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It all starts when everything breaks down...

| chose to live in crisis-struck Greece, because | strongly believe that catastrophe
is a catalyst for change and transition from the private to the public sphere, car-
rying along multiple positive connotations. In my case, it signalled a break with
the past and a turnaround, giving birth to new ways of looking at things and to
a new set of aesthetics. Catastrophe proved to be a prerequisite for critique and
self-reflection.

Since its inception, theatre as a political medium has, time and again, inter-
vened in the public sphere and public discourse for the establishment of the polis.
Yet, in our days, theatre has, for the most part, lost its ability to keep up with reality.
| find myself puzzled before this fact: what kind of polis and theatre can emerge
when the system breaks down? Does contemporary theatre speak to the concerns
of today's audience? What kind of citizens are called upon to support theatre off
and on stage?

Back in May 2011, we were confronted with these questions. It was a year of
intense social unrest. The various protests and the movement of the ‘Aganaktis-
menoi’ (Indignant) in Athens were part of our everyday life. The political system
had reached its limits. Such was also the case for the dull lifestyle of crass ma-
terialism that was slowly dying, along with the social class it had long privileged.
It was high time the citizens got out and (re)claimed the public space.

The crisis brought about radical changes in the field of art. State funds were cut
overnight without warning; unemployment among artists rose to 70%; the Hellenic
Broadcasting Corporation (ERT) was forced to shut down. Meanwhile, several art-
ists made their living and their art in a state of emergency.

Amidst these circumstances, we, artists and ordinary citizens alike, would
meet daily at Vyrsodepseio (Greek for ‘tannery’), an abandoned building in the
Votanikos area, next to gypsy camps, driven by the need to comprehend the
shifting reality around us. These meetings ultimately resulted in a performance,
which saw the participation of volunteer artists and citizens. After — A Performance
About the Catastrophe of the World captured that unique historic moment, which
we felt compelled to jointly shape. Soon, a community of people began to form
around us. Long abandoned, the industrial remnant of the building began to throb
with life again, similar to a sea monster waking from a deep sleep. Over sixty indi-
viduals cleaned the building, took care of the wiring and contributed in all possible
ways to this project. Thanks to all those people who set up the space and left their
mark on the venue and its modus operand, Vyrsodepseio emerged in the midst
of an Athenian post-industrial junkyard as a social experiment, teaching to each
and every one of us that the within and the without, poetry and applied economics,
generosity and art, political imperative and aesthetics are inextricably bound.

‘OAa apxilouv, 6tav 6Aa KAtappEouv...

Enéhe€a va ¢how otnv EAAGSa tng Kpiong, enedn yia péva n kataotpo@n anoteAel
ouvBnKkn avabpaong Kat PETatoniong ano 1o nedio g IBIWTKNAG ato nedio g on-
uoolag opaipag. H kataotpogn €xel Beikd Mpoonpo. LtV NePINTwon HJou onuato-
80TNoE T PHEN, TN UETAOTPOPN, YEVVNOE [la AAN OMTIKA TV MPAYRATWY Kal pld VEa
aleBnTkn, €ylve NpolndBeon KPLIKNG KAl AUTOKPITIKAG,.

Evw and tn yévvnon tou to Bgatpo anoteAel moAtkn xelpovopia, Pe v évvola
NG napéuBaong otov dnpdalo xwpo Kat atov dnpdalo idAoyo yia i BEopion g
NOANG, O€ YEVIKEG YPAUMES €XEL XAOEL T aVIAVAKAAOTIKG napakoAoUBnong tng {wnhg
yUpW TOU. YTEKOMAL HE MOAAG €pWINHATIKG AMEVAVTL O€ AUTAV TN hadpn tpuna: Ti
eiboug noAn, T eiboug Beatpo pnopeil va yevvnBel, €101kd o€ KapoUg Kpiong, tav 1o
oUatnpa Katappéel; Xe noloug aneuBuvetal; Tt eiboug NoAiteg kahoUvtal va To atn-
pi€ouv Navw Kat Kdtw anoé t oknvn;

Avtipétwnol pe autd ta epwtnpata, Bplokopaote atov Mdio tou 2011. Eivat pia
XPOVId £VIOVWV KOWVWVIKWY avatapaxwv. Ot nopeieg kat 1o kivnua twv Ayavakt-
opévwy otnv ABrva kaBopidouv v kKaBnueptvotntd pag. To noAltko cUotnpa gai-
vetal ot éxet gprdoel ota 6pid Tou, 1o (810 Ki N xvn Tou BapetoU Adip otdiA nou ap-
yoneBaivel pad{ pe v Kovwvikn tagn nou to npipodotei. Ot 1diteg Byaivouv and
10 onita Kal kateBatvouv atov dnNPGCLo XwWpEo, Tov SlEKSIKOUV.

H kpion épvel pidikég aMayEg Kal ato Tonio tng xvng. Ot KPATIKEG EMXOPN-
YNOEIG KatapyoUVTal JEoa o€ pla VUXTa Xwpig Kapid npogibonoinon, n avepyia otov
KAANTEXVIKO Xwpo €xel pracet 1o 70%, n EPT kAeivel Biata, evay apketol KOMITEXVEG
Jouv 0€ KATAoTAoN EKTAKTOU AVAYKNG.

Méoa o€ autd 1o KAlUa, KaAAitéxveg ald Kat anhol moAiteg ouvavtiopaote kabn-
HEPVA oto Bupoobeweio, éva eykataleAslupévo Ktiplo otov Botaviko 6inAa o Ka-
TaUAIopOUG Tatyydvawy, Pe TV avdykn va Katavonoou e Tov ETaBANTO KO0 YUpw
Hag. And autég TG CUVAVINGELG MPOKUMTEL [ld NAPAoTaon e TN cUPPEToXn eBeAo-
VIOV (KaAAITEXVDOV) Kal (anAwy) moAitwy. ['a 6Aoug ToUG CUUUETEXOVTEG, To META
— Mia napdotaon yia tv Kataotpor Tou KOOLoU anotunwve T PovadIkn eKeivn
lOTOPIKN GUYKUpP(a nou KaAoUpaotay va cuvOlapoppwaooUE. UVIoUa, Evag KU-
KAog avBpwnwy cuonelpwinke yUpw Jag. EykataAeAslupévo yia xpovia 1o Blopn-
Xaviké anoAsipadt golade Pe KNToG Mou dpxiZe NaAtva ndAAetal and {wn. lMNepinou
e€nhvia avBpwnol kaBdploav, kahwdiwoav Kat cuvéBaAav e kKABe duvatod Tpéno o
auTo 1o eyxelpnua. Xdpn ¢’ autoUg nou epévIoay Kal dpnaoav o anotUnwpd 1oug
OTOV XWPO Kal aToV TPOM0 A&ltoupyiag tou, 10 Bupoodeweio avaduBnke otn péon
T0U aBnvaikoU petaBlopnxavikoU okouniddtonou wg KoVwVIKS «neipapa, yabai-
VOVTag o€ OAOUG Jag nooo dppnkia ouvoedbepéva eival petall Toug: 1o YEoa e To
€€w, N noinon Ye TV epappoapévn olkovopid, N yevvalodwpla Pe v Téxvn, T0 Mo-
AITIKO NpdTaypa PE TV algBnTikn.

