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. A4y GAAN, Kpuor TIAEUPA NG OEANVNG
Ipavepwvel 1o 2 0 Anuitpng Ma-
naiwdvvou. AvOpIkES apouaieq

HETATPETOUV TOV YUUVO X(PO O€ KATOIKNHEVO
T0mo: H oknviy Bagetat 01o yardllo oug twv
ayoplwv kat évag avopag povog dLeladuel olya
olya o’ éva aupmav appévav. Mavw o’ évav
KUALOpEVO BLadPOpO, BANTOES Kal UOTEPA
@vdpeg mou riepvouv Kat xavovtal. Kuhwvtag
o€ avtiBeteg KateuBUvaelg, dUo AyvwaTol
olaoTaupwvovtal peuyaréa 0to dvappa eveg
TOlyapou. Avdpika o0pata—avepwrnives
vnoi{deg KatappeouV 0To ETIKAVES dATIEDO.
Ao «adelavd» 0akdakla, Kpepaopeva ota akpa

'y 4/ ith2, Dimitris Papaioannou sheds
M light on the other, dark side of

[ the moon. Male figures transform
empty space into an inhabited landscape: the
stage is bathed in a boyish-blue light and a
lone man gradually makes his way into a male
universe. Luggage and then men pass by on
a conveyor belt and disappear from view.
Moving in opposite directions, two strangers
fleetingly cross paths in their attempts to light
a cigarette. Male bodies, little islands of hu-
manity, tumble down the inclined stage floor.
Two empty jackets, hung at opposite ends of
the stage, signify the different rules that govern

MG oKNVIAg, oNUatodotouv dlagopeTikolg
0pOuUg OUVEUPEDNG KAl KOG Hovaglag, kabwg
T0 MPWTO Ba popedei amnd MANB0OS GUVTPGPWY,
eve) 1o 6elTepo Ba METeL Bapu aTov auapd
ETIAEYHEVO «AANO».

H por Twv anp6opevwy ouppaviwv
eKTUN{OOETAL e Evav agnynuatiké tpormo
TIoU BUpICel KOUIKG. H Kivnalohoyia g
KaBnuepwvoTag OUVUTIAPYEL HE Ta
X0POoYpPagIkd pépn kat n electronica tou
K.BHTA, pe arjveq and yvwota potipa,
akohouBel Toug xtUmoug g Kapdldg. 21o
AOYIKG €LOBAAAEL KABE TO00 TO AAoYO. Evag
KUPLOG KUKAOQOPEL XWPIG KEPAAL, Evag TUTOG

intimate relations and collective loneliness —
the first is worn by a stream of lovers, while
the second overwhelms the scrupulously
selected “other.”

A series of unexpected events unfold in
a narrative form reminiscent of comic books.
The kinetic vocabulary of daily life intermingles
with choreography, while the electronica of
K.BHTA, interspersed with well-known themes,
takes its lead from the beats of a heart. The
absurd sporadically ruptures the rational. A
gentleman paces about without a head, a
man shoots the woman’s high-heeled shoe
he wears, and an Adam complete with fig leaf

TIUPOBOAE( T yuvalkela yoBa tou KL €vag
AdAy pe GUANO OUKNG yeueTal To PAAO Kat mv
anayopeupévn yvaan. To ovelpiké atolyeio
OKapWVeL Tatyvidla pe ta tolpkoAdvika KGAma,
JE TA PETIXIOTIKA AVTIKE(UEVQ KL TIG ELKOVES
and m padikr Kouktoupa. Metakivoupeva
enineda kat poBoAEQ video moAlamAaotdlouv
Ta OKNVIKG dedopéva. Zwvtava npoowna
€L0YWPOUV 0Ta TNAEOTITIKA KOUTLA, €vag OKUAAG
pe Aap€ erudidetat 0o BERNAO GOUEE TOU
Kat pla tepdotia Mndpurt mpoogepeTal aTig
avOpIKES GAVTAOLWOEL.

Avdpeg HeTa&u Toug, Tpudepol Kat
BAGognuoL, o€ POAOUG KOWVWVIKOUG Kal

savours the apple and forbidden knowledge.
An oneiric atmosphere playfully conspires with
circus tricks, fetishistic objects, and images
drawn from mass culture. Shifting levels and
video projections maximise the possibilities

of the set. Real live faces appear in television
sets, a lamé-wrapped second-rate pop singer
performs his coarse latest hit with zeal, and
an enormous Barbie doll is the stuff of male
fantasy.

We are shown men in the company of
men, tender and profane, in their public and
private guises, in sportswear and smart
suits, carrying rucksacks and mobile phones,









10WTIKOUG. Me aBAnTIkd pouya Kat kootoua,
ue oakidla kat Kvntd tAgewva. 2Ti¢ WPeS
TV TEPLOPLOPWY Kal Twv napapdoewy. e *
omitia Kat o€ ypageia pe 61axwpLoTikG, o
0Tpato kat to dp6uo, o€ dnUGoLa oupnTpLa,
0€ Yupvaotipla kat xapdy. Aydpta kat veapoi
KUpLOL, OTPELT KaL YKEL, TeplBwpLakol Kat
yldrnndeg, e€oualantég kat ouatalopevol,
gpunvevovtal and koot d00 XOPEUTES Kal
noormotoug.

Av 10 2004, o.Manaiwdvvou unéypaye Eva
eyxelpnua BVIKOV dla0TA0EWY, e TO 2 TILAVEL
TIAAL TO VIHQ NG E0WTEPLKIG KAANTEXVIKNG
avadiimong. Kat rmyaivet ue toApn oty

indulging in the forbidden and the transgres-
sive, in homes and in cubicled office spaces,
in the army and on the street, in public toilets
and gyms and saunas. Boys and young men,
straight and gay, dropouts and yuppies, the
empowered and the powerless are all brought
to the stage by 22 dancers and actors.”

With the Olympic Ceremonies of 2004,
Papaioannou executed a commission of
national proportions and import; with 2, he
picks up the thread of his personal artistic
expression once more. And he has taken
a bold approach to his first date with the
general public (who learned of him through his

TIPWTN OUVAVTNON HE TO TAATU KOO (TToU Tov
YVW@PLOE HETA TOV OAUpTILAKG BplapBo) Xwpig
va KOAGKEUEL TIG KATETTNUEVES TIPOODOKIES
TOU, TIPOKAADVTAS YAUKQ TIG KAVOVIOTIKEQ
yvwoelg. H appovia Twv TeAetwv divel
B€01 TG 0€ OKOTEVOTEPEC TAEUPES, T€
apoevikolg rou naifouv pmdaha, nakevouy,
auvaviCovrtat kat dokadouy ta épla g
NOOVIG Kal TOU «KaKoU», KaBwg evnALKL@vovTal
HEOQ OTOUG pnxavorompévoug pubpoug g
peTapovIEpVag ouvenkng.

Tdte yati autdg o Yahdadlog K6opog Kavet
TN OUYKIvnon va xturndet Kokkwo; Eival kuping,
VOUiw, yati autoi ot Gvdpeg anoteAolv

Olympic triumph), refusing to pander to their
deep-seated expectations and instead tenderly
undermining accepted wisdom. The serenity
of the Ceremonies has given way to darker
elements, to male figures playing football,
fighting, masturbating and testing the limits of
pleasure and the “wicked” as they come of age
to the mechanised rhythms of the post-modern
condition.

