEG EVTIACELCG, YUPW A0 TNV ALTLOTNTA KAL TNV OpyAvwaon Tou
OWUOTOG, LECA ATTO TLG OTIOLEG N CWHATIKOTNTO AMTOKTA VONULO WG EV KIVAOEL EMITEAEOTIKA Sladikaaoia.

Body-self, body-flesh, non-body: Toward a semiotics of performative corporeality in digital
performance

Magdalini Grigoriadou
Postdoctoral Researcher, University of Thessaly

The paper articulates a semiotic-phenomenological framework for the analysis of digital performance
organised around three operative categories calibrated to the post-digital condition. Body-self
designates the lived phenomenological body, the Leib of Husserl and Merleau-Ponty. Body-flesh
defines the materially of represented body that circulates as digital image, conceived as the Kérper of
the same tradition rendered as a capturable, manipulable, and infinitely reproducible entity under
digital mediation. Non-body represents the virtual entity that exercises performative agency without
biological substrate, instantiated as autonomous avatar, algorithmic collaborator, or interactive
virtual environment. The central thesis suggests that contemporary digital performance does not
function as a documentary record of bodily transformation but instead operates as a laboratory in
which the body-self/body-flesh disjunction undergoes technological intensification, ethical loading,
and political activation. The framework is sharpened along three axes. First, the disjunction is
reframed via Stiegler’s account of constitutive prostheticity as a technical effect and not merely as a
phenomenological invariant. Second, the non-body category is anchored in Haraway’s cyborg lineage
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and Simondon’s transindividual ontology, supplying a non-vitalist account of distributed agency. Third,
the triadic vocabulary is operationalised through the three-component embodiment taxonomy of
Kilteni, Groten, and Slater (2012), opening it to testable hypotheses regarding self-location, agency,
and body ownership. Three cases are analysed through Fischer-Lichte’s materiality-phenomenology-
semiotics protocol: Sougwen Chung’s human—Al co-creative drawing performances, Anderson and
Huang’s Chalkroom, and Ulman’s Excellences & Perfections. The framework intervenes in the
Phelan/Auslander dispute by demonstrating that digital performance generates a novel modality of
presence within which body-self and body-flesh become technologically separable in real time. The
contribution is an analytical vocabular that addresses how the body-flesh is reconfigured as an object
of consumprition and performative representation under platform capitalism, offering a semiotic
apparatus transferable across theatre, social-media art, robotic art, and human-Al co-creation.

Wnolaka ocwuata kot vonua v eediel: emBuuia, ynpavon KoL EVOWUATN ETITEAECH OE
Stadiktvaka oy vidto poAwv

EAévn A. Aalapidou
Yroyndia diddktopag, NMavtelo NavemniotnpLo

H glonynon efetalel tnv evowpatn entéAeon tng emBupiag KoL TG yRpovong oto Tayvidt poAwv
oA armAwv raiktwy The Elder Scrolls Online, To onoio mpooeyyiletal wg £va eMITEAEOTIKO TEPLBAAAOV
OTIOU TO VONUO CUYKPOTEITOL HECW EVOWUOTWY, XPOVIKWY Kal SLadpacTIKwy TPOKTIKWY. To avatar
avaAUeTal kal mopatnpeital wg duvapiko nedio entteAécewy, 6mou 1o Pndlakd cwa cuyKpoTELTaL
MEOO QMO EMAVOANTITIKEG, XPOVIKQ EVTOTILOMEVEG KOl TEXVOAOYLKA HECOAAPNUEVEG OPAOELS.
MapdaAAnAa, ot pnxaviopol kal ot Stemodég tou malxvidlol adevog meplopilouv Kal adeTépou
TupPoS0ToUV TN SLATPAYUATEUCH EVOWLATWY TAUTOTHTWY. 2To AA(oLo autod, n onueiwon avadvetatl
w¢ «vonua ev e€elifely, kabwe to Pndlokd cwWHA CUYKPOTEITAL HECA amo T cuvexn cUUMpPAgn
TALLKTIKAG 6pAoNC, TEXVOAOYIKNG LECOAAPNGONG, TTOATIOULIKWY TIPOGSOKLWV KOl KOWWVIKAG TIPOKTLKAC
o€ peta-PndLakd meptBaiiovra. Baollopevn oty MLTOMLO TAPATAPNON LOU Kol o€ mapadeiypata
TALLKTIKWY TIPOKTLKWY, N HEAETN €0TIALEL OTIC EVOWUOTEG XELPOVOUIEG KOl OTAOELS, Ot role-play
OAANAETUOPAOELG OLKELOTNTAG, OTIWG TO PAEPT KOl OL XELPOVOULEG emBULAG, KoL OTNV EMTEAECN TNG
yfnpavong péca amd TNV oAAayn TNG TMPAKTIKAG KOl KOWWVLKNG B€éong tou avatar. IKOmOG tng
napovoag UeAETNG elval vo SlEpeuvnoeL Tov TPOTMO Ue Tov omoio n esmbupia Kal n yRpovon
OUYKPOTOUVTAL KaL SLamAEKOVTaL O €va SLaSIKTUOKO TTALXVLOLKO TEPLBAANOV TTOAAQTTAWY TIOUKTWV Kol
pOAwv, avadelkvuovtag otLto PndLakd cwpa dev anoteAel popéa 8LotnTwv aAAA KOUBO TTPAKTIKWY,
pEoa ard TIG omoleg N NALKIOL CUYKPOTEITAL WC OXECLAKO Kal SlampayUateUoLpo ¢potvopevo.

Film watching as metasemiosis: A cognitive-semiotic approach to human and Al-generated
film characters

Georgios Dimitriadis
Laboratory Teaching Staff, Aristotle University of Thessaloniki

Both phenomenological and cognitive film studies have explained film watching as an immersive
experience whereby movement and action on film are encoded on the viewers’ bodies, a process
which enables a form of somatic engagement that essentially anchors the viewers’ comprehension of
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the film world to their own reality. This necessary self-awareness of one’s body during film watching
as a semiotic activity, points towards a process of metasemiosis, in which signs are not simply
consumed, but also reflected upon. Following this thought, the focus of the presentation situates on-
screen performances at the intersection of semiotics, phenomenology and cognitive science: Pierce’s
model is linked at the same time to phenomenological embodiment and the neurologically established
understanding of human experience through the perception of motion. Similar to films with human
characters, the performance of moving Al-generated characters can also engage film viewers
somatically, despite the fact that it is indirectly human-made, as Al models sample and imitate human
performances from real films. Studying “second-order” performances of this kind through the
selections Al makes from actual film history, allows humans to trace and study their own creative
choices in filmmaking as external observers of films which they did not create themselves. This
constitutes a conscious, metasemiotic awareness of the use of signs as signs, which can actually reveal
a deeper understanding of the development of film language in general. Ultimately, by explaining the
effectiveness and comprehensibility of digital performances on film, the combination of semiotic and
cognitive frameworks offers itself as the toolbox that unlocks the essentially human core of Al’s

apparent creative independence.

Semiotics of the visceral: Experimental cinema and postdigital corporeality in Gaspar Noé’s

Climax

Natasha Toliou
PhD candidate, Aristotle University of Thessaloniki

This paper explores Gaspar Noé’s Climax (2018) as a pivotal case study in the intersection of
experimental cinema and the post-digital condition. The study shifts the analytical lens from static
textuality to "meaning in motion," examining how Noé utilizes the cinematic apparatus to enact a
radical deconstruction of the socially coded body. Grounded in the framework of social semiotics and
multimodality (Kress & van Leeuwen) alongside Jacques Fontanille’s semiotics of the body, we argue
that the film functions as a multimodal performance where style rigorously operates as substance. By
operationalizing an analytical model that treats cinematic techniques (CGl, immersive long takes,
saturated lighting) as material semiotic resources, the paper examines the autonomous camera as a
non-human agent whose kinetic "wandering" redefines spatial assemblages. Furthermore, this post-
digital aesthetic is analyzed as a deliberate disruption of the boundary between the analog and the
digital, forcing a state of somatic identification where the spectator’s own bodily experience becomes
central to the film's performative enunciation. Investigating themes of transgression and rhythmic
ritual, the analysis demonstrates how Noé’s experimental approach — reminiscent of historical avant-
garde traditions — evades traditional linear narratives to transform the physical body into a site of
continuous, visceral semiotic negotiation. Ultimately, Climax is presented as a post-digital hybrid that
contributes to contemporary semiotic theory building regarding embodied mediation and hyperreal

visual cultures.
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Subaltern performances

| Semiotic opacity and subaltern expression: Allegorical cryptic and the politics of meaning

Yamini Shah
Assistant Professor and Assistant Director, Somaiya Vidyavihar University, India

Semiotics provides a critical framework for examining how meaning is produced, mediated, and
contested through systems of signs. This paper investigates allegorical and cryptic expression as
strategic semiotic practices employed by subaltern subjects in contexts marked by asymmetrical
power relations. Where direct articulation is constrained by political repression, social
marginalization, or epistemic exclusion, expression often assumes indirect, layered, and encoded
forms. Rather than being merely aesthetic, these modes function as adaptive communicative
strategies shaped by conditions of surveillance and control. The paper argues that allegorical and
cryptic expressions enable subaltern voices to operate across multiple registers simultaneously in the
expressions as seen in selected arts and crafts of Kachchh (India) like Kachchh applique, Kamangari
paintings and others. While appearing ambiguous or compliant to dominant audiences, these
expressions encode dense meanings accessible within specific interpretive communities. Drawing on
semiotic analysis, the study highlights how metaphors, silences, irony, and symbolic inversions
constitute “hidden transcripts” through which dissent, memory, and identity are articulated without
overt confrontation. Meaning, in this framework, is relational and contingent upon shared cultural
and experiential codes. Crucially, the abstraction of meaning in subaltern discourse is conceptualized
not as a deficit but as a form of agency. By displacing meaning into allegory and cryptic signification,
subaltern subjects resist co-optation and retain control over interpretive possibilities. This semiotic
opacity challenges dominant regimes of power that privilege transparency and legibility as
mechanisms of governance. Ultimately, the paper demonstrates that obscurity in subaltern
expression operates as a deliberate and sophisticated strategy of meaning-making—one that
negotiates visibility, evasion, and resistance within constrained communicative spaces.

On ‘sleech’ and speech: Decolonial signifying practices in contemporary Ukrainian theatre

Nina Kozachynska
PhD candidate, University of Tartu, Esthonia

Under Julia Kristeva’s semiotic—symbolic framework, voice, rhythm, and bodily movement generate a
polyphonic field of meaning in the Ukrainian documentary theatre performance “100 Synonyms for
the Word ‘To Talk’.” A close reading of three scenes —a stuttered articulation of Holodomor testimony,
a soil-based fertility ritual, and the fading voice of the Declaration of Independence —foregrounds how
semiotic forces both energise processes of meaning-making and transcend the symbolic closures
produced within both colonial and state-national discourses. Through embodied rhythms, the
performance sustains an ongoing process of signification, central to a decolonial inquiry.
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| Semiotics of ‘the evading’: A performance lecture after Aeschylean Kassandra's vocality

Katerina Maniou
Postdoctoral Researcher, University of Thessaly

Semiotics provides a critical framework for examining how meaning is produced, mediated, and
contested through systems of signs. This paper investigates allegorical and cryptic expression as
strategic semiotic practices employed by subaltern subjects in contexts marked by asymmetrical
power relations. Where direct articulation is constrained by political repression, social
marginalization, or epistemic exclusion, expression often assumes indirect, layered, and encoded
forms. Rather than being merely aesthetic, these modes function as adaptive communicative
strategies shaped by conditions of surveillance and control. The paper argues that allegorical and
cryptic expressions enable subaltern voices to operate across multiple registers simultaneously in the
expressions as seen in selected arts and crafts of Kachchh (India) like Kachchh applique, Kamangari
paintings and others. While appearing ambiguous or compliant to dominant audiences, these
expressions encode dense meanings accessible within specific interpretive communities. Drawing on
semiotic analysis, the study highlights how metaphors, silences, irony, and symbolic inversions
constitute “hidden transcripts” through which dissent, memory, and identity are articulated without
overt confrontation. Meaning, in this framework, is relational and contingent upon shared cultural
and experiential codes. Crucially, the abstraction of meaning in subaltern discourse is conceptualized
not as a deficit but as a form of agency. By displacing meaning into allegory and cryptic signification,
subaltern subjects resist co-optation and retain control over interpretive possibilities. This semiotic
opacity challenges dominant regimes of power that privilege transparency and legibility as
mechanisms of governance. Ultimately, the paper demonstrates that obscurity in subaltern
expression operates as a deliberate and sophisticated strategy of meaning-making — one that
negotiates visibility, evasion, and resistance within constrained communicative spaces.

| Nééelc-owuata kot entteAeotikotnta oto Zong! tn¢ NourbeSe Philip

JTéAAa XaxdAn
Metadibaktopikn epeuvnTpla, EOVIkO Kat Kamodiotplako Mavemniotruto ABnvwv

H avokoivwon amomelpdtal va avaAUOEL KoL Vo EPUNVEVUCEL TNV ETUTEAECTIKOTNTA TWV AEEEwV-
CWUATWV oto publotopnua oe atiyoug (verse novel) Zong! (2008) mou éypade n yevvnuévn otnv
Kapaifikn Kavadn mowtplo NourbeSe Philip. To £pyo avtAel to AekTiko Tou UALKO Qo To SLKAOTLKO
apxelo TNG SLapdxng LETALY TwWV MAOLOKTNTWY TOoU SoUAEUTIOpLKoU TTAOLOU ZoNng KoLl TNG A0 OALOTLKNAG
gtalpelog, Uotepa amod TNV anmodaon ToU KAMETAVIOU, AOyw AavBOOUEVWY UTTOAOYLOHWY TTAOKYNONG
KoL Alpou, va pikel otn Bdhacoa 150 okhaBwpévoug Adpikavolg to 1781, katd tn petodopd Toug
npog tnv Tlapdika. H mowjtpla maipvel tTnv mpwtn UAN Tou SIKaoTikoU eyypddou kal apxilel wg
yAUTTplo va to opAelel: Asukaivel kol poaupilel Aé€slc, akpwtneLalel To Keipevo, To Tepa)ilel,
€UVOUXITeL Ta pruaTa «meTwvtag apbpa, mpobéoelg, cuvdeououg otn Bdalacoa» (Philip). Ztoxog tng
elval, onwg opoAoyel, va «SlafAcel Lo avelnwtn wotopia mou adnyeital Tov aUTo TG XWPLG va
MAG». To owpata Twv vekpwy SoUAWV Aektikomololvtal Kal eyypddovtal otnv oeAida, n omoia
naipvel TNV popdn HLOG TPLKUMLOUEVNG BAAOCONG TTIOU UETATPEMETAL O VEKPLKN owdovn. Etol, ol
Aé€elc otnv oeAiba cwpatomolouvtal: eival AANOTE OKOPTILEG KOl OPOLEG, OOV CWHATO TIOU
npoonaBbolv va mapouv avaoa, aAAote TaAl EeBwplalouv otnv oeAida w¢ ocwpata Bublopéva Kat
AaAAote aAANAOKAAUTITOVTOL KaL YiVOVTOL (N OVAYVWOLHES WG LAlo ApopdwV CWHATWY. XAVoUV TV
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OUTOKAELOTIKN PNMATIKN TOUC afio KOl AmoKToUV TUTOXPOVA Lo ELKOVIKA SUVAUN KAl Lo YAUTITIKA
nolotnta. H avakoivwon umoaotnpilel OtL péoa amod auth T ki anodlapbpwaon tng YAwooog To
£py0 PETAOXNUATI{EL TO ATOLKLOKO VOULKO TEKUNPLO O€ TOTO UVNUNG, TIEVBoUG Kat paptuplag. TEAog,
Bo £€eTAOTOUV OPLOUEVEG SLAUECIKEG UETAPOPEG TOU £pYyOU OE TOTIOELOIKEG TIAPOOTAOELS KOL
TIOAUDWVLKEG AVAYVWOELG UTIO TNV eMLLEAELa TG Philip.

Post-dramatic theater

The Unrepresentable and/or art as medium

Natassa Siouzouli
Assistant Professor, University of the Peloponnese

The presentation will focus on the unrepresentable as conceived, explained, and developed by Jacques
Ranciére in his book The Future of the Image. In this text, the French philosopher not only offers a
solid ontology of representation but also shows how art emerges as either insufficient and/or
excessively abundant when it is required to function as a tool for transmitting meanings (that is, as a
medium). Other philosophers of media, however (e.g., Dieter Mersch), consider the dimension of art
as a medium to be absolutely crucial and central to the formation of artistic expression, and,
consequently, to its performativity. The point that both connects and separates these opposing views
concerns the materiality of the artwork (and of its signs), which takes on many different forms —
especially in the field of the performing arts — and which could be understood as a site of intersection
between signification and performativity. Taking the performance “Marcel Duchamp” (2022) by Nova
Melancholia as a point of departure, | will attempt a critical reflection on the function of theatre as a
paradoxical medium.

Worlding no-one’s world: Dramaturgy in times of affective colonization

Dimitra Thomaidou
PhD candidate, University of Thessaly

I” —

Our mental and social universe is being reformed under the colonization of the “affective interva
the temporal gap, the duration that elapses between stimulus and response. Invasive technification
and optimization, affective computing and machine learning incubate a mediascape that guesses our
wishes, orients our dreams, predicts our behaviors, and knows our emotional needs far better than
we do. There is a new shift in the structure of powers. Marie-Luise Angerer puts forward the notion
of affective dispositif, pointing that affect-based brain and body intensities, which precede clear
semantic articulation, shape our perceptual and cognitive potentials. Against this backdrop, | approach
dramaturgy as a practice of worlding that operates through, in, and with the “affective interval” —
where sensation emerges before consciousness and meaning hasn’t yet crystallized. Drawing on affect
theories and post-human frameworks of relationality, | argue that dramaturgy as a practice of
worlding — an ongoing, open-ended and relational work that composes affective ecologies — offers a
critical conceptual approach that cultivates the more-than-human-mind emergence by foregrounding
indeterminacy, the 'not-yet', and the 'not-only'. Through analysis of selected artworks that create
entanglements between bodies, technologies, environments, and temporal processes, | examine how
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movement and time function as major moments for defining interaction, responsiveness, and agency
in post-digital conditions. This inquiry positions “affective interval” as a key site of struggle where
relational entanglements negotiate imposed structures and codes, enacting and amplifying the
'becoming' signal within the affective colonization’s noise.

AQNyNoeig, apnyntec Kal anynuatikotnta: n SLlEpevvnon t¢ avipwrtivne KATAoTaoNG
UECO QIO TIC TIPOOWITLKEG OUPNYNOELC OTIC TMAPAOTAOELC TNC Opxnotpac twv Mikpwv
Mpayuatwv

lwavva AAe€avdpn
Addktwp Osatplkwy Imoudwv, EBviKO kat Kamodiotplakd Mavemniotruio ABnvwy

O povtépvog koopog, ol pdwva pe tov Baudrillard, opyavwvetal yUpw armo Ta GnUELN TWV TPAYUATWY,
TO oTmola AMOWLUOUVTAL Ta AUBEVTLIKA TPAYLATO, TTapaXapAooovTag, e OLUTOV ToV TPOTO To Blwpa
KOL TO vOnUa TOU amoppeel amo autd. Eav otnv emoyn tou Baudrillard auth n mapayxdpaén
AeltoupyoloE GUYKPOTNTLKA TNC LOVTEPVAG OUVEISnoNnG, amonpooavatoAilovtag os évav Babuo tnv
avBpwrivn avalntnon, TOTe oTn cUYXPOVN €MOXA TNG SLAXUTNG ELKOVLKAG TPAYUOTIKOTNTAC TL popdn
naipvel auth n mapaxapaén KoL UE ToovV TPOMO Slapopdwvetal n AN tng avBpwrvng
ouveldnong; Aev gival HOVO N €KOVA TIOU €XEL KATAKAUOEL TOV OUYXPOVO KOOHO, e€aoBevwvTog £ToL
TIC AVOMAPAOTATIKEG Slepyacieg mou Stapopdwvouv v avtidndn tou kdopou, ald sival Kal n
yprnyopn mAnpodopia mou Tapéxetal amd TNV £lkova. Omwg AGAAOTE ATAV N AMOUIMNCN Twv
TPAYHATWY EKELVN TtoU eMLodpayLle Tn LeTaAAayr) TNG CUVELSNOLAKAC AelToupyiag, KEKOAUUUEVN oo
Tov pavdua tng duacikomoinong, £toL onpepa n mMAnpodopia, mMou amopeital tnv Wia yvwon, ™
YVWGON TIOU TIPOKUTITEL OO TNV AEDN EUTIELPLA, TNV AVAAUCH KOL TOV AVOOTOXAOMUO ETU AUTAG, 0dnyel
OTAdlOKA OTn OUYKPOTNON MLOG VENG UTIOKELMEVIKOTNTOC. H UToKelpevikOTnTo auth dépestal
QUTOKOMMEVN Tt TNV €YYEVH TAON Tou avBpwrou va apBpwvel Adyo yla To apodv tou kat U autol
va enteAel v mpoPoAn oto HéAAov tou. Mwg, Aoutdv, Suvatal va cuykpotnBel pia adriynon yla tn
{wn TETOLO TTIOU VL aipeTal avw amd To cupiAnpa thg Anpodopiag Kal va AELTOUPYEL GUVEKTIKA
™¢ avBpwrvng eunelpiog; Katl mwe to Batpo pnopel va avaAdfetl Tov poAo TOU aVATANPWHATOG
outol Tou Kevou; ITnv mapouoa avakoivwon Ba eéstacBolv SUo mapactaoLakd Keipeva ota omolia
n Spopatiky adriynon KatéXel akplpwe autov Tov poto. Mo cuykpluéva, Ba mapouoLaoTouv oL
adnynuatkol MupAveg Kat Ta Spapatikd Toug dtakuBevpata o U0 MAPACTACELS TG OpXAoTPAS
Twv Mkpwv Mpayudtwyv: To Juvédpio yia to Ipav (lvan Vyrypaef, Oéatpo Mopeia, 2024-2025) kat
lepoteAeotia (Guillaume Poix, EBvikd O¢atpo, 2025-2026). Kowo onpeio twv SUo mapactdoswy eivat
OTL PEPVOUV OTO ETUKEVTPO TNV MPOCWILKN LoTopia, tng Sivouv BrAua kat tnv peyebuvouv. Kal péoa
ond TNV mMapdbeon TWV EMPEPOUC TIPOCWIILKWY LOTOPLWY CUYKPOTOUV TEALKA £vav Adyo ylo Tov
TPOCOVATOALOMO TNG avBpWMOTNTOC KAl Yla TO vonua tou Stapolpalopevou Biou. Alamotwvetal,
KOT QUTOV TOV TPOTIO, OTL To B£atpo SUvatal va AETOUPYNOEL WG VOl EpYAOTPL OlpNYNUOTIKOTNTAG,
OTO OTOi0 UMoPOUV Vo SOKLUACTOUV VEOL TPOTOL adriynong Kol avamapdotacng te avlpwrvng
gUnEeLplag, MpoodEpovtag £TOL £Va TIPLOUATLKO avtifapo otnv mavtoduvauia g Yndlomotnuévng
TPAYUATIKOTNTAC.
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The grain of the voice

| The value of stage performance and stage speech in post-digital culture

Kristjan Koroveshi
Lecturer, University of Arts, Albania

In post-digital culture, where communication develops through the continuous interaction between
physical presence and technology, stage performance remains an important space for exploring voice,
speech, and the relationship between performer and audience. This paper examines the role of stage
speech not merely as a technique of articulation, but as a performative practice that generates
meaning and communication within the context of contemporary mediatization. Drawing on theories
of performance, semiotics, and communication, the study approaches the stage and technology as
components of a hybrid ecosystem in which the body, voice, and digital media interact in the
production of collective experiences and hybrid semiotic systems. From a theoretical perspective, the
analysis draws on the Aristotelian concept of lexis, according to which speech organizes the rhythm,
sound, and meaning of stage action. This perspective is connected to Norman Fairclough’s approach,
which conceptualizes the phonetic dimension of language as a social practice, as well as to Adriana
Cavarero’s theory of the “vocal turn,” which places the voice at the center of human relationships and
communication. Within this framework, the study examines how verbal, vocal, corporeal, visual, and
digital elements intertwine within hybrid semiotic systems that shape contemporary performative
experience. The study pays particular attention to the ways in which digital forms of communication
are transforming practices of speaking and listening. This tendency is also evident in the pedagogical
practice of speech training, where students frequently encounter difficulties with clear articulation,
control of speech rhythm, and the use of diaphragmatic breathing. Through an interdisciplinary
approach, the paper examines contemporary performative practices that integrate stage presence
with visual projections, digital elements, and forms of real-time transmission, drawing on examples of
hybrid performance and mediatized theatre that characterize post-digital culture. Within this
framework, the study explores how voice, speech, and the body reconfigure the relationship between
performer and audience. The study argues that the significance of stage performance in post-digital
culture lies in its capacity to create distinctive forms of attention, interaction, and meaningful
communication, while reaffirming the role of voice and speech as fundamental elements of
contemporary performative experience.

A rasp against silence: Maria Rezan and the politics of the female radio voice

Sofia Theodosiadou
Assistant Professor, Aristotle University of Thessaloniki

“The spoken voice creates a wound; the recorded voice produces an ever-visible scar. Scars of the
spirit: or of the body or of the tape”(Weiss,1992:188). With this evocative formulation, Weiss gestures
toward the profound and enduring influence the radio voice exercises upon its audience. This
influence is particularly pronounced in the case of female broadcasters, whose voices operate as what
has been termed "a voice without body." So powerfully does the radio voice act upon its listeners that
its non-verbal qualities come to feel as much the listener's own as the speaker's (Karpf, 2013). Rooted
in prenatal experience, the voice is received not merely as sound but as something physically felt —
the body, in this sense, never fully abandons its presence within the voice (Karpf, 2013). As Ytreberg
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(2004: 685) has observed, "the host in many ways is the format," embodying its norms of performance
and interaction. Drawing on Goffman's (1971) dramaturgical model, which employs the metaphor of
the stage to illuminate the inherently performative character of social interaction, this study addresses
a notable gap in the literature on the performativity of female radio voices. It aims to reconstruct the
sociopolitical landscape of Greece in the early 1980s through the voice of Maria Rezan, an emblematic
figure in Greek radio broadcasting. Maria Rezan has been particularly known for her raspy voice which
has contributed distinctively to her broadcaster’s auditory identity, influencing listener perception and
the overall reception of her radio program. The radio program One Hour Like This, Without a Plan was
first broadcast in 1980 on the First Programme of the Public Hellenic Radio. This analysis will shed light
on the high quality and exceptional interviews of the show that were signing a light on the importance
of the social, political and historical figures of the times. In particular three shows were analysed, an
interview with the world know music composer Mikis Theodorakis, an interview with the politician,
philosopher, and academic and twice Prime Minister of Greece, Panayotis Kanellopoulos and a short
interview with Aikaterini Tourtouri, a teacher at the Smyrna Orphanage, that rescued 80 orphaned
children during the deconstruction of Smyrna. Specifically critical discourse analysis in combination
with sound semiotics where it was appropriate were used to illuminate the themes and framing of the
topics discussed in the interviews.

Akouatikn Noyoteyxvia: H onueiwtikr tn¢ Spoken Word Aoyoteyviac otn ueta-yneiakn moxn

Yeliv Kouylouptlov
KaAAttéxvng mpodopikol Adyou kat adrynong

H moapouoa epyacio efetdlel tnv Spoken Word Aoyotexvia wg €va TMOAUTPOTIKO ONUELWTLKO
ovTikelpevo, 6mou to vonua avaduetal péca amno tn Suvapkn aMnAemnibpaon dwvng, HOUOIKNAG,
pUBLOU KaL NXNTIKOU oxedlaopou oe peta-Pnolaka neptBailovra. YrnepBaivovtag npoosyyloelg tng
AoyoTtexviag mou £0TLalouV ANMOKAELOTIKA OTO ypamTo Kelpevo i otn {wvtavr performance, n LeEAETN
TPOTELVEL TNV KoTavonon tou Spoken Word wg nxoypadnuévo kot avamapaywytlpo €pyo (audio
artifact), Tou omoiou n onuaclodotnon cuykpoteital péoa and tn dladkaoia NG mapaywyng LEXPL
ouTn TG akpdaonG. AVIAWVTAG armd Tn CNUELWTLKN, TG OTTOUSECG X0V Kat TN Bewpla TN eMLtéAeong,
N avaAuon 0TLALEL OTO TIWG NXNTLKA KOL TEXVIKA OTOLXEla OTIWE N dwvnTLKA SLakU Vo, ol pUBULKEG
OOUEG, N HOUGCLKA OTPWHATWON KoL O NXNTIKOC OXESLAOUOC, AELTOUPYOUV WC HOVASEG TTApAYWYNS
vonuatog. H dwvr, n nxoypddnon kot n texviky enefepyacio Tou AYOU aAVTIHETWTI{OVTOL WG
EVOWHATO KOl TEXVOAOYLKA Slapecolafnuéva onUELWTIKA CUCTAMATA, T omoia &gv Asltoupyouv
ETUKOUPLKA TIPOG TO Kelpevo aAAA ouykpotoUuv amd Kowol To £pyo. To TEAKO NXNTIKO Tpoiov
npooeyyiletal £T0lL WG oUVOETO TIOAUUECIKO KATAOKEVAOHA. Y€ 0UTO TO TTAALOLO, TO nxoypddnua v
QVTLUETWIIleTOL WG amAn kataypadn piag performance, aAAd wG AUTOVOUO, TTOAUGUVOETO Kol
OVATIOPOYWYLHO  NXNTLKO  QVTIKE(HEVo, ToOu omoiou 1N  onuooia otaBepomoleital Kot
ovadlapopdwvetal péow TG akpoaong. To Bewpntikod emixeipnuo umootnpiletat amd pla
onuelohoyikr availuon mpwtotunou Spoken Word €pyou tng idlag tng unmoBfdaiiouvcac, n omnola
Aettoupyel Tautoxpova we SNULOUPYOS Kal avaluTrg Tou UALKoU. Méoa amd AemTopEpr avaAuon
ETUAEYUEVOU QUTOCTIACUATOG, N €pyacia avadelkvUel TNV TIOAUTPOTUKN ¢uUon Tou E€pyou,
QVTLUETWTTI{OVTOC TO WG ML TIOAUENIMESN akouotiky adnynon kot avaBabuiloviag to ypamtd
UTIOOTPWLA TOU KELEVOU OE AKOUOTLKN EUTELpia. TomoBeTwvTog TNV avaAucn OTo TAALCLO TWV UETA-
Pnolokwy MoAlTlopwy, n epyocia cUUBAAAEL og €vav emavampoodloplopd TG Aoyotexviag wg
OKOUOTIKNG KOl TEXVOAOYIKA SLapecoAaBnUEVNE TTPAKTIKNAG, avadELKVUOVTAG TOUG TPOTIOUG LE TOUC
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omnoloug oL olyxpovec popdEG Aoyou efelicoovtal o AUESN OUVAPTNON HE TG TEXVOAOYLKEG KOl
Pnolakég cuvBnkeg mapaywyng Kot TpocAnPnig Toug.

Vox Trans-graphica. Beyond autography and allography: Toward a processual theory of the
voice

Gianluca Bocchino
Adjunct Professor, University of Cassino and Southern Lazio, Italy

Within post-digital cultures — marked by the intensive circulation, archiving, and reproducibility of
sonic and performative events — the voice continues to resist regimes of inscription and symbolic
fixation, revealing a structural tension between embodied event and technical mediation. This article
rethinks the semiotic status of vocality in light of the crisis of the autographic/allographic distinction
formulated by Nelson Goodman, reconsidered alongside Walter Benjamin’s reflections on aura and
recent developments in the semiotics of practices. Rather than a stable object or reproducible original,
the voice emerges as an embodied and relational event whose singularity lies in the situated
occurrence of its emission. Even in contexts of recording and mediated iteration, vocality does not
lose its aura, since it does not possess it as an attribute but generates it as a temporal and relational
effect of presence, thereby resisting the logic of total archiving and permanent availability. The voice
thus destabilizes both the autographic and allographic paradigms, revealing the limits of each in
accounting for its semiotic functioning. An exemplary case is the free cadenza, discussed by Goodman
and here reinterpreted within eighteenth- and nineteenth-century Euro-classical operatic vocality.
Although structurally open and theoretically replicable, the cadenza often becomes inseparable from
the performer who first executes it. Its transmission unfolds through affective and relational dynamics,
and its repetition may produce an effect of auratic loss, compromising the theatrical illusion of the
unrepeatable instant. It thereby discloses a form of uncodified performative authorship that protects
not the musical formula itself, but the vocal gesture in its experiential singularity. The article therefore
proposes conceiving the voice not as intermediate between autography and allography, but as a trans-
graphic process: an unstable traversal of notation, transcription, and recording devices, none of which
can exhaust its evental and embodied dimension. From this perspective, post-digital cultures appear
not as sites of dematerialization, but as renewed fields of tension between event, inscription, and
presence, within which the voice continues to reactivate an embodied excess beyond any regime of
fixation.

Social media

Ano tov kauBa otnv mAat@opua: EmiteAeotikn emavavonuoatodotnon Siaonuwy mivakwyv
lwypapiknc ota Ynelaka art memes

Xapa KoutoBa
Yroynda Stdaktopag, Aplototélelo MNavemniotiulo Oeaoalovikng

H mopoloca avokoivwon mpooeyyilel ta art memes w¢g Kotetoxnv medla eMITEAECTIKAG Kal
Slaonuewwtikng Spaong, omou n lwypadikn petadpaletal, AMooTAOEPOMOLEITAL KOL AVAOUYKPOTELTAL
EVIOGC NG Meta-Pndlokng ouvlnkng. Me adetnpio tTn onUewwtik Kat T Bewpia ™G
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enuteleotikotntag (Butler, Goffman), ta memes avaAUovtol w¢ MPAKTIKEG HECW TwV OTOlwv ol
XPNOTEC TTAPAYOUV VONULA EV KIVHOEL, KATAOKEUAIOVTOC KOL EMITEAWVTOC TaUTOTNTES (Buckholz & Hall),
MAPoUoLATOVTAG KOWWVLKEC OXEOEL KAL OUVOLOBNUATIKEC KOTOOTAOCEL OE TIAYKOOULOTIOLNUEVQ,
mAatpopuikad  Stapecolapnuéva meplBdllovta. To corpus mepthapfavel epPAnUOTIKA  €pya
{wypadlkng Tou xpnolpomnotlouvtal Slapkwe wg templates oe etepoyevn Yndlaka ocupdpalopeva.
Méoa amod TOLOTIKI] ONUELWTLKN Kal TOAUTpOTK avaAuon (Kress & van Leeuwen), g€etdaletal n
ouvapBpwon elkévag Kol AOyou, OXL WG OTaTK ouvBeon, aMa w¢ duvoukn Sladikaoio
SlOONUELWTIKAG HeTAdpaong, ONMOU TO EKACTIKO £py0 OVOKWOLKOTIOLE(TAL OE XLOUUOPLOTIKA,
KOONUepLVA, (AUTO KOl ETEPO)AVOPOPLIKA OXNUATA LECW TIPAKTIKWY avVamAaLolwaong Kot aflomoinong
TNG XLOUMOPLOTIKAG acupPBatotntac (Attardo). Eudaon Sivetal otn dpdon (agency) Twv xpnotwy, ot
omolol 8ev «avamapdyouv» amAwe ta £pya, aAAQ TO EVEPYOTIOLOUV WG QVOLXTOUG CNUELWTLKOUG
nopoug, HetaTomi{ovtog To VvONUa amd TO UOUCELOKO KaBeotwg KaAAltexvikng aubevtiag oe
ovayvwpliolpeg popdég/tautotnteg tg dnuodtholc kouAtolpag. Toautoxpova, ot Pndlakég
mAATPOpUeG Tpooeyyilovtal Oxt w¢ oudétepol Siavlol, aAAA WG KOVOVLIOTIKA Kol TIOPOYWYLIKA
TEPLBAAAOVTA TTOU OPYAVWVOUV TNV OpATOTNTA, TNV KUKAodOpia Kal TNV EMIKUPWON TOU VOHUOTOG.
Yi00etwvtag tn onUELWTLKN TtpoBAnuatikn Tou Eco, umootnpiletal 0Tl N adlaKomn avakKUKAWGN Kol
UmEprapaywyn onueiwv otov PnodLako moAtiopd dev odnyet anAwg oe moOAAMAACLACUO EKSOXWV,
oAAG og puikn armootabepormoinon T £VvoLag TOU «ITPWTOTUToU». Tal £pya TEXVNC MOUOUV va
AewtoupyolV WG TIPOVOULOKA ONUOGCLOAOYLKA KEVIPA KOl HETOTPEMOVIOL O peuotd, media
£MavacnUeiwong, n onuooia twv onoiwv avadUetol EMITEAEOTIKA Péoa amd Tn Xpron. Yo autr tv
£€vvola, Ta art memes cuviotouv nedia SlampayuAateuong, Katavonong Kol EpUNVELOG TOU oUyXPOoVoU
TIOALTIOHOU WG TESIOU «VONUOTOG €V KIVAOELY, HE TA €pyd TEXVNG VA AELTOUPYOUV WG QVOLXTA
QMOBEUATA ONUELWTIKWY TIOPWY, OVASELKVUOVTAG TN CUVEXELD LETAEU LOTOPLKWY £PYWV TEXVNG KO
OUYXPOVWVY ETUTEAECTIKWY TIPOAKTLKWY TNG SnpodAoug KouAtoupac.