MINAKAZ NMEPIEXOMENQN

NAPAXTAZEIX
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1. For more information on Creative Lenses: Business Models for
Culture, see Sandy Fitzgerald's essay on page 158.

For all of us, Vyrsodepseio was not just a space but also a cause; a locus of
collective expression, a network of artists and citizens, a cradle of contemporary
art, but also, ultimately, an open experiment answering the question: “How can
we make art using collaborative management models?” Thanks to the dimen-
sions of the space—over 3,000 square metres—, the new home of ODC Ensem-
ble became a meeting point for hundreds of artists and activists; a vivid hub for
exchanging ideas.

| managed Vyrsodepseio from 2011 to 2016, when it shut down, marking
the end of an era and the beginning of a new, equally creative period. During its
active years, the prolific weekly program of Vyrsodepseio encompassed theatre,
dance, and music performances, as well as festivals and educational workshops
featuring a number of co-productions. Over forty new theatrical and dance perfor-
mances were staged, along with ten music festivals, annual platforms of drama
and contemporary performing arts, two international site-specific festivals, and
many programmes of international artistic exchanges and residencies. Special
emphasis was given to international networking. ODC Ensemble collaborated with
numerous international organisations, being a full member of the Trans Europe
Halles (TEH) and IETM networks and currently a partner in three Creative Europe
programmes: Creative Lenses (2015-2019)!, Europe Grand Central (2016-2018),
and Polar Circle (2017-2020).

Since its founding, Vyrsodepseio ran under the auspices of the Hellenic Ministry
of Culture; it should be noted, however, that it has never received any state funding
whatsoever.

The New Map and ODC Ensemble

When any semblance of certainty vanishes due to the historical circumstances,
a New Map reveals itself to the individual; a distant horizon, replete with obscure
and thus far unheard-of interconnections between humanity and the ecosystem,
emotions and weather phenomena, the most vulnerable person and the most
powerful leader, poetics and reality. While time appears to be confined to a mer-
ciless present that takes all our newfound strength to open time up to the future,
this New Map depicts an expanded, infinite Universe, open to imagination and
human potential. The New Map reveals to us fresh categories and connections
across things, pushing our thinking and therefore our art into new, unfamiliar
directions.

Co-founder Dimitris Kamarotos and | named ODC Ensemble after Homer's
Odyssey (Odyssey/0DC), marking adventurousness as one of ODC's integral

To Bupoobeyeio ntav yia 6Aoug eudc £vag xwpog-15€a. ‘Evag Xwpog GUAOYIKAG
€KPPAONG, SIKTUWONG KAANTEXVWV Kal MOALTWY, Jia Beppokottiba alyXpovng TEXVNG
Kal, Tautdxpova, £va avoixTo Neipapa nou anaviouoe oto epwtnpa: «[wg napdyetat
TEXVN E OUVEPYATIKA HoVTEAT Blaxeiplong». Xdpn otig SlaoTAoELg TOU XWPOou, NMou
ektevotav o€ 3.000 Ty., n otéyn ting ODC Ensemble atdBnke kévipo ouvavinong yia
€KATOVTAOEG KAMTEXVEG Kal aKTBIOTEG, éva peAiool aviaAAayng andyewv.

AinUBuva 1o Bupoobeweio amnod 1o 2011 péxpl kat o 2016, ondte Kal 0 XwWPog
€KAEL0E ONPATOd0TWVIAC T TEAOG MIAG EMOXAG KAl TO AVOolyda plag Kavouplag e&i-
oou dnpioupyikng. ‘OAa autd ta Xxpovia o XwpPog Asitoupyouae atn Bdon evog nukvou
eB6opadlaiou mpoypdpuatog nou nepleAduBave napactdoelg Bedtpou, XopoU, ou-
OIKNG, KaBWG Kat peoTBAA Kal EKNABEUTIKA NPOYPAUHATA HE MOAAEG OUMNAPa-
YWYEG. Evbelktikd, npaydatonolnBnkav ndvw and odpavia VEEG NAPACTACELG
Bedtpou Kal xopoU, H¢ka Houaika QeaTiBAA, eoleg NAATPOPHES oUlyxpovng dpa-
patoupylag Kal oUyXpovwy Napactatkwy Texvay, dUo Siebvn site specific peoti-
BAA kat noAG npoypdupata dieBviy KAANTEXVIKWY avIaAAaywV Kal residencies.
[iaitepn éupaon 668nke otn SieBvn diktiwaon. Méhog twv dleBvwy diktUwy Trans
Europe Halles (TEH) kat International network for contemporary performing arts
(IETM), n ODC Ensemble ouvepydotnke pe noAoUg @opeig Tou eEwTepIKOU, VW)
ONMEPQ OUPPETEXEL O Tpia Npoypdupata tng Andioupyikng Eupwnng: Creative Len-
ses (2015-2019)!, Europe Grand Central (2016-2018) kat Polar Circle (2017-2020).

Av kal note &g xpnuatodotnBnke and Kpatiko PopEd, 0 XWPOoG TEAOUTE anod v
(6puon tou und nv aryida tou Ynoupyeiou MoAtopou.

0 Néog Xaptng kat n ODC Ensemble

‘Otav ot BeBaidtnteg ndve neplnato AGyw NG IOTOPIKNG GUYKUp(ag, TdTe avoiyel

unpootd otov avBpwro €vag Néog Xdptng tou kKoouou, éva Xuunav pe opidovia
HAKPIVO Kal pe undyeleg, adlavonteg wg eKelvn T atiypn, dlacuvEaelg: twv avBpw-
MWV JE 10 0IKOOUOTNWA, TWV AloBNPATWY LE Ta KAPIKA QalvOUEVd, TOU UIKPOTEPOU
avBpwrou We Tov IoXupdTEPO NYETN, TNG MNOINONG WE TNV NPAYHATKOTNTA. Kat evw
0 Xpovog eykiBwriletal oto ayeilikto napodv Kal xpelddetal va avaoUpelg OAEG oou
TG vEeG BUVAELC yla va Tov avoiEelg oto peNov, autdg o NEog Xdptng anekovidel
éva dleotaAuévo dnelpo ZUnav, avolxto otn gavidoia kat otg avBpwniveg duva-
10TNTEG. Mag anokaAUntel SlapopetikoUg Tpdmnoug katnyoplornoinong kat SiacUvoe-
ONG TWV NPAYHATwV Kat EKBETEL TOV OTOXAOWO Hag, Apa Kal TV TEXVN Uag O€ VEOUG,
avo{KEIOUC TOMOUG.

H ODC Ensemble nnpe to dvoud tng and v ounpikn Oduoceta (Odyssey/0DC
Ensemble) étav pe tov ouvidputn g Anpntpn Kapapwto eyypAyape tny nepine-

1. Ixeukd pe 10 npoypapua Creative Lenses: Business Models for
Culture, BA. 1o Keipevo tou Sandy Fitzgerald, evog and toug Baot-
koUG EUNVEUTTEG ToU, 0. 159.



components. In 2011, though, thanks to the political reality and the launch of
Viyrsodepseio, | radically shifted the orientation and aesthetics of ODC.