But why does this_cool blue world elicit
such red-hot emotions? | think it is mainly
because these men come to constitute an
“abstraction” — once detached from the pack,
they denote humanity as a whole. Bisected

TEAKA «agaipean», KAl amooTacueEVoL //’~

ano 1o aUveAo mpoodlopilouv v

YEVEL TOUG avBpwrioug. Yap&elg
Wo€g, avalntolv p€oa oTo PlaoTIKO
TARB0¢ T0 AANO TOUG fijLOU, TN {
Xapévn evotnta e avepwrnvng 1
OUONG — TO «Towoat €V €K duolv»
TOU TMAATWVIKOU Zuprogiou — 10te
mou d6Uo avBpwriot-amoteAouoav
€va eviaio Kopui Je €va KEPAAL,
000 mpéowna, T€00EPa nédia KL GAAa
1600 X€pLa, Kat Ta pUAa fTav tpia, T0
appev (tou NAlou), To BNAU (NG yng)
Kat 1o «avdpdyuvov» (Tou geyyaplou).

beings search among the swarming
masses for their other halves, seeking
the severed segments of their very
selves —to “make one of two” in the
words of Plato’s Symposium. They strive
for the time when two people were joined

in a single body with one head, two faces,
four legs and as many arms, and when there
were three sexes — the male (of the sun),
the female (of the earth), and the “androgy-
nous” sex (of the moon); creatures like those
monstrous forms created by the bodies of two
dancers (first seen in the work of conceptual-
ist choreographers), or the duo who suddenly
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2av IS TEPATWOELS PHOPPES (TIG EXOULE
TPWTOYVWPIOEL OE EVVOLOKES XOPOYPAPIES)
TIoU oXnuatiCouv pe Ta owuatd toug d0o
XOPEUTEG 1) 0av ekelvoug Toug «duo»
TIou opiyouv Eagvika kat mpoaomadouv va
Xwp€aouv ato {Blo polxo. ‘Ovia aguveyn,
Kuvnynuéva arno tov xpdvo, tTakavievovrat
nadlaopéva ato Adelo 0TPWUA Kat Payvouv
0TOV €pWTA UL UTIOOXEOT OUVEXELQG:
«va KkpatnBouue péoa otn euyn». Ava-
yeoa og auéTpnTa owypata avalnreig
va ouvavTroelg aute to €va mou Ba
KaBpeTioel «tnv €lKGVa Tou 66ou aou»,

come together and try to fit into the same
set of clothes. Erratic entities, with time hot
on their heels, lasciviously thrust against
an empty camp bed, seeking in love an
assurance that life goes on: “to hang on
in our flight.”* In the conceptual terms of
Jacques Lacan, you search among myriad
bodies for the one who will mirror “the
image of your desire.”
Fragmentary references to Edafos
Dance Theatre productions are resonantly

Ba nmpdabete o Lacan.

ATOOTIAONATIKES UVHUES amd Ta Beduata
g Opddag EdAeoug dlarepvoulv UTawviKTika
T0 2: APXETUTUKES eIKOVEG and Ta Tpayoudla,
10 Evd¢ Aemntou Ziyn, v AvBpwmivn Alya,
ano Kowvou pe v KauoTikr dldataan tou
(teleutaiou Beaypatog) [a Mdvra, mou
OULQN{wOE TV avauvnaon e OUINGOVIKNG
payeiag pe €va 0apkaopo aApodoBapikig
Ta&ewg. Evacg KUKAOG TEAELWVEL, Evag VEOQ
apxiet — kat and autr) mv droyn o aplopog
Tou T{tAou Ba uropouoe va onuaivel Kat v
€vapén me dedtepng mepLddou. AL eivat kat

woven into 2: archetypal images drawn from
The Songs, A Moment’s Silence, and Human
Thirst are coupled here with the more caustic
elements of For Ever (the company’s last
work), which reconciled the suggestion of
Robert Wilsonesque magic with a mordancy
of Almodavaran proportions. One cycle
closes, another opens — and in this regard, the
number of the title could also signify the start
of a second period. And when one realises
that this precious combination of towering

T OUYKIVNON, KaBwg, ouyxpovwg, avayvunpicelg
otn owadpoun and mv KatdAnyn mg Kakov
Texvav (0TIC TAPUPES TOU OUOTAHRATOG) OTa
KEVTPIKA B€atpa, kat ard 1o OAUPMLAKG 2TadLo
070 TepdoTio MaAAdg Tov MOAUTIHO GUvVOUaopd
avepwrivou PHETPOU, UYNANG TEXVIKNAG Kal
XEPWVAKTIKAG epyaaiag.

270 2, 0 Anunteng Manaiwavvou {wypa-
({leL 0TO XEPL PLa TIOMTIKN TOTL UtaAdvra Kat
agnyeitat .oTopieg yia Tig mKpES Apkadieg Twv
TMOAEWV KAl TWV NUEPWV Uag.

technique, hands-on work and an interest in
a human scale can be traced throughout the
journey from the fine arts squat that was the
Artists’ Building (on the very edge of the sys-
tem) to major stages, and from the Olympic
Stadium to the huge Pallas Theatre, one is
also doubly moved.

With 2, Dimitris Papaionnou hand-paints a
poetic pop ballad that tells of the bitter Arca-
dian paradigms of our cities and times.

H And Kayyehdpn eivat kpLtik6g Bedtpou,
Beatpohdyog Kat 51d4okel 0T0 ApLOTOTEAELD
Mavemotipio Oeooalovikng.

Dio Kangelari is a theatre critic, theatre studies specialist
and lecturer at the Aristotle University of Thessaloniki.

* From the poem Flight by George Seferis






nokAelopévog ano 1o dAAo avepw-
VO OWHa, Unv €X0vTag rnote Kappud
€vOouve{dnTn ouykowwvia aiuatog

pe 1o dAAo owpa, Omwg €xeL N yuvaika pe

T0 KUNPa g — oUte Kav €§0do aipatog,

Onwg ekelvn, mapd povdaya otav 10 oOPA TOU

solated from all other human bodies,
, never consciously enjoying a blood
connection with another body as does a
12 female with her foetus, nor even experiencing
the outflow of blood, as she does, unless his
body is subjected to violence, the male body

ekteBel 0 Bia, €xel Eva owWHA HOVAXIKO Kl
adlanépaato’ KAELOTO, dnAadr anelknpévo.
Mou dev avolyel MOTE, OUTE KATA TNV EPWTLKA
Tou dpdam, onoTe KAEIVEL AKOUN TIEPLOCOTEPO
Kat 10 KaBe owpa arnoxwpel, arooupetat
0TnV TLo anéAutn dIKLd Tou alwr, oy eivat

n noovi...

AvidloteAng, aBwog aAAd eugung,
e0ToTog pe ) B€Anon tou, eUBpauoTog
Kal xwpig — o€ avtibeon pe  yuvaika - va
enel Tou Bpuppatiopol Tou* aoknuEVoS ang
€VOTIKTO Va €MVOEl TEXVATUATA TOU KUvnylou

H GBOﬁenTn pOVGEI(’] TOU élVTpCl (andomaoya)

THE Y7L ATE= L orlEL INETS 0F MEA/ oem

is solitary, impenetrable, sealed off — that is to
say, vulnerable. It is a body that never opens
up, not even during the sexual act, when it
shuts itself off even more tightly; indeed, this
is when all bodies retreat into themselves,
withdrawing into that most unadulterated form

0 MNapyog Xewvdg (1936-2000), yuyiatpog ato
enayyeAua, firav dlakekplpévoq mefoypapog kat
doKIuoypdpog, Kabwg Kat petappacTig KAaoIK@v
BeaTPIKOV EPYWV.