H avadlanpayudtevon tou Kivnuatoypa@lkoUu voniuato¢ oto meptBallov twv Méowv
Kowwviknc Aiktvwonc: H nepintwon tou MavteAn BouAyapn

Mavaylwtng MixaAomouAog
Yrioyndlog stdaktopag, EBviko kat Kamodlotplakd Navemiotrpo ABnvwy

Me tnv avaduon twv Méowv Kowwvikng Alktiwong Siapopdwbnke £vag Pndlakog tomog
npoodopo¢ yla TNV avdptnon, Tnv TPoBOoAR Kol tn B£aon KNUATOYPAdPLKWY TOWLWY, OThn
CUVTPUTTLKA TAELOVOTNTO TWV TIEPUTIWOEWY OF OITOCTIACUATIKEG HopdEG. H emavdayxpnon Ttou
TMPWTOTUTIOU UALKOU TWV TOWVLWY QUTWV CUVLOTA pio emavotonofétnon o évo GANO TEXVOAOYLKO-
MEOLKO MEPLBAAAOV, TO OTIOLO TTAPEXEL OTOV XPNOTN EKPPACTIKA HECA TA OMola MpooTiBevtal og autd
TOoU Kwnuotoypddou (umepkeipevo, olvSeoupol, ypomtod Keipevo). To amotédecpo eival n
QVOITAQLOLWON TOU OMTIKOOKOUOTLKOU UALKOU KAl N €MAVAVONUATOSOTNON TOU — KAl TTAPEAKOUEVA
KoL n SuvnTikn emavavonuatodotnon Tng Tawiag and tnv onola mpogpyetal (BA. T Asttoupyia tou
w¢ Slokeévou). Ito mpotewvopevo GpBpo sfetalovtal adevog n emteAectiky Asttoupyia Twv
OTOMWYV TA Omola CUMHETEXOUV oTn Snuloupyla pLOG avaptnong Kol adeTEPOU OL TPOTOL E TOUG
omnolou¢ emavanpooblopleTal To vonua péoa amd TNV emikowwviakn dtadwaocia. Ocov adopd to
PWTO oKENOG, aflomoleitol we faon n €vvola Tou KTntikoU Begatr, tng Laura Mulvey (2006) yia va
opLotel €vag VEog TUTOG Beatr], 0 omolog aLOMOLEL TIG VEEG TEXVOAOYLEC, TTAPAYOVTAG ETIITEAECTIKO
Aoyo péoa ano Sladopoug poioug (dnploupyds, oxoAlaoTng, CUMMETEXWV). Ocov adopa to deltepo,
edbapuoleTtal TO ONUELO-TIPAYHOTOAOYIKO HOVIEAO Tou Roger Odin (2022) mpokelpévou va
npocdloplotel To MAAiCLO TApAYwWYNE VONUOTOG, ONMWC AUTO TIPOKUTTEL ATO TO EKAOCTOTE HECO
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KOWWVIKNG Olktowong, w¢ meplBdllov  emkowvwviag pe  WOlaltepa  YOPOKTNPELOTIKA  (TT.X.
TIOAUTPOTILKOTNTA, aAyoplOuol, SUVAaNLKOG XapaKThpag, apxelakn Asttoupyia). Q¢ nepimtwon, Ba
peAetnBel n avamnapaywyn Tou £pyou tou MavteAn BouAyapn ota MKA, kal 161kotepa Ta SnUOPIAN
(viral) armoondacpata amno tnv tawio tov OAa sivat 5pouog (1998). Mo cuykekplpéva, Ba pedetnBei n
OX€0N TWV XPOVIKOTATWVY TNG Towviag (xpovol mapaywyng, Tpwtng mpoBoAng, avamapaywyng ot
MKA, Ootepwv MPoBoAWV Kal BEACEWV) KAl O PETAOXNUATIOUOG TWV VONUATWYV TNG, O€ CUVAPTNON UE
TO €KAOTOTE TMOALTIOUIKO TtepLBAAAoOvV. AMWTEPOG OKOTOG Tou ApBpou elval n cupPoAnl Tou otnv
avantuén tou BewpnTikoU TAQLOOU yla TN UEAETN TWV OXECEWV HETALU Klvnuatoypddou Kal
SLadLktlou, UTIO TO MPLoHLA TOU ETUTEAECTLKOU XPNOTh.

H aéionepicpyn avaduon tng emITEAEOTIKNC avayvwaong oto Ynelako meptBailov: uia
ONUELWTIKA TTPOCEYYLoN TNC pudodoyiac tou ‘kaAdiepynuevou avayvwotn’ oto Instagram ko
to TikTok

Inupidwv Kapmoulng
Yroyndrog S16aktopag, AplototéAeLo MNavemiothpo Oecoalovikng

Y10 mAaiolo Twv peta-Pndlakwy MOATIOHWY, N avayvwaon epudavileTal oAogva Kol TEPLOGOTEPO O)L
MOVO WC YVWOTLKI TIPOKTLKA OAAA KOL WG ETILTEAECTIKH TIOALTIOULKY §pdon Tou SlapecoAaBeital amo
T mMAatdOpUeg KOWWVIKAG Siktuwong. H mapovoa elonynon efetdlel to dalvopevo ToU
«performative reading» og kowvotnteg Tou Instagram kat tou TikTok, 6TTou n avayvwoTiKr eumelpia
TAPOUCLAETAL SNUOCLO LEOW ELKOVWY, BLVTEOD Kal alobntikomolnuévwy adnynoswv. Méoa amo auth
™ Swadikaoia, n avayvwon HetaoxnuatileTal os opatr €MITEAECN TOAITIOULKAC TAUTOTNTAC KOl
oUMBoAkoU kedahaiou. ISlaitepo eviladEépov MapousLdlel To yeyovog OTL N avdyvwon ocuveEBnke
LOTOPLKA TOOO PE SNUOOLEC, TPODOPLKESG KOl TEAETOUPYLKEG LOPDEC AVAYVWOTIKAG TIPOKTLKAG — oo
NV anayyeAia otnv apxodtnta £we TN GwvNTIKA KAL KOWOTLKF aAvVAyVWwoh OTo JECALWVIKO LOVaoTHpL
— 000 KOL HE LOLWTLKEG HOPPEG, OUVOESEUEVEG E TNV ATOMKOTNTA KOL TNV E0WTEPLKOTNTA. ZTO
ocuyxpovo Ynolakd mepBdllov, wotoéco, auth n Katefoxnv avahoywkr SpoaotnplotnTa
enavepudavileTal wg SNUOOLA, OTITLKA EMLTEAOULEVN TIPAKTLKH. H avarmAaioiwor) tng oto Instagram ko
to TikTok avadelkviel tnv évtaon kat tn Slampaypdtsuon Hetal avaloyikou, Pndlakol Kot HeTa-
Pnolakol TOALTIOULKOU TAOLGlOU, OTIOU TTAAOLOTEPEG TIOALTIOUIKEG TIPOKTIKEG ETTAVOVONUATOSO-
ToUuvTaL HEoa Ao VEEG LopdEG SlapeagoldaBnong kat opatotntag. H peAétn Baciletal o€ ONUELWTIKN
ovaAuon omtkol UAkoU. Me BOeswpntkd afova Tt Mudodoyie¢ tou Roland Barthes,
enavalappavopeva ontikd potifa — onwg PpAia, onuelwpéveg oehideg, Tehetoupyleg kadE n
ETULUEANLEVOL XWPOL AVAYVWONG — EPUNVEVOVTOL OXL ANMAWC WG AVATTAPOCTACELG TNG AVAYVWONG AAA
WG LUBWKA onpeia mou GUGCLKOTIOLOUY TN HoPdr) TOU «KAAALEPYNUEVOU AVAYVWOTN» OTO MANICLO TNG
QLoONTLKN G TWV KOWVWVIKWV HECWV. H TPOOEYYLON QUTH ETUTPETEL TNV KATAVONGCN TWV CNUELWV QUTWV
WG otolyelwv evOg eupUTEPOU TIOAITIOWMLKOU CUCTAUOTOG, OMOU N AOYOTEXVIKN KATOVAAWON, TO
lifestyle kot n Yndrakn opatdtnta aAAnAsmidpolv. H avaluon cuvout\el emiong pe tn Bswpla TG
gnteAeotikotnTag tng Judith Butler, umootnpilovtag OTL N TAUTOTNTA TOU «AVAYVWOTN» CUYKPOTELTOL
péoa oamd emavoAAUBOVOUEVEG TIPOKTIKEG — OSNUOCLEVOELS, ULIKPEC adnYNOELS QAVOYVWOTIKAG
eunepiag, «reading updates», hashtags, avaAiUoelg, Blvteo mpotdocswv — oL omoieg kablotouv TNV
avayvwon 6&nuoolo yeyovog. e autd To TAAiclo, n aAAnAemiSpacn Twv XpnoTwv Kol oL
ouVaLeONUOTIKEG AVTIOPACELG AELTOUPYOUV WG ONUELWTIKOL SEIKTEC TTOU KOBLOTOUV TNV EMITEAEOTIKN
avayvwaon avayvwpioln Kat Kowwvikd avtaAAagLun, evioxuovtag tnv TalTion, TV KOLWVOTIKA ouvoxn
KoL TNV mAatdoppuiky Slaxuon Ttou meplexopévou. H elonynon umootnpilel OtL ol oUYXPOVEC
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OVOYVWOTLKEC KOUATOUPEG OTA KOLWWVIKA MECO UITOpoUV va KatavonBolv wg eMITEAECTIKOL XWpPoL,
OTIOU TO VONUQ, N TOUTOTNTA KAl TO cuvaioBnua Slampayuatevovtal SLapkwe LECW OTITIKWY, UALKWV
KOLL KOWVWVLKWV TIPAKTIKWV.

| Performing feeds: Social media photography, mediated liveness, and post-digital subjectivity

Maria Luigia Gioffre
PhD candidate, Accademia Nazionale d'Arte Drammatica Silvio d'Amico, Rome, Italy

This intervention investigates online sharing and self-exposure as technologies of liveness and
performative modes of subjectivity-making within post-digital culture. Making legacy of the post-
structuralist disruption of linear temporality, the online sphere is addressed as a field of coexisting
simultaneities which displace individuals into a condition of perpetual becoming. The notion of
archaeological trace becomes intangible, erasable, forwardable. Social media interfaces emerge as an
agora inhabited by phantasmatic subjectivities and disembodied architectures. In this framework, the
spatial and sensorial potential of social media photography sets unprecedented configurations of
subjectivities, affects and performativity. Building on Hansen’s notion of the digital-facial image as an
‘interface of affect’, the photographic image — dematerialised in the online sphere — retains a socio-
sculptural agency grounded in the techno-affection of sharing and its embodied spectatorship.
Considering social media photography as a form of mediated liveness, its embedded theatricality
readdresses the notion of co-presence through interaction and rituality as virality. Theoretical
reflection will be combined with practice-based case studies developed through rehearsals and
workshops, examining how contents on TikTok (i.e. short-form video reels, dances, loop-based
gestures, memetic movements) are translated and transfigured into embodied choreographies on
theatre stage. By approaching scrolling as a cultural posture and mode of attentiveness, the research
developed performative scores informed by algorithmic feeds. By translating screen-based semiotics
into choreography for stage, it stresses techno-affection operating in between liveness, immediacy,
coding and becoming-subject. Drawing on performance studies, semiotics, photographic and digital
media theory, social media sharing is understood as a form of theatricality where bodies, affects,
attention and identities are continuously negotiated. Within this framework, self-exposure is also
reconsidered here as a queer practice of magical thinking and performative strategy for non-
normative selfhood within late-capitalist data culture.

Resemiotizing the algorithmic self: Spotify wrapped on Instagram

Mariza Georgalou
Assistant Professor, University of Western Macedonia

Spotify Wrapped is an annual feature of the music streaming service Spotify that presents users with
a personalized summary of their listening activity in a series of audiovisual slides designed for sharing
on social media. Beyond visualizing listening behaviour, these summaries also show how Spotify
constructs and categorizes users’ identities, tastes, and lifestyles (Annabell & Rasmussen 2025).
Drawing on research on resemiotization (ledema 2003), algorithmic identity (Cheney-Lippold 2017),
online humour (Vasquez 2019) and digital storytelling (Giaxoglou & Georgakopoulou 2021), this study
explores (a) how Instagram users resemiotize Spotify Wrapped data to interpret and negotiate
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algorithmic representations of the self, and (b) the discursive functions of these resemiotizations. The
data were collected using a hypermedia ethnographic approach (Coffey et al. 2006) and consist of
Instagram posts from selected Greek content creators with substantial followings. These posts
combine visual elements (drawings, cartoons, memes, and imitations of chat and Spotify Wrapped
interfaces) with embedded text (punchlines, parody statistics, and micro-narratives), with captions
and comments providing additional contextual data. The analysis demonstrates that Spotify Wrapped
is resemiotized on Instagram from a personalized data report into humorous and critical
commentaries on the quantified self, personal choices, relationships, cultural capital, and everyday
life, through which content creators reinterpret algorithmic metrics as resources for meaning-making
among their followers.

From code to connection: The semiotics of social bonding in anonymous student discourse

Aspasia Papadima
Associate Professor, Cyprus University of Technology

In anonymous digital environments where identity is obscured, social connection does not disappear—
it is performed through language. This study investigates how online friendship and social bonding are
semiotically enacted within digital discourse in Cyprus, a context shaped by the coexistence of Cypriot
Greek (CG) and Standard Modern Greek. Adopting an ethnographic approach, it examines how
relational ties are articulated through CG Textese — an informal, hybrid register shaped by the
affordances of computer-mediated communication. The analysis focuses on orthographic and
typographic variation, transliteration and trans-scripting practices, accent stylization, and code-
switching, revealing how students negotiate the phonological complexity of CG in online interaction,
particularly within an anonymous student forum. Drawing on sociolinguistic and sociosemiotic
frameworks, the study positions CG Textese as a key semiotic resource for digital orality, affective
expression, and relational performance. The findings demonstrate how anonymity, multimodality,
and linguistic creativity function as semiotic tools for enacting social bonds, enabling users to construct
intimacy, solidarity, and belonging without stable identity markers. More broadly, the study highlights
the dynamic interplay between local linguistic identity and global digital practices, showing how post-
digital communication environments foster new forms of relational expression grounded in hybridity,
stylization, and performative language use.

Mo o,tt kavaue Aéyaue oac Seiéw otov kOouo TL Ekava, Twpa TO TewpPoUUE cringe’:
16lwTIKOTNTA, UETAWYNELOKOTNTA KoL ETUTEAECN OE £PNBIKEC APNYNUATIKEC TIPAKTIKEC OTO
Instagram ko to TikTok

Nikog¢ MamadomouAog
Yrioyndlog stdaktopag, Apltototélelo MNavemiotiuo O@eaoahovikng

H ewonynon 6lepsuvd odpnynUATIKEG TIPAKTIKEG TECOOPWVY ePABwY OTIC MAATHOPUES KOWWVLKAC
Siktbwonc (MKA) Instagram kat TikTok. Eotidlel otov TPOMO KOTAOKEUAC Kol SLOMPAyUATEVONG
ToutotNTwv o éva petaPnolokd (postdigital) mAaiolo, avayvwpilovtag tnv opyavikn SlamAokn)
avaloyLkoU kat PndLakol, TeExvoAloykoU Kot in TexvoAoyikoU, pucikou kat mAnpodoptakou (Jandrié
et al. 2018). ElbikOtepA, avtAwvTag amd To BewpnTiko MapAadelypa Twv UKpwv adnynoswv (small
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stories) (Georgakopoulou 2023), mpoosyyilel TI¢ ednNPLKEG aPNYNUOTIKEG TIPOAKTLIKEG WG TpolovTa
ouvapuoyng (assemblage) tng epnpdBetng Spdong (agency) adpnynt(pl)wv, CUYKELLEVIKWY GTOLXELWY,
UALKWV TIOPWV Kal TEXVOAOYLKWV Lolattepotntwy. MeBodoloyikd, n £peuva edpaletal o HLa
petapnolakn cuvepyatikn eBvoypadikr mpoogyylon (Guerrero et al. 2023), cuM\éyovtag Sedopéva
pEow ToAAaTAwY PeBOSwVY oto Aaiolo TG dtdaktoptkig StatpBng tou ypadovta (m.X. CUCTNATIKA
kataypadn adnynuatikwy Spacewv o MKA, nuL-dopnpéveg ouvevtelEelg). ITnV avakoivwaon divetat
Olaitepn €udacn oTov EVEPYO, OVOOTOXOOTIKO POAO TWV TOLSLWV OTNV MAPAYwWYr Kal EpUNVELR TOU
EPEUVNTIKOU UALKOU, HEOW QUTOEBVOYPADLKWV TIPAKTIKWY Kataypadr Kol arnooToAnG UALKOU GTov
£PELVNTH, CUVESPLWV APNYNHATIKNAG TIEPLAYNONG Kal Tpnong YndLakwv nuepoloyiwv. Q¢ KEVIPLIKO
avaAuTIKO epyaleio aflomolouvtal Ta BloSlaypappota TPAKTIKWY YPOUMATIOHoU (Koutooyldvvng
K.d. 2024), ta omolo EMITPEMOUV TNV OALOTIKA XopTtoypddnon kat LyvnAdtnon twv Sladpopwv
TapAywyng VONUATOC O £va YEVIKO, «opllovilo» eminedo, kablotwvrag €tol Suvoth Mo TIo
Aemtopepn avaluon adnynUOTIKWY CUUBAVTWY 0 £va «KABETO», ULKpOo-eminedo. ¥tn culntnon Twy
EUPNUATWY N poooyn eotlaletal otnv ednPLk TAon PeETATONIONG oo Tt dnuocta mAatdopuLki
£€kBeon otnv auto-emutipnon, tnv amafiwon tng umepékBeong kot TN SlAMPOYHATEUGN TNG
WOLWTIKOTNTAG. YO autd To Tpiopa, oxoAltalovtol EMITEAECTIKEG EPNPIKEC TTPAKTLKEC KOTOOKEUNC
petapnolakol «mpoowrnou» (face) oe SlapopeTIkEC KAUOKEC TAUTOTIKNAG €kBeong, péoco amo
OUVOETEG OTPATNYLKEC €mAoynG otaong (stance taking) kat adnynuatikig (ouvaloBnpatikng)
tonoBétnong (Georgakopoulou & Giaxoglou 2021). JUUMEPACUATIKA, N avaKoivwaon eetalel OPelg
™¢ ednPkng Spdong eviog tng avaduopevng adnynUatikng MAatdopULKAS olkoloyiag, kpivovtog
ovayKalo n oXETIKN €peuva va KLVELTAL TTpOoG pa petandlakn katevBuvon (Fawns et al. 2023).
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H emiteAeotikotnta tn¢ BpoayUTNTOC TOU LOTTAVOPWVOU ULKPOSINYNUATOC. Mo ONUELWTIKN Kol
aENYNUATOAOYLKN TTPOCEYYLON TNG ULKPOAPIYNONG OTN UETA-YN LKD) ETTOXN

Mavoaylwtng ZoumAidng
MeTtabLlbakTtopLlkog epeuvnTng, AploTotéAelo MNavemniotriuio Oecoalovikng

H ewonynon Slepeuvd to olyxpovo omavodpwvo Hikpodynua (microrrelato) wg por kate€oxnv
ETUTEAEOTIKY AoyoTexvikn $popua, n omola emovanpoodlopileTal eviog Tou MAALGIOU TG HETO-
PYndlakng ocuvlnkne. TUpPwWva PE TNV TPOCEYYLON TIOU TIPOTEIVETAL, N HIKpoadnynon mavel va
Aeltoupyel wC €va OTATIKO KELUEVIKO €l60G Kol UETEEEAIOOETAL O «VONUA €V KIVAOEL», OTIOU N
OVOYVWOTLKA TIPAEN KoL N eVePYn CUUUETOXN EMITEAOUV TIPWTOPXLKO pOAo otn Slapopdwon tou
TEAKOU amoTeA£OUATOG. loTOPLKA, uTtooTNPileTOL OTL OL AVOAOYLKEG Bpaxeiec GOPUES (OTIWC UTEC TWV
Borges kalL Monterroso) AsttoUpynoav w¢ mPwTo-oAyoplOpkol pnxaviopoi, emiBailiovrog otov
OVOYVWOTN LLOL «OLKOVOLO eEMeEepyaciagy MOpOUOLa LUE TNV QAYOPLOULKN avAyvwon TwV cUYXpovwV
MEowv. Znupepa, n Swadikaocia tng avapecomoinong (remediation) tng Hikpoadrynong oe
TIAQTPOPHUOTIOLNUEVEG AOYOTEXVIKEG KOUATOUPEC peTatomilel tn Aoyotexvikn afla amd tn Bsopikn
VOULIOTIOINON TIPOG TNV aAyopLBULKN opatdTnTa Kal TN HeTaPANnT TNG Stadiktuakng dnuodiag wg
VEO HETPO AoyotevikoU Kedalaiou. Aflomolwvtag tn Bewpia Twv YAwookwy pafewv tou J.L. Austin,
TO PLKpOSLAyNua poosyyiletal wg pia ouvBetn pooAektikn mpaén (illocutionary act) tou omoiou n
ETUTEAECTIKOTNTA TOU KplveTal W «eUOTOXN» ] «AOTOXN», AvAAoya UE TO av MUPOSOTEL EMITUXWS A
OXL éva amoAekTIkO anotéAeopa (perlocutionary effect) péow tng avayvwoTikng eUumAoknG. EmumAéoy,
g€etaletal we £ppeon YAwooLkn mPAgn, 0mou o SNULOUPYOC ETILKOWWVEL £va ONUOCLOAOYIKO €UPOC
TIOAU €UPUTEPO TWV SLATUTIWHEVWVY AéEewV, Baol{OEVOG OTLE SUVALELS CUVOYWYN G TOU QMOSEKTN. Z€
OlUTO TO GNUELWTLKO CUOTNHA, O «L8avIKOC avayvwotne» (model reader) tou Umberto Eco kaAsital va
XPNOLUOTIOLAOEL TN SIKN TOU «EYKUKAOTIALOELO» YL VO CUUMANPWOEL TA AdnynUATIKA KEVA TIOU
emPBareL n akpaia Bpoyvutnta. H avayvwon UETATPEMETAL £TOL O pLa TPagn emidiwéng, n omoia,
cUudwva pe T Bewpia Tou Xpuoomoulouv, oplletal we pia «aAuotteAng emiteuén», o Sladikacio
TIOU ETUTPETEL OTO €PYO VA EMLPBLWVEL TNG AVAYVWONG Tou. H emteAeotikotnta autn dtacdaiiletal
arod t Sopikn oUTeun SU0 eEVVOLWV: TOU «ETElYOVTOG» (Urgency) Kol TG «KOWwWVIKOTNTOG» (agency).
ESw, To eneiyov Sev adopd pLovVo TNV ToXUTNTO KaTtavaAwaonc, oAAA (o amoywytkn yvwon (abductive
knowledge), pia eikacio mou KpaTd TO Kelpevo {wvtavo o€ Eva TOXEWS LETABOAAOUEVO TOTIO HECWY,
EVW N KOWVWVLKOTNTO CUVOEETAL E TNV ETKOLVWVLAKI UTIOOTAON TOU £pYOU, N OTOLAL KLVNTOTIOLEL TOV
TAPAAATITN Vo «EVOUOEL» TO KELUEVO e TTPOBETIKOTNTA KAl VONUA. ZUMITEPACUATIKA, TO LOTIAvVOdwvo
MLKPOSLAYNUO avaSeKVUETAL WE TO KATEEOXNV ONUELWTIKO €pyaAelo yla tnv Kotavonon tng
HETABAONC Ao TNV AVaAOYLKN KELUEVIKOTNTA oTNV PndLakr) emiteAeotikoTNTO.
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ATTO TN ONUELWTIKN avaAuon otnv aenynuatikn emtéAeon: Metaoynuati{ovtag to HOVTEAD
Twv Spwvtwy npocwnwv’ tou A. J. Greimas otnv lMpwtoBaduila Eknaidevon

lwavva XaAemna
Yroyndra diddktopag, EBviko kat Kamodiotplakd Mavemniotriuio ABnvwy

H mapouoa elofynon avtAel dedopéva amod pla TMEPAPOTIKY €peuva o eEEALEN TIOU PEAETA TNV
aflomoinon tng onUelWTIKAG Bewpiag otnv Npwtofadula Ekmaidsuon. Mo cuykekpluéva, otlalel
OTO TIPWTO MEPOG HLaG SL8AKTIKNG TtapéuBaong os padntéc/tpleg tng E° Anpotikol katd To omolo
eTxelpeital N maldaywyLkn TPOCAPLOYr] TOU LOVTEAOU TWV «SpWVTWV MPoowrwv» Tou A. J. Greimas.
Ykomd¢ autol Tou otadiou elval oL HaBOnNTEG/TPLEG VoL KATOVONHOOUV TOV TPOTIO LE TOV OMoio Ta
adpnynUOTIKA otolxeio AsltoupyoUV Kal tapdyouv vonua. To Hovtélo Tou Greimas Petacynuatiletal
oe madaywylkd mpooPdaousg €vvoleg («Hpwagy, «Itdxoc», «BonBog», «Epmodlo»), oL omoieg
aflomololvtal WG epYaAsia yla TNV avayvwaon Kol TNV gpUNVela Twv adnynUATIKWV oXEoswv. H
gfolkelwon Twv HaBNTWV/TpLWwV EEKIVA Ao TNV KATAVONGCN BOGCLKWV EVWOLWV TNG ONUELWTLKAG
(onuelo, onuaivov, GNUOLVOUEVO) KaL TTPOXWPEA GTNV avoyvweLon adnynHOTIKWY pOAWY HEGA OO TO
YVWoTto Adiko mapapldL tng «Kokkwookouditoag». Strn oUVEXELR, £PAPUOIETOL TO HOVIEAO TOU
Greimas ot kapvaPalikd keipevo tou Gianni Rodari. Ou pabntég/tple¢ pe autd Tov TPOTO
petafaivouv amo tnv amin Katavonaon Tng TAOKNG OE 0L GUCTNUATLKY EPUNVEUTLKA TIPOoagyyLan. To
oTadLo auto anotelel Baoikn mpoetoacia ylo tn petafaon Twv padntwv/tplwy otn Sevtepn ddon
™¢ €peuvag, TtV adnynuUoTiki E£mtédecn. H onuelwtikl avaluon Asitoupyel wg epyaleio
METQOXNHUATIONOU TNG Lotopilag oe towia HKpol WHAKOUCG, HE Toug/tic padntég/tpleg va
ovalopBavouv evepyd adnynuAatikolG POAOUG. H eLoynon EMLKEVIPWVETAL OTOV SLOAKTIKO
oxXe6LooMO Kal TN HeBodoAoyLkr opyAvwaon TNG MapEUPBAONG, EVW T TEALKA EUPHLATA OVAUEVETAL VA
TPOKUYPOUV UETA TNV OAOKANPWGN TNG AVAAUGNC TWV SESOUEVWV.

H Movik Spanetevel: H ouuBoAn tou emtteAeotikou Adyou otn dounon ulag Lotopiac
aneAevdépwong

Jtédpavog NpaBavng
El81k6 EkmadeuTtikd Mpoowrikd, Anpokpitelo Mavemniotrulo Opakng

Y10 auvtofloypadkd pubotdépnua H Movik Sparmetevet (2024), o Edouard Louis mapouoldlel tnv
Lotopia ™G XewpadETnong TNG UNTEPAG Tou Movik, ULlaG yuvaikog mpoepXOUevng amo ta Adikd
oTpwpata TNS YoANKNG emapyiag, n omoio, petd to dtaluylo tne, EEKVAEL plo Kawvoupla {wh oTo
Mapiol. Ydiotatal wotdoo, KAKOUETAXEPLON KAl amo To Véo tng ouvipodo. To €pyo auto Oev
anoteAel v eflotdépnon tng SVokoAng LwNG TNG OAA TIOPOUCLALETOL OTOV QVOYyVWOThH TO
olokAnpwpévo oxédlo Staduyng tng Movik amod tov Katomleotikd olvtpodo, mapdAAnAa pe tnv
npoonddela TG va Ioel afLOMPEMWE, UTEPPALVOVTAG KaL TIG OLKOVOULKEG SuoKoAieg. Emopévwg, To
Bloypadikd auto £pyo amotelel Tnv emitédeon Tt Staduyng tng Movik. O emiteAeoTIKOG AOYOC, HECW
TWV AEKTIKWV TTPatewv, Stadpapatilel onpavtikd polo o’ auto eneldn evepyei wg mpagn, oAokAnpwveL
pLa evépyela 1) dtapopdwvel pia tautotnta. H yYAwooo HeTaBAANETAL O ETUTEAEOTIKA KAl SNAWTIKA
ekpwvnuarta, £€tol onwg npoodloplotnkav amd tov John Austin (1962). Emopévwg, os £va MPWTo
emninedo , Ba eVTOTOOUME TA EMITEAEOTIKA eKPWVAUATA TTOU Sev Tieplypadouv, alAd amoteAouy
Spdon Kol Katd ouvenela, Ba pog armokaAlPpouv molkileg onuactlodotnoels Twv Stadopwy otadiwy
¢ ameleuBépwong tng Movik. e éva deltepo eminmedo, Ba mpooblopilooupe Ta SNAWTIKA
EKGWVNAATA TIOU AELTOUPYOUV UTIOOTNPLKTIKA KOl OUMITANPWHATIKA W¢ TTPOG TNV mapoucioon Kat
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edappoyr tou oxedlou. Me aAAa Adyla, BonBolv Tov avayvwoTn Vo KATOVONOEL TNV TIPOYUATIKA
Kataotaon tng Movik, mépa amod 1o AOYOTEXVIKO KEIEVO, OXL WG LEUOVWHEVN TEpIMTWon, aAAd wG
yuvailko HE Katoywyn amo Ta Adikd otpwpata. [poteivetal £10L, €val YEVIKOTEPO HOVIEAO
XEPAPETNONG TWV MO ASUVAUWY KOWWVLKA. Mg aUTOV TOV TPOTIO, LECW TOU ETUTEAECTIKOU KELUEVOU,
Snuoupyeital éva onuelwtikd oloTnUo, Tou omoiou Ba avadeifoupe, oto té€Aog, tn Sdunon
ocUUdwvA e TNV KELPEVIKN avaiuon tou Roland Barthes, wote va tafvourncoupe T LopdEg, Toug
KWALKEG KoL TLG TIOAAQTAEG QMOANEELG TOU VONLATOG EVOG ETUTEAEOTLKOU KELUEVOU.

Semiotics and DADA: Examples of the beginnings of performative poetry

Aglaia Blioumi
Associate Professor, National and Kapodistrian University of Athens

DADA movement is one of the most significant modern movements in the history of the arts and has
influenced generations of creators across various artistic fields. A milestone in the Dada movement
was the events at the cabaret Voltaire Café, led by the poet Hugo Ball. The poet was one of the first
artists to conceive sound poetry. In other words: instead of reciting poems, he appeared in a “top hat”
and began reciting the poem Caravan while wearing a giant funnel hat. The poem consisted of
unintelligible words and combined various sounds, while in later poems surreal movements by other
figures were added, yet the performance did not lose its poetic character. The presentation will
analyze the performative function of poems by Hugo Ball, Tristan Tzara, and others — based on specific
poems such as Karawane and Todeklage as well as videos — drawing on Charles Peirce’s semiotic
theory of images, indices, and symbols. Semiotic analyses allow us to draw conclusions about how
poetry, as a multimedia, acoustic genre, shapes the audience’s perception and offers a different
aesthetic effect as well as a more intense social impact than reading poetry without a performance.
Furthermore, modern literary semiotics places particular emphasis on the cultural context of literary
works. Consequently, the poems under analysis are viewed as a product of World War | and the rise
of nationalist tendencies. The DADA movement was certainly the “other side” of these nationalist
tendencies, and its emergence will therefore be discussed as a global phenomenon. In the post-digital
era, newer forms of poetic art, such as Slam-poetry, have their roots in the performance of DADA.

Language

Writing as performance: Enunciation in typographic poetry

Evripides Zantides
Professor, Cyprus University of Technology

While typography is conventionally understood as the visualization and spatial arrangement of verbal
language on page or screen, this paper proposes an alternative approach that considers typography
as a performative mode of enunciation. Drawing on the multimodal framework of Gunther Kress and
Theo van Leeuwen, typography is examined as a semiotic resource that actively participates in the
production of meaning beyond the purely linguistic level. Within this perspective, writing is
approached as performance, and typographic poetry as a site in which meaning emerges through the
interaction of verbal, visual, and spatial elements. Rather than functioning as a neutral vehicle for

NOV 21 ROOM A



XIV International Conference on Semiotics and Performance in Post-Digital Cultures

language, typography structures the conditions of enunciation by shaping rhythm, pacing, emphasis,
and the reader’s trajectory across the page. Typographic arrangements thus operate as scores for
reading, orchestrating an embodied engagement with the poetic text. The paper situates this
argument within the tradition of concrete poetry, in which the visual disposition of words is integral
to meaning-making. Alongside this, the analysis draws on a series of printed posters produced by the
author, in which personal poems are visually configured through typographic experimentation. These
works explore how layout, scale, colour, spacing, and placement contribute to the enactment of poetic
meaning, transforming reading into a situated and performative experience. By reframing typography
as a mode of enunciation, this paper contributes to the performative turn in semiotics by emphasizing
meaning as an event rather than a static structure, and by positioning typographic poetry as a key site
for exploring multimodal and connotative meaning-making.