In the intersection between real life and our secret worlds, ODC Ensemble
created outrageous and diverse work. Our unrefined and raw aesthetics clashed
with the aesthetic imperatives of bourgeois, slick, flawless works of art. Instead,
we chose to draw on the raw, fresh reality, on the violence and extremities that
were manifest in the public sphere. The industrial space of Vyrsodepseio allowed
us to do things that would normally be prohibited in conventional theatrical venues;
we were now free to flood the entire foyer of the theatre with water, or to light
Shakespeare's Richard Il exclusively by means of torchlights and real fire.

We gradually became more interested in the topography of the public space;
the great, corporeal presence of the masses protesting in the streets led us to
works of epic proportions and collective dramaturgies. As a collective, we investi-
gated rehearsal techniques favouring pluralism and confrontation, convinced that
it is not enough to tackle ‘political’ plays if the very process of rehearsals lacks
freedom or encourages passive attitudes.

Since its formation, our Ensemble runs on an ‘open’ contract basis, in terms
of commitment, beliefs, political musings, choice of performative spaces and pro-
duction conditions. The new solid core of ODC Ensemble was shaped over time,
consisting of composer Tilemachos Moussas, visual artist Pantelis Makkas, set
designers Telis Karananos and Alexandra Siafkou, dramatist and actress Stella
Raptit, lighting designer Olympia Mytilinaiou, photographer Alex Kat and actors
Adrian Frieling, Valia Papachristou, Rosa Prodromou, and Anastasia Katsinavaki.
For all of us, the members of the ODC Ensemble and Vyrsodepseio, the years
of the crisis were years of hard work; a break with everything we had taken for
granted.

It is a blessing to connect with people who dare go against the grain. This book is
dedicated to all these restless spirits who, in the face of social fragmentation, con-
ceive life in artistic terms and make art in life’s terms. Dedicated to all those eclectic
artists and persevering craftsmen of life, thanking them for (still) being there for me,
fellow travellers in this fortunately ongoing Odyssey...

Elli Papakonstantinou
Director
Artist director of ODC Ensemble

1ela oto DNA tng, aMd 1o 2011, xdpn otig noAitkég e€eN€elg kal atnv Unapén tou
Bupoobeyeiou, AMae pidika npooavatoMopd Kal aloBntikn.

Ekel 6rmou Tépvetal n mpaypatkotntd TG NOANG PE TOV JUOTIKG KOO0 uag, n ODC
Ensemble 6nuioUpynaoe koopoug e§wdpevikoUg Kal noAueotiakoUs. H aileBntikn
HaG, aKATEPYAOTN Kal win, pXotav o phEn Pe TN aloBntikn Kal 1o npdtayud tou
Q0TIKOU «KOAOPTIAYUEVOU» €0YOU, AVIAWVIAG AN TNV WHOTNTA TNG VEAG NMEAYUATI-
kdtntag atnv onola Eunvnaoape, anod t Bia Kat g akpdtnteg tou dnudatou otiBou.
KaBwg oto Blopnxaviké Bupoobdeweio unopouoape va kdvoupe 6,1 6€ pag enétpe-
nav ol cupBatikoi Beatpikol xwpol, EAeUBepol NANuPUpidape To pouaye tou Bedtpou
N pwtidape Tov oalgnnpiko Pixapdo Il anokAEIoTIKA e PwTEG Kal OAEG.

Apxio€ va pag evOlaPEPEL MEPICTOTEPO N TOMIOYPAP{d TOU dNPACIoU XWPEOoU, N
HeYAAn, Xelpovoplakn tonoypagia ing padag nou pag wloloe o€ £pya enkwy dla-
otdoswv Kal o€ pla 6papatoupyia v noAwy. Madi digpeuvnoape PNXaviopoug
npoBag nou euvooUlv v NoAuPwvia Kal v avinapddean, nioteloviag Nwg dev
apkel va Kataniavopaote e «noAtikda €pya» av n dladikaoia tng npoBag eival ave-
AeUBepn N NaBnTkn.

To «oupBoAalo» NG opAdag Ntav eEaPXNG Kal MAPEPEIVE WG Kal ONPEPT €va
oupBoAalo «avoixtd». Avoixtd wg npog t déapeuon, Ta NIOTeEUW Pag, Tov MOATKS
QVACTOXAOWO, TG CUVBNKEG Kal ToV TOMO Napaywyng 1ou KAAATEXVIKOU €pyou. Xe
BaBog xpovou bnploupynBnke o véog ataBepdg nupnvag tng ODC Ensemble, nou
Tov anoteholv o cuvBEtng TnAéuaxog Molaoag, o elkaotikog MNavieAng Makkag, ot
oknvoypdgol TéAng Kapavdvog kat AAe€dvopa Ziapkou, n dpauatoAdyog kat nBo-
nol6G Zt€Ma Pantn, n pwtiotpia OAupnia MutAnvaiou, n pwtoypdpog Alex Kat kat
ol nBonoloi: Adrian Frieling, BaAia Manaxpnatou, Pola Mpodpdpou kat Avaotacia
KatowvaBakn. MNa 6Aoug epdg otnv ODC Ensemble kat oto Bupoodeyelo, ta xpo-
vId TG Kplong ntav xpdvia okAnpng 6oUAELAG Kat préENG e 6,1 yvwpidaue wg TOTE.

Eival eutuxia va ouvdéetal kavelg ye avBpwnoug nou dev akohouBoUv tnv nena-
npévn 066. Aplepwvw to BiBAIo autd o dAoug autoUg TouG «avilpPNoleg OUVE(-
dnong» Mou KOVIPA OTOV KOWWVIKO KATOKEPUATIONO aKEPTOVTAl TN {wn e OPOUG
TEXVNG KAl KAVOUV TEXVN HE 6poug {wng. To aplepwvi 0TOUG EKAEKTIKOUG KAAITE-
XVEG KAl EN{HOVOUG TEXVITEG TNG {WNG KAl TOUG EUXAPIOTW MOU PE GUVIPOPEWAV Kal
€ oUVIPOPEUOUY o€ authv TNV O6UOOEIG MOU EUTUXWG CUVEXICETaL...

‘ENAn Manakwvotavtivou
knvoBetpa
KaMitexvikn bieuBuvipia tng ODC Ensemble







In this shifting world we live in, theatre of the polis is from/with/about the citizens
of various social backgrounds and positions. Dynamic entities that we don't want
to neutralise or come to terms with: they meet on stage and off stage. An active
gathering of citizens in a politically polarised world. Our work is to voice conflicted
stands: our viewers are not our friends.

Art is an unconscious and fast exchange of survival codes.
Theatre is a provocation that stimulates challenge.

Theatre of the polis embraces parallel realities and the dramaturgy of the Many
the dramaturgy of the Present citizens can perform on stage.

What if we need to reshape the structures of our organisations and the ways we
produce and rehearse altogether in order to challenge dominant narratives?

Stop ticking the right boxes in the subsidy forms.
Don't go homel!
New needs are linked to new ways, other than the existing.

Real life has by-passed civilised manners long ago: raw aesthetics
for neo-medieval times without a God.

Content is at the core of the new rupture with the past: allowing conflicting
narratives to be heard.

Raw is beautiful.
Chaotic structures are harmonious.
Open questions!