Yorgos Himonas (1936-2000), a psychiatrist by
profession, was also an eminent novelist and essayist,
as well as a translator of classic theatrical texts.

of all personal silences: pleasure...

The male of the species: selfless, innocent
yet brilliant, gullible by his own volition, fragile
but - unlike women — unable to survive the
shattering of his self, relying on instinct to
devise hunting techniques to feed the group,




yla mv 10N ¢ opadag, va aypunvdael yla
TOUG KIvOUvoug" amd yevvnoews avumnepa-
oTuaTo g, yati n euon tol mipe miow 0Aa ta
6rAa tou, €UELve TIAVTa TIOAEPLOTAG, OTIAOG
Kat pe xttoug Tpépoug yevvaiog...

Kat AurtnBeite tov, Pe v TLO EUYEVIKLA,

YORGOS HIMONAS

rOProz XeIMONAZ

keeping night watch for dangers; forsaken
at birth — because nature stripped him of all
his weapons — he remains forever a fighter,
unarmed, and brave in myriad ways...

Pity him with the kindest, most tender
pity for the infinite loneliness that afflicts

TNV T TPUYEPT AT, YU QUTA TV anépavn,
mv ¢ 1o TEA0G aBorOnn pova&ld tou.
Aeite Tov, napaypepifoviag Tig ayopioTikeg
KOUMoppnUoolveg Tou, Ta aneAmopéva xadta
¢ pavag Tou — apapepiote ta 6Aa: ta
agnpnuéva ayyiypata mg yuvaikag tou, ta

him unabated until death. Look at him, and
overlook his puerile boasts, the despairing ca-
resses of his mother. Overlook everything: the
disinterested clinches of his wife, the grasping,
adored little hands of his children, and see him
in all his abject vdistress. And when he falls

apraytka kat euinuéva xepdkia Twv nadwv
TOU Kal Olte Tov o€ OAn ToU v avéyela. Kat
un tou pNdte, agriote Tov va owmnaivet 4tav
ownaivel. Kat av apyioet va khaiet Eagvikd,
TOTE PNV TOV PWTNOETE Ylati.

silent, do not talk to him, leave him be. And if
he suddenly starts to cry, never ask him why.










- (andomaoya)
MIA TP I TTAD WA LA
KOSTAS GEORGOUSSOPOULOS




Ace Deuce

Ta Néa, 23 Maptiou 2007

Ta Nea, 23 March 2007

0U xpelafotav autdg o peyarog
TPOAOYOG YIa va EKPPATW TOV
avekAGANTo evOoUGLAoUG HOU

yla 1o 151o0QUEG emiteuypa tou Anuitpn
Manaiwdvvou pe tov Titho 2. Agv Bldotnka
va dw tnv napdotacn. ‘HBeAa va armoAalow
v apnxavia ToA@Vv Kat un e€alpetéwy, va
TOUG dw va extiBevral, va alpvidlddovrat,
va E0pKiCouv T0 «Kakd». Kat mpdypartt

(excerpt)

KOZTAZ FEQPFOYZOI’IOYI\OZ

needed this long introduction to help me

express my inexpressible enthusiasm for

the ingenious work by Dimitris Papaioan-
nou entitled 2. | was in no rush to see the
production. | wanted to enjoy the embarrass-
ment of everyone, without exception; to watch
people compromise themselves, to be caught
unawares, to exorcise this “evil.” And there
was indeed much to amuse me, but my sport
was mingled with a despair brought on by both
sides of the critical reception: both by those
who reviewed this exquisite construction of
good taste as a gay spectacle, and by those
who defended it as such. The discussions

0l1a0k€daoa, aAAd pe ameAmioia avauelkn

1e euBupia, Kal pe TIg dUo MAEUPES NG
KPUTIKNG avTipeT@miong. Kat pe keivoug mou
QVTILETOTIOAV QUTAV TNV €E0XN KATAOKEUN
YoUOTOU WG YKEL BEapa Kat pe KEvoug Tou To
unepaoTiotnkav wg YkEL B€apa. H oulnaon
Hou BUpoe Tig BAakwdELg Bewpieg epl Tou
av n Méva AiCa tou da Vinci eival avtpag i
yuvaika kat Tt taxa onpaivel 1o xapdyeAo mg.
20U €pxetal va pwvagelg: Bpe, koupndpe,
TIPOKELTAL Y1a ZWYPAYLKT|, TipOKELTaL yia TExvn,
avBpwr€ pou, kat mpv ar’ 6Aa uroxpeouaat,
€KTOG av e{oal o avaiodntog xwpoeUAaKag
Tou Lalo rou mupoBoAnae Evav nborotd

reminded me of those inane theories that con-
sider whether da Vinci’s Mona Lisa is a man
or a woman, or what her smile could mean. It
makes you want to scream: this is painting,
old chum! This is art, my dear fellow! And, un-
less you are the imbecilic gendarme of Charles
Lalo who shoots an actor playing the part of a
burglar, you have an obligation above all else
to consider a work of art as a construction,
because this is the meaning of art: it is the
correspondence, connection and combination
of often contradictory, perhaps even unrelated
elements in a new inflection. Stéphane Mal-
larmé once wrote, “It is not with ideas that one



nou énatle tov dlappnkn, va delg éva £pyo
WG Kataokeur, ylati autd anuaivel Téxvn,
onuaivel ouvtaiplaopa, ouvapyoyr, alveean
ouyva avtiBetwv, akéun Kat aoxetwv Petagl
TOUG UAIKGOV o€ pia aAAn motétta. 0 Mallarmé
£€ypagpe nwg n noinon dev yivetat pe 10€eg, N
noinon yivetat pe Aé€elg. ‘EtoL kat to B€apa
nou ouvéBeae o MNamaindvvou dev €xel AAAN
1deohoyia and v Kivnon, Tov pubud kat v
€lkGva. Aev €xel vonpa to Tt Aéel aAAG WG
T0 Aéel....

0 Nanaiwdvvou...katagkelaoe
€Va OKNVIKG KOMIKG HE TNV TEXVIKT TOU
klvnuatoypagikou fondu enchainé (dnhadn

makes poems, it is with words.” In this vein,
the spectacle assembled by Papaioannou has
no ideology other than movement, rhythm and
the image. It is not so much what he says, but
how he says it....

Papaioannou...has created a comic-book
landscape using the cinematic technique fondu
enchainé or cross-fading (where one image
springs from another only to be subsumed
by the next), linking male loneliness, the lack
of intimacy, unconsummated or thwarted
encounters in the unending flow, the hubbub
of the market-place, sports grounds, the
workplaces of multinational companies, gyms,

NV TEXVIKT a elkéva va mmydlet amnd pia
GAAN Kat va xwveletal and mv ENOpevVn)

e pia drietpn 1 teivouaa 0to Amelpo GAuoo
G avdpLkng pova&ldg, mg EAeWng
€MAYPNG, MG aVOAOKANPWTNG 1) HATALWHEVNS
ouvavtnong péoa otnv agvan por, m
xAahon g ayopdg, Tou ynmédou, Tou
moAuebvikol epyotagiou, Twv yupvaompiwy,
NG EKOPOUNG, TOU YAEVTIOU, TOU TIOAENOU,
Mg MANKTIKAG Kuplakig, e avépaotng
adnviag, Tou pakaptou Utvou. 0 MNamaindvvou
Kat n tpopepn o€ TEXVIKN Kal 0{oTpo opdda
TOU Qavépwae TNV apoevikn BnAuTtnTa Kat
mv OnAukrn avdpida...amokpumtoypdenoe

days out, celebrations, war, Sunday blues,
sleepless amour-less nights, and the eternal
rest in a chain that is infinite, or approaches
the infinite. Papaioannou and his technically
formidable dance group of great verve exposed
the masculine aspects of femininity, and the
feminine facets of masculinity...deciphering
feelings of guilt, inhibitions, failures, fears,
risks, desperate acts, subterfuges, transfor-
mations, transvestism, hideaways, plunges
through the void, lapses of the ego, and dives
into dreamscapes. And his work is Greek!
...These puppets that run, leap, tumble,
grow restless, feel awkward, brawl, mastur-

EVOXEC, AVAOTOAEG, HATALWOELS, PORIES,
pioka, amovevonuéva olaprpata, UNEKPUYES,
LETALOPPWOELS, TIAPEVOUODIES, KPNOYUYETA,
TIINOELG 0TO KEVO, KATOALOBNOELG TOU EY( Kal
Kataduoelg ato 6velpo. Kat 1o £pyo tou givat
EANVIKG!