Visual and linguistic representation of exotic semiotics in urban minor communities

Siham Alhaider
Associate Professor, King Khalid University, Saudi Arabia

This study delves into exotic semiotics, defined as semiotic elements that underscore discernible
contrasts or conflicts among components. It examines five dimensions of exotic semiotics:
authenticity, religion, gender, power, and small-detailed signs (SDS) (Alhaider, 2025). The data were
drawn from a broader sample surveyed on the Bay Ridge Parkway in New York City and in Ann Arbor,
Michigan. Exotic semiotics primarily focuses on commercial signs in bilingual contexts, with Arabic
being one of the languages due to the presence of Arabic streets and neighborhoods. This study
employed a visual and linguistic analysis approach. The findings indicate that minor communities in
urban areas often use exotic semiotics to highlight subtle differences, magnifying these distinctions
and presenting them as unique symbols to the viewer or reader of the sign. Key findings reveal that
exotic semiotics serve as a medium for expressing cultural identity and social dynamics within bilingual
commercial environments. The analysis highlights how authenticity and religion prominently shape
sign design and messaging, while gender and power relations manifest subtly through visual cues and
language choices. Additionally, SDSs function as nuanced markers that reinforce or challenge
dominant semiotic narratives within these communities.

Metappaotikeéc emiAoyeg atnv emitéAeon Vo Bopeiwv StwudtTwy ¢ EAANVIKNC

Evayyelog Koupbng
KaBnyntng, AplototéAetlo Mavemiotipuio Oecoalovikng

H avokolvwon HeAeTd TIC HeTAdpOOTIKEG €eMIAOYEC (evOOYAWOOIKEG, OLOYAWOOCIKEG  Kal
SL0ONUELWTLKEC), cUUwWVA e TRV TuTIoAoyia Tou Roman Jakobson (1959) katl GNUELWTIKA Gpatvopeva
onw¢ n Slakelpevikotnta (Kristeva 1969, Barthes 1973) mou mpokpivovial amd TG EUMOPLKEG
ETIXELPNOELC OL omoieg Stadnuilouv To TOTKO YAWOOIKO Toug tblwpa ota TpikaAa kat otn AQuvo.
Mpokettal ylo Bopeta tSlwpata Ta onoia yia ToAAEG SeKAETIEC oTEpOUVTAV YAWOOLKOU KUPOUC Kal Ta
orola Sladnuilovral péow eldwv kabnuepvng xprions (oouPép, koumeg, Bepuog), evOUUATWY
(nmAoulakia) kot afecouadp (moptodOALa TOAVTEG, KOVKAPSEG, UNpeAOK). Eviladépov napouaolalel to
YEYOVOC OTL OL AyOPAOTEC TOUC Elval cUVABWE OUIAATPLEC KOl OUANTEC TWV TOTUKWY QUTWV LOLWHATWV.
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Méow TN epdavolg Kal avoLyTAG SLOdLOTC TOUG ETILKOLVWVOUV LE ETITEAECTIKO TPOTO (e TN Xpnon
XLOUHOPLOTIKWY YAWOOLKWY TUTIWV KoL OXESLAOTIKWY TEXVIKWY) TNV TOTUKN TOUC TAUTOTNTA, Wia
gmAoyn mou Selyvel va amoevoyorolel og KAmolo Babuod tn XpHon TWV CUYKEKPLUEVWY SLAAEKTIKWY
OUOTNUATWY. Oa avalnTAOOUUE TIG ETUTEAECTIKEG TEXVIKEG GUYKPOTNONG TWV TOTKWY Kw&IKwY
YAwootkng aAAnAgyyung.

Mawyviortoinon kat moAvtpornikn uadnaon: To Ynelako royvidt otn dtbaokaldia touv diYneou
(PWVNEVTOC «OL» O€ PoUd UaBNTEC/TPLEC TTPWTOCXOALKNG NALKIOG

Méyku MavwAn?!, BaciAng Mauvpaydvng?
! Enikoupn KaBnyntpta, Naverotruio Matpwy | 2 YnoPrdrog Siddktopag, Maveniotruio Matpwv

210 oUyxpovo PeTa-PndLako Kol TOAUYAWOOLIKO ekmalSeUTIKO TepLlBAaAAov, n aflomoinon Yndlakwy
TEXVOAOYLWV Kal TalyVIwdwY TPOAKTIKWY €emavarnpoodlopilel tig dwadikaoieg pabnong kot tn
CUMHETOXN Twv padntwv/-tpuwv, Stapopdwvovtag moAutporikd padnoltokd meptBaAiovia Kot
avadelkvuovtag tn Habnon wg emiteAeotikn dtadikaoia mopaywyng VONUAToC. XTo Ao auTod, h
napouoa £peuva SLlEpeLVA TN Xpron evog Pndlakol ekmaldeuTikol malxviSlou yia tn didaokalia
tou SiPndou dwvnevtog «oy oe S£ka padnteg/-tpteg POMA tng A’ AnUOTIKOU KOTOTILY apéupaong
TECOAPWV SLOOKTIKWY WPWV. IKOTIOC TG £peuvaC sival va e€eTdoel KATd moOoo n aflomoinon tou
Pndlakol matxvidiol cUPBAMAEL oTNV KaTAVONON Kal avayvwplon tou diPndou dwvreviog «owy,
gvioyUel To evlladépov Kol Tn CUPHETOX Twv POMA pobntwv/-tplwv Kal Stapopdpwvel BeTIKEG
QVTIANPELG OYETIKA JLE TN XPNON TOU WC epyadeiou padnong. To mouyvidt meplapBavel SLaSpAOTIKEG
SpaoTNPLOTNTEG, OMWE avayvwplon kKot ekpwvnon tou diPndou dwvrneviog «ol», €UPecn Kot
CUUTTANPWON Tou Péca o AEEELG, CUOXETION AEEEWV TIOU TIEPLEXOUV TO «OL» HE ELKOVEG, KABWG Ko
8paoTNPLOTNTEG YAWOOLKOU XELPLOUOU, OTIWGE N amAAeWn KAl N AVIIKATAOTAOH Tou pHéoa o€ AéEelg. OL
6paoTNPLOTNTEG QUTEG evidooovtal o adnynuatikd mAaiclo kol ouvodelovtal omd Apeoh
ovatpododotnon. Ta &edopéva OUMNAEXONKav pHEOW TOPATAPNONG KAl gpwTnuatoloyiou
TIPOCQAPUOCUEVOU OTLC NALKLAKEG LBLALTEPOTNTEG TWV padntwv/-tpwyv. Ta eupfpata Seiyvouv OtTL n
Xprion tou mavidiol ouveéBaAe BETIKA OTNV KOTAVONON TOU «OL», EVW N aflomoinon yAWoGoLKWY,
OTTTIKWV KOLL 0KOUOTLKWV CNUELWTLKWV OpwV daivetal va evioxuoe To evOLadEPOV KAl TN CUMUETOXNA
twv Siyl\woowv POMA padntwv/-tpuwy, avadeikviovtag tTov poAo TNG MOAUTPOTIKOTATAS OTn
poBnotakn Stadikaoia, lbikd yo Siyhwooouc/ec pabntég/tplec. H aAAnAsmibpacn twv padntwv/-
TPLWV e S1APOPOUC ONUELWTLKOUC TOPOUC avaSeLKVUEL TNV TTOAUTPOTILKN SldoTtacn TnG Labnong kat
NG EMLKOWVWVIOC KOl CUYKPOTEL €va eMITEAECTIKO TtePIBAANOV, OTO OTOLO TO VONO TTAPAYETAL HECQ
omod ) ouvexn StapscoldBnon SladopeTikwy TPOTWV avamopdotacn. MapdAAnla, avadslkvistol
n oupBoAn TG malyviomolnpévnG YAwoolkng SldackaAiag¢ o€ TOAUYAWOOLIKA paBnolakd
nieptBarlovta, Kabwg kat n padnon wg emiteheotikn Stadikacia, 6mou to vonua Slapopdwvetal
pEoa amd cuveyn alnAenidpaon kat dtapecoAdBnon MOAAATAWY ONUELWTIKWY TTIOPWV.
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Film in education

‘CinePositive’ (CINE+): O KvnuUaTOYpAPOC WG ETUTEAECTIKN KoL EVOWUATN TIPAKTLKA YLa Lo
UETIKN, CUUTTEPLANTITIKI) KOIL (POLTNTOKEVTPLKY EKTTaibEUON
X. PoOpmou?, K. Mdayoc?, X. TéAtou3, M.-E. MooxomoUAou?

! JupBactovxog Addokouca, Mavermotiuo Oecooliag | 2 Kabnyntig, Mavemotiuo Oeocoaliog |
Mpormtuylokn pottntpLa MNaveniotiuo Oecooiiog

3

H ewonynon Paociletal os ev e€ehifel HeTASLOAKTOPLKN) EPEUVA, TIOU UEAETA TOV KIVNUOTOYPAPO WG
ETUTEAEOTIKI TIPOKTIKN YloL TNV avamrtuén, Tn ouykpoTnon Kol tnv Tpowdnon plag OeTikAc,
OUMMEPIANTITIKNAG KOl $OLTNTOKEVIPLKNG ekmalbeuong, Kal yla TNV Kowwviky alkayn. Méoa amo
gpyootipla pe oltnTég/tpleg Kal amodoitoug MPOoXOALKAC ekmaideuong, n Kwnuoatoypadikn
Sladikaola — amd TNV MPOoPOAN £wWG KOL TOV OVAOTOXOOUO — TIPOOEYYLIETAL WG HLO TTOAUTPOTILKNA
ONUELWTLKN CUVAPHOYN Kal 0ELOTIOLETAL WG EPYAAELD TTAPEUPBACNG TTOU LETAOXNMOTIIEL TNV TAUTOTNTA
TOU UTIOKELUEVOU, TIPOAYEL TN CUMUTEPIANYN Kal eVIoXUEL TNV OTOWLKN Kol CUANOYLKA unuepia.
Kevtplkod onueio avadopag amotelel n kKivnuatoypadobeparneia (Lovtého Wolz), n onoia tonoBetel
OTO ETKEVIPO TNV UTIOKELUEVIKI EUMELPLO TOU ATOMOU KOl LETATPEMEL TIC EVOWUATEG KOL CWHOTLKECG
OmoKploelg TwV doLTNTWV/TPLWV — TIPOoLloVTA TAUTIoEWVY KOl TiPpoBoAwWV — and adntikn mpoocAnyn os
€VEPYO OUVELONTH epunveia (conscious awareness). MapdAAnAa, To povtého PERMAH (Seligman),
TMAALOWWVEL TN BeTikn ekmaidevon kol tonobetel Tov dottntr/tn dolTtATPLA OTO ETIKEVTPO WC EVEPYO
UTTOKE(EVO TTOU «emteAely tnv aAlayn. 18laitepn éudaon Sivetal oto petacivepa (metacinema), wg
epyoAelo amodounong tng «PpuUCLKOTOLNUEVNG» KOWVWVIKNG TIPAYUOTIKOTNTAS, (IPO)KOAWVTAG TOUG
MEAAOVTIKOUG EKTIOLSEUTIKOUE VA ATMOKWEIKOTIOLGOUV TOUG HNXOVIOHOUE TWV OTEPEOTUTIWY KAl TOU
QTOKAELOLOU KaL VA EMAVAKWEIKOTOL)OOUV TUXOV TIPOPBANUATIKEG AVTIANPELG KaL TTapadoxES, Kabwg
petaBaivouy amno tv katadnAwon Twv Kwvnuatoypadikwy onpeilwv (tnv kuploAektiki adnynon) otn
cupnmapadnAwon BLWUOTIKWY VONUATWY Tou odopolv tn cuumnepiAndn kat tnv sunuepio. H
teAetoupyla g Kwvnuatoypadikng Béaong (PndLakn mpoBoAn-cwHATIK ToPoUcia-oKoTAdL-Kowvn
EUMELPLA) PETOTPEMEL TNV TIPOPOAN O pila evowpoath, Plwpatiky Stadikacia Kal spmelpia, og pLo
OUAAOVYLKN €TUTEAECTLKN TIPAEN, EVTOC VoG «aodalolg xwpou» (“safe space”). OL CUUPETEXOVTEG KOl
Ol OUMUETEXOUOEC OUMMETEXOUV EVEPYA, OWHATIKA KAl OuVALoONUOTIKA, TPOocAaUPdavouy,
«mpoParlouvy, Tautilovral Kat «emiteAolv» Tn cuumnepiAndn péow tng alnAenidpaong. Ev télel,
ovontloo0oUV  UETA-EMITEAEOTIKEG SeELOTNTEG, OVAOTOXA(OUEVOL/EC TNV TAUTOTNTA TOUG, TN
ouumnepldopd, TIC OTACELS TOUC, KAL TOV POAO TOUC wC ekmaldeuTikoi, petaoynuatifovrag ta
oUMBOALKA cuoTpoTa péoa amod Ta onoia vonpatodotolv tnv matdaywytkn mpagn.

H uetaBaon amno tnv kivhuatoypa@ikn odovn otnv dtdaktikn npaén: H enttédeon twv poAwv
KOl TOU EKMTOUOEUTIKOU KOl TOU UadnTh OTIC TALVIEG TOU MaAaloU Kal Tou VEOU €AAnvikou
KLVNUOTOYPAPOU

lwdvvng OAwpog
Yroyndrog S16aktopag, AplototéAeLo MNaveniotipo Oecoalovikng

H oUyxpovn enoyn xapaktnpiletal amno taxutateg LeTaBOAEC o€ OAa Ta media TNG KaBnuepLvng {wnG.
Ol aM\ayEg auteg odeirovral, HeTafl Twv GAAWY, otnv SLapKWS auEAVOUEVN TEXVOAOYLKN avATTuén,
n omoia Kol SLOHOPPWVEL AVILOTOIXWE TIG TIPAKTIKEG KOl TIC MPOCAapBAavoucss Twv VEwvV. Ta
TEXVOAOYLKA PEoa avamodeukta ocuvteAoUV otnv Hallkn petadoon tng dSnuodiolc KouAToupac.
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2TOUG KOATIOUG TNG ekaiBEUONG, KATA CUVETIELA, OVATITUCOETOL EKTEVHG SLAAOYOC yLa TRV EvTaln Twv
KEWEVWY  SnuodAol¢ KOUATOUpAG otnv eKMALSEUTIK OlabIKoolo, TIPOKELMEVOU YL TOV
EKOUYXPOVLOMO NG TeAeutaiag. Ta keipeva dSnuodAouc KOUATOUpaC xapaktnpilovtal amod avénuévn
SnuotikotnTa. H SnUoTkotnTd toug odeiletal, HeTaty Twv AWV, otoug pUBouG ou Ta TeAsuTaia
amnxouv. Ta CONUELWTLIKA CUCTHHOTO CUVEPYOUV otnv aAnBodoavr meplypoadiky amoTunwaen WULog
TMPAYHOTIKOTNTAG ME €UPOVWE TOVIOUEVEG TIC TTUXEC TNG. AUTO KkaBilotatal coadég otig
KwnuotoypadlkeG TOIEG Kal, MAALOTA, oto €160G NG Kwpwbdiog. OL puBol ekel teivouv va
TPOoBAAAOUV ATPOCYNMATLOTA O€ £Va TTAAOTO KWHLKO OEVAPLO, OTIOU N avaAoyio LeTAU TNG Lopdrg
KOLL TNG €vvolag e€uTnpetel oTNV avaduon Tou KWHLKOU OTolXelou KOTA TV oUYyKPOUGH TIPOYUATIKWY
L6E0AOYLKWV CUOTNUATWY EUPELOC KOWWVLKAC avoyvwplong. H emikeipevn peAETn mPOKeLTaAl, OF
TPWTO OTASLO, VO ECTLACEL OTNV EMITEAECH TWV POAWYV TOU EKMALSEUTIKOU KOl TOU HaOnTr Kotd TV
ovaAuon Twv Kwdikwv mou audotepol aflomololv. To ei6og NG KwHwdilag emAéXOnKe, KaBWG
OVOUEVETOL VA TOVIEL TIG HETALY TOUC SLaPOPEC UE KWLKOUG Opouc, avadelkviovtag Thv mibavn
Sladopd koultoUpag mou Stakpivel Tig SUo mMAsupég. O AMWTEPOG GKOTOC TNG avAaluong eival o
EVTOTILOMOC KOWwV poTifwv yla tnv Hetafacn amd to mpwrto enimedo NG yAwooag, oto
UETOYAWOOLKO eminedo tou HUBou. Ito Seltepo otddlo NG mopouciaong Ba emiyelpnBel pia
S18akTIKn mpotacn aflomoinong Tng mponyoUpevng avaiuong. Me autdv Tov Tpomo, mpoteivetal n
edpappoyr TG CNUELWTLKAC oTNV Snuoupyla ekmatdeutikol UALKOU yila To padnua tng NMwooogc. Itnv
kateBLvoN auth, mpdKeLtal va pedetnBolv oL 0dnyieg Tou Yroupysiou Mawdeiag, OpnoKeULATWV KoL
ABANTIOMOU TIPOG TOUC EKTTALSEUTIKOUG O oXEon e TNV SLéaokaAia Tou SIEAKTIKOU QVTLKELUEVOU TNG
Mwooog yo TNV S0UNon evog peAALOTLKOU KoL EMIKALPOU EKTIALSEUTIKOU gevapiou.

Kwvnuartoypapika keiueva, emitédeon kat vonuatodotnon: H StamoAitiouikn taén wge
ONUELWTIKO TtepLtBaAiov

Afuntpa OABepol?, Elprivn Inddkn?
Lyrioprdra 8iddxtopag, Mavemotiuo Osooaliag | 2 AvamAnpwipta Kabnyfitpla, Naveniotiuio Osooahiog

H ewonynon efetdlel tov KnUotoypado WG EMITEAECTIKY TPAKTIKA HABnong oto mAaiolo tng
SlamoAtiopikng ekmaibeuong, petaromnioviag to eviladEpov and Thv avanapdoTtacn otnv eVvepyo
vonuatodotnon. YwoBetwvtag éva onuelwtiko (Kress & van Leeuwen, 2006) kol Tautoxpova
ETUTEAEOTIKO BewpnTikd Tiplopa (Butler, 1990), n ta€n mpooeyyiletal w¢ oNUELWTLKO TeplBAAAOV OTO
omolo n Kwnuatoypadikn eumelpio Asttoupyel wg teAetoupyla vonuatodotnong, Sniadn wg
eruteleotikn Stadikacio péoa amod tnv omoia oL HadnTég, HEow TG EUTTAOKNG TOUC HE TO KElpevo,
OUYKPOTOUV Kal HETOOXNUOTI{OUV EVEPYE TO VONUA. ITOV TUPAVA TN TIPOTEWVOUEVNG peBodoloyiag
TiBeTaL N AVAAUGON TECCAPWV ETUAEYUEVWY KIVNUATOYPADIKWY OMOCTIOACUATWY Ao TIE Tawvieg Amira
(Mohamed Diab, Atyurttog/lopdavia, 2021), Return to Seoul (Davy Chou, laAAio/Notia Kopéa, 2022),
Golden Dream (Diego Quemada-Diez, Mefwo/HMA, 2013) kat Wadjda (Haifaa al-Mansour, Zaou8tki
Apapia, 2012). H emtthoyr] toug Baoiletal adevog oTn ONUELWTLKN TIUKVOTNTA TWV OKNVWYV TOUG (OTTTLIKN
ouvBeon, BAEppa, adnynuatiki opyavwon), oadetépou otn Sduvotdtntd Toug va avadeifouv
SLoPOPETIKEG OPELG TNG SLATIOAITIOWMIKNG EUMELPLAG: TN OUYKPOTNON TAUTOTNTOG OE OUVONKEG
TIOALTLKAC KOl OLKOYEVELAKNG OUYKPOUONG, TN SLampayUAteuon ToU QVAKELV KOl TNG TIOALTLOMLKAG
UVAKNG, TNV EUTIELPL TNC LETAVAOTEUONG KOL TNC LETOKIVNONC, KABWG Kal TG EUPUAEG KOl KOLVWVIKEG
SL0OTACELG TNG ETEPOTNTAC. H TPOTELVOLEVN TIPOCEYYLON avanTUooeTal oe SU0 GAOELS. ITNV MPWTN,
n onUelwTkn avaiuon (Kress & van Leeuwen, 2006) Asttoupyel wg epyaleio TnG eKMALSEUTIKOU yLa
Tov oXedlaouo kabodnyoUupevwy SpaoTnPLOTATWY MOPATAPNONG Kal epunveioag. Itn Seutepn, ol
MOONTEG eUTAEKOVTOL O €MITEAEOTIKEG Spaotnplotnteg — role playing, dnuwoupyikn ypoadn,
avaouvBeon oknvwyv amod SLadoPETIKEG OTTIKEG — TTOU AELITOUPYOUV WG TPALELG AvVOOoNUOOoL080TNONG
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(Butler, 1990). Méoa amo TNV EUMAOKI] LE TO KLVNUOTOYPADLKO KELLEVO — ONUELWTIKA eMeEPYACUEVO
KOL EVIAYUEVO O KATAAANAQ onuacloSoTiKA TAaiolo, oL HaBNnTEG Oev AMOKWSLKOTIOLOUV OAAA
METAoXNUATI{OUV €VEPYA TO VONUA. ZUUMEPOCUATIKA, N Kvnuatoypadlkn eumelpla voeital wg
pobnotakn tedetoupyia, SnAadr w¢ HETAOXNUATIOTIKN TPakTikh (restored behavior) (Schechner,
2006). YITO auTA TNV OTTIKH, N TAEN CUYKPOTEITAL WG eSO EMITEAETTIKAG MOpAyWYI G VORLOTOG, OTIOU
0 Kwvnuatoypadog Sev Aettoupyel wg péco avamapdotacng, aAAd wg TOmog HECA OTOV OToio Ta
ONUELWTIKA OXNUATO EVEPYOTIOLOUVTAL KOL LETOOXNUOTI{OVTAL LEGW TNG OUUHUETOXNC TWV HaBNTwv.

Remediations

| Stirring the pot: Adding performance to a structured context

Anna Navrotskaya
Associate Professor, Hillsdale College, USA

In the spring of 2024, my students of an upper-level French class and | worked with Patrice Pavis on
adaptation of a non-dramatic text (two chapters from his novel) to stage. This work was comprised of
several steps: translation (from French into English), theatrical adaptation, and performance. While
our main interest at the time was adaptation, my main focus here is theatrical performance as part of
an educational process that traditionally does not include that component. It offers the possibility to
analyze what happens when the element of unpredictability is added to a setting perceived as
predictable. In my analysis, | rely on several concepts from Yuri Lotman’s semiotic theory of culture:
semiosphere and semiotic languages comprising it; boundary functioning as a filter and possible/
impossible translations among sub-semiospheres. Creation of meaning (its generation, perception,
and interpretation) within a semiosphere is more codified in its center, with new codes being
produced on the periphery. Lotman sees art in general and performance specifically as a liminal space
within culture that is relatively free from prescribed behavior. As such, it allows for new codes and
modes of perception to be generated. Clearly, the teacher-student interaction is performative in
nature, even in a hybrid or digital setting, with its codes of communication and behavior. It is, however,
astructured, organized event that produces meaning in a predictable way and declares this generation
of meaning its primary goal. As such, it has been a logical research domain for semiotics. When a new
element is introduced (in our case, translation and interpretation of the translated text not as a goal
but as a tool, leading to a stage performance), a new perception of the whole process for all those
involved becomes necessary. It is a collective creation that can be seen as “direct theatre” (Richard
Schechner’s term) allowing for improvisation and development of new codes. Adding performance to
the usual, more traditional, set of activities (working with texts) unavoidably changes the set of codes
and meaning creation relationships. From a familiar set of expected interactions (student-student,
student-teacher, reader-text, text-translation, text-adaptation), the participants are moved into an
unfamiliar one (none of the students were doing or studying theatre), where they had to create a new
set (text-performance, actor-actor, actor-spectator). The new context modifies perception (from
classifying recognized sets of signs to creating a new set), forcing the participants to prioritize what
Yuri Lotman called our mythical type of perceiving reality (creating new categories rather than
recognizing preexisting ones). The performative event (our workshop) is moved from one sub-
semiosphere (acquisition of knowledge, highly structured with a predictable outcome) to another
(performance, less structured with an unpredictable outcome). In Lotman’s view, there are
translatable and untranslatable languages within a semiosphere that come into play when the
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boundary between sub-semiospheres is porous. In our case, there are several levels of translation
taking place at this boundary to be considered: language (text, French into English), adaptation (non-
dramatic text into dramatic), interpretation (text analysis into staging), production of meaning (from
passive, meaning to be acquired —to active, meaning to be generated), code perception (from familiar,
text analysis — to unfamiliar, performance). Lotman’s concept of semiosphere and its languages is
helpful in theorizing the “performative turn” in semiotics. My observations and the students’
commentaries during and following our adaptation workshop offer a relevant case study.

Quwvr), apnynon ko eMTEAEan: AQEnynUAToAoyLKN Kol UTTOAOYLOTIKN UEAETN TwV Between the
Acts kat The Waves tnc¢ Virginia Woolf oto paditogpwvo tou BBC

MNepoedovn KovtoopntpomouAou, Newpyltog Xatlnotaudatng-BoAovakng
MSc, Aplototélelo Mavemiot o Oecoalovikng

H ewonynon mpooeyyilel tnv adpnynuatikn Asttoupyio TG GwVrg Kal TwV AXWV OTo MAAiolo Tng
TPOCOPUOYNC ot padloPwvikd dpapota U0 AoyoTeEXVIKWY £pywv TN Bpetavidag cuyypadéa tou
povtepviopou, Virginia Woolf. AvaAUovtal nxnTikad Kot adnynUatoAoyLkd OXETIKA UE TO CNUELOKO
otolxeio tn¢ dwvng ta £pya Between the Acts (BBC Radio 3, 1980) kaL The Waves (BBC Radio 4, 2007),
omod TN OKOTMLA TNG ouyxpovng adbnynuatoloylag OXETIKA Pe TNV Aeltoupyla Twv podlodpwvikwy
ONUELOKWVY cuoTnuatwy. NapaAAnAa, ta patvopeva auta tiBevtal untd tnv e€£TOON UTIOAOYLOTIKWV
HEBOSWY KoTaypadNG TWV OKNVIKA TIOPOVIWV XOPAKTAPWY KOl TwWV OAANAsTUSpAOEWY TOUG,
QITOCKOTIWVTOG OE HLa OUVOETN TPocOoUoiwon TNG XPOVIKAG TOUG CUVEXELAG. 2T OUYKPLON TOU
SlohoykoU kal moAumpdownou Between the Acts e TO TOWNTIKO Kol povoAoylkd The Waves
TAPATNPOULE WG OL KWSLKEC TOU «TUdAoU» padlodwvou, SnuUloupyolv £pya TIOU LE TOUC NXOUG, TIG
MOUGLKEG, TIC GWVEC KoL TIG AEEELG «YEUATEG QMO NXW, AVOUVAOELG KAL CUVELPLOUG», UIOpouV va
Sleyeipouv kat va adumvicouv TNV Gaviacia TWV aKPOATWY.

H euBudion kot to Oatpo tou Mapadoyou: Mia onUELWTLKA KAl YUXAVAAUTIKY) TPOCEYyLoN
¢ avaueoomnoinonc tou Not | (Samuel Beckett) o kivnuatoypaeika kat VR rieptBaAlovra

KaAAlomn NMoUALou
Yroyndra diddktopag, EBviko kat Kamodilotplakd Navemniotriuio ABnvwy

H mapoloa mpotaon e€etdlel tn HeTdPacn amd T OTOTKI OVATOPAOTACH OTNV K EMITEAEOTIKNA
onpacldotnon» PEow Tng avapeoonoinong (remediation) tou povompaktou Not | tou Samuel
Beckett. Yto mAaioclo tng peta-Pndlakng ocuvOAkng, n €peuval cuykpivel tnv tomoBgtnon tou
UTTOKELEVOU 0 SU0 SLAKPLTA PLVTLAKA TtEPLBAANOVTA: LLO TIELPOUATIK TOLVIA JUKPOU NKOUG KOLL L
eupubLloTK) edapuoyn €KOVIKNG Tpaypatikotntag (VR). AvtAwviag amd tnv Kwnuotoypadikn
Puyxavodutiky onpelwtik) (Metz, Baudry, Oudart) kat tn Aokavikn Beswpia tou «otadiov tou
KOBpEDTN», N LEAETN AVOAUEL TWG N ATIOUOVWON TOU ZTOUATOC WG «DAVIACLOKOU ONUaivovTog» Kot
n oKOmun acuyxpovia nxou-sikdvag (glitch) amodopolv tnv mpwtoyevr) taltion tou Beath. Evw n
kwnuatoypadikn ekdoxn Siatnpel tnv ndovoPAemtiky améotacn, n VR Sladpaoctiky sumelpia
emuParel pla Blawn evowpatn tauTion, UETOTPEMOVTOC TOV XPNOTN Onmd TApATNPNTH O MACYOV
opyavo ekdopag Adyou. IStaitepn €udaon Sivetal otnv apvnon tng «ouppadncy (suture), 6mou n
TeEXVOAOYIKN aotdBela kot to «LSl0bekTikO oddaApa» (proprioceptive glitch) Aettoupyolv wg
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ONUELWTIKEC TPOTUKOTNTEC TTOU AVASELKVUOUV TO UITEKETIKO TpaUpa. H TpOTaon GUUITANPWVETAL 0o
TOL TIPOKOTOPKTLKA eupnuata £peuvag nediov oe SOUEG MPoodUYwVY, SLEPEUVWVTOC TTWE UTTOKE(HEVDL
og Katdotaon ovioAoywkol Eepllwpol mpoocAapBdvouv TNy «adwvia» Kol ToV KOTAKEPUATIOUO TOU
owpatog (corps morcelé). Itoxog eivat va katadewbel OtTL N peta-Pndlakn atedntikn tng
katappeuong (System Crash) ev amotelel texvikn atéAsla, aAAd To Kate€oxnVv onNUELWTIKO epyaleio
yla TNV €MITEAECN TOU «VONUOTOG €V KLWVNOEW Kal TNV amok@Aun tng umapllakng aywviag tou
Beckett otov 210 awwva.

‘H utkpn pocg moAn’ tou Thornton Wilder kait ‘To T€Ao¢ TNG ULKPHC UAC TOANG’ Tou Anunten
Xatn: Ano to dpauatiko npoowro tou Ateuduvth Sknvi¢ otov pUudonAaotiko apnynti

O@avaonc KolykouAog
Enikoupog Kabnyntrg, Anpokpitelo Mavemiotrpo Opakng

OAa ta dunynpata tng cuAAoync To TEAOC TNG Uikpn¢ uag moAng (1963) tou Anuntpn Xatlrn cuvBEtouv
plo adnynuatikn evotnta xwpou Kot xpovou, kabwe Stadpapatifovral otnv iSta pikpr) moAn, otnv
(610 epimou emoyr Kal EMUTAEOV OPLOUEVOL XOPAKTHPEG ETTAVEPXOVTAL CUXVA OE Slddopa Sinynuarta.
OAa cuvbéovrtal euBEwg pe TtV Hmewpo, av kat n oAn otnv omnola ektulicoovtal Sev SnAwvetal
pNTWG. OMwg eival yvwoto, o Tithog To TEAOC TNE UIKPHC UaC TTOANC TIOPATTEUTIEL 0TO SLAono BeaTplkd
£pyo Our Town (1938) tou Aueptkavou Thornton Wilder mou amobiSetat ota eEAANVIKA w¢ H pikpn Hog
TTOAN. I6laitepo evdladépov apouaotalel n cuvouhia tou Xatln pe tnv Beatplkn emttédeon, mapotl
Oev €xel pehetnBel cuoTnuaATikA. H elpwvikr évapén Tou MEUMTou StnyRATog tng cuAAoyn g tou Xatln
«O vtétekTiB» Sev adrvel meplbwpla apdLloBnTnong yla tnv eUMPOBeTn cuvAptnon Twv StnynuAaTwy
pe to Beatplkd £pyo: «Kat To 6iklo To ‘xete BERala eoelg, MEpa yLa TiEpQ, KUpLE OOpvtov Noudilvtep.
TLwpalia Tou TNV EMAPACTHOATE £0€(G T {WN YEVIKWE TNG IKPNG TIOALTELQG OE KELVN TNV EAKOUOUEVN
oo tn Mikpn pog moAn. Tn StaBdacape kal tnv eidape Kat pelg oto Béatpo otnv EAAGSa [...]». Av
AaBoupe TOLG peTpnTOoiC TNV OpoAoyia Tou adnyntrh, €UAoya UMOPOUUE va UTIOBECOUUE WG N
napdoctacn mou Ba eixe ™ duvardtnta va 8el 0 KOAUTITOUEVOC TIOW Ao TOV TPWTOTPOCWIO
adnyntn cuyypad£ag eival To MPWTo avERACUO TOU £pyou oTnV EAANVLKH OKNVI amo To Biaco tng
Katepivag (dnAadn tng Katepivag Avdpeddn) otnv ABriva to 1945, amo tig 23 OePfpouapiou €wg Tig
6 Maptiou, oto Béatpo Kevipikdv, oe oknvoBecoia Ntivou lNavvomoUAou kal petadpacn Mapiag
Kapuad, omou tnv EpAu Movépm umoduetal n Meliva MepkoUpn. TNV avakoivwor] LoG LEAETOUE TOV
METAOXNHUATIONO TOu Spapatikol mpoowrou tou AteuBuvtr) Zknvhg tou Thornton Wilder otov
xpovikoypado-adnyntr Tou TEAou¢ TN ULtkphc¢ puac moAng tou Xatdr, o omoiog 6mwe Kat o AlsuBuvtnig
JKNVAC HOlpAletol TNV LSLOTNTA TOU €KTOC XPOVIKWV TIEPLOPLOMWY CUUTIOAITN Twv Spwvitwv
npoownwv. O acdnyntig tou Xatln, onwg kot o AleuBuvtrg Iknvic tou Wilder, avahappavet
KOTAAUTIKO POAO OTO MOVTEAO Opdong twv aMnAévéetwv Sinynudtwv kabwg, cUpdwva HE Tn
ONUELWTIK opoloyia Tou A. J. Greimas, AelToUpyel WG CUUMAPOCTATNG TIOU SLEUKOAUVEL ThV
ETILKOWVWVLAL
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The performance of space

De/reterritorializing a landmark as a protest symbol in the protest semiotic landscape of
Exarchia Square

Stella Bratimou
Postdoctoral Researcher, University of Thessaly

This paper examines the protest semiotic landscape of Exarchia Square, addressing it as a semiotic
assemblage that involves the interplay of bodies, space, materialities and senses (Pennycook, 2019;
2024) as a contested process that shapes public space and regulates who and on what terms can
participate in its construction. Specifically, plans to construct a metro station on Exarchia Square have
provoked the criticism and protests of activist and inhabitants’ groups, who relate them with the
gentrification and touristification of the neighbourhood and the destruction of its only public square.
Nevertheless, public authorities have ignored these reactions and since August 2022 the square has
been turned into a construction site, constantly guarded by police forces. In this context, the current
study focuses on the semiotic itinerary of the iconic landmark of the Square, viz. the lamp post with
the three cupids, that has been physically removed from the Square after its enclosure but has re-
appeared as a sign in the protest semiotic landscape. A data set (posters, graffiti, stickers, material
objects, and embodied protest performances) generated through ethnographic fieldwork is analyzed
applying geosemiotics (Scollon & Scollon, 2003), to explore the trajectory of the lamp post from a
landmark to a protest symbol. This process involves the appropriation of the three cupids lamp post,
its deterritorialization from physical space, and its respective transformation from an immobile
materiality to a mobile sigh employed in protest performances, and a mobile symbol of the Square
and the struggle to save it. Therefore, the lamp post is reterritorialized in the protest semiotic
landscape through resemiotization practices (ledema, 2003), contesting the destruction of Exarchia
Square and weaving in the cityscape counter-voices that articulate the future of public space, as an
assemblage of desire, passion, and the love of freedom.