Any site is a stage: Perform in flooded theatre spaces, turn foyers into rivers,
turn real spaces into Utopias, turn Utopias into real spaces.

Embrace the bewilderment of the audience in the face of persistent dislocation.

Displacement of the viewer is a political act.

EP

Y10V onuePLVO eupETaBANTO KOOUO Wag, To MoAITko Bgatpo elval éva BEatpo nou vi-
VETAL anod, NPog Kal yld Toug NoAteg Slapopwy KOIVWVIKWY NpogAsUoewy Kal Béoe-
wv. AuvapIKEG ovioTnteg, Mou oUte BEAoupe va eCoudetepwaooupe oUte BENOULE va
OoUPENwBoUpE padl Toug, cuvavtiouvial Viog Kal EKTOG OKNVAG. Mia evepynTikn ou-
vdBpolon noAtwv o€ €vav NoAtikd Sixaouévo koopo. AoUAEld pag ivat va 6wooupe
(PWVN OE aVTIIKPOUOWEVEG andYelg: ol Beatég Sev eival pilol pag.

H téxvn eival pla acuveidntn kat taxeia aviaMayn kwbikwy enBiwong.
To B¢atpo ival pia npoBokatola nou nupodotel aAAaYEC.

To noAkd B€atpo evowuatwvel NAPAMNAEG NPAYUATIKOTNTES
kat i dpapatoupyia twv MoAwv
n dpapatoupyia tou Mapoviog nou ot NoAiteg eppnveUouy el oKNVNG.

Mnnwg npénet npwta va aAagoupe pidikd t Soun twv opadwy Jag Kat Toug Tpo-
Moug nou kavoupe BEatpo Kat petd va aAAAEoUE TG KUPIapXES apNYNOELS;

Mnv KAVETE TEXVN SUPPWVA LE TA KPITNPLD TWV ENXOPNYNTEWV.
Mnv ta napatdre.
O1 véeg avaykeg ouvdEovral e VEEG YAWOOEG MOU aKOUa HEV UNAPXOUV.

H npaypatkn {wn 6w Kat oAU Kalpd €xel Eenepaacel TOUG KaAoUG TPOMoug
oupneplpopds. H wudtnta wg aioBnukn enthoyn avianokpivetat otn
VEO-UETAIWVIKN EMOXN [AG, 6rnou 6ev undpxel Beog.

AG eNava@EPoUpE To NEPIEXOUEVO OTOV MUPNVA TNG VEAG AUTAG phENG
e 1o NapeABov: ag apNooUE Va aKouaToUV avIpaTKEG LETAlU ToUG IOTOPIEG.

To w6 eivat dpopo.
Ol XaoTIKEG HOEG elval APUOVIKEG.
Ag avoifoupe epwtnuarta.

KdaBe ténog eival kat pia oknvn: MNai€te oe NANPPUplopévoug BeatpikoUg Xwpoug,
UETATPEWTE TA POUAYE OE MOTAWILD, UETATPEWTE TOUG NPAyUatikoUg xwpoug g Outo-
nieg, petatpeyte g Outonieg o€ NPAyUATIKOUG XWPEOUG.

EvBappUvete v aunxavia tou KolvoU, PEPTE To aVIIETWO HE SIPKEIG YETaTonioelC.

H petaténion ¢ onukng tou Beath ouviotd noAtkn npdén.

E.I.



«Aev eivar buvatdv va undpéel ppéokia kal kaivoupla euneipia
av bev undpxel €vag kaBapdc, napBevoc xwpog

£T010G va Tn OEXTEL»

Mhtep Mnpouk

“No fresh and new experience is possible
if there isn't a pure, virgin space ready to receive it.”
Peter Brook




FAITH

Dimitra Kondylaki'

It was one of those summer nights in the city, when people are sticky with sweat,
the moon reminding them that the sea is somewhere out there. Naturally, on a
night like this, we would all rather be anywhere but the city, especially this dry
part of the city, devoid of life and perpetually covered in dust, empty but for gyp-
sy camps and, during daytime, transportation companies. We proceeded further
into the heart of Orfeos street. Nothing but scrapyards and motionless trucks in
sight. We parked, being somewhat at a loss. Had we made a wrong turn? Abso-
lutely nothing in the area alluded to anything remotely theatrical. But maybe that
was the whole point: that nothing whatsoever should give off a theatrical vibe.
The ideawas to reject formulaic and formalist art in favour of art that is substan-
tial, grounded to reality, poignant and moving. That was my first time at Vyrso-
depseio. The year was 2011 and the occasion was After — A Performance About
the Catastrophe of the World. Director Elli Papakonstantinou and ODC Ensemble
introduced us to this once imposing, 19th-century Balkan tannery.

The need to rejuvenate a deadly theatre—to borrow Brook’s term—, as the-
atre usually tends to be in our contemporary world, recurs again and again over
the decades. Experimentation in non-theatrical spaces has proved to be terribly
liberating, especially after the 1970s. Artists have been encouraged to decon-
struct canonical works and employ contemporary material in their attempt to
re-negotiate current issues. At the turn of the 21st century, though, all such artis-
tic efforts appeared to be a tired rehash of past experiments, including the sup-
posedly subversive re-readings of canonical works and all kinds of aesthetic ex-
periments detached from society and from urgent collective anxieties. In fact, the
demand for a ‘virgin' space that would become the home of exciting, new pro-
jects seemed to be (and still seems) outdated. At this point, the practice of displacing
a theatrical performance from conventional to unconventional venues has become
banal; there is nothing avant-garde about it. By contrast, the only way to inhabit afresh
theatrical space seems to be through its collective coming to life. The birth of a new,
active collectivity may very well be tantamount to the birth of a cutting-edge, ex-
traordinary new space. We should bear in mind, though, that this birth can only
take place if the space in question is connected to current historical develop-
ments and contemporary social dynamics, bringing audiences and performers

1. Dramaturg, theatre researcher, co-curator for Contemporary Greek Theatre — Athens &
Epidaurus Festival.

NIZTH

Anpntpa KovduAdakn'’

‘Hrav pla kaAokalpivh aotikh vUxta, anoé ekeiveg mou n €otn KoAdel ato 6¢p-

Ha Kal to geyydpt Bupidel 6t kdnou pakpld undpxel n BdAacoa kat Ba euxéoouv
va eloat onoudnnote aMoU ektdg NOANG, Kal dn ektdg autoU tou dvudpou on-
peiou g NOANG, nou eival epeinwpévo and {wn Kal NAvia AVIiyUévo atn oKovn
— Pepikol kKatauAlopol Tolyydvwy anopévouv Pévo Kal ol JETAPOPIKEG TN JEPQ.
Mpoxwpouaoape 6Ao Kal nio Babid atnv 066 OpPEwG, YUPW HAG HAVIPEG KAl aKI-
VNTOMoINPEVA POPTNYA, KAl NapKAPApE To autokivnto Alyo xapévol, Ye v aioBn-
oh 0T pdMov Kdvaue AdBog — tinota 6ev nNpodibete yia v Unapén evog Bea-
TPIKOU Xwpou €dw, ektd¢ and tnv unoywia ot akpIBWS auto ival 1o {ntoUpevo:
Tinota va un Bupicel Béatpo pe OAN TNV avapevopevn aTHOOPAlpa Kal onpaaia
tou. Na ondoet 1o Tunonoinpévo KEAUPOG yia va anokaAupBel éva véo neplexo-
uevo. Na nepdooupe anod pia popualoTIKA Kal MPOOXNUATIKA TEXVN OE ia Té-
XVN avaykaia, mou pag ouvEEEL PE TNV MPaypatikotNta, Jag tapadel, Jag YETaKIvel.
Auth htav n Npwtn eopd nou Bpébnka oto Bupoodeweio. ‘Hrav 1o 2011 kat htav
yla 10 Meta — Mia napdaotacn yia v Kartaotpoen Tou KOauou, e oknvoBeaia tng

‘EMIng MNManakwvatavtivou, atnv onola avike Kat n npwtoBouAia va Yag ouotnogl,

ue v opada g ODC Ensemble, Beatpikd autod 1o dMote eniBANTIKO pyooTdoto
Twv BaAkaviwv tou 190u alwva.