...Autd ta avdpelkela mou TpEXOULY,
oaAtdpouv, koutpouBaAialovtat, adnuovouy,
apnyavoulv, d€pvovat, auvavicovral,
ouvouaotadovtal He To OTPWHA TS KAIvNG
TOUG, eKAapolv €va BAEuua, pa xelpayia,
€va dyytypa kat dev toug euhoyet n Toxm,

0 £pwG, 0UTE Kav 0 0{KTOG, eival GvBpwriot
Mg dimAavii¢ pag nméptag KadpapLopevol

bate, and copulate with their mattresses, that
crave a glance, a handshake, a caress but are
left so unsatisfied by fate, by love, even by
pity, are people next door as seen through the
television screen: lottery players, bathhouse
staff, tourists, flunkies and fervent intellectu-
als. In the impressive Pallas Theatre, Papa-
ioannou unfurled a contemporary flesh-and-
blood frieze, an animated art gallery in which
Greeks of today called forth pity and fear, and
passed through pity and fear to arrive, pitifully
and fearfully, at some dry cleaner’s, only to
find that catharsis has been forever locked
away in the eternal glory of ancient Greek












ota napabupa g tAoyiag, naiteg tou
IMpo-Mo, AoutplEpndeg, ToupioTes, Baatdlot
Kat dlavooupevol e owtidg. O Manaiwdvvou
GMAwoe 0TO EVIUTIWOLAKG «MaAAAGg» pia
€voapkn auyxpovn Zweopo, pia Kvoupevn
[MvakoBrikn dmou o auyxpovog EAAnvag
nipokahe( tov ‘EAeo kat tov ®6Bo, diépxetat
péaa and tov ‘EAeo kat tov ®6Bo Kat
€AEEWVOQ Kat TEP(POPOG KATaAyEL 0€ KATIOL0
oteyvokabaplotiplo aAAd n kaBapalg Exel
petakopioel yla ndvta otag awwvioug Movag
¢ Tpaywdiag.

H tukpn napwdia tou Manaiwdavvou,

tragedy.

Papaioannou’s piercing parody, or rather
his parody of tragedy, is a most candid mirror
held up to our phallocentric society that yearns
for tenderness but, lacking the necessary
courage, instead blows hot air into tawdry
balloons.

- €INKPWVIG KABPEPTNG TNG GAAAOKPATIKNG

. Tnv rvon ePECKO agpa € Gaviaxtepo

KaAUtepa n napatpaywdia Tou, eivat 0 MAEOV

Kowvwviag pag rnou Aaytapdel my
TpUPePGTNTA KaL ard ENAEWYN TOAUNG KAVEL

UTTaAGVL.

Kostas Georgoussopoulos is a theatre critic, transla-
tor of theatrical texts, poet, essayist, and professor
emeritus of the National and Kapodistrian University
of Athens.

0 Kaotag MewpyouadmouAog eivat KPLTik6g

Bedtpou, HETAPPAOTHG BEATPIKWV EPYWV, TOMTAS, ;
DOKILL0YPGPOG Kat eMiTipog dOAKTWP Tou EBVIKOU kalss
Karodiotptakou Mavemotnuiou ABnvay. 3
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napaotaon «0wuatikou Bedtpou»
| 2 tou Anunten Manaiwdvvou eivat
K s Ji{a TIPOCWTKY OTITIKY TG aVOPIKAC
0e&0UaNIKOTNTAG Kat eTBupiag kat mg
aokormg avadinong yia «to AAAO HLoc».
‘Evag KUALOpEVOS tpdvtag agpodpopiou
Kuplapyel otn oknvi 6rou pia povaykn
- pLyoupa, n oroia potaget va €xel Byet ano
uia oknvi g opddag DV8 ot dekagtia tou
1980, Bpioketal avuiugTwmn e Evav KGoHo
QnoKAELOTIKG apoevIKG, arnoteAolpevo and

2
™

Lo

agpodpopia, ypageia, yudvaotnpia, odouveg

Neplodikd Contemporary, loukog 2007
Kat reptBarlovta napuéva ano tov K6oPo g

Contemporary Magazine, July 2007 086vng. H yuvaikeia napouaia meplopietat



he physical theatre performance 2 by
J Dimitris Papaioannou is a solipsistic

vision of male sexuality, desire and
a hopeless search for “the other.” An airport
conveyor belt dominates the scene where a

‘Liauvid LIVE,.,.

SOPHIA PHOCA

200IA 0OKA

0€ OUPBOALONOUG XWP(Q TIpaypatikn avia-
nokpton o€ npoowna f npdypata — pia
yyavtaia Mrdpurm 1 aydpta-uppidia vivpéva
YUuvaikeg.

To 2 gival oTNUEVO 0€ KIVNUATOYPAPIKG
X(0PO Kat Xpovo. To OKnVIKG avagepetat
0ToV KOO0 ™Q 086vng — mayvidia video,
aBAnTIKa, nAedpaon 1 Beduata oAKng
KataoTtpoeng, mou uropel va eivat mOAeNog
1 Tpopokpatia. H mapdotacn, ota 90 Aemtd
mou dlapkel, akohouBel Toug kavoveg Tou
Kwnuatoypagikoy mainstream, oav va frav
Tawvia. Zuvodeuodpevol and pia aduowrnnn
HOUOLKT) UTtoKpouaon 1oy ouveBeae o0 K.BHTA

oT10¢ ‘EpwTag

lonely figure, who appears to have walked off a
DV8 set in the 1980s, is confronted by an all-
male world of airports, offices, gyms, saunas
and screen spaces. Women are reduced to

KAvovtag pia ouppagr and nAEKTPOVIKA
pouatkn lounge, To B€pa and to Love Story kat
OKUAADIKQ, 0L XOPEUTES KlvouvTal akavoviata,
QMG pE pia OUYKAOVLOTIKY Kopydtnta, AANoTE
YAlOTpWVTAG 0€ apyn kivnon kat dANote
entrayuvovtag navw o€ €vav KUAGUEVO
0140pop0. Auti N MPOCOUOIWON TOU KGOHOU
¢ 080vNng Katowke(tat anoé avepwrnoeldr pe
000veg Aedpaong otn B€on Tou KEGaALou,
1 cyborgs pe NAEKTPOVIKES PWVES TIOU HIAOUV
o0& MoANamAEQ YAWOOES. BplokGpaote atov
OUONELTOUPYIKG KOOHO TWV «Un-XOPpwv» TOU
Marc Augé, urepaUyxpoveg TayKOopLEg
TIOAELG OTTOU 1) AN KOV WVIa EXEL

signs with no referents — a giant Barbie or
hybrid, cross-dressed boys.