Xaptec kot Stadpouéc otnv ABnva we EMITEAECELC KploEWYV

EAévn Tloupaka
JupBactouyog Stdackouaoa, EBviko kat Kamodiotplakd Mavemniotpio ABnvwv

ZTOV XWPO TNG ONUELWTIKAG €lval olKela n pooéyyLon tng MOANG w¢ KEWWEVOU OTo £pyo Twv Barthes,
Eco, Ledrut, Gottdiener, Aayomoulou kat GAAwv. Ta aoTik& onpatvopeva sridgxovral MOAAMAEC
OVAYVWOELG KOl aVOONUACLO80TOELS OTNV TOPEla TOU XpOVOU, TOOO OTo SNAWTIKOG 00O KAl OTO
ouvdNAwTIkG eminedo Kat eival p&AAov oL avayvwoteg/ XPHOTEC TTOU UETATPEMOUV TNV TIOAN OF
Kelpevo HEOw TNC OOTIKNG epmelplag. Kot avtiotolyio e TNV EMITEAECTIKOTNTO OPLOUEVWY EKDOPWV
™G yAwooog (Austin), ol TPAKTIKEC TOU XWPOU eival emiong entteAeotikeg (Debord, De Certeau). Ou
Sladoyikég kpioelg amd to 2008 kal £€R¢ ddnoav To AMOTUNMWA TOUG OTOV QOTLKO XWPO KOl oTnV
Kolvwvia tng ABrvac. Ta Kapéva KTipla, Ta KAELoTA payalld, ta EnAwpéva nelodpduta Kat papuopa,
To YKpAdLTL Slopaptupilag, oL AoTeyol KOl Ol POKOCUAAEKTEG, TA VOLKOKUPLA XWPLG pelua Kal
Béppavaon elval Koppatia Tng elkovoypadiag kot tou avefitnhou Blwpartog tng kpiong. NapdAAnAa,
n mpooduylkn Kpion onuatodoTelTal AMO TOUG TIPOXELPOUG TPOOGHUYLKOUC KOTAUALOHOUG OTOV
SNUOOoLo XWwpPo Kal TIC KATAANPELS eyKATAAEAEUPEVWVY KTLIPLWY, EVW ONUEPO Ta KevA Kol adldbeta
akivnta énuloupyolv pia avtiotién pe tnv €AAEWpn MPOOLITNG OTEYNG Yld UEYAAO TIOCOOTO TOU
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0aBnvaikol mAnBuopoUu. AvtAwvtog epyoAeia amd SlodopeTKEC TAPASOOEL TNG CNUELWTLKAC,
TOAQLOTEPEG KOl VEOTEPEG, AAAA KoL amd To euplTEPO TESIO TNG MOATIOMIKNG Bswpiag, Ba
ETUYELPNOOUUE VA OVAAUCOUE TNV ETUTEAECTIKOTNTA XOPTWVY Kal SLaSpopwV mou oXeTi{ovTal UE TIG
SlLadoxLKEC Kploelg TNG mpwTelouoag. Oa xpnotuomnolnBolv Kupiwg avaptnoslg amd to Alasiktuo Kot
aAAa Ynoaka keipeva. Evoelktika mapadelypota: mpotevopeveg Sladpoueg mou dadnpuilovral o
TafldlwTikolG 06nyol¢ f blogs katl emtteAoUv/avanapdyouv/eunopeupatonololv otnv ABrva tou
ONUEPO TNV OLKOVOMLKN KalL TPooduylkn Kpion TG mponyoUpevng SeKaeTiog kal Kuplwg tnv
OVUTIOTOKTN EMOVAOTATIK TIAEUPA TNC TIOANG Yuxoywylkad mouyvidio pe Béua tnv emiAuon
TMPOBANUATWY TNE TIOANC KAL TWV KATOLKWY TNG: KAAALTEXVLKA £pya TTOU TIPOOhEPOUV Lo EVOANAKTIKN
ETUTEAEDTIK Xaptoypadnon tng ABAvag twv Kploewv: SpAcelg cUANOYLKNAG xapTtoypddnong Kot
S1ekSlkNoNC KEVWV KTLPLwVY yLa TNV QVTLLETWTILON TOU OTEYaoTikoU poPAnuatog tnhg ABAvag.

ATTO TN Yaptoypa@io atnV Yopoypapio: EMITEAECTIKES TAPNXNOELS, TPAKTIKEC BoAtaplouatoc
kot Staueoikotnta aotnv ékdean ‘they returned regularly, each time for more’

Avaotaolo¢ KOuKouTag
Ave€aptntog epeuvnTng, cuyypadéag, SpapatoAoyog

Mropel n Sieupupévn xopoypadia va mpotabel WG TPOMOG SNULOUPYLKNG EMOVATIPOCEYYLONG TNG
xaptoypadiag; Itnv moAupeotky €kBean “they returned regularly, each time for more” (amd to
xopoypadikd idupo arisandmartha oe cuvepyaoia pe tov Spapatoupyd Avootdclo Koukoutd, tov
Houoko Jeph Vanger kat tnv nepdoppep Xplotiva Kapaylavvn) EMIXELPCAE VO AVOCUGTHOOULLE TNV
edadikn eumnelpia tou vrapaplov WuxikoU-FoAatolou péoa amo nNXNTIKEG eYYPADES, ETUTEAEOTIKEG
TIAPNXNOELG KOL TIPAKTIKEG BOATAPIOUATOC (OKOTIHWE EMALYETAL N £vvola Tou BoATaplopoTog Kat oxt
NG MePUTAAVNONG YLOTL EMLXELPOUE CUVOECDELG PE TRV évvola TG BoAtapoloyiag/strollology tou
NoUoloug Mmoupkyapt). H cuykekpluévn £kBeon, amdppola TnG KaAAtexvikng épeuvag IN-QUARRY,
n omoia mpaypatonotidnke ev péow Covid (2021), £dbepe oto MPOOKAVLO {NTAMOTA EVEPYOTIOINGONG
TOU SNUOGCLOU XWPOU, OE L0 OTLYHN TIOU OL KABNUEPLVES TIPAKTIKEG, OTIWG TO TIEPTIATN AL KL ) GUGCLKNA
AoKnon o mMAapkKo, AAon Kal Xwpoug mpactvou umnpéov e€alpetikd dnuodileic. Ev mpokelpuévw, To
aBnvaiko tomio «Slafdotnke» MOWNTIKA, oav pla edadikn mpaén cuv-odolnopiag, otnv omola n
avOpwrvn eunelpia Tépvetal kat StavBiletal pe otoweia Tou pavraotikou (sci-fi), e evowpateg
TIPAKTLKEC EUPUOLONG KAL XWPLKOU TIPOCAVATOALGHOU, LLE TNV aLoOnTneLaKA ToOAucn i TNG epmeLplog
Tou PBadiopatog KaBwE Kal pe epyadeia dteupupévng xopoypadiag. Eav pdaiiota Bewpnooupe tnv
xopoypadia wg to Kate€oxnv cvotnua eyypodng TOU CWHATOC OToV (OKNVLKO | SNUocLo) Xwpeo,
AapBavovtag untodn pubULKES/NXNTKES TTapauETPoUC, KaAtexvikég pebddoug Spdong (m.y. scores)
KOLL EVOWMOTNG TTOPATPNONG, TOTE KAAOUUAOTE VO aVOOEWPrCOUE TO Xaptoypadlko PAEUUA, Vo TO
aneykAwBiocovpe omd €KeEIVO TO MPOVOULOUXO OTITIKO-XWPLKO KABECTWE IOV TTAPAYEL, LEpOpPXEL KoL
Stoxwpilel edadIkEG eTUKPATELEC. MTIOPOULE EMMOUEVWG VOL ETTAVEEETACOULE KPLTIKA TNV Aroyin tou
UTIOYOPEUEL TIWG 1 ETUTEAECTIKN OpAon €yXOpOENG HLOC YPOUUNAG OTOV XAPTN «TIPOPAETEL TIOAU
TEPLOOOTEPO A’ OTL AVTIKATOTTPIlEL TNV autokpatopiay; Moloug Tpdmoug Exoupe otn S1abson pag
WOTE VA EMAVA-TIPOCAVATOALOTOULE OE XAPTO-TIPOKTLKEG TIOU PAVEPWVOUV OVTL VO GUYKAAUTITOUV
OLUTO TIOU OL XAPTEC CUXVA KL lovooTovTa avamnaplotouv; Kat téhog, urmopolv ol Blwpatikol xaptec,
UTIO TNV Tapamavw mpobeon, va Bewpnbolv cav CWHATOTIOLNUEVA, XWPLKA OPXELOl ATOMLKAG Kl
OUALOYLKAG KOTOIKNONG;

NOV 21 ROOM B



XIV International Conference on Semiotics and Performance in Post-Digital Cultures _

Audio walks, mediation and kinaesthetic narratives

Nikos Bubaris
Associate Professor, University of the Aegean

This presentation explores how embodied action initiates and synchronizes the signifying relations
among humans, digital media, and the environment, taking audio walks as its central case. Audio walks
stage how audio technologies — headphones, loudspeakers, playback devices, sensors, software,
networks, among others — mediate our relation to the environment when walking and listening are
coupled as a single practice. The first part of the presentation turns to the ‘relational ontology’
perspective of postphenomenology to map the structures and directions through which the ‘human’,
‘technology’, and the ‘world’ are brought into relation. This perspective clarifies the constitutive role
that media technologies play in producing hybrid agents, which | trace across various genres of audio
walks. Yet postphenomenology also reaches its limits here: it leaves underdeveloped the multiplicity
of technical operations at work, the distribution of agency and intentionality among environmental
agents, and the ways these relations unfold across place and time. To address these gaps, | propose
the concept of kinaesthetic narratives. The second part develops this concept, framing kinaesthetic
narratives as practices of performing mediations. In audio walks —and in locative mixed-reality media
more broadly — kinaesthesia operates as a mode of generating narrative through sequences of events
anchored in specific times and places. Drawing on social semiotics, media studies, and performance
theory, | work through specific audio walk projects and sketches to show how these sequences
become meaningful experiences. Kinaesthesia functions as an extended intersensory condition — a
state in which senses, thoughts, discourses, technologies, environmental elements, and other agents
enter into synergy through bodily movement.

Performing the Self

H ouyxwpnon w¢ enteAeoTIKOG AOYOC: ZNUELWTIKN KAL TTOLUAVTLKO-YUXOAOYIK TPOCEYyLoN
ToU puotnpliou tn¢ eéouoAdynong

Xplotodopog Xpovng
Emikoupog Kabnyntrg, EBviko kat Kamobiotplako Mavemiotiuo ABnvwy, KAnptkog

H mapoloa avakoivwon mpooeyyillel TO HUOTAPLO TNG LEPAG €EOLOAOYNONG WC ETITEAECTIKO Kol
ONUELWTIKO YEYOVOC, EVTACOOVTAG TV OVAAUGCH OTL CUYKEKPLUEVEG CUVONKEC TWV HeTa-PndLakwv
KOUATOUpWV. J& TOATIOMIKA TAaiowa omou n Yndlakn Slapscohapnon €xel amodounost
CUOTNUATIKA TNV EVOWLOTN CUVITAPOUCIA Kal avaSloapuopdwaoel TIG EMKOWVWVLOKES TIPAKTIKEG, TO
0pB060fo puoTAplo TNG €€OopOAOYNONG ASTOUPYEl WC TAPASELYUATIKO avTL-tapadelypa: pia
TMPOCWITO-UE-TIPOCWIO EMITEAECTIK ] OGUVAVTNGON, OTNV OMOolol N TPOYUATWON TNG oUyXwPnong
€€apTATAL ATIO ONUELWTIKOUG TIOPOUG, EVOWHATN Ttapouacia, TEAETOUPYLKA XELPOVOLLA, wvr], OLWTH,
XWPLKO TAaiclo, Toug omoioug n Yndlakn emkowvwvia aduvatel Soukd va avamopdéel. H peta-
PYnolakn auth mAaloiwon 8ev avtlpetwilel tnv e€o0poAOyNon we LOTOPLKO AVaXPOVIOUO, aANG WG
OVOAUTIKA Ttapaywylkn Tepimtwon yla tn Slepelivnon TwV ouUVONKWVY ETUTEAECTIKNAG TIAPAYWYNG
VONUATOC oTn cuyxpovn KouAtoUpa. H peBodoloyla BepeAlWVETAL OTNV KOWWVLKA CNUELWTIKN, LE
aflomolnon tg ToAuTporknG avdAuong Adyou (Kress & van Leeuwen), yla va efetaotel n
g€oOAOYNTLKA CUVAVTNON WG SOUNUEVO TIOAUTPOTIKO YEYOVOG. TO CWHA TNYWV ATIOTEAELTAL ATO TA
AELTOUPYIKA KE(PEVO KAL TNV KAVOVIKN TEAETOUPYLKA dour Tou puotnpiou. H avaAuon edbapuolel
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ONUELWTIKA £€vvola TwV TPOTWV onpelwong (modal resources), TPOKELWEVOU VA OVIXVEUOEL TIWGE O
AOYOG, N OlWMN, N CWHATIKA €yylTNTO KOL TA AEITOUPYLKA QVTIKEMEVA AElToupyolV w¢ dlakpltol
TPOTOL ONUELWGCNE TTIOU GUYKPOTOUV AT KOWVOU TNV EMITEAECTIKN LoXU TOU puoTnplou. H cuyxwpntikn
guyn e€etaletal wg emteAeoTIK ekdopad oTo TAALCL0 TG Bewplag Twv optAlakwy mpagewy (Austin -
Searle), pe (blaitepn £pdoon otg ouvBnkeg euotoyiog — efoucia, oxeolakn TtomobEtnon,
TEAETOUPYLKO TTAQLOLO — TTOU SLEMOUV TN UETAOXNMOTLOTIKA TNG SUvaun. H avaluon mapdyel TpeLg
KoTnyopleg eupnudtwy: (a) TNV avixveuon TwWV CUYKEKPLUEVWY CONUELWTLIKWY UNXOVIOUWY MECW TWV
omolwv n ocuyxwpnTLKA guxn empEpeL LETABOAR OTNV UTIAPELAKT KOL EKKANCLOOTLKI) KOTAOTACN TOU
gfopoloyoupévou, (B) thv avadelfn NG EVOWHATNG CUVIIAPOUCLOC WE CUCTATLKAG ONUELWTIKNG
ouvlnkng kat OxL amAwg mePLBAANOVIOAOYLKNG TIUPAMETPOU TNG TEAETOUPYLKNG SOUNG, Kot (y) TG
TOLLLAVTLKO-P UXOAOYLKEG CUVETIAYWYEC QUTAC TNG ONUELWTIKAC S1apBpwong yla TV Katavonon tng
gfopoAoynong wg Stadlkaocilag ovaouykpotnong TOUTOTNTAG KAl OXECLAKNG emovaoclvdeong. H
avakolvwon oupBaliel otov oUyxpovo Olahoyo OnUELWTIKAG Kot performance studies,
avadelkviovtag Vv Lepd £€opoAOYNon wC TMOPASELYUATIKY HOPdr EVOWHOTNG EMITEAEOTIKNG
TIAPAYWYNG VONUATOC TTou GWTIIEL KaL TIPOKOAEL TLG KUPLOPXEG TAPASOXEG YLOL TNV ETLKOLVWVLA KOL TNV
mapouaia otig peta-PndLakég KOUATOUPEG. MpPoTeiveL EMioNG OTL N TTOLUAVTIKY TTPAEN UIMOPEL va yivel
KOTAVONTA W¢ ONUELWTLKN Kal emiteAsotikn Stadikacio umapflokng petapopdwaong, dteuplvovtag
TOV SLETLOTNHUOVLKO SL1aA0Y0 LETAEU BEOAOYING, ONUELWTLKAG KOL LLEAETNG TNG EMLTEAEOTLKOTNTAG.

Holy fools as performers: The example of Symeon

Marios Chatziprokopiou
Assistant Professor, University of Thessaly

The lives of the "holy fools" (61& Xplotdv oaloti) — eccentric saints who feign outward signs of madness,
concealing their true nature while at times openly provoking authorities — have become an object of
growing scholarly interest, mainly in fields such as theology, philology, and cultural history. Studies of
these singular saints from the perspective of performance theory, however, remain scarce. Proposing
a performative rereading of these texts, my paper focuses on the Life of Symeon of Emesa, written by
Leontius of Neapolis in the seventh century CE. Symeon, said to have been born in present-day Syria
in the first half of the sixth century, withdraws to the desert at a young age with his companion John.
After twenty-nine years of ascetic isolation, he returns alone to the city to "mock the world" in
accordance with the will of Christ and "to save others," beyond his own salvation. Reading
Symeon's Life as a fictional construction built on earlier holy-fool models, | situate it within an under-
examined genealogy of performance in early Eastern Christianity, one typically excluded from
Western-centered histories of the field. To do so, | ask: through which specific bodily and vocal
techniques does Symeon stage his public scandal, against the counterpoint of his hidden sainthood?
And what language does the author use to unravel this continuous oscillation between revelation and
concealment? Drawing on Pavis's distinction between performer and actor, | argue that the subversive
dynamic of Symeon — and of the holy fools more broadly — lies precisely at the threshold between
acting and performance, theatrical representation and performance art. Symeon is a performer in the
sense that he "speaks and acts in his own name," at times risking his own life; he is simultaneously an
actor in the sense that he "plays the role of another," even a role of his own invention. This double
status lets him enact the world's madness without succumbing to it: detached as an actor from the
role he performs, he becomes its cold observer, and it is from this distance that he can perform his
madness in all its excess. Being nothing, and precisely for that reason being everything (Diderot), the
holy fool reaches a zero point of existence from which he can assume its most extreme forms.
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| Performing the self: Performing bodies in and on Antoinetta Angelidi’s films

Rea Walldén
Assistant Professor, National and Kapodistrian University of Athens

This paper studies preforming bodies in the films and artworks of Antoinetta Angelidi, in their peculiar
intermedial dialogues, focusing on their negotiation of bodily experience and gender construction, as
well as the relation between author and work. Angelidi has been a pioneer of feminist and avant-garde
cinema since the 1970s, and also a visual artist. The paper investigates the different ways in which
performing bodies appear in her work, and argues for their centrality in a feminist, self-defining
strategy. Firstly, in all her films, and most notably in TOPOS (1985), the image and kinesiology of the
performing bodies develop an unusual idiom, foregrounding women’s experiences and destabilising
gendered roles. Secondly, the inscription of her own body in her films constitutes a feminist
statement, starting already with IDEES FIXES / DIES IRAE (1977). This leads us, thirdly, to her
performances, and how they communicate with the medium of cinema: on the one hand, there are
performances of hers that are used as first material for films, such as 121280 RITUAL (1980/2008, by
A. Angelidi and R. Walldén) and OBSESSIVE HOURS AT THE TOPQOS OF REALITY (2022, by R. Walldén);
on the other, there are the performances she is doing lately inside the projection of her films. The
paper uses a Hjelmslev-inspired semio-epistemology, as well as feminist film theory, in order to map
the above-mentioned practices. Moreover, it uses Greimas-inspired semantics in order to locate
isotopies and code articulations related to performance, body, gender, and the self. It aspires to offer
a better understanding of the complexity of Angelidi’'s work, while also opening up a questioning of
certain onto-epistemological distinctions, among which the distinction between production process
and finished work.

Sergei Parajanov’s life as a performance: playing with cultural values, with oneself, self-
defense

Tigran Simyan?', Naghash Martirosyan?
! Professor, Yerevan State University, Armenia | 2 Associate Professor, Yerevan State University, Armenia

In the report, the creativity and life-creating practices of the great Armenian director Sergei Parajanov
(1924-1990) will be viewed through the prism of the game as a strategy of self-representation and
cultural modeling of identity. The analysis is carried out on the modern (visual)semiotic metalanguage
in three aspects: The Game of Death, Playing with Christian values, and A game with Soviet and
Communist symbols, characters, and ideological codes. The empirical material is taken from real and
“staged” visual materials by Sergey Parajanov and Yuri Mechitov. Visual texts, such as collages and
photographs, will be analyzed in terms of archetypal oppositions, including center vs. periphery and
right vs. left. left, top vs. bottom, foreground vs. second plan (Christo Kaftandzhiev), point of view
(Boris Uspensky). Not only will the semantic level be revealed, but also the syntagmatic one, as well
as the description of the “world of objects” in visual texts. When reconstructing and analyzing Sergei
Parajanov’s behavior, his photographs will be analyzed in the context of creating materials from his
contemporaries’ memories and of scientific research. When reconstructing and analyzing Sergei
Parajanov’s behavior, his photographs will be evaluated in the context of creating materials from his
contemporaries’ memories and of scientific research considered A. The Game of Death. We will
imagine how Sergei Parajanov faked his own death. It would be analyzed by two visual texts, which
were performed by Sergei Parajanov (a. S. Parajanov imitating his own funeral. March 1980.
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Photograph by Zaven Sarkisyan, b. Photo by Yuri Mechitov), who imagined himself in the image of the
deceased, and mourned himself, as well as how he turned the practices of farewell, funeral, and
commemoration of loved ones into performative acts. B. Playing with Christian values. Sergei
Parajanov’s visual texts in the roles of God the Father (Photos by Yuri Mechitov), God the Christ (Sergei
Parajanov asChrist. The 1960s), the Angel, as a Saint (Sergei Parajanov, Self-portrait, 1987), and
Catholicos of All Armenians Vazgen | (1955-1994) will be analyzed, thereby allowing identification of
the mechanisms of sacralization and desacralization of one’s own artistic and living space. C. A game
with Soviet and Communist symbols, characters, and ideological codes. In the report, we will analyze
how Parajanov reinterpreted and ironically transformed communist values (the story “The
Snowstorm”, the collage “America through the eyes of Lenin”, “In Memory of 26 Commissars”, the
mosaic “Yegishe Charents”). During the description, the authors of the report will analyze the original
works in the same spirit as those of the photographer Sergei Parajanov and Yuri Mechitov, as Sergei
Parajanov’s figure is interpreted as Homo Ludens (Huizinga), for whom play was a fundamental mode
of existence, self-description, and interaction with religious, cultural, and ideological systems.

Dance

| Assembling the dispositif. Transindividuations of gestures in Jean-Marc Matos’s F_Al_LLE

Valeria De Luca
Maitre de conférences, Université de Limoges

In this presentation, we aim to develop further a theoretical and methodological proposal that we
outlined in 2020 and revisited in 2025 for the semiotic understanding of aesthetic “objects” that
involve the active participation of the audience. Building on the definition of a “practical situation”
derived from the semiotics of practices (Fontanille 2008), we developed the concept of a performative
situation to identify not only performances by dancers or artists, but also installations and any other
dispositifs in which the “work” coincides with its action-oriented and processual dimension. This is
what Umberto Eco once called “flow-practices” (1988). We identify two layers of dispositif operating
at different levels of meaning production. While the aesthetic-dramaturgical dispositif appears
indifferent to the specificities of the support — since the model must be transposable to both analog
and digital contexts — what about the dimension of action when it is inhabited as much by bodies as
by AlI? This is the question posed by F_Al_LLE, a 2024 work by French choreographer Jean-Marc Matos.
This work not only questions the boundaries between performance and installation, but more
profoundly, the “hallucinations” or fallibility of Al in relation to the motor capabilities of the human
body. In F_Al_LLE, the more the movements depart from the usual and deviate from the ordinary, the
more complex the representation of the body becomes, inviting the viewer to explore the act of letting
go. More than a simple interaction, the goal is to generate a dialogue with the Al, as it is impossible to
predict exactly how it interprets the training it undergoes. As a result, Al moves beyond the mere
visualization or reproduction of movement, while the gesture does more than simply respond to
spatial instructions. In this enacted transdividuation, how does the performative situation reconfigure
itself?
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From platform vernaculars to stage performance: Intersemiotic translation in postdigital
choreography

Elodie Verlinden
Maftresse de conférence, Université libre de Bruxelles

The rise of digital platforms has profoundly transformed the circulation of dance. Choreographic
sequences are no longer created solely to be performed and watched; they are increasingly designed
to be replicated, varied, shared, and reappropriated by online communities. Within platforms such as
TikTok, dance functions as a participatory and circulatory practice whose meaning emerges through
repetition, variation, imitation, and collective engagement. These platform vernaculars challenge
traditional distinctions between creator and audience, performance and reception, original and copy.
While such practices have been widely examined within digital environments, less attention has been
paid to what happens when they are reconfigured within contemporary stage performance. What is
actually translated when forms of embodied experience shaped by digital platforms are transferred
to the theatre stage? If the gestures themselves often remain recognisable, what changes in the
process of translation? Drawing on the concept of intersemiotic translation, this paper analyses the
Age of Content (2023) by (LA)JHORDE and the Ballet national de Marseille. Explicitly inspired by social
media cultures, video games, online participatory practices, and contemporary forms of virtual
embodiment, the performance explores a world in which avatars, multiple identities, and digital
incarnations no longer function as mere representations of reality but acquire an autonomous
existence capable of shaping bodily experience itself. The paper argues that what is translated from
platform to stage is not merely a repertoire of gestures. Rather, the Age of Content reconfigures the
semiotic conditions through which these gestures acquire meaning. Beyond movement vocabularies,
the performance translates and transforms logics of circulation, repetition, variation, participation,
and collective meaning-making characteristic of post-digital cultures. More fundamentally, it transfers
modes of presence and embodied experience that emerge from the entanglement of online and
offline realities. By examining how platform vernaculars are rearticulated within contemporary
choreography, this paper proposes an expanded understanding of intersemiotic translation. Rather
than a transfer between sign systems alone, intersemiotic translation appears here as a transfer
between distinct regimes of performance, mediation, participation, and embodied meaning-making.
In doing so, the paper contributes to current debates on post-digital choreography and the
performative production of meaning in contemporary culture.

Dancing memory: Performing the threshold in post-digital semiotic ecologies

Erika Thomas
Professor, Université Catholique de Lille, France

What if memory does not reside in archives, but happens — fleetingly — through bodies in motion?
What if meaning is not transmitted, but performed at the threshold between presence and
disappearance? This paper approaches dance-video-poems as sites where signification emerges
through embodied, affective, and mediated processes. Drawing on a research-creation trilogy (May
Peace Be With You, Rest Your Soul, May Joy Be With You) | explore what | call dancing memory: a
living, unstable semiotic field in continuous reconfiguration. Situated at the intersection of Semiotics
and Performance Studies, this work shifts attention from meaning as structure to meaning as event.
Gesture does not represent: it acts, displaces, and transforms. The body becomes a porous interface
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where signs circulate between flesh, image, sound, and imagination. Within a post-digital condition,
the filmed dancing body is neither fully present nor fully virtual. Through framing, editing, and layering,
it becomes a hybrid entity — simultaneously material and spectral. Dance-video-poems thus generate
semiotic ecologies in which human and non-human agencies (camera, editing, environment, myth)
jointly participate in the production of meaning. Across the trilogy, mourning, passage, and rebirth
unfold not as narrative stages but as thresholds — zones of indeterminacy where identities dissolve
and reconfigure. These thresholds are not simply represented; they are enacted, inviting the spectator
into a sensorial and interpretive experience of becoming. By foregrounding performance as a mode
of knowing, this paper proposes research-creation not as an illustration of theory, but as a practice
that produces it — through the moving body, the image, and the ephemeral act of signifying.

Analyzing performances

2NUELOAOYIKEC TIPOOEYYIOEIC UG OKOTELVHC OKNVAG: QwTilovtac tnv avipwrmvotnta wc
UEAAOVTIKN Uviun evoc aBuooaAéou mapovToc

Maipn Mmaipaktdpn
Entikoupn KaBnyntpla, EBviko kat Kamodilotplakd Navemniotruto ABnvwy

Emtikevtpo peAétng amotelel n mapdotacn Molepive n aotdo¢ N 0 AdO¢ TwV TTOVTIKLWY, OKNVLIKN
petaypadn Tou opwvupou Sinynuatog tou Opavtg Kadka, os petadpacn tng lwavvag Meitavn,
oknvoBeoia tou ZaPfPa ITPOUUMOU KAl HOUGCLKH Tou Xapahaumou fwywol (Opdada Znueio Mndév,
Evalaktikn) Zknvn tng EBvikAg Auptkig Zknvng, 2026). O Aadg Twv TOVTIKLWY, EXOVTOG XAOEL KABE
aioBnon modIkdTNTAG KAl LOUCLKOTNTAG, aywVvLld yia tv emBiwon tou. Mo apdiBéAou pouacikou
TOAEVTOU a0LSOG «ETUUEVEL VA SLOTNPEL OTN VAN TOU AaoU Kot val SLEKSIKEL, ATOULKA KAl CUAAOYLKA,
pLo popdn {wng mou xabnke oTLg atpamoug TNG LEpLUvaG yia acddaAsla kal erupiwon» (STpouumnog,
2026: 40). To onUELOAOYLKO eVOLODEPOV ETUKEVIPWVETAL OTN UETABOON QMO TOV YPATTO KELUEVIKO
KWALKA 0TNV TOPAOTACLOKNA TAPTITOUPA, LECW TNG LOLOHOPdNC ETUTEAECTIKAG SLadpopng Tng Opadag,
LE TNV TEXVIKA Tou Oeddwpou Teplomoulou. H «SnULoupyLKA avayvwon» ToU TIPWTOKELLEVOU YLa TN
Snuloupyila «peTa-Adyou», pe TIc TTOANATAEG avadounoelg mou mpoimobetel n Staokeur (Helbo:
2006: 61), Stopopdwvetal edw pEow TNG PUXOOWHATLIKAG eKkmaibsvong Twv nBomolwv Kal Tng
£peuvag tng Babag Sopng tou kadkikol Adyou. H okotelvol GpwTlopol oKnNVIKA avacuvBOeon ytiletot
TMAVW O€ VOV MOUGCLKO KAUBA, TTou Aeltoupyel wg SLAONUELWTIKOC HeTadpaoTn ToU ekdepOUEVOU
Aoyou, w¢ odTo Spwv Kol w¢ TMAALOO gyKAELOHOU TNG OKNVIKAC TPAENG evTOC €vOG KadKIKOU
ONUELWTIKOU CUCTNUOTOG TIOU TEPLBAAAEL KABE OMTIKOAOKOUOTIKO onpelo. To onUELWTIKO BApog
METATOMI{eTal OTO «€V KLVAOEL VONUO», OTAV TO CWHA Twv nBomolwv gppnvelel MOAATAWG T
vonuata kot ava-Stapopdwvel tn Spdon He oUVOETEG SUVAULKEC TOPAYWYNAC KLVNOLAKWY KO
dWVNTIKWVY oxNUATWY. O SpapaTikdg AOYog, wg «SuVNTLKOG KAl CUUPBOALKOG» OAAA KOl «EKKPEMUNG
npo¢ évo GANo eminedo €kdppacng kat vonuatog: To «mapootactakd» (Mepdvng, 1999: 253),
TIAPATIEUTEL 0 AANYOPLKEG CUVOEDELC e TO TTapeABOV TNG avOpwLVOTNTAG HECW TNG KUVNOVLKAG
Aettoupylag tou Beatr), amo KataBoAng KOOUoOU PEXPL TN Heta-Pndlakn emoxn Mog, aAld Kot
ovantuooel SLGAoyo He TO MapAAoyo Tapov TIou BLWVEL N avlpwmotnTa, SNULOUPYWVTAS EK VEOU
npoBoléc og “miBavoug koopoug” (Elam, 1980, ToatcoUANg, 2019) evog SuotomikoU HEAAOVTOC.
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Dario Fo kot Franca Rame: 600 mpddpouot tng uBpldiknc enttéAeonc

NataAia Mnviwtn
Awdaktopag Osatpoloyiag, AplototéAelo Mavemniotiulo Oecoalovikng

H nmapoloa swonynon e€etalel To €pyo tou Dario Fo kal tng Franca Rame w¢ pa mpwipn epapuoyn
TWV apyXwv Tou SLETMOUV TN oUYXPOVN UETASPAUATIKY Kal peta-Pnolakr oknvh. Eotidlovtag otnv
niepiodo petd to 1968, avalUeTal WG N EMLVONON TNS grammelot (Lo NXOULUNTLKY), OVOLOTOTIOLNTIKH
vYAwooa), n dtayAwooikotnta (Ui€n StaAéktwy tng ItaAlag), n xprion Tou MOALTLKOU gestus Kal Twv
Sladopwv cLYXPOVWV TEXVOAOYIKWV HECWV (EEOTALOUOG OKNVIG TTOU Tipocopolale og ekelvoug ou
XpPNolUomoloUoay To LeYAAQ LOUGLKA CUYKPOTHATA TNG EMOXAG), O CUVOUAOUO LE TNV ETAOYH 1N
TUTIKWV O€aTPpIKWV XWPWV yla TIG TOPACTACEL TOUC, AELTOUPYNOAV WG CNUELWTIKA €pyOAeia
UTEPBOONC TWV YAWOOLKWY Kal GAAWV TTapadoolakwy Beatplkwv KwSIKwY, TIPOOIKOVOUWVTOG TLG
oUYXPOVEG UBPLOLKEG HopdEG emiKoVwViag. Kevtplkdg afovag TnG avaluong eival n «EMITEAEOTIKNA
otpodn» mou enixeipnoe to levyoc Fo-Rame, petatormilovtag 1o evlladpEpov amd TO0 SPAUATIKO
kelpevo otnv evowpatn Spdon. Yrnootnplletal otL n emhoyn tng uBpLdIkNg yAwooag Sev ATav €vag
aLoBNTIKOG akpPoBATIONOG, AAAG MO TIOALTIKA OQVOYKOLOTNTA CUUTEPIANYNG KOWWWVIKA OTTOKAEL-
OUEVWY OpASWV TIOU oTEPOUVTOV TIPOCBACNC oTNV «ETtionun» kouAtoUpa. I8laitepn Eudaon Sivetat
otov KaBoploTikd polo tng Franca Rame, n omola wg popéag plag Hakpag Aaikng mapadoong Kot
YUVOLKELOG BLWHATLIKAG CUVEISNONG, TPOOESWos ovToAoyIKO BApog otn Gpopua, HLETATPEMOVTIAC TO
oWUO Ot OpXelo HVAMUNG Kal avtiotaong. Xto mAailolo tou peta-Pndlakol TOALTIOMOU, OTOU N
SlopecoAdpnon kal n moAuTpoTKOTNTA KUpLapxoLv, n pebBodoloyia Twv Fo kat Rame avadelkvietol
w¢ emikalpo gpyaAeio ylo TOV EMAvVANPOodloploPo TNG oXEong KOAALTEXVN-Kowvou. H slonynon
emuxelpel mpog SVo KateuBUVOoEeLS: adevog va «amokaAuPely Tn duvaplky autic tng nebddou oe
TIOAUEBVIKA Kal SLOTTOALTIOUIKA TIEPLBAAAOVTA, TIPOTEIVOVTOG Lo ONUELWTIKA TIPOCEYYLoN OMoU To
«vonua gv Kwnoew unepPaivel Ta eBvikd opla. Kat adetépou va cUCTAOEL 0TO EAANVLKO KOWVO [La
TILO OAOKANPWHEVN ELKOVA TOU €PYOU TOUC, KABWG N HETAPPAON TWV KELHEVWV OTA EAANVIKA
QUTOKPUTITEL LA oo TIC TILO LOLALTEPEG TITUXEG TNG BeaTplkg TOUG Snuloupyilag, ywa tTnv omoia
amoveundnke otov Dario Fo to NoumeA Aoyotexviag to 1997.