H avdykn avatponng evog anovekpwiévou Beatpou —onwg 1o ouvavidue Katd
KOPOV OTN onUEPIV Beatplkn ayopd— enavépxetal KUKAIKG avd dekaetieg. Elbika
petd n Sekaetia tou '70, 0 NelPAPATIONOG 08 XWPOUG dlapopeTikoUg and ta KAAot-
kd Bgatpa ntav andAuta aneAeuBepwtkd g kal anevoxonoinoe tn 61éBson «onaoi-
HOTOG» TWV HEYAAWY £pYywV MPOG Xdptv NG eNBUMI{Ag Hlag wHNG avanpayudteu-
ONG ToU NapAVIOG PE T UMKA TNG EMNoXNG Tou. AAAG PETA To YUPIOHA TOU alwva, OAd
@aivovrav 1bwpéva, Eavaidbwuéva kal andAuta koupaopeva: Téoo ta peyaia €pya
OTIG «AVATPEMTKES» OKNVOBETIKEG MPOOEYYIOEIG TOUG 000 Kal KABe €lboug alobn-
TIKOG NEIPAMIATIONOG, ANOKOUUEVOG and TNV Kovwvia Kal Ta enelyovia oUAOYIKA
{nthpata. H a&iwon evog «napBévou» xwpou nou Ba piloevolaoe VEO NeEPLEXO-
HEVO NTav oTNV Npaydatikétnta (kat eival) kau n dla Eenepaopévn — kaBwg n npa-
KTIKN TNG JETATOnIong Tou Beatpikol yeyovotog and Toug oupBatikoUg XwWpoug o€
dMoug, Alyotepo «aupBatikoUgy, eival 1doo ouvnBng nAgov nou &e diatnpel tino-
10 T0 NpwTonoplakd. O JOvog TPOMoG va KATolKNBE( évag «vEog» BeaTpIKOG XWPOG

1. ApapatoAdyog, Bewpntikdg Bedtpou, cUPBOUAOG yia T oUyxpovo eMNVIKO Béatpo oto De-
ouBAA ABnvawv & Enibadpou.



together and blurring the boundaries between the two. This was
precisely the concept of Vyrsodepseio.

ODC Ensemble breathed new life into the old factory through
endless hours of group work in the hopes of creating a lively hot-
spot, a meeting point for art and activism. In fact, the Ensemble
was fully aware that their choice of a space should reflect the con-
cepts of rehabilitation and reinvention; a previously unused, per-
fectly ‘virgin' space would be an utterly meaningless choice. The
space had to serve as a bridge between the past and the present,
promoting the concept of continuity and highlighting the individual
as an active agent.

Along those lines, in recent years there has been a widespread
emergence of site-specific events at historic places of memory.
In the case of Vyrsodepseio, a wide range of events were held in
the outskirts of the city: not only theatrical performances, but also
dance performances, concerts, parties, residencies, workshops,
including our dramaturgy workshop which met with great suc-
cess?. That said, not every era offers the necessary set of tools
allowing for the re-appropriation of sites of historic memory; af-
ter all, this re-appropriation can easily devolve into a merely aes-
thetic, decorative, and superficial revamp. The shift from a theatre
of convention (which by no means should be identified with con-
ventional theatre) to a live spectacle, free of traditional conven-
tions (which can, in turn, also become deadly, that is, conventional
and dull, according to Brook) can be realised only if invested with
a vital meaning. In 2011, that meaning was present, pouring out
of every house, square, meeting, and word. Unmistakably, it was
precisely in November 2011 that the Embros theatre was occu-
pied by the Mavili Movement. The launch of Vyrsodepseio by ODC
Ensemble preceded the movement by a few months.

In July 2011, amidst massive protests, popular assemblies,
and overall social unrest, one could sense that something was
coming to a head, that things were moving to a new and unfamil-
iar direction. If we could only come together and share our desire
to change the world, we would all, jointly, (re)discover a lost to-
getherness, an enthusiastic solidarity that would, even temporar-
ily, cure us of our strictly private anxieties. The cement carcass

2. Active playwrights attending this workshop include Anna Karamba,
Charalampos Giannou, Natasa Sideri, and Konstantinos Tzikas, to name a
few. For a detailed description of the dramaturgy workshop, see note on p. 166.

of Vyrsodepseio, this former tannery of monumental proportions,
with its chaotically empty spaces, the echoes and reverberations
bouncing off its bare columns, the huge dim windows, the gloomy
energy of permanently arrested movement, encapsulated this
promising abandonment, the melancholy for what was coming
to an end and what remained unborn; the overall sense of an end-
ing bringing with it the strange dynamics of a dormant explosion.

“There is something that unites us all": A performer whispered
these words at the beginning of After, while guiding audiences
through afictional, post-apocalyptic museum of human skin pro-
cessing, according to the concept of the performance. Do we still
have the sense that we are taking the final steps outside the cap-
italist model? Hardly. What about our longing for acommon iden-
tity, even if this identity is predicated on the realisation that “our
homeland is but a series of alienations?” This longing has long
been pushed out of our minds, and, at any rate, does not seem to
be so collectively felt.

Back when the crisis broke out after decades of aversion to
anything remotely collective, the very contemplation of ‘homeland’
—an unexpectedly revived concept—compelled us to rediscover
common references which, when put together, would serve as a
social glue. The Aganaktismenoi movement of Syntagma Square
culminated in a series of open discussions. After used these as
a springboard, hoping to locate this social glue in our agonising
questions about the concept of the ‘end’ and everything we are
to expect after the end: after the end of false prosperity, after the
end of illusions, after the end of capitalism, after the messianic
end of History itself. These questions were visually brought to life
during the performance, its premise being the making of a film.

The dramaturgy drew on essays and narrative texts by think-
ers ranging from Walter Benjamin, Rosa Luxemburg, and Guy
Debord to Pessoa and Pasolini. Despite its inconsistencies and
blind spots, the performance won over audiences thanks to the
utter commitment of its performers, the dynamic core of the en-
semble and its surrounding amateurs, all at the service of amaster
plan: to infuse the stage with the vibe of a sinking society in
every conceivable way, drawing on parable, realism, choreo-
graphic parody, lyrical delirium... Furthermore, the performance
attempted to deconstruct our common fears. This attempt
amounted to a generous and liberating gesture, even if, at the
very end, the After remained, gloriously, pending...