2 is staged in cinematic time and space.
The set is that of screen space — video games,
sport, TV or spectacles of mass destruction,
be it war or terrorism. And the 90-minute dura-
tion of the performance adheres to the canons
of a mainstream film, as if on tape. Accompa-
nied by an unrelenting soundtrack composed
by K.BHTA, who draws on a pastiche of
electronic lounge music, the Love Story theme
tune and the popular Greek music of Skyladika,
the dancers move erratically, but with a com-
pelling elegance, either gliding in slow motion

27
avTikataotafel ano Twv Katavalwtko KGopo
TWV MOAUKATAoTUATOV, TOU IVTIEPVET Kal TG
mAedpaong.

To Ceuydpwpa kuplapxel otn xopoypaogia
KaBwg 1o peyalltepo pEpog mg dpdong
aroteAeltat and viougta: gva (euyapt
XOPEUTWV ETLXEIPEL va HETALOPPWOEL o€
uia povada, aywvitetat va xwpéoel ota dla
pouxa, va evwBel puatkd, i va avitypdyet o
€vag tov aMov. Map’ 6Aa autd, n npoonddela
Twv 000 va yivouv éva eival pdrata. To
0e&, unoBeon tou evog o€ Touaréteg. H
Aaxtdpa yla mv éveoon eviote odnyel o€
pelodpapatika Eeondopara, onwg otav



or ac-
celerated by a -

conveyor belt. These

simulated screen spaces

are populated by androids with

TV monitors for heads, or cyborgs with
electronic voices speaking in multiple lan-
guages. We are in Marc Augé’s dysfunctional
world of “non-places” — super-modern global
cities where organic interaction has been
replaced by the consumer worlds of shopping
malls and TV/Internet monitors.

Coupling dominates the choreography as
most of the action is performed in duets: a pair
of dancers attempt to morph into one, struggle
to fit into a single set of clothes, become
organically conjoined, or mirror one another. Yet
the effort of two to become one is ultimately fu-
tile. Sex is a solo affair in toilets. Occasionally,
melodrama breaks through as the yearning for

unity sees

two boys

fleetingly meet in an

attempt to light the other’s

cigarette before they separate

again on the conveyor belt. This scene

is reminiscent of Jean Genet’s iconic film Un
Chant d’amour (1950), where prisoners escape
the confines of their captivity by blowing smoke
into each other’s mouth through a hole in the
wall. But, unlike the hopeless romance of Genet,
in Papaioannou’s world there is just sex under






0U0 ayépla ouvavtiolvtat peuyaréa oe pia
npootdBela va avayel o €vag to Totydpo tou
@A\\ou, mpLv Toug Xwpioouv mdAt ot KUALG-
pevol dladpopot. Auti n oknvn Bupilel to
Klynuatoypagikoé €pyo tou Jean Genet, Eva
Tpayoudt ¢ Aydnng (Un Chant d’amour
—1950), 6mou oL UAKLOPEVOL EePEUYOUV
ané ta épla e aypaAwoiag Toug puOWvVTag
Karmvo o évag 0to 0tépa tou GAAou, péoa amo
jla tpumna atov toixo. ANAG, o€ avtiBeon pe
ToV aBepdmeuto popavtiopd tou Genet, otov
Kdopo tou Mamaiwdvvou utdpyel 6vo oeg
KAtw arnd 1o pug evOg YUVOU AQumTrpa Kat
T LEAQYXOALQ Tou Talyapou mou akoAoubel.
Apydtepa, pia pwvn péoa amoé Kvnto mAs-
owvo (rou Bupilel GPS), n wvn Tou epaatm,
npoormadel va 0dnynoet tov «GAAov» 0To ot
TOU, XWPIG GUOLKA va TO KATaPEPEL.

To anoté\eapa autou Tou ano&evmpevou

a naked light bulb and the tristesse of a post-
coital cigarette. After, a voice, reminiscent of
satellite navigation technology, is revealed to be
that of a lover on a mobile phone, attempting to
direct “the other” to his house, which of course
does not happen.

The effect of this alienated vision is

opauatog eival ouvVapmacTikG, £xoviag
mapaAAnAa rdoet to nvelpa Tou enoxng.
Avnyel pe €va ave&nynto tpdro v Badld
anatol6doén peAétn tou Zygmunt Bauman
Pevatdg Epwrag: [a v EvBpavatotnta twv
AvBpdmivwv Aeouwv (Liquid Love: On the
Frailty of Human Bonds — 2003). 0 Bauman
TIEPLYPAPEL TIG AVTIKPOUOUEVES ETIBUNIEG TWV
oUyXpOvWV 0XE0EWVY, OTIOU, EVH) ETUXEIPOUNE
va 0p&oupe Toug deOPOUQ pag, v dla wpa
TOUG Kpatdue xahapoUg  BAEMEL aUTO oav
EN(MTWON TS KATaVaAWTIKNCS Kovwviag, 6rou
enbupoupe v aydnn, aAAd ouyxpovwg
€XOUPE TNV avaykn va eipaate avotytol

otnv yonteia twv AAAwv. O dUOAELTOUPYLIKGS
Kdopog tou Mamaiwdvvou dev eivatn
Kotvatorn aroyn €vog VapKLOOLOTIKOU
OHOQUAGQIAOU TIOU gival ano&evwuévos and
T0 KUp{wg pelpa, ahAd, 6nwe unootpiletat

inspiring, and captures the zeitgeist of today.
It is uncannily resonant of Zygmunt Bauman’s
deeply pessimistic thesis, Liquid Love: On
the Frailty of Human Bonds (2003). Bauman
describes the conflicting desires of contem-
porary relationships, where, on the one hand,
we attempt to tighten our bonds, while on the

1e Tov Peuatd Epwra, glval n navrayou
napoloa ouverkn Tou €pwta onuepa, n
eMBUNIa yia pLa olkeldTnTa mou dev umopolpe
V@ TIETUXOULE.

0 Nanaiwdvvou, €xovtag kepdioel eupeia
arodoxn yta mv oknvoBeaia kat xopoypagia
TV TEAETWV Twv OAuprakwy Ayovev g
Abrvag, katahappavel twpa pia acuvnoo
B€am, 6rou 1o «queer» polalel va €xet
petakvnBel pe eukoAia otnv Kamyopia
TOU KUplwg peupatog. Ta ewoLmpla Twv
napaotdoewyv 0To MPOOPATA AVAKAVIOUEVO
art deco B€atpo MaAldg €ywvav avdprnaota
arno v Evapén toug tov Nogupplo, 6mou aTov
{010 x0po BpEBNKav To avouyo veavike Kowo
Kat ot YKpL{onaAAndeg aotol g Abrvag.

Katd tv didpkela mg napaotaong
Bupunenka To MPWTO £pY0 TOU Y dEL ano
v Opdda Eddgoug (Ta Tpayoudia - 1991), n

‘a

other keeping them loose. He sees this as a
consequence of consumer culture, where we
desire love but must remain open to more
seduction. Papaioannou’s dysfunctional world
is not the clichéd view of the narcissistic ho-
mosexual, alienated from mainstream society.
As Liquid Love suggests, it is the ubiquitous
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condition of contemporary love, the desire for,
but impossibility of achieving, closeness.