Ao tnv ouvapuoyn (assemblage) otnv dienacn (interface): uviun kot mopaywyn vonuatoc
oTn UETA-YNELaKn EMITEAEON TOU oUyxpovou eAAnvikou Jedtpou

Avtwviog¢ TolAAep
Aldaktopag Osatpoioyiag, Mavemotuio Natpwv

H avakolvwon e€eTalel mTwC MapAyeTaL To vonua otn peta-Pndlakn enttéleon, os éva nedio dmou to
owua, n ¢wvn, n ewkéva, to apxeio kat n Ynoakn diemadr dev Asettoupyolv Eexwplotd, aAd
cuvS£ovtal HeTagV TOUG KAl CUYKPOToUV oUVBOeTeC HopdEC tapouaiag. Baotkn tng O€on ival otL, otn
peta-Pndlakn ouvlnkn, n emtédeon dev pmopel va epunveutel povo péca amd tnv avtiBeon
QVAPECSQ OTO «{WVTAVO» KOL TO «TEXVOAOYLKO». AvtiBeta, avaduetal wg UBPLOLIKN eumelpla, OTou To
ovaAoyLko kat to PndLakd, To UALKO KoL To AUAO, TO AUECO KoL TO StapecohaBnpuévo oAAnAodiapop-
dwvovrtal. Zto mAaiclo auTo, n ELoyNoN MPOOoEYYIlEL TN PeTa-PNdLOKA OKNVI WG XWPO OVOLYXTAG KO
Slopkw¢ petafarlopevng onuaoctodotnong. To evdiadépov petatomniletal amd o £pyo we otabepn
popdn mpog TNy emitédeon we Stadikaoia, 6mou To vonua Sev mpolmapxeLl yia va HetadoBei, aAla
OUYKpoTeital HEoO o TN XPOVIKOTNTA TNG EUMELplag, TN Asttoupyia tTNG MAATHOPUAG, TIG TEXVIKEG
OlOUVEXELEG, Ta TTOAAmAQ enineda B€aong Kal TN CUPUETOXN Tou Beatr. Me auth TV €vvola, N
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Slenaodn (interface) Sev anotelel oudEtepo TeXVOAOYLKO epyaleio, Al evepyd otolxeio TG (bLag Tng
oKNVIKNG ouvBeong. H avaAuon eotialel o mopadeiypata amd to cUyxpovo eAANVLKO BEatpo Kal
£161KOTEPA OTLC SLASIKTUAKEC Kol UBPLOIKEG emiteAéoelg TNG EAANG NamakwvoTavTivou, OTou N UVAUN,
n ¢wvn, To cwpa Kot n Pndlakr ELKOVA OpyavVWVOVTAL OE OVOLYTEG Kol PEVOTEG HopdEG Ttapouaiag.
Méoa amd auTEG TIC TTEPUTTWOELG, N avakoivwon umootnpilel otL n peta-Ppndlokn emtéleon Sev
METadEPEL OMAWG VONUA, OAAQ TIOPAYEL VEOUG OPOUG EUTELPLAC KAl VEOUG TPOTIOUC CUVAVINONG
QvAapeca otn oknvn, To PEco Kal tov Beatr). Etol, emyelpel va ocupBalel og pa culitnon yla tn
ONUELWTIKN TNC emitéAeong mou Oivel éudaon OxL MOVO OTNV avamapdactacn, oAAd Kol ot
SlopecoAdpnan, T XPOVLKOTNTA KAl T PEVCTH EUMELpLa TNG CUYXPOVNG OKNVNAG.

MNépa ard to onueio: Mpoc uta aAyoptGuLkn onUELWTIKA THE Mapdotaonc. Oeatpikoc Ywpeog,
oknvh ko mAateia

Etpivn Avtdaun
OeatpoAoyog

H mapadoolakni onUeELWTIK £XEL TPOOPEPEL ONUOVTIKA HEBOSOAOYIKA gpyaleia yla Thv avaluaon
KaBe Beatpkng mapdotaong. QOTO00, AVIIUETWITLEL TNV EMITEAEON KUPLWG WG cUOTNUA ChUELWY TA
orola xpnlouv epunveiag. Xtnv mpoOTacH HoC Tpoosyyiloupe TNV emitéAecn wg éva "aAyoplOuikod
ONUELWTIKO cuotnua', dnAadn, wg cUVOAo SLadoXIKWY SLASLKACLWY TTIOU OPYAVWVOUV TIG GUVONKEG
UMO T omoieg¢ £éva Besaupatikd otolxeio "petouowwvetal' oe onueio («onpelomoleitaly),
avayvwpiletal wg tétolo Kal kablotatal eppunvelolpo. H peBodoAoyikn TpooéyyLon cuvoualel Tn
ONUELWTLKN TOU BeATPOU HE TNV ELOAYWYH EVOC AAYOPLOULKOU LOVTEAOU KOTAVONGONG TNG ETUTEAECNC.
H €peuva eoTldlel oTOV TPOTIO AELITOUPYLAG TWV EMITEAECTIKWY OTOLXELWV KABWG KaL 0T oX£CN OKNVAC
- mMAatelag, wg Suvapikng dladikaoiag evepyomoinong vonpatog. Etol, o Beatplkd¢ xwpog Kot Ta
ETILUEPOUG OKNVIKA oTolxela Sev Asltoupyolv we oudétepa ) otaTikA Sedopéva, ald wG SuvapLka
cuvola Tou Slapopdwvouv TIg Suvatotnteg epdaviong, mPooAnPng Katl epUNVeiog Twv onueiwy.
MapdAAnAa, To KOWO CUYKPOTEL €vav EVEPYO €PUNVEUTIKO PopEa, TIOU AELTOUPYEL WG eV SUVAUEL
oAyoplOukd cvotnua. O Bsatic cUMEYEL TIG €Ml OKNVAG TIPOCAQBAVOUCEC, TIC OPYOVWVEL, TLG
LEpapPXEL KaL TIG eTe€epyALETAL, EVEPYOTIOLWVTAG ETOL EPUNVEUTLKEG SLASPOUEG. YTIO QUTHV TNV OTITIKNA,
n mapdotacn punopst va 1bwBel wg umep-aAyoplBuog: éva LeTa-EMineSo oUOTN O TIOU AELTOUPYEL WG
dopag CUVTOVIOHOU Kal SLaPecOAABNONG EMUEPOUG CNUELWTIKWY AAYOPIBUWY (XWPLKWY, OTITIKWY,
NXNTIKWV KOL CWHATIKWY) HE TIG EPUNVEUTIKEG Slepyaoieg Tou kowvoU. Ta oKNnVIKA otolxela Sev
Aettoupyolv w¢ onueia ek twv Tpotépwy, aAld kabiotavtal tétolo péco amod pa Siadwkooio
oAyoplOUIKAG evepyomoinong, n omola puBuilel TNV opaTdTNTA, TN XPOVIKOTNTA KL TIG METAEY TOUG
OXEOELG EVTOG TNG ETUTEAEONC. H aAyoplOULKOTNTA TNG ETUTEAECNG TIPOKUTITEL ATO TOV TPOTO E TOV
ormoio avutol ot pnxaviopoi cuvdudlovtal, aAnAemiSpolv Kol ovadlaTdooovTol O TIPOYHATIKO
xpovo. H mpooéyylon evtdooetal o petadndlakd Bewpntikd MAaiolo, 0To omolo oL aAyopLOULKEC
Aoyikég avayvwpilovtal wg eVpUTEPEG LOPGDEC TTIOALTIOULKAG 0PYAVWONG TNG EUMELPLAC, aveEdpTtnTa
omod tnv napoucia PndLakig texvohoyiag. To UALKO HeAETNC avTAeitol amo dwTtoypadLKr TeKUnpiwaon
napdaoctacng apxaioag tpaywdiag (O16inodag) oe KAELOTO BeaTpikd XWPO.
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Design

| Ktvnoeic tou xepLou, eyypapeS ToU VONUATOC OTOV QPXLTEKTOVIKO OXESLAOUO

@eobwpa MNamnidou
Entikoupn KaBnyntpla, AplototéAelo Mavemotio Oecoaovikng

JUpdwva pe tov Michel de Certeau, «o xwpog givat Slaotalpwaon KvNTwY MPayUATwVY. Zwoyoveitol
KOTA KATMOLO TPOTOo oo To cUVOAO TWwV KWVAOEWV TIOU eKTUAlOGOVTOL oTa Opla Touy. H gloniynon
£0TLAlEL oTNV ypadH TOU APXLTEKTOVIKOU OXESLAOMOU, ELSIKOTEPA OE OE EKELVEC TIG TPWTOYEVELS, Kall
ouVNBWC EAAELTTTIKOU XOPOKT PO, TIPOKATAPKTLIKEG CNUELWOELG, Ta oKapldnuata kot Gpacelg Kabe
eidoug, mMpwv TO TEpacpa ot TO emefepyacpEva OxESLO, Keipeva, SlaypAauppota, XAPTEG N
TpLodlaotato Hovtéda. Evavil TwV aUTOUATOTNOLNUEVWY SLaSIKACLWY Kol EMAUCEWV LE TIG OTOLEC
$0Odvel onuepa va OAOKANPWVETAL TO APXLTEKTOVIKO £€py0 OTNV ETUKPATELN TWV £EEALOCOUEVWV
PYndlakwyv texvoroylwy, oTpedOUAOTE OTIG SUVAULKN TWV KIVAOEWV TOU XEPLOU TIou oXeSLALEL Kol
VpadeL. AlepeUVOUUE TIC OVATITUCOOUEVEG SUVAELS Kol SLacuvdEoele avapeoa otig apdipoAeg
TIPWTEC XOPAEELG KaL TIG PalvopeVIKA aoUvdeTeg Aé€eie/Ppdoelg os pia emddvela tng ypadng, ket
OTIOU TIPWTO-EKONAWVETOL O OPXITEKTOVIKOC OTOXOOMOG, €KEL OMou TMpwTo-cuvtiBetal To
OPXLTEKTOVLKO £pyo0. 2€ aUTOU TOU €i60UC TIG TIPOKOTAPKTIKEG ONUELWOELG, OL OPLOOETNOELC OVAUECOL
O€ OTIELKOVION KoL AEKTIK €kdppaon eival akoun avioxupeg kKol oKPBWG HE AUTAV TOUG TNV
“abuvopia” EMITPETIOUV TIG VONUATLKEG LETA-KLVIOELG EVTOG VO TteSlOU TOU OTOLoU TNV £KTAcN Kol
0 PaBog Silepesuvolpe. Mo TOV OPXLTEKTOVIKO oXedloopd, n embdvela tng ypadng, wg €va
SlLavolyOpevo Kal EUTIAACOTO KATA-TN-ypadr) CWHA, EVEPYOTOLELTAL Kol Umopel va vonBel, emiong, wg
gva 181alov eo0wTePKO Tou AauBAvel TG SLOOTACELC €VOG XWPOU, QUTOV TOU OVOUAGCO, XWPO
eyypadnG. T eEMoVaAAUBAVOLEVEC KLV OELG TOU XEPLOU TIOU “XaPACOEL ULa YPOUUN” N “ypadel Lo
AEEN”, n ypadn elval pdAAov pla eyypadn evidg EVOG XWPOU, OTOU TA «{WTIKA EVOLAUESA» KAl Ol
«aSLOPATEC ECWTEPLKOTNTEG TWV CUVOETIKWY SLadikaolwvy avalapBavouv evepyd polo. Autol Tou
eldoug n eyypadn, emavadEpeL 0TO MPOOKNVLO EKELVN TNV TIPWTAPXLKI) XELPOVOULO TOU ONUASEUATOG
pLag tomoBecoiag, mpolnobeon kabe katowknuévou TOmou. To «emTeAeoTkO onuadt [performative
mark] kdvel xwpo: €lvatl To cupPadv tng xwpomnoinong [spacing]», éypade o Jacques Derrida. To
OUVEXEC ONUASENA €VOG KATOLKNMEVOU TOTOU, N CUVEXELG XapAEelS ou TpokaAouvtal amd Tig
KLVNOELC TOU XEPLOU, TO omoio mapakiveital, MoAAEG popEc, amo évav TEAETOUPYIKO AdYo, avakalouv
eKelvn TNV MPWTAPXLKA 0Tpodr Tou avBpwrou Tpog To epBAAlov Tou, aTpodn TIou avayyEANEL Thy
gudavion g ibLag TNG ApPXLITEKTOVLKAC.

H onuelwtikn tn¢ eMITEAEONG OTO OXESLACUO AVTIKELUEVWY TNC UETA-PNPLOKIC ETTOXNC

Nnwpyog Atapadng
KaBnyntng, AplototéAeto Mavemiotpuio @ecoalovikng

H mapoloa peAfétn Slepeuvd TN ONUELWTIKN TNG EMITEAEONG OTO TMAAIOO0 TOU MeTa-PndLakoy
OXEOLOOUOU OVTLKELUEVWY KOBNUEPLVAG XPNONG, €0TLALOVTOC OTN HETOTONLON TOU OXeSLAOTIKOU
mapadelypatog amnod to AUAO 0TO UALKO KOl Ao TNV UTNPECia K VEOU OTO avTLKElpevo. e avtiBeon
pe tnv Unowakn mepiodo kuplapxlag g «epmelplag xpnong» wg adnpnuévng Kol ocuxva
amoUAomolnuévng ouvinkng, To peta-PndLlako neplBaAlov avadelkvUeL TO GUCIKO QVTIKE(HEVO WG
KPLOLHO KOUPO EMITEAECTIKWY TIPAKTIKWY, OTIOU N UAIKOTNTA, N adn Kal n evowpotn cAAnAeniSpaon
amoktoUlV véa onpoaoctia. To avtikeipevo dev aviipetwniletal mAEov we madnTikog dopéag Aettoupyiag
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N awodntikng, oAd WG evepyog TOAUALOONTNPLOKOC TAPAYoOvVIAG TIOU ouVSLOpopdWVEL
ouunepLPOPEG, KOWWVLIKEG OUVNOELEG Kal onuooieg. Méoa amo €va CNUELWTIKO Tiplopa, N HEAETN
g€etalel MWC TA QVIIKEIUEVO EVOWHATWVOUV Kal UETASISouv vonpata HECw TNG XPNong Toug,
Aettoupywvtog we dopeic kabnuepvng enttédeon. H éudaon petatoniletal and tnv avaluohn tng
£1KOVOG KOL TNG OVaTTAPAOTACNG TIPOC TTOAUTPOTILKA pyaleia ou AapBdavouv untdn tn Xelpovoulia,
TN XPOVIKOTNTO, TNV UAKOTNTA Kal Tn XWPKOTNTa TNG oAAnAemidpaong. ETol, n onUELWTIKA
EMEKTEIVETAL TIEPA QMO TA OMTIKA OnUOLVOPEVA, Tipooeyyllovtog Ta avilkeipeva w¢ ouvBeta
ONUELWTIKA OLKOCUOTAKATA. ALOTUTIWVETOL £TOL, £va BEWPNTLKO TAQLOLO TTOU CUVSEEL TN ONUELWTIKNA
NG EMUTEAEONC HE TLG CUYXPOVEG TIPAKTIKEG OXESLAOUOU, aVASELKVUOVTAG TOV POAO TWV OVTLKELUEVWVY
w¢ Hecolafntwv HeTaty xpnotn Kat meplBallovrtoc.. Méoa amd eVvOELKTIKEG avadopeG O
avtikelpeva tng peta-Pndlakng emoxng Kat BewpnTikéG avaAUOELS TOU XWPOXPOVLKOU SLAOTAUATOG
(Ma) wg mebdilou dpaong, n emotpodr 0To0 PUOKO AVTIKELPEVO avadelkvUeTal w¢ KoBopLoTIKOG
TOPAYOVTOG  EMAVATPOCOLOPLOHOU  TNG EUMEplag  XPNoNG WG EVOWHATNG, UAIKAG Kol
noAvatoBntnplakng Stadikaciag. Me tov TPOmo auto, To peta-Pndlako design emovadLATUTIWVEL TN
ox€on UETafl onUelou, EMITEAEOTIKNC TIPAENG KAl UALKOTNTOG, AVOlyovToG VEEC TIPOOTITIKEG YLO TN
ONUELWTIKN Bewplia KoL TTPAKTIK).

To yxpwua ota KOULKG: Mwc n avaykn Eywve aroyn

MapkéAAa EAévn Novota
Yroynda diddktopag, EBviko kat Kamodiotplakd Navemniotriuio ABnvwy

H elonynon mpaypoateletal tnv €€EAEN TOU XPWHATOC OTOL UTIEPNPWILKA KOWUIKG, SnAadn To Twg
Eekivnoe wg €vag armAoikog, TEXVLKA KOl OLKOVOULKA ETULBEBANUEVOC UNXAVLIOMOG, yia va avadelyBel
otadlakd oe évav KoUPlkO dopéa onUelWTIKAG ToAumAokotntags. MeBodoloyikd, ebpaletal oto
Ted10 TNG OTTLKN G ONUELWTIKAG KOLL TNG TTOAUTPOTILKOTNTOC. AVTAWVTOC OTtd TA BEWPNTIKA OXA AT TWV
McCloud kat Eisner, n gpunvela evog KOUIK TpooeyyileTal wg plo oUVOETN TPAEN TAUTOXPOVNG
OMOKWELKOTIOINONG OTTLKWVY KAl AEKTIKWY CUUBOAWV. YO auTo To MPILoUa, To Xpwuo e€eTaleTal OxL
w¢ tuxala SLaKooUNTIKY KAAALTEXVLKA €TAOYN, OAAA WG LA CUYKPOTNUEVN LETOYAWOOA KoL €VAG
UNXaVIoUOC opoywyng vonuatoc. Na va anocodnviotel autr n Asttoupyla, To XpWUO HeAeTATAL
HEOW TNC €vvolag tng emitéleong (visual performance). H otpatnykr Xpron Tou XpWHOTOS CUVLOTA
pLa TtPA€n AELTOUPYLKAG EMITEAEOTIKOTNTOC. To XpwHa «emITEAEl» TNV adrynon, kabwg nmpoodEpel
codry omtik lepopxla, kaBodnysli TO PBAEPMA TOU  AVOYVWOTN, EYEIPEL  OUYKEKPLUEVEG
ouUVOLOBNUATIKEG avTISpAoeLg Kol petadépel BaBUTepou MOALTIOUIKOUG GUBOALOOUG. |OTOPLKA, N
Bropnxavia Twv KOULKG avamtuxBnke umo auoTnPoUg TEXVOAOYLKOUC KoL OLKOVORLKOUG TTEPLOPLOUOUC.
To mpWTa AoTIPOUAUPA KOULKG AVTLKATOOTAONKAVY OO EYXPWHOL LECW TNE TEXVIKAC TNG TETPOXPWHLLAC
(CMYK), n omola wotdco TMPocEdepe TMEPLOPLOUEVEG OMOXPWOELS. QG OUVEMELA, oL Snuloupyol
OVayKOOTNKOV VO TIEPLOPLOTOUV OTN XPRoN EVIOVWY, KOPECUEVWV PBACLKWY XPWHATWY YLa TOUG
UTEPNPWEG Kol PUXpWV OKOUPWV QIOXPWOEWY YLOL TOUC UTEPKAKOUC, efaodoAilovtog HEyLoTh
avtiBeon. Auth n TeXVIKA eTBeBANUEVN CUVONKN LETOTPATINKE O LA EMUTEAEOH TNG NOLKNC OTO XAPTL,
Snulovpywvtag otadlakd évo otabepd omTikd Ae€AOYLO Kal LoXUpd onueloAoykd cUUBoAa TTou
Slatnpouv Tn SuvapLk Toug £€wg Kal onpepa. Me tnv mdpodo Tou xpovou, n éAeucn BeATIWHEVWY
HEBOSWV ekTUTIWONG, OTIWG N LEBOSOC offset kal o PYndLakog XpwWHATIONOG avadlapopdwoay pLika
TO HEOO TNG Evatng TEXVNC. Auth n e€€ALEN emETpee TNV KATAPYNON TOU POVLXATOTLKOU SLoXwpLopou,
SnAadn tng andAutng duadlkotnTag LETALU KaAoU Kal KOKoU He BAon TO XpwHa Kol 08rynos otnv
amotunwon Bablwv KOWWVIKOTOATIOUIKWY aAhaywv He T avaduon nbika apdleyousvwy
XOPAKTAPWV. ZNUEPQ, ELSIKA PE TN HeTaBaon ota Pndlakd kal SladpaoTikd pHéoa, Omou amatteital

NOV 21 ROOM C



XIV International Conference on Semiotics and Performance in Post-Digital Cultures

N EVEPYN CUMUETOXN TOU QVayVWOoTH, TO XpwHa £XEL LeTaAAoXOel oploTIKA amo €va amAoiko cuoTnua
AELTOUPYIKNC ETUTEAECTIKOTNTAG O€ £vaV TTOAUTIAOKO KWOLKAL OTITLKNC ETLKOLWVWVLOC.

Love in motion: Narrative, discourse and the performative semiotic of cinematic objects

Adalet Devrim Tan!, Ozge Merzali Celikoglu?
! Research Assistant, Istanbul Beykent University, Turkey | 2 Associate Professor, Istanbul Technical University,
Turkey

Love in cinematic visuals has primarily been approached through dialogue, character, and narrative,
while the mise en scéne and the objects embedded within it have often been treated as a minor
function and their semiotic performance left untheorized. Within such approaches, designed objects
and atmosphere are generally perceived as decorative or aesthetic. This paper argues that cinematic
objects do not simply support emotional expression but actively articulate and construct it. These
objects should be positioned as active constructive agents in the emergence of affect and relational
meaning of love. The placement of a chair or a cup left untouched on the table within the frame should
be understood as rhetorical and semiotic form through which notions of love are performed to the
audience. The argument is developed through two intersecting frameworks. Taking Roland Barthes's
A Lover's Discourse as a framework, the paper identifies discursive figures like waiting, absence,
desire, suspension not only within language but within the design of objects and spatial elements
within the cinematic image. This is paired with a rhetorical and semiotic analysis: rhetorical analysis
examines how objects persuade the viewer and establish emotional alignment, while semiotics of
performance examines how objects enact rather than carry meaning. Together, these frameworks
position the arranger of the designed cinematic image as a speaker, and objects as the performative
medium of that address constructing it as a visual argument. Rather than treating meaning as
something fixed in textual structures alone, cinematic affect is understood as something realized
through objects and atmospheres through intertwined modes of signification. Through a close visual
reading of selected scenes, the paper foregrounds designed objects as generators of pathos and
narrative, suggesting they have always performed more argumentative work than acknowledged
operating not as aesthetic support, but as active rhetorical and semiotic agents.

Image acts

Theatricality and its opposites: Notes on nineteenth century genre paintings of servants and
slaves

Lia Yoka
Associate professor, Aristotle University of Thessaloniki

Over the last fifty years, a number of studies on modern and contemporary art have discussed Michael
Fried's notion of theatricality as opposed to absorption, a distinction he introduces in his famous 1976
book on Painting and Beholder in the Age of Diderot. Absorption refers to how, in what Frieds sees as
an anti-rococo revolution, human figures are depicted as being completely engrossed in their activity
or their thoughts, oblivious to the outside world. Theatricality, conversely, describes painted subjects
as displaying a conscious awareness of being watched, relying on this to create a sense of engagement
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with the viewer. Here | will be concerned with the uses of these fundamental terms, as well as of the
term facedness Fried introduces in his 1996 study of Manet's Modernism, as well as with T. J. Clark's
different take on these terms, and their function in understanding the social meanings of modern art.
Through examining representations of slaves and servants in nineteenth century genre and orientalist
art, | will argue that there is a direct relationship between the conventions of genre painting in Europe,
and its French orientalist variant as established by painters such as Vernet, Delacroix and Gerome, on
the one hand, and a change in the meanings of absorption, theatricality, and 'facedness’, and
consequently also in the role of the beholder on the other. This relationship, which | will test against
the semiotic notion of the economy of genre images, as developed by Jean Francois Bordron, has to
do with the dynamics of a conflict between realist and genre painting, and the political meanings of

this conflict.

Painted performance: Ceramic imagery as image acts in Mesoamerica’s frontier zones

Kathryn Hudson
Assistant Professor, University of Texas Rio Grande Valley, Texas

This paper explores the ways in which representations of other-than-human species and hybrids in
ceramic imagery contributed to the performance, perception, and experience of identity in
Mesoamerica’s multiethnic and multicultural frontier zones. These motifs are most often understood
as depictions of observed fauna or as representations of cultural and/or spiritual beliefs regarding
hybridity, human-animal-deity relationships, and the characteristics of divinities.
considerations of their textual structures and intertextual relationships reveal a more complex reality
in which portrayals of other-than-human species and hybrids function as visual loci in which human
identities are constructed, embodied, negotiated, and mediated through the intersections and
interactions of multiple interrelated agencies. The creation, recognition, and interpretation of these
motifs were thus performative acts that allowed individuals and communities to construct, negotiate,
and/or assert identities through their affiliations with and uses of ceramic imagery. The artists who
created these motifs constructed, expressed, and performed particular sociocultural associations and
identities through choices regarding what they represent and how they portray it. Viewers, in turn,
recognized the semantics of these graphic constructions in ways that contributed to the visually
mediated performance of identity and sociocultural affiliation. These motifs were thus material
reflections of identity-based performance. They functioned as image acts that graphically enacted the
artist’s intentions and guided the interpretive processes of viewers in ways that contributed to the
construction, legitimization, and negotiation of identity in the multicultural and multiethnic
landscapes of southeastern Mesoamerica. Exploring these interconnected roles offers valuable
insights into how ancient performance can be identified and analyzed in archaeological analyses. It
also facilitates more nuanced considerations of the material dimensions of performance and their

role(s) in sociosemantic systems and theoretical frames.
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| Performativity as perspective-taking and reembodiment: Animals strike back

Christine Calfoglou?!, Spiros Polymeris?
!Hellenic Open University | 2 Laboratory Teaching Staff, Panteion University

The performative, reality-producing (Austin, 1962) nature of contemporary art has received some
attention (see, e.g., von Hantelmann, 2014), as has the synergy of the verbal and the visual in moulding
performativity (Calfoglou & Polymeris, 2019). Drawing on this element and, more specifically, on the
“social (performative) consequentialities” of vision, seeing and being seen (Nakassis, 2023, p. 1), we
explore the image of the domesticated animal turned feral in Daniel Steegman Mangrane’s
contemporary artworks La pensée férale, entextualised through the anthropologist and philosopher
Juliana Fausto’s (2024) commentary. In Mangrane’s artworks, the eye of domesticated animals
reverting to the wild state remains menacingly transfixed on us. We discuss the effect of the animal
gaze, of the feral creatures watching us and of us seeing them watching us as multiple-lens culturally
determined perspective-taking, with a blurred subject-object dividing line, as well as how this process
may involve forms of re-embodiment, alluding to a ‘reworlding’, in Fausto’s words (p. 162). The feral
gaze, we suggest, may semiotically embody the ‘instinctive psyche’, the untamed, libidinous self
(Estés, 1992), challenging the repression and constraints of Western rationalism and questioning the
role/rule of the domesticated body in today’s globalized, immaterial digital world.

ZnNUELWTIKN avaAuon Tou npwikou uudou otn voutouatiky. H etkova tou HpoakAn w¢ ovotnua
onuaoioc kat cuuBodo tou oikou twv Apyeadwv kot tou Meyalou AAeéavépou

HAlag Znuplbwvidng
Entikoupog KaBnyntrg, AplototéAelo Mavemiotiuo OecoaAovikng

Avtikeipevo TnG mapoloag epyaciag elval N onUELWTLKN) avAAucon Tou npwikou puBou tou HpakAn
OTN VOULOUOTIKN Ttapaywyn Twv Mokedovwy Kal elSIKOTEPA N LEAETN TIEPLITTWONG TNC ELKOVAG TOU WG
cUPBOoAO Tou oikou Twv Apysadwv Katl tou Meydlou AAe€avdpou. Ao onUEWWTIKA amodn n elkova
Tou HpakAn ota vopiopata tou Meydhou Ahe€avdpou amotelel, petafl aAAwv, popéa L8eoloylag,
GUAAOYIKAG TIOALTLOLKNG VA NG KAl TIOALTIKOU pUB0oU. H VOULOUATIKE OIELKOVLOT Tou NuiBeou Nnpwa
anoteAel PEPOC TNG onueldodalpag Twv HUBwvV Tou HpakAn 1 aAAWG PEPOG TOU KELUEVIKOU
CUOTHHATOC SLOCNUELWTLKWY KoL SLOUECIKWY LETAPPACEWV TOUC. To KEIEVO TNG EIKOVAG TOU HpakAn
1 Tou MeydAou ANe€avSpou w¢ HpoKAr amoteAel oNUALVOUEVO CUANOYLKNAC TIOALTIOULKAG UVAKNG KOl
SNAwon apeong cUVOEoNC LLE TIG AELTOUPYLEG TOU GUYKEKPLUEVOU NPWIKoU HUBOU WG MOALTIKOU Ko
16eoloyLkol pUBou, OTWC N LOTOPLKA CUVEXELR, N TOWUTOTNTA, TO GVAKELY, TO TIPOTUTIO-APXETUTIO, N
LoV Kal O,tL dAAo dpépel to olotnua onuaciog tov pubou tou HpakAn. Mépa amd tnv mpodavn
T(POKTLKN), OLKOVOLLLKN KOl OUVOAANQKTIKA A€lToupyla TwV VOULOUATWY OTo omola glkovormoleital o
Méyag AAEEaVEPOC wg HPaKANG, N EMITEAECTIKA AELTOUPYLO TOUC OE ETLKOLVWVLIOKO KoL LEEOAOYLKO
emninedo uAomoloUVTAV KATA TN XPron TOUG, KATA TNV omoia oL KAToxol adevog eixav tn duvatotnta
va yvwploouv Tnv ewkova tou Boaothtd AAE€avdpou kal adetépou avayvwpllav tnv efouaia tou,
cUPBOAO KOl eyyUnon TG omolag amotehovoe o i61o¢. NMapdAAnAa, smitedovvtav n avakAnon Tou
MUBou Tou HpakAn kat n yevealoylkny cuvdeon tou pe tov AAEEQVEpO HECW TNG AVAYVWONG TWV
onpeiwv KoL TwV CUPBOAWY TWV VOULOUATWY Ao TOUG KATOXOUG TOUG.
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Fashion

| Intersemiotic identities in military uniforms: Performing nationhood in post-digital cultures

George Damaskinidis
Adjunct Lecturer, University of Western Macedonia

This study constructs a theory of intersemiotic identities: historically layered social identities that
emerge when collective self-categorizations (e.g., “the soldier,” “the nation,” “the protector”) are
rendered across semiotic systems — cloth, cut, color, insignia, posture, drill, photography, metadata,
and platformed circulation —and stabilized as wearable ensembles. Informed as much by intersemiotic
translation as resemiotization and the social identity perspective on group membership and
prototypicality, the research approaches military uniforms as formulations of nationhood: they
compress institutional memory, affective attachment and disciplined embodiment into a familiar and
repeated surface that invites to be consumed, oriented and contested. The argument proceeds in
three steps. First, it envisions uniform semiosis as a linear translation: archival rules and tailoring specs
become materialized garments that become embodied performances (like parade, inspection,
mourning rite), then these performances are more thoroughly remediated into photos, recruitment
videos, livestreams and algorithm-ordered feeds. Second, it explains how “nationhood effects” arise
when earlier sign-complexes are selectively reactivated or muted, in terms heritage details (such as
ceremonial headgear), standardized insignia systems or the relative saliency (read: distinction versus
camouflage) of visibility. Third, it locates those processes within post-digital cultures in which platform
affordances (cropping, filters, hashtags, meme templates, comment threads) rekey uniforms to new
genres — patriotic spectacle, influencer aesthetics, irony, activist critique — while keeping them from
being ripped from their institutional basis. Brief illustrative examples include the divergent national
work performed by parade dress vs. combat uniform, the identity labor of “authenticity” in
reenactment/cosplay communities, and online disputes over gendered fit and inclusion. The research
offers an analytic template for tracing how military uniforms perform nationhood through analog—
digital entanglements and through ongoing intersemiotic translation.

» u.

Which self gets dressed today? Clothing, alter identity, and the material semiotics of everyday
performance in dissociative identity disorder

Ilia Evangelia Sdralli
PhD candidate, Panteion University

What happens when the person who chose yesterday's outfit is not the person who wakes up wearing
it? This presentation aims to take this question as its entry point into an investigation of clothing as a
material semiotic practice in the everyday lives of individuals with Dissociative Identity Disorder (DID).
It will propose that the dressed body in DID is a theoretically generative active site where the concerns
of performance studies, material semiotics, and phenomenology of embodiment all converge in
unusually vivid form. While conventional approaches to fashion semiotics have treated the dressed
body as a coherent text produced by a unified subject, DID unsettles this assumption at its foundation.
Case studies suggest that each personality is a fully integrated, complex unit with unique memories,
behavioral patterns, and social relationships that determine the nature of an individual's actions when
that personality is dominant. Each alternate identity — or alter — brings its own semiotic repertoire to
the shared surface of a single body: distinct aesthetic preferences, embodied memories attached to
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specific garments, and social orientations that may contradict, override, or erase the choices of other
alters. The analysis takes into account material from DID communities (personal narratives, online
forums, and documentary testimony) which aim to illuminate the concrete micro-practices through
which this subconscious negotiation unfolds: the purchase of alter-specific garments, the protection
of clothes from other alters, the distress of finding oneself dressed in clothing that carries no felt
connection, and the relief of a well-fitted outfit as a form of inter-alter care. As such, many individuals
with DID navigate alter-identity negotiations not only through physical wardrobes but through digital
platforms: curated alter-specific social media profiles, online fashion communities, and digital mood
boards that function as para-wardrobes — safe spaces where identity can be tried on, projected, and
communicated beyond the constraints of a shared closet. These practices reveal the semiotic labor
often invisible in unified subjectivity — the work of using material signs to constitute, stabilize, and
communicate a solid self. This further blurs the boundary between embodied dress practice and its
digital extensions, thus connecting the presentation's concerns to the conference's interest in hybrid
analog-digital meaning-making.