@aiveral, avtiBeta, va sival éva cuAoyIko {wvtaveud tou. H yévvn-
on piag véag, ENEPIMHY ouMoyikdtntag: auth (0wg povo pnopeiva
opioel Kat tn dnptoupyia eVOg «MPwWIONoplakoUx» VEOU XWPOU — UE
NV évvold Tou onaviou. Kat mou npolnoBetel tn oUvoeon Tou Xw-
poU autoU We To 1oTopIKO yiyveaBal Kat e pia olyxpovn KOWVWVIKN
Suvapkn, Ikavn va pEpel kovid (cuxva and tnv ibla mAsupd) Beatég
Kal NEPQOPUEP KATaPYwWVIag td olvopa PETalu Toug. Xe pid T€told
Aettoupyla atdxeue pe v Bpuon Tou 1o Bupoodeyeio.

Emdiwkovtag va dnpioupynoel éva wtiko onpeio Topng petagy
TEXVNG Kal aktiBlopoU, n opdada, Mou Pe atéAElwTes WPEG GUAOYI-
KNG 6oUAElag €dwae vea nvon oto NaAld epyoatdolo, eixe andAutn
ouvaioBnon ot évag T€tol0g Beatplkdg XwWPOog OXL Jovo dev uno-
pel va eivat «napBévogy, ald bev €xel kav undotacn av o Baoile-
0l TNV EMQVAKATOkNon A otV avatponn plag naNdg xpnong. Ot
Ba npénet va Asitoupyel wg yépupa avapeoa ato NapeABov Kat oto
HEMNoV putiCoviag Ty évvold TNG OUVEXELAG, JUE To ATOHO WG EVERYO
UIMOKE(UEVO OTO KEVTPO.

Ye pla T€tola Aoyikn, ta teAeutaia xpdvia napatnpeital €€4-
nAwaon twv site specific napaotdoswy nou tonoBetolvial o€ Xw-
POUG (OTOPIKNG PVARING. E&W OlwG enpOKelTo yia évav oAOKANpo
NUAWVa SpwPEVWY OTIG MAPUPES TNG NOANG: OXI HOvVo Beatpikwy
napaotdoewy aAd Kal Napactdoewy XopoU, cuvauAlwy, napt,
residencies, epyaotnpiwy — Yetall twv onoiwv Kat 10 £pyactn-
pl Spapatoupyiag to onoio opyavwaape?. ANAG KGBe enoxn 6ev
NPOCPEPEL T KATAANAG CUCTATIKA YId TNV avakatdAnyn Xwpwy
(OTOPIKAG PIVAKNG Kat MOAU eUKOAA UMNOPE( KATI VA EKMETEL GTO «al-
0BNTIKO» Kal 010 «BIAKOOUNTIKGY, YIaTi N YeTatonion and 1o BEatpo
oUuBaong (mou kaBdlou dev tautidetal Y’ €va «oupBatikd» BEa-
1p0) 0" €va Cwvtavo Béapa, aneheuBepwpévo and «napadoota-
KE€G» oupBdoelg (Mou KL autd pnopel va yivel 1blaitepa deadly katd
NV €KPPAan Tou Mnpouk — cupBatiko Kat aviapo), Sev pnopel va
uAonotnBel napd av undpxel €va (wtko vonua va Ty KIVNTonol-
el. To 2011 1o vénpa autd ntav edw, Eexellile anod kaBe onit, and
KaBe mAateia, and kaBe cuvavinon, and KaBe A£En. Aev ival tu-
xaio éu akpBwg 10 2011, tov NoguBplo, mpayuatonolnBnke Katn

2. And oug ouyypaQeig nou Népaocav anod To pyactnpt dpauatoupyiag apketol
elval ekelvol nou SpactnplonoloUvial oNPEPA EVEPYA OTOV XWPO TG EMNVIKNG
Beatpikng ypaeng Avwwa Kapaund, Xapdhaumog Mavvou, Natdoa Xid€pn,
Kwvatavtivog T¢nkag K.d. Ma 1o gpyaotipt Spapatoupyiag tou Bupoodeyeiou,
BA. €l61k6 onpeiwpa otn a. 166.

KatdAnyn tou «EMIMPOX» anoé tnv Kivnon MaBiAn. Eixe nponyn-
Bel Kanoloug pnveg vwpitepa to dvolyua tou Bupoodeweiou and
tnv ODC Ensemble.

Ev pgow twv padikwv SladnAwoswy, Twv AdiKwY CUVEAEUTEWY,
TOU YEVIKEUPEVOU KolvwvikoU avaBpaopoU ekelvou tou louAiou, i
X€G TNV aioBnaon éu kdt NANGI&el Npog o TEAOG ToU, OTL KATL KIVELTal
MPOG Hla eVIEAWG GAAN KateUBuvaon and v wg TOTe yvwatn, 0Tl Jro-
pouUpe va Bpoupe éva xapévo «pad», hia evBouatwdn cUAOYIKOTN-
1a nou Ba pag Bepanelioel €0tw yia Aiyo anod v aywvia t1ou auotnpd
MPOOWIKOU UEOW TNG OUVAVINONG KAl TOU HoIpdouatog tnG avaykng
kat va aAagel. Kat to Bupoodeweio —o tolpevIévIog OKEAETOG ToU €p-
yoataa{ou nou kdnote unnpé&e 1o Bupoodeweio, e TG PvNUEIWOELG
dlaotdoelg Tou, ToUG XaoTKA ABEI0UG XWPOUG, TIG SOVATEIG TNG NXOUG
avAREDT OTIG YUUVEG KOAOVEG, Ta Bapnd peydAa napabupa Kat v
NEvBIUN evEpyELa PLag KivNoNg 0ploTikd aTapatnEVNG— Atav N davikn
OTEYN Y14 VA EKPPACEL AUTA TNV UMOaXAUEVN €pNWON, TN eAayXoAia
yU autd nou TteAelwve Kl ekelvo nou bev eixe yevwnBel akopa: tn d1a-
Xutn aioBnan evag T€A0UC MoU KUOPOPOUTE [ild Napdgevn Suvapikn,
pla SUVaMIKN EKPNKTIKNG aviibpaong v UNVWOEL

«YNApXel KATL MOU HAG EVWOVED, Hag wiBUpile oty évapén tou
Meta o neppdpuep nou pag Eevayolaoe o’ ekelvo To unotiBEpevo
douoeio ene€epyaaiag tou avBpwnivou 6€puatog, 1o onoio dlaow-
{6tav PETA TNV KATaotpo®n Tou NoAopoU, oUppuva Pe t dpapa-
TOUPYIKN aUMNYN. YRdpxet akdun; H aloBnon ot Kavoupe ta teAeu-
taia pag Bhpata npog tnv €€060 and 1o KanitaAlotkd HovieAo; KdBe
dMo. H aywvia yia pia kovi tautdtnta, £0Tw Ki av Eeiva ano
dlaniotwon 6t «n natpida yag 6ev eivar tinota aAAo napd pia oepa
and ano&evwaoelgy; MdAAov ato neplBuwplo TG OKEYNE ToU KaBevag
Jag, o€ Kapld nepintwon 1600 UAAOYIKA aloBntn.