Widely acclaimed for having directed
and choreographed the Olympic Ceremo-
nies in Athens, Papaioannou now inhabits
an unusual place, where “queer” seems to
have effortlessly shifted into the mainstream.
Performances at the recently renovated art
deco Pallas cinema have been sold out ever
since the opening in November, where edgy
Athenians rub shoulders with the bourgeois
blue-rinse brigade.

During the show I recalled the first perfor-
mance (The Songs, 1991) | saw by the Edafos
Dance Theatre troupe, co-founded by Papa-
ioannou in 1986. | went with a mutual friend,
the filmmaker Alexis Bistikas, whose last short
film, “The Clearing” (1993), is of a blind Derek
Jarman crossing Hampstead Heath. | thought
of Papaioannou’s enduring image of the
melancholic, Magritte-like figures sliding down
the Byzantine-blue backdrop (after Jarman’s
Blue, 1993), and wondered if, ultimately, this
elegiac performance of loss stands as a final
tribute to Jarman, to Bistikas, who died so
young, and all those who lost their lives to love
through AIDS.

Sophia Phoca is a writer, critic, and lecturer at Univer-
sity College for the Creative Arts, England.




oroia eixe ouv-1dpubel amnd tov MNanainwdvvou
10 1986. Eiya ndet pe €vav kowo ¢iko,

TOV Klvnuatoypaglot ANEEN MmioTika, n
Teheutaia pikpoU PnKoug Tawvia tou ormoiov,
«To =€pwt0» (1993), €xel €vav TupAd Derek
Jarman va dtaoyicet To mdpko tou Hampstead
Heath. 2kégnka v ave&{tnAn ekéva tou
Manaiwdvvou, ekelvn TV HEAAYXOAKOV
QlyoUupwv rou BupiCouv Magritte, va yAlotpouv
MPOg Ta KAtw 010 Bulavtve-prAe govto (pia
avagopd oto Blue tou Jarman — 1993), kat
avapwtmenka av teAkd aut n ereyelakn
napaotaon mg anwielag anoterel Evav
0otato p6po TUNAG aToV Jarman, 0Tov
MrmioTtika, Tou éBave 1600 VEOQ Kal 0€
6Aoug 600uUg, A6Yw tou AIDS, €xaoav m {wn
TOUG amno Epwrta.

H Zopia dwkad elval ouyypageag, KPLTkag, Kat
d1odoket ato University College for the Creative Arts
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SHow cREPIFS

DIMITRIS PAPAIOANNOU K.BHTA LILI PEZANOU
ANGELOS MENDIS ALEKOS YIANNAROS MARIA ILIA
ATHINA TSANGARI + MATT JOHNSON TINA PAPANIKOLAOU

SAVVAS BALTZIS, CHRISTOS DELIDIMOS, NIKOS DRAGONAS, ALTIN HUTA, NIKOS KALOGERAKIS, TASSOS
KARACHALIOS, CONSTANTINOS KARVOUNIARIS, YORGOS KOPSIDAS, YORGOS KOTSIFAKIS, EURIPIDES LASKARIDIS, YORGOS MATSKARIS,
MARIOS METTIS, YANNIS NIKOLAIDIS, CHRISTOS PAPADOPOULOS, PHEVOS PAPADOPOULOS, ARIS SERVETALIS, DIOGENIS SKALTSAS,
DROSSOS SKOTIS, PAVLOS STATHAKIS, MANOLIS THEODORAKIS, SIMON TSAKIRIS, CONSTANTINOS YANNAKOPOULOS, EVANGELOS ZARKADAS

AHMHTPHE NAMAIQANNOY K.BHTA NIAH NEZANOY
AITEAOX MENTHE ANEKOX MANNAPOX MAPIA HAIA
ABHNA TXATTAPH + MATT JOHNSON TINA TIANANIKOAAQY

KQONXTANTINOX MMANNAKOMOYAQZ, XPHETOX AEAHAHMOY, NIKOX APArQNAL, EYATTEAOL ZAPKAAAY,
MANOAHE BEOAQPAKHE, NIKOZ KAAOMEPAKHE, TAXOX KAPAXAAIOL, KONZTANTINOZ KAPBOYNIAPHE, MQPrOZ KOTZIOAKHE, MQPTOX KOWIAAL,
EYPINIAHE AAZKAPIAHE, FIOPTOT MATEKAPHE, MAPIOX METTHE, ZABBAT MIMAATZHE, FIANNHE NIKOAATAHE, ©0IBOX MAMAAOMOYAOE, XPHITOX
MAMAAOMOYAOY, APHE YEPBETAAHE, AIOFENHE YKAATXAY, APOXOX XKOTHY, MAYAOX XTABAKHY, LYMEQN TXAKIPHZ, ALTIN HUTA




NIKOX APAFQNAZ, NIKOX KANOTEPAKHE, QPTOX MATZKAPHE
MAPIA META=AKH KQONETANTINOX KYMNPIQTAKHE
NINOZ MEITANHE

KQXTAL KEOANAX MAPIA TPAMUA,
AHMHTPHE TPIANTAOYAAOY NAYAOX FOYAAL, KOLTAY KAPNAKHE, MQProx
KAOETZOTMOYAOX, MAKHX KYPIAKOMOYAOX, 60AQPHY NIKHTEAZ
KAAH KABBABA
OOTHZ MINOYPHX

TALOZ TAYKOX
XPHETOZ TZIOKAL, AOYKAX XMYPOMOYAOX

MAPIOX. KAMEPTHZ

KQXTAL MIXOMOYAOX

NIKOS DRAGONAS, NIKOS KALOGERAKIS, YORGOS MATSKARIS

MARIA METAXAKI CONSTANTINOS
LINOS MEITANIS

KYPRIOTAKIS

COSTAS KEFALAS MARIA GRAMPSA,
PAVLOS GOULAS, YORGOS KAFETZOPOULOS,

DIMITRIS TRIANTAFYLLOU
COSTAS KARNAKIS, MAKIS KYRIAKOPOULOS, THODORIS NIKITEAS

KALI KAVVATHA

TASSOS GLYKOS FOTIS BOURIS

CHRISTOS TZIOKAS, LOUKAS SPYROPOULOS

COSTAS MICHOPOULOS MARIOS KALLERGIS




NEKTAPIOX AIONYXATOX, KONXTANTINOX KYMPIOTAKHX
NIKOX KAPPAY, KQXTHX MATAPAKH, FQTA

ANOXTOAOMOYAOY HAIAX ZMYPNAIOX
AOOI TANANOIOYAOQI 0.E., LAZARIDIS SCENIC STUDIO

NEKTARIOS DIONYSSATOS, CONSTANTINOS KYPRIOTAKIS
NIKOS KARRAS, COSTIS MAGARAKIS, YIOTA

APOSTOLOPOULOU ILIAS SMYRNEOS
GALANOPOULOS BROS., LAZARIDIS SCENIC STUDIO

DIMITRIS SOTIRAKIS

AHMHTPHE ZOTHPAKHE TIANNHX

ZEYOITTHE, I. OAPANTOX, MAPIA BAZIAONOYAOY
AEYTOINA MAKAPOYNH ANEZANAPOX

MMANAMMANHE

I. FARANDOS, MARIA VASSILOPOULOU, YANNIS XESFINGIS
DESPINA MAKAROUNI

ALEXANDROS BALAMBANIS

AHMHTPHE MAMAIQANNOY, AIAH EZANOY, AEZTOINA
XMYPOY, XOKPATHZ XOKPATOYZX, AINA XQTHPIOY, AHMHTPHX
TPIANTAGYANOY

DIMITRIS PAPAIOANNOU, LILI PEZANOU, SOCRATIS
SOCRATOUS, LILA SOTIRIOU, DESPINA SPYRQU, DIMITRIS
TRIANTAFYLLOU

ATTICA, .LAK, HIRE HSS SHOPS KAI THN ETAIPEIA PUMA

ELLINIKI THEAMATON
TASS0S KARAYORGOS

ANGELIKI STOMI
CONSTANTINOS VAIDANIS
MICHALIS MOUNTOUDIS

EAAHNIKH BEAMATQN
TAXOX KAPATEQPTOX

ATTENKH ZTOMH
KQNEZTANTINOX. BAIAANHE
MIXAAHE MOYNTOYAHX

ATTICA, .LAK, HIRE HSS SHOPS AND PUMA

¥







IAZQON BAKPINOX BAPBAPA TX0TPA MANQAHZ
MIXANAKHZ K.BHTA K.BHTA

KQXTHE MANNIKOMOYAQX KQONETANTINOX ZKAATZAL
KOXTHX FANNIKOMOYAQX + K.BHTA

«ALTPO»