Performing the self in fashion games

Thomai Voulgari?, Yannis Skarpelos?
! postdoctoral Researcher, Panteion University | 2 Professor, Panteion University

This study focuses on fashion as a field of identity performance through fashion games, where
individuals actively participate in shaping their digital selves. Through a system of clothing choices that
follow fashion trends, aesthetic codes, and experimental approaches, users construct their identities
with a degree of autonomy, although this requires further investigation. Similar approaches were
introduced as early as 1959 by Erving Goffman through his theory of the presentation of the self, and
later by Judith Butler (1990) through the theory of performativity of identity. Within contemporary
digital culture, self-presentation is shaped by trends, algorithms, and cultural norms (Abidin, 2016;
Rocamora, 2017), while fashion operates as a system of symbols and meanings. Fashion games,
through interactivity and visual storytelling, enhance players’ emotional engagement with content
(Lopes et al., 2022). This research investigates the impact of fashion culture as reflected in the gaming
world through an interactive and engaging experience. The object of study is the game Dress to
Impress on Roblox, which has experienced rapid growth in user engagement, surpassing 2 billion visits
in September 2024. More specifically, it examines how fashion is adapted through virtual characters
and how this influences participants to present themselves more visibly within the gaming community.
Avatar customization has become a crucial point of engagement, allowing players to explore their
identities through digital self-expression. The study also seeks to examine the degree of autonomy
attributed to avatars and their capacity to make choices based on player preferences. Particularly
within gaming platforms, the aesthetic of the avatar functions as an extension of the self. The player’s
digital identity is fluid and continuously renegotiated. Within this context, fashion is transformed into
a mediated field through which traditional sociological approaches are reconsidered (Varini, 2023).
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Political signs and performances

| H véa oknvoUeoia tng moALtikr¢ ayopeuaong

Fpnydpng NaoxaAidng
KaBnyntng, Apltototéleto Mavemiotrplo @scoalovikng

H oknvoBecia (mise-en-scene) TnG MOALTIKAC ayOPEUCNC TIAPEUELVE €V TIOANOIG aeTABANTN £WG TNV
ETOXN TWV TNAEOTTIKA UETASIOOUEVWV HATIKWY TIOALTIKWY CUYKEVIPWOEWVY, OL OTOLEG EMIKPIONKAV
EUPEWG Yyl «Beapatikomoinon» kal «Beatpwomnoinon». H emakdAoubn eotiaon otn pecomnoinon
(mediatization) tng MOALTIKNG TeplOpLOoe TN oulNTNON OTO POAO TWV UECWV, TtapaPAEmovtag tn
Spapatoupylki SLaotaon TG TOALTIKIG AyOPEUONG WG OKNVAG TIOALTIKAG ovamapdotacng, n onoia
£drtooe va eplhappavel, petafl GAAwWVY, To LEoa TAPA CUYKpOoTeital amo autd. Ta teAeutaia xpovia,
n oknvoBecio TNG TOATIKAG ayopeuong eudavilel afloonuelwteg Kawotopieg Tmou, lowg
anpoodoknta, cupPadilouv pe Kolvotopieg mou mpwtosudavioOnkav kal kablepwbnkav oto
ouyxpovo Kal avant-guarde B€atpo. Zekwvwvtag Ue Tt olvoPn Twv KUPLWVY XOPOKTNPLOTIKWVY TNG
napadooLaKhG okNvoBeaiag TNG MOALTLKAC AyOPEUONG, N ELCNYNON TIPOXWPEL va EEETACEL LULOL TIOLKIALDL
OUYXPOVWV TIEPUTTWOEWY TIOU AELOTIOLOUV QUTEC TIC KALVOTOWIEC KaL VAl EKTIUAOEL TN onUacia Toug yla
NV gppnveia Twv oUYXPOVWV UETOOXNUATIOUWY TNG TIOALTIKAC KOUATOUPAS, ELBIKA OE OXEON UE TNV
EUPAVLON VEWV TIPOTUTIWY ETITEAECNG TNC TIOALTIKI G NYECLOC KL TNG OXEONC LETAEY TIOALTLKWVY NYETWVY
KOLL TIOALTWV.

ETUTEAEOELC XOPLOUATIKOTNTAG, OLKELOTNTOC KAL TEXVOKPATIKNC EMAPKELAC: MLt ONUELWTIKA
avadvon twv apowv Twv EAARvwy Mpwduroupywyv 1974-2023

BaoiAng BapBakag
KaBnyntng, Aplototéleto Mavemniotulo @scoalovikng

H oavakolvwon autl OMTOCKOTEL OTNV ONUELWTIKA avAaAucn TwV TIPOEKAOYIKWY adlowv TNg
METAMOALTEUTIKAG TIEPLOSOU, HE ETUIKEVIPO TNV TPOBOAN TOU NYeTKOU MPodil Twv apxnywv twv
KOMUATWY Kol HETEMELTA TpWwBUTIOUPYWV TNG EANGSAC. ZTOXOG TNG HEAETNG TWV adLOWY AUTWV TOCO
otnv avaloylk 6co kat otnv ynolakn emoxn eivat va avadelyBolv ekelva ta otolyeia
ETUAEOTIKOTNTOC TTOU CUVOETOUV TO XOPOKTNPLOTLKA TNC NYEoLog ava Sladopetikn xpoviki ddon i
ekhoyikn mepiodo. Me tn BonBeta avaAuong YAWOGIKWY Kol ELKOVOYPadLKWV OTOLXELWY TwV apLowY
Ba emduwybel va amavtnBel To epwTnUa KOTA MOCO TO APXNYLKO TpodiA ou dLloteyveital ava
TEPLOSOUC EUMEPLEXEL OTOLXELO XAPLOUATIKOTNTAG, TEXVOKPATLKOU KUPOUC 1] OLKELOTNTAG. AVTAWVTAC
£VVOLEC Kal epyaAeio avaAUGCNG TOGO ATIO TOV XWPO TNG TIOALTIKAG EMLKOWVWVLOG OG0 KAl TNG TIOALTLKAG
KoWwVLoAoyiag Kat cuvdualovtag To HE TN CNUELWTLKA avaiuoh, Ba eniyelpnBel va eviomiotouv
otolxeia ouyyévelag kot Stadopdg petafd Twv NYETIKWY podiA mou mpowBouv ot adlosg. Emiong Ba
eTyelpnBel va pehetnBolv oUYKPLTIKA Ta CUBOAKA oTolxela TNG MPOEKAOYLKNG TIOALTIKAG adioag
ovaloyo Ue To pECO Kal Xwpo TPoPoAic tng (Spopog, évtumn i Sladiktuokn Katoxwpenon KtA.)
YnoBeon epyaociog -mouv otnpiletal oe maAldtepn HEAETN UHOC EMAVW OTA TIPOEKAOYLKA OTMOT TNC
TMPWTNG LETATTOALTEUTIKAG TEPLOSOU- lval OTL N NYETIKA £lkova otnv EAAGSa emiteAeital mpoekAoyIKA
UEoa amd ONUAVILKEC LETATOTIOELG TTOU ameLKovi{ovTal Kal oTL adloeg ota mMPOowWNa, Tn oTAch, TV
enadn UE TO 0paTO KOl 00pato TePPAAOV TwV MPWTOYWVIOTWY. Ol HUETOTOMIOEL, OUTEG
emPBefalwvouv to LEEoAOYIKO SUMOAO TOU EKCUYXPOVIOHOU Kal Tou AQiKLopoU mou o€ peydAo Babuod
£XEL CUUBAAEL oTNV gpUNVEL TNG EYXWPLAC TTOALTLKAG KOUATOUpOG 0AAG TAUTOXpOVA TO UTteEpBaivouv
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péoa amd evlladépouoeg ouyxUOoell Kal avtipdoelg. Kwvotavrtivog KapapavAng, Avépgag
MNanavépéou, Kwotag Inuitng, Kwotag Kapapaving, MNwpyog Mamavépéou, Avtwvng apapdg,
AMNEENC Tolmpag kat Kupldkog Mntootdkng, wg ekAeypévol mpwbumoupyol Twv teAeutaio 50 xpovwv
OEV EKTIPOCWIOUV HOVO CUYKEKPLUEVA TIOALTIKA KOUUATO KAl TIG TIpadootlakd opL{OUEVEC TTIOALTIKEG
16eohoyleg, aA\d ouyxpovwg emiteAolV pla cUUPOALKA Aettoupyia mou cuumapadnAwveL TNV
anodektrn | Snuodhr popdn tng e€ouoiag ava SLadopeTIKEG MEPLOSOUG.

H emitéAeon tn¢ MOALTIKIC MTaPOUTioG OTNV UETA-YNQLAKN ETToXN: Mila CUYKPLTIKY) CNUELWTIKN
avaAvon tou Donald Trump kat tou Kuptakou Mntootakn katd tnv navénuioa COVID-19

lwavvng KapaAdkog
Yroyndrlog S16aktopag, AplototéAeLo MNaveniotipo Oecoalovikng

H napovoa epyacio eEeTAlel TNV TOALTIKY) TAPOUCIO WG CNUELWTLKN eTttéAeon (performance) oto
TAQoL0 TwV SNUOCLWYV TtapeUPAcswv Katd tn Stapkela tng mavdnuiag COVID-19. Eotialovrag o SU0
Sladopetika povtéda nyeoiag, ekeivo tou Donald Trump otic HMNA kat tou Kupldkou Mntootdkn otnv
EANGSa, n pelétn avalUeL mWe n «oknvA» TNG Kpiong petatpdmnke ot eva medio mopoywyng
VONUATOC HECW OTTTLKWYV, YAWOOLKWY Kol HeTa-PndLakwv kwdikwv. Amo tn pia mAsupad, n enttéleon
ToU Trump avoAUETAL WG VO MOVTEAO «OVIAYWVLOTLKAG QVOTPOTIG», OMOU TO CWHA TOU NYETN
(apvnon xpnong HAoKOG) Kal 0 XWPOG TwV EVNUEPWOEWV Tou AgukoU Oikou Aeltolpynoov wg
ONUELWTEG HLag AATKLOTIKAG TIPOKANGNC aévavtl 6Toug Becpouc. And tnv aAAn mAsupd, o Kuplakog
MNTOOTAKNG MEAETATOL HECW TNG KTEXVOKPOTIKNG TIATEPVOALOTLKNG» ETUTEAECNG, OTOU N XPrion
UWVLMOALOTIKAG oknvoypadiog, n emikAnon TS «ATOUIKNG EuBUVNG» KOL N CNUELWTIKY enévduon oTo
Pnolakod kpdrog (m.x. cvotnua SMS 13033) cuykpotnoav pla adrynon Bsopikic melbapyiag kot
opBoAoylopoU. H epyaocia xpnotpomnolel tn Bewpla TwV CNUELWTIKWY CUCTNUATWY Tou Keir Elam kot
TNV TPOCEYYLon Tou Patrice Pavis yla tTnv avaAuon Tng eMITEAECNC, TIPOKELUEVOU va Katadeifel Twg
otnv peta-Pndlaxn emoxn n moAttikn efovaia dev aokeital povo péow tng Sloiknong, aAAd Kupiwg
MEOW TNG oTpatnylkng dlaxeipong twv ocupPorwv kat tng «lwvravne» (live) pecoAdpnong tng
NYETIKAG apouciag.

EmiteAeoTikOTNTO KAL UVRUN: N MEPIMTWOnN Tou JKomeutnpiou tn¢ Katoaptavrc

Mavaylwtng Mrmikog
Epyaotnplako ALSaktiko Mpoowrtikd, ApLoTOTEAELD MAVETLOTA L0 OECCAAOVIKNG

H évvola tng emteleotikdTNTAG, OMWG Mpotabnke amd tnv Judith Buttler, anotéAece éva véo
EPUNVEUTIKO EPYOAELD TWV UVNUOVIKWV oTtoudwy. Xpnotpomolwvtag thv Bswpntikol onwe n Mieke
Bal, n Laura M.F. Bertens K.Q., UTtOOTAPLEOY OTL N HVALN CUVEXWC TIAPAYETAL HECA ATIO TPAEELC
eTUTEAEONC KAl 6ev amotTeAel pla MOYWWHEVN KAl Olwvia Kataypadr mou omAwg petadidetal. H
OWUOTIKOTNTA AUTAG TNG emitédeong avadelxdnke amo to épyo tou Paul Connerton, How societies
remember, OGTIOU TO N AEKTLKO oTolXelo TNC UvNUNG agloAoynBnke yia mpwtn ¢dopd. Ao TNV AAAn n
Mechtild Widrich Ba elodyel tnv évvola twv performative monuments, avadelkviovtag Kol auTr TV
ETUTEAECTIKOTNTO WG BOCIKO OTOLXELO TWV CUYXPOVWV QVTIUVNUELWVY. AV BAOLKOC TTIPOOPLOUOG TWV
ETUTEAECTIKWV SpACEWV €lval VO TTOPAYOUV VO LOTA KAL VO ETIKOLVWVYOUV, QUTO UMOopoUE KAAUTEpQ
Va TO SLOKPIVOULE OTOV TPOTIO LE TOV OTIOL0 TLG AELOTIOLOUV OL TTOALTIKOL. MLal amto TLG TILO EUPBANUATIKEG
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£LKOVEC TOU UNXavLopoU Ue Tov omolo n Autikn Fepuavia eniyeipnoe va cupudMlwBel pe to mapeAbov
NG Heta tov B’ Naykooulo moAepo, anoteAel n pwroypadia pe tn yovukAloia tou KaykeAaplou Willy
Brandt oto Mvnueio yia tnv E€€yepon oto Mkéto tng BapooBlag. AuBOpUNTEC A KN, KWVNOELG OTWC
ouTn amoteAouy pla Beatplkn ékdpaon Kal Xpeldlovial €va Koo yLa va OTTOKTCoUV vonua. Xtnv
EAAGSa 18laitepo evlladpEpov €XEL O TPOTIOC LIE TOV OTOL0 vonuUatodotnBnKe PEoa amo aVAAOYEG
MPAEEL O UVNUOVIKOC TOTOG TOU IKOTIEUTNPILoU TG Katoaplavhg Kal ta eUBANUATIKA yeyovoTa Tou
EKTUALXTNKAV €KEL HE T eKTEAEOELG aywviotwy. H emhoyn tou AAEEn Tolmpa va amoteAéoel n
TPooKUVNON OTO HVNUELO YlLO TOUG EKTEAECPEVOUG TNV TPWTN Tou Tpdén adotou opkiotnke
npwBuToupyo¢ kat n pwrtoypadia pe tov Kupldko Mntootakn va neplepydletal Tig pwrtoypadieg pe
TOUG eKTeAEOUEVOUG TNG Kawoaplavig mou toco oculntndnkav, amoteAolv SUO €eMITEAECELS TIOU
anoteAouv mopadeilypata MOALTIKAG EMLKOWVWVLAG LE TN XPHOoN TNG ELKOVOC KAl TNG UVAKNG.

EmiteAé0elc MOATELOTNTAC OTIC EKOTPATEIEG evalodntomoinonc yla v mpoAnyn twv

SaolKWV mUpKayLwv

AvBoUAa XapoaAdumoug
Yroynda diddktopag, AplototéAelo MNavemiotnpuio OeccaAovikng

Tol OTTIKOOKOUOTLKA ULKPO-OdpnyApaTa (omoT) Twy SNUOoLWY EKOTPOTELWV guatlcbntomnoinong dev
adopolv amAwg TANPodopieG 1 XPNOTIKEG 08Nyleg mPOAnYNG. Baollopevn atn HEAETN EVOC GUVOAOU
elkool omot ta omoia mapnyaye n levikr Mpappoteia MoAttikn MNpootaoiag yla TG AVIUTUPLKEG
ekoTpateieg mou Slefnyaye v TeEAeuTaia €LKOCOETIA, N €L0ynon ouvlUATEL TNV TTOAUTPOTUKN
ONUELWTIKN avaAuon e TNV adnynuatoloykn poogyylon tou Narrative Policy Framework pe otoxo
Vo SLEPEVVIOEL TO TIWG OL OTPOTNYLKEC ETILKOWVWVIAG TTOU aflomoLr|Bnkav 0 aUTA TA OTIOT CUYKPOTOUV
ETUTEAECTIKEG TPAKTIKEG TIOU 0pilouv pe SLadopeTIKOUG TPOTIOUC TOUG POAOUG KaL T OXEOT TIOALTWY

KOLL KPATOUC, TIPOAYOVTAC £TOL OUCLAOTLIKA SLAPOPETIKEG ETUTEAETELG TIOALTELOTNTAG.
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Performative Art projects

Arté to BepoAivo oto BEPOAINO: ZnNUELWTIKEC UETATOTIIOELG, EMUTEAEOTIKOTNTA KoL YEOULKN
KPLTLKN

‘EAAN AgBevtakn
Yroynda diddaktopag, Avwtatn xoAr Kalwv Texvwy

H mapovoa avakoivwon e€etdlel tn onuewwTtikn Sldotoaon tou mpotlekt BEPOAINO, ulag pakpdg
SLAPKELAG EMITEAEOTLKAC SPACNG TIOU SLOMPAYUOTEVETAL TA OPLA LETAEY ETLUEAELAG KAl KAAALTEXVLIKNG
Snuoupyiag, os ocuvaptnon e tn Asltoupyia TOU TOMOU WG ONUALVOVTOG Kol Chuovopevou. To
BEPOAINO cuykpoteital wg £va evwoloAoylko KaAALTeXVIKO mpoypappa dhoeviog (art residency), to
omolo Katolkeltal amo v dla Tou tn dnuioupyod. Mpokettal yla Evav Guaolkd Xwpeo, otov omolo N
ETUUEANTPLO TIOPIOTATAL CUOTNUOTIKA Ylot MAVEC, CUVOMAWVTOC HE TOUG/TIC ETILOKETITEC/TPLEC,
EVEPYOTIOLWVTAG Hla  Sladlkaocio. cUAAOYLKNG SLAMPAYUATEUONG KOWWV TIPORBANUATIKWY Kol
Slekdiknoewv oto medilo tng ocuyxpovng TExvng. Me autov tov tpomo, To BEPOAINO Asttoupyei wg
KOLVWVLKO TIelpapa Kol Xelpovopia Snpootou xapaktipo pe dutth ¢puon, anoteAwvrag apevog Evay
TPAYHOTIKO Tomo dphofeviog kal adetépou pia cupBoAkn mpoPoln evog AMou. MeBodoloyika
npooeyyiletol 6w wW¢ EvVa MAEYUO ONUELWTLKWY TIPOKTLKWY, EEETATOVTAC TOOO TIG AEKTIKEG KOL XWPLKEG
OVATIOPOOTACELG TOU EYXELPHMOTOG OC0 KAl TIG EMITEAEOTIKEG AAANAETLOPACELS LETALY Snuoupyou
KOL ETIOKEMTWY WG Sladlkaoiec mapaywyng vonuatog. H eokeppévn €mloyri TOU OVOUATOG,
TIOPATEUTIEL OTN POVTACLOKH KOl EMOYYEALQTIKY BapUTNTa TOU «BEPOAIVOU» WE HLOG EUPWTTATKAG
UNTPOTIOANG cUyxpovNng TEXVNG, N omola £ival CUVWVUUNG TNG ETILTUXLOC KOL TNG KLVNTLKOTNTAG.
AvtBétwg, autd to BEPOAINO Bploketal kamou aAAoU — otnv ABrjva — SNULOUPYWVTAG LLE QUTOV TOV
TPOTO UL VONUOTLKY UETOTOTLON, OMOU Ol CUVONAWOELG TIOU GEPEL TO ONUOLVOUEVD, Sivouv vEa
UTOoTaoN OTo onuaivov. EToL, To ouykekplpévo art residency UETATPEMETAL O Onuoivov Tou
anootaBepornolel TO OnUALVOUEVO ToOU TOEWSLOU  KOL TNG «ETOYYEAUOTLIKAG  ETUTUXLOGY,
gnavatonofetwvtag To oto medio TNG cUANOYIKOTNTAG Kal TNG Tomkng dpacng. Méoa amd Lo
ONUELWTLIKN AVAAUGH TOU OVOUATOC, N CUYKEKPLUEVN avaKoivwan SLlEpEUVA TOUG UNXAVLOMOUE HECW
TWV OMOoLWV MapAYEeTAL Kol HeTaoXnUATi{eTal To vOnua Tou «BegpoAivou» w¢ MOALTLopLkol pubou.
AloToLwvTag TIG £VVOLEG TOU ONHAVOVTOC KAl TOU anuovopevou (Saussure), kaBwg kat T Stakplon
SNnAwong kat cuvdnAwong (Barthes), eetdletal o Tpomog pe Tov omnoio to BEPOAINO Asttoupyel wg
Sladlkaola emovaonuocolod0tnong Tou TOMOU, TNG KOAALTEXVIKAG KLWNTIKOTNTOC Kal TNG
EMAYYEALATIKAG €mutuyiog, mapdyovtag évav evdldpeco xwpo (third space) Siampayudteuong
TOUTOTATWY Kol cUAAOYIKwY davtaclakwy, otn PAacn tou povtélou tou Bhabha pe kowwvikoug
OpouG.

Grandmother’s Racetrack: A robotic miniature as embodied archive and postdigital memory
device

Melissa Simard
Professor, TELUQ University, Canada

This paper presents Grandmother’s Racetrack, the first experimental laboratory of an ongoing
research-creation project exploring memory, obsolescence, and intergenerational transmission
through performative and technological dispositifs. The project is based on intimate archives related
to the artist-researcher’s grandmother, a former race car driver and co-owner of a local racetrack,
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whose life trajectory later became marked by neurodegenerative illness and memory loss. At the
center of the laboratory is a miniature robotic racetrack: a scenographic device composed of
automated circuits, small-scale vehicles, recycled plastic elements, and audio fragments. This first
exploration brings together a post-digital assemblage of retro-technologies, analog materials, robotic
systems, and digital control processes. The installation functions as a performative system designed
to activate and transform archival materials, including recorded testimonies, poetic texts, and sound
traces. Rather than reconstructing a coherent narrative, the device produces a fragmented and
unstable memory landscape. The racetrack does not function as a stable representation of memory,
but as a performative system in which meaning emerges through instability, echoing David Le Breton’s
conception of the vulnerable body as a socially constructed site of fragility (Le Breton, 2008). The
installation mobilizes intimate archival material in the sense described by Sophie Calle, where personal
traces become “affective narratives” (Snauwaert, 2022), where the artist seeks to “ritually occupy the
territories of disappearance” (Snauwaert, 2022). However, rather than preserving these traces, the
device re-enacts them through mechanical circulation and digital-analog hybrid systems. Finally, the
use of recycled materials positions the device within a material ecology of obsolescence, where waste
operates as both trace and memory carrier, as Vergine suggests: “waste is a direct, detailed and
incontestable document” (Vergine, 2007). Within this framework, glitch is introduced as a key
analytical concept, following feminist theory by Legacy Russell, for whom glitch operates as a form of
resistance that exposes the instability of technological and social systems, foregrounding rupture,
refusal, and deviation within digital culture (Russell, 2020). Rather than being understood as a mere
aesthetic of error, glitch becomes a condition of transmission, reinscription and reconfiguration.
Mechanical repetition, slight variations in movement, desynchronization between sound and motion,
and the deterioration of audio signals all contribute to a form of “glitching memory”, where
intergenerational transmission appears as partial, altered, and unstable. In this context, glitch is not
an aesthetic effect but a structural condition of transmission: repetition fails, movement deviates, and
memory becomes fragmentary. This aligns with Donna Haraway’s understanding of situated
knowledge, where meaning emerges through partial, relational perspectives rather than fixed truths
(Haraway, 2007). By analyzing the technical and scenographic experiments of this first laboratory, the
paper proposes the notion of the racetrack as a post-digital memory device: a system in which analog
and digital elements coexist, and where meaning emerges through movement, failure, and material
interaction. The project ultimately reflects on how vulnerable bodies and disappearing memories can
persist: not through preservation, but through continuous reconfiguration.

The living archive: Toward a performative semiotics of the post-human body in postdigital
cultures

Silvia Neri
Associate Researcher, University of Paris 8, France

This paper interrogates the transformation of the body in post-digital cultures through a framework
that brings together performance semiotics, feminist media theory, and post-human critique. Drawing
on paradigmatic cases of extended performance practice (including Stelarc's prosthetic experiments
with distributed and technologically augmented corporeality, and Orlan's surgical performances as a
radical rewriting of the body's symbolic surface) it argues that the post-human body operates as a
liminal semiotic operator: simultaneously a site of inscription and a device for translation across
material, symbolic, and computational regimes. Central to this analysis is the concept of the «living
archive», a dynamic configuration in which memory, inscription, and transmission are not processes
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of conservation but of continuous activation. The archive does not precede the performative event: it
is produced within it, through configurations in which gesture, voice, technological prosthetics, and
digital environments co-construct forms of signification in process. This reframes the post-digital
condition not as a transcendence of the body, but as a reconfiguration of its semiotic modes of
existence. The paper also draws on curatorial practice as a critical lens. The ongoing research project
A Global History of Women in Art (GHWA), conceived as a transnational and feminist archival
laboratory, is examined as a site where performance, memory, and curatorial gesture converge.
GHWA's methodology of feminist archival reconstitution (recovering silenced or non-transmitted
histories) is read as itself a performative act: the archive becomes gesture, the gesture becomes active
memory. By articulating the performative turn with post-human aesthetics and feminist archival
politics, the paper contributes to a semiotic theory of the body as a medium of both historical
transmission and radical transformation in hybrid analog-digital environments.

The archive in motion: Bodies, traces, reappearances

Maria Sideri
Trandisciplinary artist, Affiliated Researcher, University of Patras

The paper, conceived as a performance lecture, investigates how the archive and performance co-
constitute each other as dynamic and interpenetrating fields. Central to this inquiry is the
understanding of the archive as a performative event, activated through embodied, temporal, and
situated practices. Grounded in feminist and queer epistemologies and informed by Yuri Lotman’s
understanding of cultural memory as a dynamic semiotic process, the presentation examines how
contemporary artistic practices destabilize dominant Western definitions of the archive, proposing
alternative modes of archiving that foreground the partiality, fluidity, and discontinuity of memory.
Within this framework, performance is not approached as an object to be documented, but as an
ongoing process whose traces persist and are transformed through bodies and performative
reactivations. Drawing on a semiotic understanding of the archive, the contribution examines how
bodies operate as sites of signification where archival traces are activated, interpreted, and
transformed. Performance is therefore understood not only as an artistic practice but also as a
semiotic process through which memory is negotiated and meaning is continually produced. At the
same time, performance is approached as a site of memory and as a methodology of archival research,
rendering visible the silences, omissions, and discontinuities of institutional archives. Through hybrid
artistic practices and the format of the performance lecture itself, archival research is reconfigured as
a performative process of knowledge production. The contribution ultimately proposes an
understanding of the archive as an embodied field in continuous flux, where bodies operate as
archives and archives as bodies. Within this dynamic condition, alternative epistemological
approaches emerge, reconfiguring the politics of memory and expanding the possibilities for the
formation of future archival practices.
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Otav 0 ywpo¢ emiteAel: EWONUELWTIKN, EUPUAN ETMITEAECTIKOTNTA KoL UETA-YNELOKNA
SlausooraBnon — n ék9ean «KukAaditiooeg» w¢ medio mapaywyrg kat SUMPAYUATEVUTNC
VonuaToc

Etpfivn Indakn?, Etprivn MoAatiavol?
! Avaminpwtpta KaBnyitpia, Mavemotipo Osoooliag | 2 EAAnVikd Avolktod Maveniothpio

This paper examines the exhibition “Kykladitisses: Untold Stories of Women in the Cyclades” at the
Museum of Cycladic Art as a site of triple semiotic production: spatial, narrative, and post-digital.
Drawing on social semiotics (Kress & van Leeuwen), theories of performativity (Butler, Schechner),
geosemiotics (Scollon & Scollon), and contemporary museology, the study treats the exhibition as a
multimodal communicative event in which spatial, narrative, and visual choices co-construct a
dynamic, performed gendered narrative. The central argument identifies three interlocking levels of
performativity. First, spatial performativity operates through three geosemiotic mechanisms:
inscription (wall typography and texts as spatial directives guiding visitor reception), emplacement
(the positioning of the Kore of Thera at the entrance as a ritual act of revelation, where meaning
depends on the object’s physical location rather than its content alone), and semiotic aggregate (the
spatial juxtaposition of Christian and pagan artefacts generating meaning without verbal explanation).
Second, narrative performativity operates through curatorial choices, spatial layout, and semiotic
nodes within the museum environment — gendered meaning is not merely represented but spatially
enacted. Third, the post-digital extension of performativity through microsites, social media, and
audio guides, where the narrative is not simply retransmitted but transformed into new forms of
reception that reconfigure the visitor’s encounter with the gendered archive. The findings indicate
that the exhibition avoids essentialist approaches to female identity, proposing multiple, diachronic,
and open-ended gender readings. The study highlights the role of the museum as an active mechanism
of cultural communication and gender negotiation in the contemporary public sphere, demonstrating
the performative dimension of museum semiotics across analogue, digital, and hybrid environments.
The case study offers an analytical model for investigating how contemporary museum practices
“make meaning in motion”, inscribing gender as a performative and semiotic category at the heart of
cultural heritage.

EmiteAwvrac to mAaiioto: H emiugdeia w¢ Spoauatoupyikn mpaén
Immense space

Avaoctooia Koupidou
AleuBuvtpla oknvng, Epsuvntpla

H anepavidtnta eival pia évvola cuppatr Kal Tautoxpova acUpBotn pe To Beatpko yiyveobal. Ito
niepBarloviikd Ofatpo, TO OKNVIKO TOmio O&v omMAWVETAL QMAWC OTOV  AMEPOVIO  XWPO,
noAAamAaclaletal. H BOdlacoa Kol o apyaloAoylkog XwpoG eival ywpol Plwpatikol Tmou
EVOWHATWVOUV Kot dAANAETILEPOUV WE TN OUGLKI, TOV X0, TO KELLEVO, TOV AOYO KaL N OLKELOTNTA TTIOU
Snuloupyeital Aoyw TS eyyUTNTOC KOl TG cUVUTIApENG Tou Beatr), SteupUvel Ta tortia Kol Snpoupyst
ocuvudavoelg pEoa o pLa emikivbuvn tooppomia. O Ounpocg kat o Euputidng xetpilovral tn SLHAEKTIKNA
TOU QmEPAVIOU KOL TOU TIEMEPOOHEVOU XWPOU WE TOANATAQ ONUELOAOYLKA CUCTHUATA
avadelkviovtog TNV emikvduvotnta Kat Twv duo. Mia emnikivbuvn wooppormia mou PBpioketal otnv
TIOAUTIAOKOTNTA KoL TTIOAUHOPDIKOTNTO TOU £€pyou TEXVNG, oTn Slapkn aAAnAenidpaon tng ¢opuag
(performance) pe tn ¢dUon kat TéAlog otn Sladikacio Snuoupylag evog ampoOCUEVOU £PYOU TEXVNG
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OTIOU O OMEPAVTIOC XWPOC Elval O TPWTIAYWVLOTNG, €vag aVeEEAEYKTOC MPWTAYWVIOTAG O £va
OPYOAVWEVO €PYO TEXVNG LE Ta OpLa Beatr katL nBomolol va eivat cuvexwg Stamepatd. Q¢ SNULOUPYOG
KOL TAUTOXPOVA WE OVaAUTPLO TOU £pYOU TIOU SNHLOUPYW, OVOTPEXW OTn ohUeloAoyia Tou Gpou
performance kat avoAUw tn “Stadikacio TG oAokAnpwong”, TNG EKMANPWONG, TOU OPLOTOTEALKOU
“tédoucg” ™G OSnuoupyiag Twv Svo mepapatikwy study cases, Ta omoia SdAxOnkav Kot
napactadnkav oe SUo SladopeTikoUC “anépaviouc xwpous”: tn BdAacoa Twv OVOUCCWV Kal ToV
apxaLloAoykod xwpo Qinnwy. Méoa amod auTnV T LEAETN, EPELVW TNV XOPLKOTNTA, TNV XWPLKOTNTA,
KoL TNV AELToupyla Tou KowoU w¢ PECOV yla TNV Tpaypatonoinon pag performance avtAwvtog ano
Vv moAupopodia kot To Stapkwg Tpododotoupevo entanglement 6mwg to opilet o Richard Schechner
oto Environmental Theatre : “KUpLOAEKTIKA CUCTASEG XWPWV, XWPOL PETA OE GAAOUC XWPOUE, XWwpPol
TIOU TIEPLEXOULV, 1) tePLTUAiyoLV, 1) cuvdéovtal, 1 ayyilouv OAOUG TOUC XWPOUGC TTOU OL £ival oL BeaTég
n/kat mailouv ol performers. OAol oL xwpol sival evepyol og OAa ta emnineda tng performance.”

| ZnuelwTtikeéc oeis tou XENOS: Mia Biwuatikn mpotaon yia tn dtdaokaldia tnc AyyAiknc

Avva ToloUmpou
Exmadeutikdg ME

H mapovoa elonynon Slepeuvd avaotoxaotikd tnv mapdotacn XENOS tou Akram Khan (2018),
£0TLA{OVTAG OTLG ONUELWTLKEC TIPOEKTAOELG TNG EVOWHATNG LABnong. Méoa amd autr) TV mPocEyyLon,
0 XOpPOC aVOSEIKVUETOL WG SUVAULKO TALSOYWYIKO UECO yla TNV KAAALEPYELA KPLTIKOU OTOXOOUOU
YUpW amo TNV €TEPOTNTA KOL TNV TAUTOTNTA 0T0 OXOAKO mepiBdlov (Cooper, 2022 Motpad K.d.,
2019). H emoyn Tou £pyou eoTldlel otnv avadelEn TOU LOTOPLKOU TPAUMATOC KoL TWV
QMOCLWINHEVWY GWVWV TOU TIOAEUOU, LETOTPETIOVTOG TO CWHA o€ «{wvtavo apxelo» pviung (Khan,
2018). Méoa amoé TNV opaToOTNTA AUTWV TWV adavwy adpnynoswv, Slapopdwvetat Eva SnNULOUPYLKO
mAaiolo dlepelivnong cLYXPOVWY KOWVWVLKWYV {NTNHATWY, O TIANPN eUBUYPALON UE TN otoxoBeaoia
Twv Néwv Mpoypappdtwy Inoudwv yia to Avkelo (I.E.M., 2021). H diwpn ekmatdeutikn mapéupaon
nepthappavel téooeplg Spaotnpldtntec PBaoclopéveg oe Soulkd otolxeio tou XENOS, ta omoia
gvtaocoovtal otn Stdaktikn Tng AyyAlkng NMwooag oto AUkelo. Méow Tng modaywylkng aglonoinong
OUTWV TWV OTOLXELWY, N CWHATIKA Kivnon avadelkvUETAL O QUTOVOUO CNUELWTIKO CUCTNUO Kol
«uxohoykod SlapecolaBntikd epyadeio». H mpocéyylon auth e8paletal oTn ONUELWTIKY avaAuon
™G kivnong tou Rudolf Laban kat otnv kowwvikomoALtiopikr Bswpia tou Vygotsky (1978). Eldikotepa,
ylo TN HETOUOIWON TWV ONUELWTIKWY OUTWV OPewv ot pabnolakd amoteAéopata, n Spdon
oxedlaotnke Baoel tng Tafopiog Tou Bloom, mpooapuoopévng otn SLdaktiki Tou Xopou (Heiland,
2018). Méoa amo TNV €UMAOKN TOU YVWOTIKOU, OUVALOONUATIKOU Kal PuUXOKIVNTIKOU TOMEQ, OL
poOntég evbappuvOnkav vo HETOBOUV amd TNV ATOULKA akwnoio atn ocUAOYLKA umooTtnPn evw
CUMMeTelYav ot Slepyacieg SLAKELUEVIKOTNTAG, AVATTUOOOVTOS £vav KWVNTIKO «SLdAoyo» WE Tov
niivaka “The Broken Column” (1944) tng Frida Kahlo. H petdaBoon amod tnv atoutkni akwnoio otn
GUALOYLK UTIOOTHPLEN EVEPYOTIOLNOE TO KOKEMTOUEVO CWHAY», LETATPETIOVTAC TNV EUMELPLO OE VONUOL
(Lim, 2021). KaBwg 0 kO6oHOG BLwveTtal Kal vonuatodoteital HEow TOU CWHATOC, N Labnon kabiotatatl
BaBuTtepn kat ouctaotikotepn (Atkinson, 2010, énwg avad. oto KoudomovAou, 2022).
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Semiotics and the performative

| Raymond Williams and Performance Theory: Implications

Karin Boklund-Lagopoulou
Professor Emeritus, Aristotle University of Thessaloniki

In 1973, Raymond Williams published an article in the journal New Left Review with the title “Base
and Superstructure in Marxist Cultural Theory”. Towards the end of the article he almost casually put
forward a programme for a radical revision of a number of accepted concepts in literary criticism by
drastically expanding the idea of performance. He pointed out that a text, whether written or
otherwise recorded, is simply a form of notation of something which is meant to be a communication
between a producer and an audience, and that to bring it alive, it is necessary to turn the notation
into a performance, even if only the silent performance of an individual reading. The importance of
this concept for Williams was that it allowed — indeed, demanded — the inclusion of the actual
conditions of production and consumption into the interpretation of the text. For Williams, these
conditions were always social in nature: from conditions of literary labour to control of production
and consumption to values and ideology, they were the historically determined social relations
between social individuals, subject to limitations and constraints but also open to individual
experimentation and, above all, to dialogue. Communication requires at least two parties, and they
take turns speaking. Today, we would say they are situated and embodied — but for Williams, the body
is also profoundly social. Raymond Williams is in many ways the father of modern Cultural Studies and
he had a special interest in theatre. He also had (something rare for a British academic in the 1970s)
a sympathetic —though critical — understanding of what was then the new French fashion of semiotics.
When we consider performance theory today, we could do worse than return to the issues raised by
Williams in that article of half a century ago.

| Two different approaches to culture: Anthroposemiotics and social semiotics

Alexandros Ph. Lagopoulos
Professor Emeritus, Aristotle University of Thessaloniki

The dominant tendency in post-Greimasian semiotics is the sociosemiotic emphasis on enunciation.
This “performative turn” is general in the cultural studies of the last 30 years. A typical approach is
represented by Fontanille’s phenomenologically based anthroposemiotics, which attempts to explain
the dynamic mechanisms operating behind the emergence of the formalist text. Fontanille, inspired
by Hjelmslev, formulates six “semiotic regimes”, corresponding to different planes of immanence and
regulated by their own “methodological regimes”: figurativity (including signs); texts-enunciates
(interpretative semantic coherence and syntagmatic cohesion); corporality, relating to objects and the
actors of semiotic practices and representing the limit case of enunciation; practical scenes, i.e., the
semiotic situation in time and three-dimensional space, centred on the action of actants and related
to communicational interaction; strategies, combining practices; and forms or styles of living, which
subsume all previous levels. The goal of this approach is to arrive at an interpretation of culture.
Among these levels, corporality, practical scenes and strategies refer to actions and are of a
performative, behavioural nature. Anthroposemiotics is close to the performative turn and parallels
Austin’s speech act theory and Anglo-Saxon micro-sociology and socio-linguistics, being focused on
everyday, small-scale group interaction. It is a lower-level approach integrated within and explained
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by macro-sociology, which examines large societal structures. Like Anglo-Saxon sociolinguistics,
anthroposemiotics has the weakness of an inability to define a limited number of situations. Thus, it
ends up offering just a set of small slices of culture. Furthermore, it does not offer any specific
methodology for the articulation of texts with their deeper levels. Contrary to anthroposemiotics,
social semiotics moves at the macro-scale and is related to the goals of macro-sociology. My proposal
starts from the formalist Greimasian generative process, traced back to the semiotic square. | argue
that we can recede by one step to reach the Greimasian sociosemiotic sociolect, the deep connotative
semantic structures displaying a sociocultural community’s attitudes vis-a-vis its fundamental issues.
Considering sociologically the sociolect as a collective cultural formation (ideology), | argue that it is
the widest semiotic context of any individual semiotic square, whence the sociolect functions as an
articulation between the material social processes and the textual, the formal-semiotic, thus allowing
not only comprehension but explanation. Social semiotics no longer leads to random and limited
glances at culture, but to culture as a whole, and it can be articulated with material social dynamics.