Tote, OpwWG, Ye T0 E£onaopa TG Kplong Petd TG Sekastieg Ing
anoatpo@ng yla otdNMoTe Koo, Kal VO 0 OTOXAGHOG NAvVw otV
«natpida» —nou avanaviexa avayevviotav— €PePE WG CUOTATIKO
TOU TNV avaykn va avaBpoUpe TG KOIVEG avapopEg nou Ba ouvé-
Betav €vav ouvektko 1010. Me apetnpia pla Siadikaaia avoixtwy
oudnThoEwY Nou TPoPodotnBnKe ano To Kivnua twv AyavaKTouE-
vV 010 XUvtayud, 1o Metd evionide tov Vo auto 1oto otn Baoavi-
OTIKN anop(a yia 1o T€A0G Kl O,Tt aG NEPIUEVEL LETE: PETA TO TEAOG
NG eNiMAQOTNG EUPAPELAC, PETE TO TEAOG Twv YWeudaloBnaogwy, Petd
10 T€AOC TOU KaMTaAlopoU, PETA To JETOLaVIKO TEAOG Kal TNG (Blag
¢ lotopiag — unoBéaoelg nou sikovonoloUvtav Pe dxnpa to yupl-
Opa lag tawviag,



At the same time, the director capitalised on the relation-
ship between the performance and the historical import of the
space, between the condition of agents (authors and audiences)
and workers: “Tanners have to deal with terrible filth and stench,”
Elli Papakonstantinou mentioned in an interview. “In this perfor-
mance, we ‘wash off’ our waste, our darkness, our fears, all the
filth of an injured society. It is cathartic both for the audience and
for those participating in the performance.”

The venue was thus engulfed in this cathartic process, awash
with an anarchic, unruly energy urging people to take a stand. This
call for action was not consistent as far as structure and form
were concerned, but was nevertheless pivoted on a sense of ur-
gency, recalling a phrase by Guy Debord, whom we all know as a
sworn enemy of compromise and moderation: “[We found] our-
selves within surroundings that would soon be swept away, enrap-
tured with beauties that will never return. We would soon have to
leave it—this city which for us was so free but which was going to
fall completely into the hands of our enemies. Their blind law was
already being relentlessly applied, reconstructing everything in
their own image like a graveyard [...]. We would have to leave it,
but not without having made an attempt to seize it by brute force.”™

After, the site-specific performance which gave birth to Vyrso-
depseio as an artistic venue, was precisely a dramatic metaphor
of this effort at seizing. Six years later, following the departure of
ODC Ensemble, the building still stands, imposing but again devoid
of life, reminding us that these two ambitious projects, the attempt
to come together in the public sphere and the attempt to conquer
a utopia invariably collide with the inexorable grasp of reality. Still,
the desire of coming together, a desire that will always be rekin-
dled, remains insatiable—as long as we don't give in to the temp-
tation of acting as hopeless romantics...

Fortunately, ODC is as realist as it is romantic. If that was
not the case, the Ensemble would have never gone on to tack-
le a project as extroverted and collectively demanding as Loui-
sette*, presented at the Old Qil Mill of Eleusis in the summer of
2017. The participation of students of the Special Vocational High

3. Guy Debord, Complete Cinematic Works: Scripts, Stills, and Documents,
trans. Ken Knaub (Chico: AK Press, 2003), 177.

4. Louisette: The Backstage of Revolution. Co-production of Athens &
Epidaurus Festival and ‘Eleusis 2021" European Capital of Culture. See: List

School of Eleusis marked a shift from the imaginary After to a
dramatic Now. By integrating students into a dramaturgy which
also revolved around the making of a film, this time about the
French Revolution, the performance explored how we current-
ly relate to the still relevant tripartite motto ‘Freedom-Equality—
Fraternity." This approach worked both on a literal and a sym-
bolic level precisely because it focused on the social reality
of outcasts. The production was not just a theoretical analysis
on the meaning of social exclusion and how this relates to the
urge to rebel (and/or destroy), but also offered a creative re-
sponse to exclusion through the artistic integration of a sensi-
tive group. Thanks to this performance, ODC Ensemble ultimately
eschewed the spatial boundaries of Vyrsodepseio, indicating that
the concept of space is contingent on the human dynamics which
mobilise and shape it. The Ensemble thus demonstrated that the
desire of coming together does not obey any constraints set by
venues and spaces. This desire moves freely, finds a way to es-
cape, and reinvents itself. The element that brings people togeth-
er is brought to the surface. And what is this element if not a pure
faith that this coming together is indeed feasible?

of productions.

Exeivo nou oe képdile otn Spapatoupyia —bounpévn ndvw o€
SOKIUIOKA Kal agnynpaTika Kelueva otoxaotwy anod tov BdAtep
Mnrévylapy, tn P6Za AoUEepnoupyk kat tov F'ku Ntepnop wg tov
MNeooo6a kat tov MNMadoAivi—, nap’ OAEG TIG AOUVEXELEG Kal Td KEVA TNG,
Atav N KaBoAIKN UNAOKN TwVv NEPPOPUEP, Tou duvauikoU nupnva
NG opuGdAG KAl TV £pACITEXVV MouU Tov NePIEBaAav, oTnv unnpe-
ola autoU tou peyakennBoAou oxediou: va HIOXETEUTEL oTN OKNVN TO
pelja pag kovwviag nou aloBavetal 6t BouAlddel e 6AoUG TOUG
SlaBéaipoug tpdnoug, anod v napaBoAn otov peaAopd KL ano
X0poypa@Ikn napwdia ato Aupikd napaAnpnpa... Eniong, n 61éBson
anodopnang Tou Kotvou pag goéBou, 1o aneAeuBepwtikd poipacua
lag yewaiddwpng xeipovopiag. ‘Eotw Kl av oTo TEAOG NapEEVE e-
YOAEIWONG N EKKPEPOTNTA TOU LETC...

MapdMnAag, n oknvoBeoia aflornololoe A€TOUPYIKA TN OXEON
avdueoa otny Nep@OPUIAVE KAt TNV IOTOPIKN pOPTICN TOU XWPEOU Moy
I QAofevoloe, avapeoad otny Katdotaon tou 6pwvtog (dnuiloup-
you Kal anodéKtn) Kat tou gpyatn: «OL avBpwnol nou douleUouv og
Bupoobeyeia £pxovial avtipétwnol he poBepn Bpdua kat duowbiay,
éheye oe ouvevteuEn g n ‘EANAN Manakwvotavtivou. «Xtnv napd-
otaon “€enAévoupe” 1o Katakdabl, To okotadl, tov poBo uag, i Bpo-
pa HlOG TPaUPaTIopEVNG Kolvwviag. Agttoupyel KaBapTika yia Toug
Beatég Kal yla Jag MoU CUMETEXOUIE G’ AUTAVY».