«TI EXQ £TO MYAAO MOY»
«LOVE STORY» «LOVE
ME TENDER» «MIZIPAOY»
«FUR ALINA»

TO CD THX MOYZIKHZ THX MAPALTAIHY



JASON VAKRINOS VARVARA TSOTRA
K.BHTA

COSTIS YANNIKOPOULOS
COSTIS YANNIKOPOULOS + K.BHTA

“ASTRO”

“WHAT’S ON MY MIND”

“MISIRLOU”
“FUR ALINA”

SOUNDTRACK

MANOLIS MICHALAKIS
K.BHTA
CONSTANTINOS SKALTSAS
“LOVE STORY”
“LOVE ME TENDER”




€ctor of photography SIMON SAKERTZIS ~ Camera operators MANOS GlASTERATOS, MARIA HATZAKOU, CHRISTOS
RAMANIS, COSTAS KEFALAS, ZOE MANDA, SIMON SAKERTZIS, ATHINA TSANGARI, VILKA TSOURAS, NIKOS
IOPOULOS

und recording COSTAS MICHOPOULOS ~ Steadicam YORGOS PETRAKIS
~sistant steadicam PETROS KOLIAVASSILIS + THEODOROS KENTROS

nd éesign + foley + mix PANOS TZELEKIS  Sound editing assistant OTHONAS MENDIS

6lour correction + DVD design + authoring MATT JOHNSON
- Subtitles KYRIACOS KARSERAS + MATHESON BAYLEY
' HAOS FILMS production

-'.S!pecial thanks to
] AMALIA YANNIKOU + ARHONDOULA PAPAPANAYIOTOU
o+
:"_KOSTIS BASOYANNIS, THOMAS DAVIAS, MARIA GRAMPSA, LINA NIKOLAKOPOULOU, DIMITRIS TRIANTAFYLLOU,
~ ARCTOS BROADCASTING FACILITIES

\ © Legend Recordings S.A. / Modern Times S.A.




ABHNA TXATTAPH

MATT JOHNSON

YIMOZX YAKEPTZHX MANOZ
TAZTEPATOZ, NIKOX ZQIOMOYAQE, XPHETOX KAPAMANHE, KQXTAY
KEOANAL, ZOH MANTA, ZIMOX. TAKEPTZHE, BIAKA TZOYPAY, AGHNA
TXZAITAPH, MAPIA XATZAKOY

KQXTAL MIXOMOYAOX TQProx NETPAKHE
METPOX KONIABAZIAHE + 80AOPHY KENTPOX

NMANOX TZEAEKHZ
0BQONAL MENTHX

MATT JOHNSON
KYPIAKOZ KAPXEPAL + MATHESON BAYLEY
HAQS FILMS

AMANIA FIANNIKOY + APXONTOYAA ATIATIANATIOTOY

+

MAPIA TPAMWA, BOMA AABIA, AINA NIKOAAKOTIOYAQY,
KOETH MNAZOTIANNH, AHMHTPH TPIANTAQYAAOY, ARCTOS
BROADCASTING FACILITIES




Zrnvobzoia + NMapaywyr ABHNA TEATTAPH - dwroypapio AGBHNA TEATTAPH + ZIMOX EAKEPTZHE
MovtaZ MATT JOHNSON  EuxapioToUpe 8eppd Toug EppnVeUTEG Kail TEXVIKOUG TNG frapdoTacng
Mapaywyr HAOS FILMS  © 2007 Legend Recordings S.A. / Modern Times S.A.

dwroypagio NIKOZ ZQIONOYAOZ  “Hyog KQZTAL MIXOMOYAOL
T'YPIETHKE LTIZ 18/3/07 (n TeAeuTaia mapdoTtaon)
Napaywyr HAOS FILMS ~ © 2007 Legend Recordings S.A. / Modern Times S.A.

ORI, * TRAILERS

" Mouvoikr KBHTA ané 1o CD “27  dwroypagia + oknvobzoia AOHNA TEATTAPH
Movrdz, + animation MATT JOHNSON  Mapoywy HAOS FILMS — © 2007 Evquikd ©sapdrov

Syediaopoe + exréheor) AOHNA TEATTAPH + MATT JOHNSON  dwroypapiac ABHNA TEATTAPH
Animation MATT JOHNSON  Napaywyr HAOS FILMS — © 2006 EAnviki ©zopdroy

Directed + produced by ATHINA TSANGARI  Camera ATHINA TSANGARI + SIMON SAKERTZIS
Edited by MATT JOHNSON  Many thanks to 2’s stage heads + stage hands
A HAOS FILMS production ~ © 2007 Legend Recordings S.A. / Modern Times S.A. |I

Bam, [

Camera NIKOS ZOIOPOULOS ~ Sound KOSTAS MICHOPOULOS I
Recorded on 18/3/07 (the final performance) |
A HAOS FILMS production  © 2007 Legend Recordings S.A. / Modern Times S.A. |

EXTRERTI - v

Music K.BHTA from the “2” soundtrack  Photographed + directed by ATHINA TSANGARI
Edited + animated by MATT JOHNSON A HAOS FILMS production  © 2007 Elliniki Theamaton

Designed by ATHINA TSANGARI + MATT JOHNSON ~ Camera ATHINA TSANGARI
Animation MATT JOHNSON A HAOS FILMS production  © 2006 Elliniki Theamatbn
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AHMHTPHE MAMAIQANNOY + MATT JOHNSON
ABHNA TXAITAPH + KYPIAKOZ KAPLEPAL

KYPIAKOZ KAPXEPAZL, MAPIA META=AKH,

TINA NAMANIKOAAOY XPHZTOZ MOATZOX
AHMHTPHZ NMANAIQANNOY

DIMITRIS PAPAIOANNOU + MATT JOHNSON
ATHINA TSANGARI + KYRIACOS KARSERAS

KYRIACOS KARSERAS, MARIA METAXAKI,
TINA PAPANIKOLAOU CHRISTOS MOATSO0S

DIMITRIS PAPAIOANNOU
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Me v gUAnYn kat oknvoBeaia
g Tehetig ‘Evapéng twv OAupria-
Kwv Aywvev g ABrvag to 2004
(«Bpiaupog» aupgwva pe 10
TiEPLOBIKG Time Kat Toug Times Tou
Novdivou), o Anpiteng Manaiwdvvou
avétpeye ta dedopéva ata Beduata
peyaAng kAipakag, Bétoviag katd
Yeviki} opoAoyia tov mmxn YnAd.