The power of language deconstructed: Performative misunderstandings in Laurent Binet’s
semiotic whodunnit ‘The Seventh Function of Language’ (2015)

Elena Anastasaki
Assistant Professor, University of Thessaly

On the 25th of February 1980, leaving from a lunch with Francois Mittérand, Roland Barthes is hit by
a laundry van and will die in hospital a few weeks later. Around this real event, Laurent Binet
constructs a semiotic thriller where an investigation around Barthes’ death uncovers a linguistic
conspiracy over political power and world dominance. In this burlesque whodunnit, the author
presents semiotics as a method of investigation and linguistics as the motive for murder. The plot
revolves around the chase of a secret manuscript by Roman Jakobson revealing the secret of the
seventh function of language that has the potential to unleash its total performativity, i.e. the power
to convince anyone about anything in any circumstance, making its possessor master of the world.
Politicians, intellectuals, foreign spies, secret societies, are all after this document that gives access to
this unlimited performative power. The Logos Club (a secret society devoted to the power of
language), appears to simultaneously promote and undermine oral performativity through and within
the novel’s written text. On the metafictional level, both Simon (the main character) and the reader
are implicitly reminded of Derrida’s assertion that "there is no outside-the-text". Barthes’ and
Derrida’s theories constitute the backbone of the novel while also destabilising it. The novel can thus
be read as a “thought experiment”, where performativity and its relation to the immediacy of the
spoken word — both within and out of fiction —is put to the test. In this context, | propose to examine
how Binet’s seriously funny novel draws from the linguistic and philosophical disputes between Searle
and Derrida in the 70s and 80s, and to elucidate one if its major plot twists in the light of a
misunderstanding on the performative function of language.
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Sunday, November 22

Interrogating Al

Performative processes in the making of analog photographs and Al-generated images

lokasti Foundouka?, Spiros Papadimitriou?
1 PhD candidate, Aristotle University of Thessaloniki | 2 Associate Professor, Aristotle University of Thessaloniki

Since the late nineteenth century, modern art gradually shifted its attention from the artwork as a
stable representation of reality to the processes through which images are produced. Within this
context, photography introduced a technical form of image making based on mechanical and chemical
registration. As photographic technologies gradually became automated, artistic interest moved
beyond representation itself toward the material conditions, technical procedures, and embodied
practices involved in the production of images. In analog photography, image making involves a
sequence of physical and material operations, including framing, exposure, development, printing,
and darkroom manipulation. The photograph is therefore not only a visual object but also the result
of a performative process shaped by the interaction between body, apparatus, material, and time. At
the same time, analog photography preserves what Charles Sanders Peirce described as an indexical
relation between image and referent, since the photographic image is produced through the physical
registration of light reflected from the world onto a photosensitive surface. With the transition to
digital imaging, and later to Al-generated imagery, the relation between image and reality changes
significantly. Al-generated images are not produced through the recording of an external referent but
through computational processes based on datasets, statistical models, and algorithmic synthesis. In
this context, the performative dimension of image production shifts from bodily and material
operations toward linguistic and computational interaction. Through prompts, the user activates and
guides a generative process in which textual input is translated into visual output. Image production
therefore becomes procedural and operational, emerging through the execution of computational
systems shaped both by user input and by the structure and limitations of the model itself. This
presentation examines the structural differences between analog photographic registration and Al-
based image synthesis, focusing on how each medium organizes the relation between human agency,
technical systems, and the production of images.

O Prompt-Filmmaker: EmitéAeon, agency kai mopaywyrn vonuato¢ otov Al-assisted
KLVNUATOYPAPO

Nikog AAETpacg
El81k6 Ekmadeutikd Npoowrikd, Aplototéleto Mavemiotuio @ecoalovikng

H avaduon twv mapaywylkwv HovtéAwv Texvntrc Nonpoolvng Hetaoxnuatilel OxL LOVO Ta TEXVIKA
MECQ TNG KvnUatoypadlkAG mopaywyng, oAAA Kal TIG (SLEG TG TIPOKTIKEG LECW TWV OMOLWV O
KwvnuatoypadLkog dnuioupyog emitedel tn SnUoupylki Tou agency. Xto mAaioclo tou Al-assisted
filmmaking, To prompt dev anotelel anAwg pia odnyia mPog éva UTTOAOYLOTIKO cUOTNUA, OAAG HLa
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ETUTEAEOTIKN TPAEN PEOW TNG oTolag 0 SNELoVPYOG SLATUTIWVEL TIPOBETELS, evepyoTmolel SLaSLKAOIE
TLOPOYWYN G OMTLKOOKOUOTIKOU UALKOU Kal Slampayuatevetal Slapkwg To anotéAeopo. H avakoivwaon
TPOTELVEL TNV £€vvola Tou Prompt-Filmmaker wg éva BewpnTikd oxApa yLo TNV KAtavonon autig tng
METABAANOUEVNG SNULOUPYIKNG UTIOKELUEVIKOTNTAG. 2 avtiBeon He To MApPaSOCLOKO HOVTIEAO TOU
filmmaker, o onoloc aokel TNV agency Tou Kupiwg LECW TNC AUECNC SLOXELPLONG AVOPWTTWY, CWHUATWY,
XWPWYV, UAKWV Kal TEXVOAOYLKWVY HEowV, o Prompt-Filmmaker pa péoca amod plo eMavaAnmrtiki
Sladikaoia ekdopdg, mapaywyng, emhoyng, afloAdynong kat avadlatunwong. H kwnuatoypadikn
EIKOVA, EMOPEVWG, OEV QMOTEAEL AMOKAELOTIKA TO QUMOTEAECUA [LLOG TIPOKABOPLOMEVNG SNILLOUPYLKAG
npoBeong, oAl avaduetal péco amd pwo Suvaplky Slampoaypdteucn UeTay  avBpwrou,
UTIOAOYLOTIKOU HOVTEAOU KOl TTOPOYOUEVWY CHUELWTIKWY popdwv. H mpooéyylon autr e€etdlel to
prompting w¢ emiteAeotikn Kot StapecolaBnpuévn MPAKTIKY TOPAYWYNS VONUOTOG, E0TLAIOVTAG OTLG
£VVOLEC TOU agency, TNG XPOVIKOTNTAG, TNG EMavAaAnyng Kat tng dlampaypdatevonc. MapdAAnia, péoa
ano nopadeiypara Al-assisted kivnpatoypadlkig dnuioupylog, SLEPEUVATAL KATA TTOCO N generative
Al ocuviotd amAwg £va VEo epyoleio avamapdotoong 1 €va véo meplBalov péca oto omoio
0VO.OUYKPOTOUVTOL OL OXECELG METAED Sdnuloupyol, HEoou, elkdvag Kol Beatr). Yrootnpiletal OtL N
petapacn amd tov filmmaker otov Prompt-Filmmaker onuatodotel pia petatomion omo tnv
mapaywyrn Tou Klvnuatoypadwol €pyou otnv  emitédeon pwog  Sladkaciog mapoaywyng
KlvnuatoypadLkol voruatoc.

From linguistic practices to Al images: Ideologies and stereotypes in Al models

Thomas Bardakis
PhD, Aristotle University of Thessaloniki

This paper examines generative Al as a performative semiotic system and argues that generative Al
models do not merely reproduce language but actively participate in the representation and
reconfiguration of linguistic practices through which ideology is circulated and reproduced. Focusing
on the interplay between discourse, representation, and stereotyping, the study examines how Al-
generated outputs construct social meaning across linguistic and visualizable forms of expression. The
analysis is based on four case studies derived from human—Al interaction: dialogues and narrative
constructions on “rising cost of living" in Greece and Cyprus in 2025. In these cases, the interactions
are examined as semiotic performances in which Al-generated responses reorganize culturally
recognizable linguistic practices into coherent linguistic and visual representations. The analysis
further examines the intersemiotic translations of these linguistic outputs into Al-generated images,
treating visual representations as semiotic performaces derived from and conditioned by the original
textual prompts and responses. In this way, the study investigates not only how ideology is articulated
through language, but also how it is reconfigured, transformed and materialized through text-to-
image generation. Drawing on Michel Foucault’s theory of discourse and power and Stuart Hall’s
theory of representation and stereotyping, the paper situates Al-generated outputs within broader
discursive formations that define what can be said, thought, and recognized as meaningful. Within
this framework, Al-generated outputs are analyzed as performative acts of signification. Their
significance lies not only in what they represent but in what they do. Stereotypes function in this
process not as peripheral distortions but as central ideological operators that condense complexity
and naturalize cultural hierarchies. The paper therefore supports that Al-generated outputs aren’t
neutral or purely generative. Instead, it argues that generative Al models function as ideological
mediators that stabilize and circulate stereotypes, shaping not only what can be said but also what
can be seen and imagined. In this sense, Al does not simply reproduce ideology, it automates it.
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H Texvntn Nonuoouvn otn yAwooikn eknmaideuon: oUyxpoves eéeliéelc, mpokAnoelg kat
TIPOOTTTIKEC

MnveAdmn KpuotdAAnt, AyyeAikn AABavoldn?
! Entikoupn KaBnyntpla, AplototéAeto Mavemotipio Oecoalovikng

H nmapoloa epyaocia efetalel tov poho tng Texvntng Nonpoouvng (TN) otn Sibaokalia tng €€vng
vAwooag, eotidlovtag ota Meyaha MNwootkd Moviéha (MIM) ta omola Adyw TnG aufavouevng
OUVOULIALOKAG TouG emapkelag (Chen k.d., 2024- Jones, 2026 Kockelman, 2024) amoteAoUv SuvnTika
xpnowua matdaywylka gpyadeia. H mpoodatn €psuva avadelkvOeL TN oNUACLA TNG AVATTTUENG TOU
Aeyopevou «ypappatiopol otnv TN» (Al literacy) otn dtdaokalia twv EEvwv yAwoowv (Tour, Pegrum
& Macdonald, 2025). Qotooo, n dtadopomnotnpévn mpdoPach Kal E0LKELWON LE TIG TEXVOAOYLEC QUTEG
eVOEXETAL VA EVTEIVOUV UDLOTAUEVEC KOLWVWVLKEG AVIOOTNTEG, 0ONYWVTAG OE £V AVASUOUEVO XAOUOL
vpappatiopol otnv TN. MapdAAnAa, to Keipeva mou mapdyouv to MM omoteAoUV TOALTIOUKA
TPOLOVTA TOU EVOWHOTWVOUV CUYKEKPLUEVEG pepoAniec (Maly 2024 Schneider & Oliveira 2025),
KOOLOTWVTOG avayKala Lol KPLTIKY) KOWWVIOYAWOOOAOYLKN TIPOCEYYLON QUTWV TwV EPYaAEiwv. ITnv
epyoaoia eniyelpol e va xaptoypadrooupe Bewpntikd to tedio tng xpriong tng TN otn SLEAKTIKA TwV
vAwaoowv, aflomolwvtag to epyaleia Tng KowwvioyhAwooohoyiag Kot Tng SI60KTKAC Twv YAwoowv/
ekmaldeuTIKNG YAwaooohoyiag. ElSikotepa Ba pog amaoxoAnoouy ta €A¢ {ntrpata: o poAog tng TN
oTNV avamapaywyr kKuplapxwv beoAoylwyv, n Katnyoplomoinon Pacikwv TUTIWV TTALSaywyLKAG
aflomoinong t™¢ TN, o poAog Twv YAwoowwyY, Pndlakwy Kol HETAYVWOTIKWY SeflotnTwy otnv
QTMOTEAEOHATIKN XPNon Twv epyaieiwv TN, Aappavovtag umoyn tig SLadpopomoLioeLs mou oxetilovral
LE TO YAWOOLKO UTIOROPO KAl TO KOWVWVLKO KAl EKTTALSEUTIKO MAALOLO TwV pHadnt(pt)wv ota cuyxpova
nepBdAlovia aoTiknG MoAuyAwooiog Kol umepmolkAotntag. Ou Bewpntikol mpoPfAnuatiopol Ba
£€e181keuBoLV o€ MPOTACELG MALSAYWYIKWY KOTEVBUVOEWV yLa TNV EVIOXUON TOU YPAUUOTIOMOU oTNV
TN kat tn otiplen tng SidaokaAiog tng eAANVIKAG WG YAwooag umodoxng ya pabntég/Tpleg pe
METAVOOTEUTIKO UTIOBaBpO.

Indexing epistemic and deontic stance in human-ChatGPT interaction

Angeliki Alvanoudi
Assistant Professor, Aristotle University of Thessaloniki

This paper reports the findings from an exploratory study of human-conversational Al interaction,
focusing on stance in users’ prompts that initiate dialogue with ChatGPT 5.2. Humans are inherently
oriented toward social interaction (Levinson 2025) and construct social systems through everyday
spoken language. However, the rise of Web 2.0 and Al has shifted humanity into an era dominated by
online written discourse (Blommaert 2017), challenging established analytical frameworks. This is
particularly evident in interactions with conversational Al. In everyday life, users interact with Large
Language Models that are conversationally competent (Chen et al. 2024; Kockelman 2024), to perform
specific actions. These interactions are structured by epistemic and deontic asymmetry, positioning
the chatbot as more knowledgeable (Maly 2024) and as a benefactor, with humans as beneficiaries
(Heritage & Clayman 2014). This new cultural format raises questions about whether users transfer
practices for performing specific actions from spoken language (Couper-Kuhlen & Selting 2018) into
online contexts, how such practices are adapted to the affordances of LLMs (Koivisto et al. 2023), and
whether new practices emerge. This study brings Interactional Linguistics to the analysis of 130 Greek
text-based digital interactions between 10 users and ChatGPT 5.2, focusing on requests for action and
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information. Prompts are analyzed in terms of epistemic and deontic stance, i.e. how users position
themselves with respect to information in a particular knowledge domain and to the necessity or
desirability of an action. The analysis identifies recurring linguistic patterns in action formation
through which users construe the chatbot as a benefactor with low or zero contingencies, or as an
agent with epistemic authority. New practices are also identified, such as multimodal packages that
combine files with verbal units. Semi-structured follow-up interviews with four users further shed light
on how users navigate relations between human agents, machinic agents, and corporate agents (tech
companies).

From representation to experience: The semiotics of immersive journalism in the age of Al and
XR

loanna Georgia Eskiadi
PhD candidate, Aristotle University of Thessaloniki

The rapid integration of artificial intelligence (Al), extended reality (XR), and virtual production
technologies into news media is transforming journalism from a system of representation into a
system of experience. This paper examines immersive journalism as a semiotic shift in the production,
circulation, and interpretation of meaning, drawing on qualitative research conducted within news
organizations and innovation labs across Europe and the United States. Building on Peircean and post-
structuralist semiotic frameworks, the study conceptualizes immersive storytelling as a
reconfiguration of the sign process: from linear, text-based narration to multisensory, spatial, and
interactive semiosis. In Al-driven and XR-mediated environments, the “sign” is no longer confined to
linguistic or visual codes but becomes embodied, algorithmically curated, and dynamically responsive.
Through case studies of virtual production in newsrooms, Al-assisted narrative systems, and 360°
immersive reporting, the research investigates how meaning is co-produced by journalists,
technological infrastructures, and audiences. The findings suggest that immersive journalism
generates a new regime of signification characterized by (1) spatialized narratives, (2) affective
intensification and empathy construction, (3) datafication of audience interaction, and (4) ethical
opacity in algorithmic mediation. These transformations challenge traditional semiotic distinctions
between producer and interpreter, representation and simulation, and fact and experiential
reconstruction. Moreover, the paper interrogates the implications of Al-generated storytelling for
transparency, authorship, and journalistic authority. By situating immersive journalism within
contemporary semiotic theory, this research contributes to broader debates on digital semiosis,
technoculture, and the politics of meaning in platformized societies. It argues that the future of
journalism depends not only on technological innovation but on developing critical semiotic literacy
capable of navigating algorithmic sign systems and immersive environments. Ultimately, the paper
proposes a framework for “immersive semiotic literacy” as a normative and pedagogical response to
the evolving symbolic ecologies of Al-driven media.
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| At the edge of reality: The semiotics of transitions to elsewhere in Multi-Reality applications

Tippayaporn Pavavimol!, Gustava Moreira Kares?
! Doctoral Researcher, Tampere University, Finland

Multi-reality applications have emerged within the extended reality (XR) landscape, integrating
multiple forms of reality into one unified system. Such applications allow users to move across XR
interfaces, from the physical world to augmented, mixed, and virtual spaces, and back. Transitions
between realities thus become a key experiential concern, not only as technical operations but
performative interactions that shape how users navigate and interpret the experience as a whole.
While prior research has mainly approached XR transitions from a technical perspective, their semiotic
dimension remains underexplored. Specifically, transitions are rarely examined as semiotic processes
in which meaning emerges through users’ movement and the mediation of signs across realities. Our
study addresses this gap by examining a semiotic of transitions in multi-reality applications, focusing
on two elements: transitional actions (user interactions that enable movement between realities) and
transitional objects (designed virtual elements that signify these transitions). We analyze two case
studies: Stay: Home Forever (Windup Minds, 2025), and Astra (Albyon and Atlas V, 2024), selected for
their distinct transition mechanics. As an initial step toward a broader semiotic understanding of
transitions, we adopt a multi-level analytical approach. At the macro level, Lotman’s concept of the
semiosphere is used to approach transitions as border zones where translation occurs between reality
and virtuality. Transitional actions are analyzed as performative processes that reposition users and
reorganize meanings between semiotic spaces. At the micro level, Peirce’s model of signs is applied
to examine transitional objects like portals and teleportation. The analysis investigates how these
objects are represented, draw on intertextual sources (e.g., science fiction and fantasy), how they
index passage and construct notions of “elsewhere,” and how they symbolically frame transition
experiences (e.g., as escape or discovery). Ultimately, this study approaches transitions as sites of
meaning production that dynamically shape user interpretation in multi-reality experiences.

Questions of epistemology and signification in virtual spaces

Rea Walldén?, Dimitris Charitos?
! Assistant Professor, National and Kapodistrian University of Athens | ? Professor, National and Kapodistrian
University of Athens

The object of this paper is double: on the one hand, it attempts a mapping of the semio-
epistemological questions arising from the experience of virtual environments; on the other, it
proposes a classification of their signifying spatial elements. We name “virtual” the environments that
are constructed in their entirety by 3D computer graphics and that afford free navigation for their
user/visitor. We argue that the user experience of virtual environments shares certain structural
characteristics with the experience of the performative arts and the narrative arts, as well as with the
experience of built space. Our methodological approach combines Louis Hjelmslev’s model of
stratification with tools from the theories of digital media, virtual and extended reality, as well as
architecture and cinema. In its first part, the paper “interprets” the experience of a virtual space in
semiotic terms, using and extended version of Hjelmslev's model (1954, Walldén 2012, 2017). It
localizes certain epistemological aporias, with regard to the communication circuit, the distinction
between object and process, and the heterogeneity of the kinds of semiosis. In its second part, the
paper focuses on the process of cognitive mapping as an aspect of the user experience of virtual
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environments, organising their signifying spatial elements into a classification inspired by the work of
Kevin Lynch (1960, Charitos 1998) and C. Norberg-Schulz (1971, Charitos 1996). Our research aspires
to contribute to an understanding of the virtual reality condition/experience, as well as of the manner
in which we may design more meaningful, legible and user-friendly virtual environments. Moreover,
it suggests that such an understanding may enrich our comprehension of the semiotic phenomenon
in general.
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Performing identities

| Dancing Greeks in film and television: Performativity and stereotypes

Christina Adamou
Professor, Aristotle University of Thessaloniki

Representations of modern Greeks on film and television often adhere to broader Latino stereotypes,
presenting us as Latin lovers, criminals, lazy or a backward patriarchal society. The paper briefly
mentions popular audiovisual texts that were screened/aired after 2000 and confirm these
stereotypes, such as Captain Corelli’s Mandolin (2001), My Big Fat Greek Wedding (2002), Mamma
Mia (2008), The Bricklayer (2024), The Marlow Murder Club (2024), The Tourist (2022) and the few
exceptions undermining them, such as The Magpie Murders (2022) and perhaps The Durells (2016-
2019). The semiotic analysis will highlight the role of dance and performativity in these
representations, referencing Barthes, Butler and Kristeva among others. The paper will focus on how
the connotations of choreography in dance scenes featured in some of the films and television series
mentioned above interact with the meaning -making processes and myths of Greek ethnicity.
Although performativity is usually seen as undermining stereotypes — e.g. gender stereotypes, it is my
premise that performativity related to obviously choreographed scenes can be used to affirm them.
Greek characters are often secondary or extras or form a big group, whose exaggerated movements
connote a grotesque Other to the protagonist. Occasionally, the Greek protagonist’s performativity
connotes a different ‘European’ identity that is marked as Other to her ethnic group. The Otherness
is further carried by the origin of the music and language of the lyrics, when the characters are blocked
from expressing themselves in Greek or with Greek tunes. On the other hand, the celebrated
performance of a Greek song in The Tourist offsets the exaggerated role of the macho, Greek-maffia
man. When Greeks dance in secondary two-dimensional roles, performativity stresses rather than
undermines the ethnic stereotypes.

Performing memory, performing place: The Greek Film Festival in Melbourne as semiotic
practice

Eirini Sifaki

Associate Professor, University of Thessaly

The Greek Film Festival in Melbourne, established in 1993 under the auspices of the Greek Orthodox
Community of Melbourne and Victoria, is one of the longest-running diasporic film festivals in the
Southern Hemisphere, presenting Greek and Greek-Australian cinema annually to audiences across
Australia for over three decades. This paper examines the festival as a site of diasporic semiotic
practice, drawing on Richard Schechner's concept of restored behaviour, Jan Assmann's theory of
cultural and communicative memory, and Mary Louise Pratt's notion of the contact zone. Rather than
approaching the festival primarily as an exhibition platform or a vehicle for the transmission of
national cinema, this paper proposes that it functions as an institution that performs cultural memory,
whose meaning-making operates through repetition, role, and diasporic memory practices. Central to
the argument is Schechner's notion of restored behaviour — behaviour that is 'twice-behaved', always
a re-enactment of something prior. The Greek Film Festival operates precisely in this register: its
annual recurrence is not mere repetition but a semiotic act through which diasporic Greekness is
continuously produced, contested, and transformed. Crucially, this restored behaviour is institutional
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rather than individual: the roles of founder, artistic director, and community representative precede
and outlast the persons who occupy them, and each successive bearer of these roles re-enacts and
subtly reconfigures the festival's cultural memory. Even the question of the festival's founding — a
matter of ongoing contestation among community members, each advancing competing claims to
cultural authority and historical legitimacy — itself constitutes a form of restored behaviour,
illuminating how the politics of cultural memory operate within diasporic institutions. This institutional
performance is further analysed through Assmann's distinction between communicative memory —
the living memory of co-present generations —and cultural memory — the canonised, institutionalised
memory of a community. The Greek Film Festival occupies the threshold between these two forms: it
began as communicative memory and has gradually solidified into cultural memory, a process whose
semiotic dimensions are visible in the festival's evolving curatorial logic and its negotiation of
competing understandings of Greekness across three decades. Drawing on archival research and semi-
structured interviews with festival organisers, programmers, and community representatives, the
paper contributes to the study of cultural memory and diasporic identity through the lens of
performance theory and semiotics, and proposes a framework for the semiotic analysis of festival
institutions as agents of cultural memory production.

H emtédeon tng ekuadnonc twv EEvwv yAwoowv oTIC EAANVIKEC TNAEOTTIKEC OELPEC:
KOLVWVIKEG KOl TTOALTIOULKEG QVATIAPAOTHOELS

Ayamnn XoaplooUAn
PhD candidate, Aristotle University of Thessaloniki

H napovoa pehétn Slepeuvd ToV TPOTO LE TOV OTIOL0 avarmapioToTal Kal EMITEAELTOL N EKUABNON TWV
EEVWV YAWO oWV o€ TPELG EAANVIKEG TNAEOTITIKEG OELPEG, TG 27 ayamw U’ ayardc, MNapd MNeévte kal Mapio
n Aoxnun. H pebodoloyia Baoiletal otnv molotiky avaAuon, evw To BewpnTikd TAalolo avtAeitol
omod TN ONUELWWTLKN Tpoogyylon tou Roland Barthes. H avaluon 6ev meplopiletal otn yAwoolkn
Slaotacn TNG ekuAdnong, aAld efetdlel MWG AUTH CUYKpoTeital péoa amd tnv aAAnAemnidpaon
VAWGOOIKWY KOl OTITIKOOKOUOTIKWY ONUELWTIKWY Kwdikwv, Omwe n mpodopd, Ta mapayAwooLKd
otolxela, oL Xelpovoieg, ol ekdpACELG TOU TPOCWTIOU KAl N evlupacia. 2to eninedo g SnAwong, ot
£évec yAwooeg mapoucLalovtal we aVIKELHeVA LaBnong kat epyaleio emkovwviag, vw oto emninedo
™G ouveNAWoNG Asltoupyolv w¢ GOPEIC KOWVWVIKWY, TIOATIOUIKWY Kol LOEOAOYIKWY ONUOCLWV.
Jupdwva pe tov David Newby, n peBodoloyikr mpoogyylon €0TLlalel oTNV €MTEAECN TNG EKULABNONG
Twv £EVv YAwoowv, avtipetwrilovtag tn YAwoolkn Hadnon oxt we ormArn ommoKTtnon yVwoewv aA\d
w¢ Sobkaola Kowwvikng dpacng. Ito mAaiclo outd, n avaluon €etdlel MwG oL TNAEOMTIKOL
XOPAKTAPEG EVEPYOTIOLOUV TG YAWOOLKEG TOUG SEELOTNTEG LECA OO CGUYKEKPLUEVEG ETIKOLVWVLAKES
TIPAKTLKEC, avadelkviovTog tn oUvdeon HeTOEU YAWOOLKAG EMAPKELOC, EMLKOWVWVLOKAG EMidoong Kot
KOWWVLKNG TAUTOTNTAG, OMWG OUTH OCUYKPOTEITOL HECW TNG ONMELWTIKAG KOL OTTIKOAKOUGOTIKAG
avamnopaotaong. H perétn katadelkviel OTL oL eAANVIKEC TNAEOTTIKEG OELPEG OEV aVATIOPLOTOUY
OmMAWG TNV eKpAdnon twv £Evwyv yAwoowv, aAAd Tn CUYKPOTOUV ETUTEAECTIKA, QVOTTAPAYOVTOC
16eoMoyieg kal avTIANPELG OXETLKA [LE TN YAWOOLKI) ETMAPKELQ, TNV KOWVWVLKI TAUTOTNTA, TO TIOALTLOULKO
KUPOG TWV EEVWV YAWOOWV KAl TIC KOWVWVLKEC AVICOTNTEG IOV cuvodeUouV TN YAWooLKn pabnon.
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Etepotnteg, SuadIKOTNTEC KAl MTOAUCHUELWTIKOTNTA: (YPEUSO)AOTIKEG AVATIAPAOTAOELS TNC
unaivpou péoa amod tov tNAEonTiko Aoyo tn¢ eAAnvikri¢ dpauatoupyiog kot KwWUwdiog

Anuntpng NeodwTtlotog
Yroyridprog S18aktopac, ApLoToTEAELD MNAVEMIOTALILO OscoaAoVikNG

Elval XopoKtnplotikd mwg n totopia tng eAAnVIKAG tnAedpoong €xel va erudeifel e€alpetikd
mapadelylata KWULKAE Kol SpapaTikng Snuioupyiog, Héoa amnd ta omola amotunwvovtal yAodupd
otolxela TG eAANVIKNG Ipaypatikotntag. Qotdoo, Sev eival omavieg ol GopEg mou npoonadnoe va
ovatpéPel ta KoBlepwHEVA OCUPPATIKA OTEPEOTUTIA KAL VA  QMOTUTMIWOEL [a  SLadopeTiki
TPAYUATIKOTNTO. 2 KAOE MeplmTwon To TNAEOTTIKO KOLWVO OTrpLEe o HeyAAo BaBUO TIC TNAEOTITIKEG
TAPAYWYEC, TIOU CUXVA SEXTNKAV KPLTLKI YLaL TNV aLoBnTIKA TOUC oLOTNTA, KUPLWE YLoTL Héoa amo To
TLEPLEXOUEVO TIPOPBAAAOVTAL EKTOG TWV TIPAYUATIKWY KOTOOTACEWY Kol EMIBUUIEG i} CUBOALOUOL TTOU
EKKLVOUV oo To pavtaolako (BapBakag & MaocyaAidng, 2023). Méoa o auTo TO TNAEOTTIKO CUUTTOV
Slaitepo evlladépov mapoucldlouv oL TNAEOTITIKEG OELpEC TIoU emiléyouv wg meblo Spaong
neplBailovta tng emapyiog. H emdoyn tou dev €ykeltal UOVO OTNV ovamapdotach Tou GuoLkou
TomioU W¢ Xwpou aloONTIKA avaBabuLoPEVOU O OXEDN LE AUTOV TNG TOANG AAAG KAl WG TTOALTLOWLKOU
KOLL KOLVWVLIKOU Ywpou (Bappakag, 2009) pe €kdnAn thv avadopd oe KOWWVLKEG OXECELG TOELKOU — KOl
OXL LOVO — TtepLleXopEvou. MNMapOoAo Tou N €vvola TOU aoToU CUVOEETAL AUETA LE TO TEPLBAAAOV TNG
TOANG, CUXVA TIOPATNPOULE XOPOKTNPLOTLKA QOTIKNG oupnepldopdc (LeyaloaoTtol ) HKpoaoToU) ot
nepLBAAAOVTA TNG UTIABPOU TIOU EMITACTOOVTAL ATIO TIG KOWWVIKEG SLOPOPEC TTIOU GUVEXOUV TO LEAN
TNG KOLWVOTNTOC E(TE OO TNV (0060 OTO OKNVLKO TNG UTIALBPOU ATOUWV TNG YV OLAG OLOTLKAG TAENE TNG
TOANG. TN CUYKEKPLUEVN Ttapoucioon Ba emiyelpricoupe va avadsifoupe TéTolou ei60UC AOTIKEG N
PEVSOAOTIKEG QVATIOPAOTACELG, LECO OO €VA CWHO EAANVIKWY SPOOTIKWY KoL KWHLKWY CELPWY
UETA TNV «ETavekkivnon» tng eAAnviknc pubomAaciag and to 2020 kal Uotepa. XTOXOC sival va
ovadel&OUE TIC ETEPOTNTEG HECA ATIO TN CUVEPYELA AEKTLKWV KOLL [N AEKTIKWY ONUELWTIKWY OTOLXELWV
kot tnv deohoyia mou ocuvudaivetal yupw amd TIG QVAOPACTACEL] TOOO TNG E€KOVAG TOU
«nNyEUOVELOVTOC» «(Peudo)aotol» GO0 KoL TOU «NYEUOVEUOUEVOU» «xwpLdtn». MapdAAnia, otdxog
Ba eival va avadeifoupe tig Stadopég avapeoa ota Suo €idn pubomiaciog wg mpog tnv dtatrpnon
1l OXL TWV OTEPEOTUTIKWY LoeoAoyLwv (Sonesson, 2000).

For foreign eyes only: Gazes, stages & the curtain call of tourism performances

Eirini Papadaki
Associate Professor, Hellenic Mediterranean University

According to Edensor (2000), “tourists can be considered to enact a range of performances on distinct
stages”. Tourism is staged and performed, as a process repeatedly reproduced on shared spaces.
Tourists are seen by Edensor (2000) as performers, shapers of codes and signs and, along with locals
and stakeholders, co-producers of a distinctive syntagmatic nexus: the tourism industry. Even their
role as spectators during their traveling is performative. John Urry (2011) sees the tourist gaze as an
embodied practice, as the primary and coordinating sense of choice, but also of evaluation, in every
tourist experience. The act of consuming visual images is presented not simply as a passive or pre-
planned positioning of the gaze on specific points of tourist interest, but also as an active act of
meaning-making, an act of decoding, interpreting and, through photography, producing new
perspectives. Although various tourist performances may be dictated by invisible cultural codes, or
culturally encoded models of tourist behavior promoted through media, cinematic, digital or other
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representations, the gaze presents itself as embodied and theatrical, multisensory and relational; it is
fluid, sometimes unpredictable. Tourism performances — including gazes — are examined in this paper
as practices dependent on relationships, narratives and symbols. The curtain call is seen as a complex
space of intersubjective negotiations (Sutton Clark, 2023) or a threshold phase (Revermann, 2008), a
transitional bridge between the staged performance and the real world. In the tourism world, where
performance fade into reality and vice versa, the curtain call functions as an invitation to and a promise
of authentic, co-created experiences in the destination. This paper examines three traditional music
festivals on the island of Crete, Greece, as both structural frameworks, offering cognitive and
immersive experiences, and two-way communication processes, inviting co-creation of meaning
during the performances staged and especially after the curtain call, when locals and tourists blend in
an extension of the performance on and off stage, celebrating together. Methodologically, the analysis
applies/adapts Greimassian and some aspects of Existential Semiotics (Tarasti) to examine both the
narrative structure and the actual live, embodied performances. The multimodality of the events —
including visual, audio and spatial aspects — is also taken into account, as well as the performative
approach (Fischer-Lichte, 2008) and Culler’s (1990) semiotics of tourism, enriched with the author’s
own formulations.