F'evvnuévog oty Abriva 1o
1964, o Anuritpng Manaiwdvvou
£Yve apxka yvwotdg ota dekagvvid

Dimitris Papaioannou’s g'round-
breaking creative direction of the
Athens 2004 Opening Ceremony —
hailed a “triumph” by Time magazine

TOU Xpdvia pe Ta comics kal mv
(wYpagkn Tou. ottt akopn
otnv Avotdtn ZxoAn Kahaov Texvav,
1apa&e ta vepd Tou aUyxpovou
eANVIKoU xopou e€epeuvaviag ta
6pla avdpeoa ato B€atpo ,Tov X0p6
KAl Ta EIKAOTIKA WG X0POoYpPApog
Kal Xopeutng, aAld Kat axsﬁld(bvruq
OKNVIKA, KOOTOUWLA, PWTIOHOUG Kat
HaKtylad.

16puTikG pélog g Opadag
Eddgoug 1o 1986. H Opada Edagoug,

theatre, dance, and the visual arts,

working not only as choreographer
and performer, but also in the areas
of costumé: lighting, make-up, and

and The Times of London — is widely set design.

considered a high-water mark of large

scale spectacle.
Born in Athens, Greece in 1964,
Dimitris Papaioannou first attracted

ue 17 €pya ota 16 xpovia mg
napouoiag mg, dAAae dpactika to
TOTO TWV MAPACTATIKQV TEXVWV 0TV
EANGDa. «ArokdAuyn» amnokdAeoe
v Opdda Eddpoug n Unita «n
enav-avakdiuvyn e EANGdag»
fTav o TtAog g KPLTKAS TOU
Figaro yua v Mrjdeta, eviy n New
York Times enaiveoe 10 €pyo yla
NV «EVIUMWOLAKT éviaon» Kat 10
«eEalpeTikd mabog» tou.

H Mrideta (1993) képdloe to

He co-founded the Edafos Dance
Theatre company in 1986, radically
reshaping the Greek performing arts
landscape over its 16 years and 17
prodq tions. L ’Unita described the
company as “a revelation.”
“Greece Rediscovered” head-
lined Le Figaro’s review of
the internationally acclaimed

attention at the age of 19 as a painter,
comics artist and illustrator. While still
a student at the School of Fine Arts he
took the Greek dance scene by storm,
exploding the boundaries between

production Medea, while
The New York Times praised
the piece for its “striking
intensity” and “extraordinary
passion.”
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HOUGIKG BEGHATA KAl EXEL EpYAOTEL
070 B€atpo WG xopoypdpog Kat
0xedla0TAG OKNVIKWV KAl KOOTOUHL®V.
To teleutaio tou €pyo 2 (2006)

Medea (1993) won “Best Chore-
ography” at the Greek National Awards
for Dance, while Human Thirst (1999)
and For Ever (2001) both garnered
“Production of the Year” awards.

Beyond his work with the Edafos
Dance Theatre, Papaioannou has
directed operas and large-scale music
shows. His latest work 2 (2006)
enjoyed an unprecedented run in the
Greek capital, with over 100,000
tickets sold.

In 2005, Papaioannou was
honoured with the Golden Cross of the

T0EL GTEpEC Kat peyd _E. Tung oV

KAANTEXVIKG enneuvha.

Order of Honour by the President of
the Hellenic Republic for outstanding
artistic achievement.

www.dimitrispapaioannou.com



Jalal ad-Din Rumi poem in English from
The Essential Rumi: New,Expanded Edition

(p. 281). Translated by Coleman Barks, with
Reynold Nicholson, A. J. Arberry, John Moyne

New York: HarperCollins
© Coleman Barks 2004

KEIMENA / TEXTS

MNoinua tou T{eAahavriv Poupi ota EAAvikd
TleAaAavtiv Poupi: O Ayannugvog (oek. 119)
Anédoon: Kadww Kohuppa. ABriva: Ekddoelg
APMOZ. © Ekd6oeig APMOZ 1995

Dio Kangelari
Specially commissioned, 2007

Anw Kayyehdpn
English translation: Kyriacos Karseras

Ewdwkn mapayyehia, 2007

Sarah Kane quotation from Crave
London: Methuen Publishing, Ltd., 1998
© 1998 Sarah Kane, 2006 Estate of Sarah

Kane

Andonaopa ang to «Aaxtapw» mg
Sarah Kane. EAA\nvikr) petdgpaon: T{évn
Maatopdkn (véa XKHNH, 2003)

Andomnaopa and 1o noinpa «duyn» tou
Napyou Zepépn. AyyAwr andédoon: Edmund
Keely + Philip Sherrard. Aovdivo: Anvil Press
Poetry. © Princeton University Press 1995

Quotation from “Flight” by George Seferis
from George Seferis: Complete Poems (p. 49)
Translated by Edmund Keely and Philip Sher-
MNwpyos Xeipwvdg rard. London: Anvil Press Poetry

Ta Néa, 3 Maptiou 2001 (€vBeto © Princeton University Press 1995

«Mpéowna», oel. 6)
Yorgos Himonas

from Ta Nea daily newspaper, 3 March
2001 (“Prosopa” supplement, p. 6). English

K@oTtag Mewpyouadnoulog
translation: Kyriacos Karseras

Ta Néa, 23 Maptiou 2007 (oeh. 16)

|
Kostas Georgoussopoulos

from Ta Nea daily newspaper, 23 March 2003
(p. 16). English translation: Kyriacos Karseras

Zogia dwka
Meplodikd Contemporary, Teuxog 92, louAtog |

2007 (oeh. 42-43). ENAnvikr) anddoaon: Mupl’u|
Meta&dkn + Tiva Naravikohdou

| Sophia Phoca
| from Contemporary magazine, Issue 92, July-

| 2007 (pp. 42-43)

| ARTWORK

EAAHNIKH | Anpitpng Nangindvvou
\ OEAMATON I Dimitris Papaioannou 11, 38-39, 40, 49
| Joseph Beuys p. 3: Filzanzug (Felt Suit),

| 1970. © Bildkunst — OSAEETE 2007
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OQOTOTPAOGIEZ / PHOTOGRAPHS (book)

Anpritpng Nanaindvvou
Dimitris Papaioannou oe\./pp. 1, 12-13,

42-43, 56

Aikn Nedavou
Lili Pezanou 24-25

ZwkpaTng Zwkpdroug
Socratis Socratous 6, 7, 9, 20-21, 43
(HeydAn gwtoypaoia/large photo), 52-53

(neydAn/large)

Nika ZwTnpiov
Lila Sotiriou 4, 14-15, 16, 19, 22-23, 30-31,

32-33, 43 (ukpn gwtoypagia/small photo),
44, 45, 48, 49, 50-51, 52" (ukpry/small),
54-55, eE@puANa/covers

Agonoiva Znipou
Despina Spyrou 47

AnpriTpng Tpiavra@uAiou
Dimitris Triantafyllou 26-27, 28-29

OOTOrPAGIEL / PHOTOGRAPHS (DVD box)

Kdpta pwtoypagia/Main photo
Aika ZwTnpiov/Lila Sotiriou

dwtoypapieq omaBEQuUALoU (ap.-Oek.)/
Back cover photos (I-r)

ZwKpaTng ZwkpdToug/

Socratis Socratous 1, 3, 6

Aikn Nedavou / Lili Pezanou 2

Aika ZwTnpiou / Lila Sotiriou 4, 5

Sketches/Zxg01a
Anprtpng Manoiwdvvou
Dimitris Papaioannou
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