OTTIK ONUELWTIKN KOl TTPOCEAKUON EMIOKENTWYV OTIC apioec Tou DeotiBaA ‘Aiabpouéc otn
Mcaprnnooa’

Ala Metpidou?, NikdAag KapaydAng?
LyriopAdra Siddxtopag, Maveriotiuo Awyaiou | 2 Emikoupog KaBnyntrg, Maveniotruo Ayaiou

H mapouvoa sloriynon e€etalel tn oxéon PeTafl OMTIKAC EMLKOWVWVING KOl TTPOGEAKUONG ETILOKETTWY,
€0TLATOVTOG OTO CUMUETOXIKO PeOTIBAN «Aladpopég otn Mdapmnooa» mou SLOPYOVWVETAL OTO XWPLO
Maprinooa tng Mapou. Kevtplkog agovog tng HeAETNC elval n avaAucon Tou mpowBnTikol UALKOU TG
Slopydvwong (adioeg), oL omoieg mpooeyyilovtal w¢ oUVOETA ONUELWTIKA CUCTAUATA TIOU
unepBaivouv tnv amAn mAnpodoplakr Asttoupyia. To MPWTO EPEUVNTLKO EPWTNHA SLEPEUVA TTWG OL
£lKOVEC, oL evlelkteg Kol Ta oUUBOAX TOU XPNOLUOTOLOUVTOL Yla TOV OXESLAOUO TWV OPLoWV
petaoxnuatilouv tn Mapnnooa and pa GuoIK YeEwypadIK OVIOTNTA O€ HLO ONUELWTLKA
Kotaokeun. E€eTaleTal o TpOTMOC LI TOV OTIOLO OL LEUOVWEVEG AETITOUEPELEG (UL KOULAPQ, EVA T
oo To ALBOOTPWTO, £va APXLTEKTOVIKO PMEAOC R VOl AVTLIKELLEVO TNG KABNUEPLVOTNTAG TOU XWwPLoL)
malouV Vo oImoTEAOUV OIMAEC QVATIAPACTACEL TOU XWPOU KOl EVEPYOTIOLOUV IO ETUTEAECTIKN
Sladikaoia Slapopdwaong Tou XWpPou, OToU 0 EMLOKENTNG KaAgital va BLwaoeL Tov Xwpo. To «UEPOCY
OVTLITPOOWTIEVEL TO «OAO» KAl OVOLOUVBOETEL TO EUPUTEPO TTOALTIOULIKO adrynua tng Mdapmnooog Ko,
Kot eméktaon, TG Napou. EmumAéov, oL adloeg Tou deoTIBAN AslToupyoUV WG Eva LOXUPO PECO
TIOATIOUIKAG KOl TOUPLOTIKAG Tpooghkuong. H  Soupnuévn oOmukn pntopkn toug (udEc,
YPOUUOTOOEPEG, PwToypadlkd Udog) dev ameuBUVETAL AMOKAELOTIKA OTNV TOTLKA KOLVOTNTA.
Aladelyovtog amno Ta oTepeOTUTA TOU Halkol TouplopoU (RAtog kal Bahacca), o oXeSLOAOUOC TwWY
odpLowv UTOoXETAL TNV auBevtikdTnTa Kal TNV evoAAaKTkn e€epelvvnon. Emopévwe, to Sgltepo
EPEUVNTIKO EPWTNMO €0TLALEL OTOV TOLOV TPOTO ToU N adioa umepPaivel Tov podo Tou amAou
EVNUEPWTLKOU dopéa Kot eEETATEL TNV OMTIKA PNTOPLKN WE UNXOVIOUO EMUTEAECNG TTOU LETATOTIIEL TOV
S£kTn amo tov pdAo tou Beath oTov pOAo Tou cuppEeTEXOVTa. H TTpocéyylon Kot avaluon otnpiletot
OTO ONUELWTIKO gpyaAeio TNG ONUELWTIKAG TwV taBwv Twv Greimas kat Fontanille (1991), pe to onoio
TEKUNPLWVETAL TIWE oL UPEG KAl OL avamapooTaocelg ot adioeg tou DeotiBal dnuloupyolv pio
oLobnTNPLAKN UTIOOXECT TIOU TIPOKOAEL TNV emBupia ylo BLwUaTIKN eumelpia.
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Dialect, authenticity and visibility: Constructing Agiasos through physical and digital semiotic
landscapes

Daphne-Nicoletta Christoulaki!, Eirini Kouniarelli?, Costas Canakis?
1 PhD candidate, University of the Aegean | 2 Postdoctoral Researcher, University of the Aegean | 3 Professor,
University of the Aegean

Linguistic/Semiotic landscape (L/SL) studies, a rapidly evolving field on the edge of its third wave, has
largely involved the exploration of digital aspects of the creation of public space (Androutsopoulos
2024, Blommaert & Maly 2019). In a context of superdiversity, the commercialised use of language
has been examined at length (Coupland & Garett 2010, Heller et al. 2014) focusing mainly on urban,
multilingual spaces. Local idiom and dialect as identity construction has also attracted interest in
recent scholarship, both in various multi-media (Kourdis 2025) and L/SLs (Tsiplakou 2023, Canakis &
Kouniarelli 2025). Our paper extends these inquiries to rural environments by investigating how
dialect functions as both an identity marker and a place-branding tool. More specifically, we examine
the ways in which dialect is employed in L/SLs in order to construct the village of Agiasos in Lesvos as
an authentic destination across the online-offline nexus. Agiasos is known for its rich cultural traditions
and a distinct dialect that connects its speakers to their heritage (Kouniarelli 2022, 2023). Conducting
ethnographic linguistic landscape analysis (Blommaert & Maly 2014) that includes field research,
photographs and data from selected websites, we examine the physical as well as the digital L/SL of
Agiasos used to promote the village. Our analysis reveals how dialect is employed both in physical and
digital spaces to lend the village visibility and enhance its commercial value as an authentic location
worth visiting.

Ao ta Aaikd SpwUEVA OTNV OMTTIKOXKOUOTLKN aupriynon: post-folk emiteAéoetg, o E(S)pw¢ we
UBpLbLko ouuBolAo otn ueta-PneLakn KouAtoupa

Mavaylwtng Z60UKoG
Yroyndrog stddaktopag, I6vio MavemniotiuLo

H mapovoa KoAALTEXVIKA €peuva eEETATEL TN ONUELWTLKNA KAl EMITEAEOTIKA SuVaAULKA TOU SnUOTKOU
TPayoudLol Kal Twv AdiKwv SpWHEVWY LECA OE €Va OTITLKOOKOUOTIKO TteplBdAAov Snuoupyiag. To
TIOAUMECIKO £pyo «E(8)pwe kat EAévn» avamrtiooel pla uBpLdikn popodn digital audiovisual folk
performance, 6mou n $wvh, To CWUA, 0 AXOC KAl N KOV cuvudaivovToLl Og Lo KLvnpotoypadLkni
adnynon site-specific xapaktipa. Adetnpia amoteAolv Tt Spwpeva Tou AwdekanUEPOU TNC
Metpoloag Apdpag Kot mapodootakd tpoyoudia tng Hmeipou kot tng Makedoviag, ta omoia
petamAdBovtol oe VEeC Texvo-aoONTIKEC HopdEG £kdpaong. Kevipkny popdry amoteAel o
Koubouvodopog E(S)pweg, €va apXETUTIKO TPayopopdo ov Kal GOopENC «TOALTIOULKAG KVAMNGY
(Assmann, 2017), mou emavEpXeTal KUKALKA HEoo oToV GUGLKO XpOvo, OTwe Kal ta Aaikd Spwpueva. H
@uon Aettoupyel WG PLOTOMOG KAl OKNVLKOG XWPOG, VW O (BlOG EVOAPKWVEL MO ETUTEAECTIKN
apdlonpia: emBupia yla évwon pe thv EAEévn — cUPPBoAO YovILOTNTAG KOl AvoLEng — KL TAUTOXPOVN
anoppun omd to KoopKo meptBAarlov Adyw TG Tpaydpopdng Hopdng tou. To epwTnUa «Kevo A
Kawvo;» Asttoupyel wg emiteAeotikd potifo liminality (Turner, 1969), amotumwvovtag TV avBpwrivn
B£on avdapeca otn Snuioupyia VEwv KOOUWY Kal TV armocuvdeon amd t ¢uvon, T HUVAEN KoL TO
owpa. MeBoboloykd, n €peuva cuvdudlel eMITOTMIA TAPATAPNON, NAEKTPOVIKN emefepyaoia
MAPASooLOKWY TPAYoUSLWY Kol Klvnuatoypdadnon svowpatwv Spdcewv, Hetofaivovtog amo
€0vo-aloBONTIKEG OE TEXVO-OLOONTIKEG TPOKTIKEG. H HEAETN evtdooestal otnv £papUOCHEVN
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EBvopouoikoloyia kat otig Performance Studies (Schechner, 2020), npoteivovtag plo pPeta-poAk
npooéyylon (AaAlavoldn, 2020) mou avadelkvUel TwG N Aaikn EKppoon emavavonuatodoTeiTal OTIg
peTa-PNPLOKEG  KOUATOUPEG WC¢ Tedlo TMONTIKAG  EMITEAECTIKOTNTAG, UPPLSKOTNTAC KOl

oupmnepiAnyng.
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The post-digital museum

| O ekdeolakoc xwpoc w¢ nedio enttéAeonc

Ndola Xouppouliadn
KaBnyntpla, Mavemnotruio Alyaiou

H ewonynon mpooeyyilel to medio tng €kBeong w¢ €vav oUVOETO ONUELWTIKO KAl EMLTEAECTLKO
MNXaVIoUO TTapaywynG VONHATOG, £0TLA{oVTag TO0O OTLG IIPAKTIKEG TOU eKBECLOKOU OXESLOOMOU 0G0
KoL 0TNV EUMELpia TPOOANYNG Tou eKBECLAKOU TIPOIOVTOG. ZTO MAALOLO TNG ETUTEAECTIKNG OTPODCY,
QVTAWVTAG amo TNV EMUTEAECTIKN Bewpia, aAAA KAl amd Tn XWPLKA Kal adnynUATIKA CNUELWTLKA N
£kBeon, wg TpL-dldotatn mMoAupeatkn adnynon, 6ev avilUeTwleTol WG OTATIKO CUVOAO eKBECLAKWV
oTolXElWV KOL TIPOKATAOKEVOOUEVWY VONUATWY, 0AAA WG éva medilo evepywv Sladkaolwy Omou To
vOnUa CUYKPOTEITAL €V KWWAOEL, PEoa amd Spdoelg, oAANASTUSPAOELG KAl EVOWUOTEG EUTELPLEC.
Adetnpla TNG MPOCEYYLONG AMMOTEAEL TO EPWTNHO KATA TTOOO KOl UE TIOLOUG TPOTIOUG UMOPOUV va
EVOWHATWOOUV eMITEAECTIKA OTOLXELQ OTOV OXESLOOUO, TIPOKELUEVOU va eVIoXUBEeL n adnynuatikn
Sldotaon tng £€kBeong, va TAPOUCLAOTEL Pe KABapoTNTA N OMTIKN ywvia Twv adpnyntwv Kot va
urtootnpyBel n avamntuén tng MAOKN G eVIog Tn¢ ekBeoLakng oknvoypadiag. Yo auto To nplopa, Ta
ekBeolakd oTolyeia mpooeyyil{ovtal W ONUELWTIKOLTTOPOL, EVW OLXWPLKEC TOUG OXETELG, OL SLOOPOUEC,
oL UETAPACELC KAl Ol aloONTNPLAKEG TTOLOTNTEG TOU TEPLBAANOVTOC AELTOUPYOUV WG HNnXaviopol
mapaywyng Kot SLampaypAateuong vonuatog. To emte Aeotikd otolxela, €€ ap)N G AMOKpUOTAAMWUEVA
Il PEVOTA KAl EUTTAAOTA, ElvVaL SUVATOV VO LETAOXNUATIOOUV TIG OXEOELG LETAEY EKODECLOKWY OTOLYXELWY
KOL ETLOKEMTWY KAl va avadelfouv evaANAKTIKEG TPOTUKOTNTEG VONUATOSOTNONG TIEPA QMO TOUC
TPOMOUG TNG TUTIKAG ekBeatakng adrynong. MapdaAAnla, n oavakoivwon mpooeyyilel Ty dla tnv
eniokePn wg pa dadikaoia ONUELWTIKAG KOl ETUTEAECTIKAG TpayUdtwong. O emokémnteg dev
AettoupyoUv we madnTikol S€KTEG, aAAG WG EVEPYA UTIOKELEVO TTOU EVEPYOTIOLOUV, EPUNVEVOUV KOl
OVOOUVOETOUV TO ONUELWTIKA SUVOULIKA TOU XWPOU MECO ATO TIC KLVAOELC, TIC EMIAOYEC KOL TLG
aAAnAemudpdoelg toug. Ta mpolmapxovta TOAITIOUIKA OXAATA, Ol TTPOCOOKIEG KoL Ol KOWVWVLKA
Slopopdwpévol kavoveg cuumepldopdg cuvSLaHopPWVOUV TNV TTAPAYWYH VONLATOC, EVW N EUTELpla
™G €kBeong pUmopel va mpokaAéael avabewpr|CELG KOL LLETATOMIOELG OTLG EPUNVEUTLKEG TOUG BETELC.
Méoa amoé auth tn SUTAN OMTK — TNG €KBEONC WG ONUELWTIKA OPYOVWHEVOU KOl ETUTEAECTIKA
EVEPYOTOLOUEVOU TEPLBAANAOVTOG Kal TNG eMioKePNg wW¢ SLadSLlkaolag EPUNVEUTIKNAG EMITEAEONG —
eTuyelpeital n avadelén Twv TPOTWV LLE TOUG OTIOLOUG TO VONUA TTAPAYETOL KOl PeTaoxnatiletal otov
ekBeoLaKo XWpPo.

Unearthing belonging: Idiosyncratic gestures and the reconstruction of place in post-digital
exhibition spaces

Angeliki-Sofia Mantikou
PhD candidate, National Technical University of Athens

This paper engages with the performative turn in semiotics by investigating idiosyncratic embodiment
as a mode of meaning-in-motion within post-digital curated exhibition spaces. Anchored in the bodily
ascesiology framework of my doctoral research, it examines how meaning emerges through embodied
negotiation, agency, and mediation. The question “how is contemporary spatial design constituted?”
drives the inquiry. Amid rising digitization and disembodiment (Oxman & Oxman, 2013; Gelernter,
1993), design shifts from object-making to multiple description logics that engage the dispositive of
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the subject/user (Agamben, 2009). A dynamic syntax of democratic empowerment is developed,
linking syntactic discourse to linguistic-semantic (Krippendorff, 2005) and serial-metonymic image-
references, culminating in the Post-Object. This process transforms users into prosumers (Toffler,
1970), while idiosyncratization — the subject-oriented reaction to the deeper structure of the design
method — manifests as singularization (Reckwitz, 2020): a culturally expected mode of subjectification
toward the particular. Focusing on three exhibitions — The Value of Good Design (MoMA, 2019), Life
Fair, New Body Products (Het Nieuwe Instituut, 2016), and Franco Albini (Institut, 2019) — idiosyncratic
gestures (pauses, errors, 180° turns, rhizomatic trajectories, visibility overlaps) act as gentle, reflective
resistance against emotional numbness and chronopolitics. These gestures unearth belonging from
within the digital drift by inventing words for design procedures and forging fresh associations for
inhabiting spaces. Curated space is transformed into an idiosyncratic place, excavating nostalgic
phantoms of lost grand narratives through micro-narratives and personal interventions. This research
critically extends theoretical tools of co-constitution, escape, and non-necessary order. By rejecting
absolute rationalism and emphasizing reflection-in/on-action (Schon), such gestures actively
reconstruct place as a site of renewed belonging and care, resisting the homogenizing chronopolitics
of digital capitalism through topo-economic temporalities rooted in place. In post-digital cultures, this
research proposes a semiotics of the idiosyncratic place, transforming digital mediation into a tool for
nostalgic reconstruction and renewed belonging.

From signifier to prompt: A performative semiotics of latent-space generation

Themistoklis Lekkas!, Magdalena Grigoriadou?
1 PhD candidate, University of Thessaly | 2 Postdoctoral Researcher, University of Thessaly

Generative artificial intelligence requires properly defined performative semiotics. Saussurean,
Peircean, and Hjelmslevian models presuppose a stable relation between sign and meaning
underwritten by codes that precede any individual act of signification. This presupposition is unsettled
at the level of the production mechanism itself. Within diffusion and large language models, meaning
is interpolated across a high-dimensional latent space comprised of features, styles, and cultural
references that coexist as statistical associations. The Al sign is more accurately theorised as event
and not as thing, constituted in real time through a triangulated performance of prompt, model, and
curator. The performative tone of this constitution is grounded philosophically in Barad’s account of
agential realism, as phenomena constituted through intra-actions of human and non-human agencies.
The argument is anchored in Flusser’s distinction between traditional and technical images, which
positions generative Al as the radical realisation of the programmatic logic of the apparatus first
theorized in the early 1980s. The semiotic disturbance is specified through the Peircean tripartite
distinction: Al images perform the visual rhetoric of indexicality while remaining structurally non-
indexical. Hayles’s notion of the cognitive assemblage and Latour’s actor-network theory together
supply the mechanism for theorising authorship as a relational position and not as a unilateral exercise
of intention. Castoriadis’s distinction between the instituted and the instituting permits the analysis
of generative Al as operating predominantly within sedimented cultural patterns, with occasional
creative lapses that briefly enter the instituting register. The conceptual claim is empirically
substantiated by Refik Anadol’s Unsupervised—Machine Hallucinations, a site-specific installation
wherein the artist deployed generative Al to metabolize the Museum of Modern Art’s (MoMA)
archival history as a speculative material system. In this context, the sedimented cultural patterns of
modernism are shown to translate into fluid algorithmic counterparts within a real-time generative
pipeline, treating the museum's collection as a high-dimensional latent space of statistical
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associations. The contribution is a performative semiotics adapted to generative Al, a re-articulation
of authorship under conditions of distributed cognition, and a critical apparatus for distinguishing
instituted recombination from instituting lapse, with implications for ethics, curatorial practice, and
cultural policy.

Preservation as performance: Spatial and semiotic assemblages in post-digital heritage

Avrokomi Zavitsanou
Adjunct Lecturer, University of loannina

The instability of digital heritage has often been discussed through the lens of technological
obsolescence. Software dependencies, platform shifts, and hardware discontinuities shape the
conditions under which digital heritage persist, and have therefore been closely associated with
guestions of integrity, continuity, and preservation strategy. Within the post-digital condition,
however, preservation may also be understood as a performative spatial practice, emerging through
situated processes of maintenance, mediation, and reactivation. Born-digital artworks persist through
shifting relations among code, interfaces, infrastructures, institutions, and users. Their continuity is
shaped by recurring practices of negotiation, migration, reinterpretation, and repair, through which
the work is not simply maintained but spatially reconfigured. Preservation may therefore be
understood as an event of assembly, in which human and non-human agents participate in the
ongoing production and redistribution of meaning. Drawing on assemblage theory and post-digital
aesthetics, this paper examines how informal preservation practices developing beyond strictly
institutional frameworks produce spatial and semiotic assemblages. Artists maintaining obsolete
software, communities circulating code fragments, platforms unintentionally preserving content, and
users reactivating works through emulation all contribute to the performative reconfiguration of
digital space. Within these processes, space emerges through interaction, translation, and
technological mediation. The paper draws on selected case studies of born-digital artworks whose
continuity has relied on emulation, migration, informal maintenance and distributed acts of
reactivation. By approaching preservation as performance, the paper considers the semiotic and
spatial transformations that take shape through practices of maintenance, transmission, and
reactivation. Within the post-digital condition, preservation may be understood as an ongoing
negotiation of presence, absence, and materiality. Through these performative assemblages, digital
artworks persist as dynamic spatial events, continually reconstituted across changing technical and
cultural conditions.

Anotuniwvovtag tnv AnwAsia, EmiteAwvrac t Mvnun: Znusiwtikol Xwpot kot Evowuatn
Emitédeon oe EAAnvika Mouaoeia Mvnunc¢ tou OAokauTwuatog kot Tou MoAguou

Etpivn Inddkn?!, BapBdpa MmouumnovAn?
L Avarinpwtpta KaBnyAitpla, MNavemotipto Osooahiog| 2 EAMVikd Avolytod MavemnioTh Lo

H mapoloa avakolvwon e€eTAleL TIC ONUELWTLKEG KOl ETUTEAECTIKEG SLAOTAOELS TOU HOUCELAKOU
XWPOU UVAUNG LECO OO LA CUYKPLTLKA avaAucon SUo eAANVIKWY TOMWV TPOUMOTIKAG LVAKNG: TOU
Anpotikou Mouoegiou KalaPputivol OAoKautwuoTtog Katl Tou ERpaikol Moucsiou @socoalovikng.
AvtAwvtag amo tn onuewwtiky Beswpia (Peirce, Barthes) kal ti¢ omoubéc emitéAeong (Taylor,
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Schechner), unootnpiloupe OTL Ta pHoudeia AUTA Sev AvamAPLOTOUV OMAWG To TaPeABOV, aAAd To
eTLTEAOUV: N UvNun 6ev mapdyetol LOVO LECW ONUELWY KOl avamapacTAcewV, aAAd evepyoTiOLELTAL
Kol Blwvetol péoca amo TNV EVOWMOTN EUTIELPIlO TOU EMLOKETTN, TN XWPLK Xopoypadla Kal Tig
TEAETOUPYIKEG TIPAKTIKEG HvnUOveuonG. H avaluon otnpiletal oe MPWTOTUTIN MOLOTLKA €PEUVA, TIOU
MeEPNAPBAVEL NULOOUNUEVEG CUVEVTEUEELG UE TOUC ETILUEANTEG Kal TwV SU0 pouosiwv. H avakoivwon
gotLalel os Tpla OAANAEVOETA ONUELWTIKA emineda, KaBEva amod Ta omola OmOKTA KAl EMITEAECTIKNA
Slaotaon: (1) tn SeIKTIKA AELTOU PYLO TWV UALKWY LXVWV — OTIWGE TO KAMEVO TR SaméSou OTo HouTElo
Twv KaAhaBpUtwvy, tou Aeltoupyel WG UAKO amoTUTIWHA TNG LOTOPLKAG Blag Kol eveEpPyOmoLEL TN pvAun
MECQ ATIO TN CWLOTLKI TIPOUCLa TOU EMLOKETTN OTOV (510 TOV LOTOPLKO TOTO- (2) TO ELKOVLKO CUOTNUA
¢ €kBeong Omou n XPWHOTIKA avtiBeon avdpeoa oe 638 pavpeg Kal 30 KOKKIVEG eTlypadEg
KwdLKomoLel omTIKA TNV acuppeTpia Bavatou kat emiPBiwong: Kal (3) tn BLWHATIKA oPXLTEKTOVLKN TOU
kevotadiou, Omou ol mepikAeloToL TOlOL TOMOOETOUV CWHATIKA TOV ETILOKENTN OTO KEVTPO TNC
UVNUOVEUTIKAC TIpAéng. Mpokettal dnAadn yla pa xwpLkn emtélecn autol mou n Diana Taylor
ovoualel «repertoire» TNC EVOWHATNG UVAKNG, 0 avtiBeon Ye TRV apnynUOTIK Kol TEKUNPLWTLKA
opyavwon Tou Kuplapxel otn Osooalovikn. H avakoivwon umootnpilel mepattépw OTL OL ETNOLEG
TEAETEG UVAUNG OTIWCE N TIOWTTI) 0TOV SpOp0 TwV ekTeEAecUEVWY ota KaAhdaBputa, n Mopeia Mvrung otn
Oeooalovikn, cuVIOTOUV ETIITEAECELC e TNV TTANPN BewpnTIKA £VVOLO TOU OpOU: TIPAEELC LETA OTTO TIG
omoleg n oUAAOYLKA VNN Sev apxeloBeteital, aAAa emavaapBavetal kal petaBiBaletal amo yevid
oe yevid. H 8lakplon archive/repertoire (Taylor) avtiotoutyiletal pe tn SLdkpLon tou Assmann avapeoa
OE EMLKOWVWVLOKN KOL TIOALTIOWULKY) UVAMN, TNV OTola N avoKoivwaon AEITOUpYLKOTIOLEL péoa amd thv
QVTUTOPABOESN TWV AMOKALVOUGWY UVNUOVEUTIKWY OTPOTNYLIKWY Twv dU0o pouosiwv. Ta suphiuoto
CUUBAAAOUV oToV eUpUTEPO SLAAOYO TWV GTIOUSWV UVAUNG KAL TNG ONUELWTIKAG Bewplag OXETIKA Ue
TN OX€0N XWPOU, CWHATOC KoL LOTOPLKAG CUVELSNONG 0Tn oUYXPOVN UVNLOVEUTIKI KOUATOUPA.

H emtéAeon tou euputou guldoyikou tpauvuatoc: Mia @euviotiky ekdeon otnv ESvikn
MvakoBnkn tou KoodBou (2025)

Avuoia Alolpn
Yroynda Stdaktopag, Aplototélelo MNavemniotiuio Oeaoaiovikng

Nwg oulntd n GeUWVLOTIKA Houceloloyia tnv emtédeon Tou GpUAoU;. Mwe cuykpoTeital To €Udulo
BAéppa oto pouocesio; Méoa amd tn peAétn tng SieBvoug €kBsong 17n Gjon Mili international
exhibition of photography and moving image “She who starts the song...” otnv EBvikiy MwvakoBrikn
tou KoooBou otnv Mpiotwva (lavoudplog - Maptiog 2025) n avokoivwon Ba meplypdel Tig
LLOUCELOAOYIKEG TIPAKTLIKEC OF Hia ywpa tng mpwnv louykoolafioc pe dafovo tn PEULVIOTIKA
TPOCEYYLoN Tou SlayeveakoU Tpavpatoc. EEetaletal To CUANOYLKO TpOUMA KOL Ol TIPOCWITKEG TOU
eKOOXEC HEOQ ATO TNV KATAVONON ToUu BLWUATOC ortd TN pia TwV AdKWY Tapadooewyv HeToly Twy
YUVALKWV Kol amd tnv GAAn Twv MOAAmMAWVY eTBE0ewv TTOU SEXTNKAV WE KECWTEPLKEG AANAEGH
(yuvaikeg, maidia, avannpa/tpavpatiopévo/queer owpata-apLBpoi) otoug mpdadatous MOAEUOUC
Tou emwbeivwoayv TNV maTplapytk ouvonkn. Oa tebel to {NTNUA TOU EAEYXOU TIOU QOKELTAL «ATIO TA
MAVW», TIWG OUTOC O EAeyX0G eKPPATETAL ONUELWTIKA OTO XWPO KOATA TOV OXESLOOUO €VOC
pHouosloAoyLlkoU adnynuotog pe depviotiky dlodofia, mwe LoTopsital Kol MW emteAeitol o
£UPUAOG PONOG 0TO TEALKO amtOTEAEGHAL.
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ZWUO Kol apxelo €V KIVNOEL: ETUTEAEOTIK ONUELWTIKN TNC LOTOPLKAG UVAMNG OTO WETA-
YneLako puovoeio

fewpyia NikoAdou
Ave€aptntn Epsuvntpla

2T UETOVEWTEPLKN ouVONKN, OTou oL PndLlakég Texvoloyieg BewpolvTal avVamOoTIHOTO KOMMATL TNG
KOONUEPLVOTNTAG, N ETUTEAECTIKN pouoELloAoyia avaBewpel pLlLkd TOV TPOTIO JLE TOV OTOL0 TA LOUCELD
Sloxelpilovral kat petadibouv TNV TMOATIOMIKA TAnpodopla Kol TN OUAOYLIK  UVAUN,
UETAOXNUATI{OVTOC TA O XWPOUC PLWUATIKAC EUMELPLOC. 2TO TAQICLO AUTO, Ol ETILKEVIPWHEVEG OTO
OWMO ETUTEAECTIKEG TIPOKTLKEG OTIOKTOUV KEVIPWKO pOAo otn Swadlkacia vonuoatoddtnong,
UETATpEMOVTAG TO apXeio oTo peTa-PndLako LoTopko pouoeio amo otatikn de€apevh MAnpodoplwv
oe Suvaulkd epyaleio mapaywyng v Kwnosl onueiwv. H mopovoa avakoivwon Slepeuvd tnv
ETUTEAEOTIKI) ONUELWTIKN TNG LOTOPLKNG UVALNG HECA QTIO TN HEAETN TMEPIMTWONG TNG TOTOELSIKAG
nepdopuavg H ownn t™¢ loudiog, n omoia mpaypatonolOnke oto lotopikd Mouosio MEAN
KaAAB<ag. H Spaon, mou enediwée TNV EMITEAECTIKN EVEPYOTIOINGN TWV LOTOPLKWVY YEYOVOTWVY OTO
TAPOV Tou ekBeCLOKOU XWPOU avti TNG CUMPBATIKAC QvaTapAoTaonG, oTnpiXtnKe otnv Apeon Kol
SnuULoupyLKA cUVOUIA LE TO OPXELOKO UALKO, PUE OTOXO va SpOoTNPLOTOLOEL CUVALOOBNUOTIKA KoL
aLoBNTNPLOKA TO KOWO Kol vo To evBappUVeL va amodwosl To 81KO TOU MPOCWITIIKO VOnUa oTa
ekBépata. Baolopévn oto pebodoloylkd mopddelypa g £peuvag PEow TNG TtéEXvne (art-based
research) KalL o€ AETTOUEPN ONUEWWTIKA avaAucn, n HeAETn avadelkviel tn Suvatdtnta tng
nepdOpUaVE HECO QIO TNV EVowHATh Spdon va KabLotd puaoLkad mopoloa Thv LOToPLKN TAnpodopia
oTO pouoeio kat va Slapecolafel TNV LOTOPLKA YVWGON OTO KOWO Apeaa Kal euoclvormta. MapaAinAa,
TPOTEIVEL ULt EVAANAKTLK) TIPOCEYYLON TOU LOTOPLKOU HOUCELOU WG avoLXTOU XWPOU KOLWWVLKAG
oAANAeTiSpaong Kol SNUOKPOTIKAG TTapaywyng LOTOPLKAC yvwong. Me tov Tpomo auto, cupBAMeL
600 otn Slevpuvon Tou MeSIoU TNG CNUELWTIKAC TG EMITEAEONC OG0 Kol 0TV emavabewpnon Tng
oX€0NG LETAEY CWHATOG, VKNG KoL apxelou oto pouoeio Tou 21ou alwva.

H c@wtoypapik ouvapuoyn w¢ ONUELWTIKO maAiuynoto: Avaocuviétovtac 10
UETAVAOTEUTIKN UVAUN QVHUETA OTO TEKUNPLO KAL TO EPELTTLO

NikOAaog AoupavTtog
Epeuvntng

H mapouociaocn pog £€etalel T ONUEWWTLKA Asltoupyia pioc cuvappoync: oUvBeon apXELOKWV
dwTOYPAPLWV HETOVACTWY LE CUYXPOVEC ELKOVEG EPELTIWV ATO TNV MaATpida Touc. ITOXOG elval va
avaAuBel mw¢ n ontiky ouvlTapEn OLUPOPETIKWY XPOVLKWVY XPOVIKOTATWY OnUloupyel VEEC
OUUPOALKEG onpacieg kot va avadelyBolv oL ox£oelg HeTOEY TNG ELKOVAC KAL TWV ATTELKOVLIOUEVWV.
Me Baon Tig L6éeg Tou Peirce yla TV SelKTIKOTNTA, N dwToypadio Bewpeltal wg ixvog pLag anoloog
napouciac. H cuvévwon Tekunpiwv pe olyxpova epeilmia dnuoupyel onueloloyikry oclykpouon
petafy dVo kwdikwv: TG avOpwrivng Boypadiag kot TG UAKAG amoouvBeong. EmutAéoy, pe thv
gloaywyn TNG EMITEAEONC, N AVAAUCH UETATOTIETOL OO ML OTATIKN €PUNVELA OE LA TIPOCEYYLON
npoocavatoAlopévn otn  Swadkaocia: péow TG ouvBeong kat TG Ofacng oL ELKOVEC
ETIOVOEVEPYOTIOLOUV UVHLEG KOL OXEOCELG, TIAPAYOVTOG VONUA w¢ Paln. H olvBeon, n cuoxETtion Kot
n 6€aon avtetwnilovral wg npagels. H pvAun dev avamapiotatal, aAAd ekteAeitat. Ot elkoveg Sev
TEKUNPLWVOUV aMAWG TNV EUNMELPlA TWV HETAVOOTWVY: OKNVOBETOUV HLa EMAVEVEPYOTOLNGN TNG
KANPOVOUNUEVNC UVAUNG KoL TNG EVOWHATWHEVNG amwAeglag. H évvola tng petapvnung (Hirsch)
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Sleukpwvilel mwg n vootalyla StapecohaBeital HEow TNG LETASOGONG, ETUTPEMOVTOC TNV Katoavonaoh
TOU TPOTIOU UE TOV OTOLO Ol KOGUOL TNG MVAKNG ETILUEVOUV HECW TWV ELKOVWY, AKOUN Kal Ootav Oev
£xouv BLwOel apeoa. To punctum tou Barthes Asitoupyei e6w w¢ cuvaleBnUATIKA A, EEnywvtag
TIWCG N XPOVLKA avavtloTolyia evepyel wg ouvaloBNUATIKOC KATAAUTNG yLlo Tov Beatr), LETATPEMOVTAG
™ devyaAéa patid o€ SUVOLLKI EPLNVEUTIKN TPAKTIKA. Ta epeimia mavouv va elvat évag pn-tomnog,
avadlovtal w¢ ONUELOAOYIKO TAAlUPNOTO OTO OmMolo CUVUMAPXOUV LOTOPLKA OTPWUOTO, Kol
Sl OPETIKEC TPAKTLKEG BE0ONG AELTOUPYOUV WG TTAPACTATIKOL XWPOL YLa TNV EMavVASLampayUATEVCN
Twv apnynoswv. Autd to £pyo Oev amoteAel amAwg MO avamapdctacn Tou TapeABovrog.
MetaoxnUoTilel To TpaUHA TNG LETAVACTEUONG OE £VA TIOAUETIIESO OTITLKO KELLEVO TIOU EVEPYOTIOLEL
KoL VS Lo PP WVEL TN VAN, TLC TOUTOTNTEC KOL TOUG KOLWVWVLKOUE AOYOUC OTO TIAPOV, ETIITPETIOVTOG
Vv aMnAenidpacn HeTafl TNG MPAENG TWV PWTOYPADLKWY ELKOVWV (TOCO TWV OPXELOKWY OGO Kall
TWV VEWV) KalL TG eppnveiag toug.
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