Ano ekeivn tn diadbikaoia kGBapaong, Tn GUAOYIKN EVEPYELD MOU
KATEKAUCE TV XWPO, vapxn, ATakn, EE0NKWTIKN, JE TNV Moinon g
xelpovopiag va edpddetal NneploodteEPO aTo €MElyoV TNG EKPPACNG
napd otnv 6rola cuvoxn g SoUNG, EPXETAL TWPA avd oTyES 0 and-
NXxoG NG Ppdong tou Ntepnop — nou 6Aol yvwp{{ouue wg 0pKIOUEVO
exBp06 Kabe oupBiBaopoU Kal petplonddelac: «Bplokduaotav péaa
0" €va oknviké nou Ba e€agavidotay, anoppoPnUEVOL and OLOPPIES
nou &ev Ba EavapBoulv. Ba 'mpene olvioua va TNV eyKATAAEPOUE,
authv TV MOAN Mou yla pag unnpée 10oo eAeUBepn, aAAa nou Ba
NE0EL OAOKANPWTIKA OTa X€PLA TwV eXBpwov Yag. ‘Hon, epappoddletal
ApETdKANTa 0 apelNKTog vOUog Toug nou Eavagudxvel ta ndvia kat
€lkova tou, 6nAadn, £xovtag wg NPOTUNo, £va £idog vekpotaeiou.
[..] Ba npénet va tnv eykataAsiyoups, Oxt OUWG XWPIG va €xoups
npoonaBnael, £0Tw yla dia gopd, va ty kataAdBoupe 61d tng Biagy»®.

()¢ site specific nep@oppavg 10 Merd, n douleld nou yévvnoe
KaMtexvika to Bupoodeyelo, ntav éva €ibog Spapatoupylkng pe-
1aQopdc autng akpIBwg tg Npoondabelag avakatdAnywng. Metd tnv

3. 'ku Ntepnop, In girum imus nocte et consumimur igni (1978), utep.

anoxwpnon tng ODC Ensemble, €€l xpovia petd, 1o eniBANTIKO, aAG
¢6<10 ek véou anod {wn, KTiplo tou NaAloU epyocTtaciou OTEKETAL KO-
Ua eKkel yia va pag Bupilet ot (kar) n enBupia TN cUVAVTINONG OTO
dnpdato nedio Kat n noAlopkia Ing outoniag —4Tav AVIIKEUEVOTOL-
oUVTal 0€ T000 UMEPUETPA EYXEPNUATA— MPOTKPOUOUV NAvia otnv
10XU TNG MPAyHatkotntag nou eivatl akatavikntn. H enilBupia dpwg
NG ouvAvinang nou Ba Nnupodotnaoel véeg ekpnEelg Note dev e€a-
vikeital — 16{wg av npootateutel and évav nelpacuo piloonactikou
POMAVTIoHOU MOU OUXVA Jag KataAauBdvel...

Eutuxwg n ODC Ensemble peta€l pealiopoU kal popaviiopou
akpoBatel enidé€la. Alapopetikd, € Ba avaAduBave peta an’ dAa
autd éva 1600 e€WOTPEPEC KAl analtntikod, o€ cUAOYIKO eninedo,
project oav i Aout{étta’, nou avéBnke oto MaAald EAatoupyeio g
EAeuaivag 1o kahokaipt tou 2017. H ouppetoxn €d6w twv padntwy
tou EldikoU EnayyeApatkoU Mupvaciou thg neploxng Pdg enavé-
(Qepe ano  paviaciwon tou Metd oto Spapatiké Twpa. Méaa and
N A€louUpyIKN €viagn twv Jabntwy ¢’ évav 10To Nou elxe eniong wg
Baon tou 10 YUplopa plag taviag pe Bépa, auth  gopd, Tn aAAi-
kn Enavdactaon, n napdotaon e€€tade 1o {NTnUa TG ONPEPIVAG HAG
oUvbeong pe 1o tpintuxo «EAeuBepia, lodtnta, AdeApoolvny, Mou
napauével anoAuta kouBiko. Ecuddoviag otnv KovwvIKNA oviotnTta
TOU andkANPoU, N MPOCEyyIoN auth AsltoupyoUos 1000 0€ KUPLOAE-
KUKO 600 Kal o€ oUpBOAIKO eninegdo. Matl b€ otapatoloe otn Bew-
PNTKN avAAUON TNG €VVOLaG TOU KOWVWVIKOU aroKAEIoPoU Kal Tou
nw¢ pnopel va oxetidetal Pe Ty oppn Ing enavdotaong (n/kat g
KataotpoPng), aAd npdopepe éva €idog SnuloupyIKAG andvinong
0’ autov 61a PEoou TG KAATEXVIKNG aPouoiwaong autng TG euai-
06ntNG KovwVvIKa ouddag. Kata kanolo tpono, Aoindy, W' auth v
napdctacn n ODC Ensemble unepgBn oplotikd t «xwpikh» ouven-
kn Tou Bupoodeweiou deixvovtag dtl n évvola Tou Xwpou oxetidetat
Kuplwg pe v avBpwnivn Suvapikn nou Kivntorolel. Ot n emiBupia
NG ouvdvinong dev unakoUel o€ NEPLOPIOUOUG OTEYNG KAl OTEYAONG.
Metakiveltal eAeUBepa, Bplokel Tov 1pdno va dpanetelet Kai va 61-
oXxeTeVeTal KABE PopPA OE VEEG NMEPIOXEG MPOKEIUEVOU VA PEPEL TNV
enpAvela 1o oroixeio nou Ba pag evwaoel NdAL Kt auto dev eival, vo-
didw, AMo ano v niotn ot KATL TETOLO ival EQPIKTO.

Mavog Toaxayéag, EAeUBepog TUnog, ABrva 1990, o. 39.

4. Nouilgtta: To kapapivi piag enavdotaong. Tupnapaywyn OeotBaA ABn-
vav Pe v «EAeuciva 2021» — MoAotkn Mpwtetouaa g Eupwnng. BA. Mapa-
otaoloypagia.



THE THEATRE
OF CONSCIOUSNESS

Grigoris loannidis'

Streets and squares, sites of debate and sites of departure, en-
trances and exits: every city requires these. Above all, what a city
truly needs at the centre of its life is an agora, an open demarca-
tion of boundaries; a locus wherein the city (and polis) can enter
into dialogue with itself, where true theatre is part and parcel of
the agora, while also serving as the site of a sometimes pleasant,
sometimes painful self-examination of the city.

Already in its first foray into the Greek theatre world, ODC decided
almost unconsciously to set up its headquarters at this very spot:
the agora. As a theatrical movement with a distinctly political fla-
vour, the Ensemble wanted, first and foremost, to be part of the city
and occupy a central place in its consciousness.

This is precisely why from the outset ODC was set up as a pas-
sage and a place of hospitality in an otherwise inhospitable area,
not unlike a shop at the end of an avenue, an artistic junction. Let us
take a look at the past: we can trace ODC's distant ancestors to the
stage experiments of Malina and Beck's Living Theatre, the 1960s
and 1970s conceptualisations of theatre as a political act; a space
where artists can communicate among themselves, where artists
and audiences can interact with the city...

The experimental performances of those decades anticipated
the massive opening up of actors and audiences to the city, indi-
cating that true theatre is not over when the curtain falls and the
audience applauds. Rather, at the end of the performance, the au-
dience and the theatrical production are transformed into a political
body and a public protest respectively.

0ODC was built on this premise of opening up. But the concept
alone was not enough. In the years following the founding of ODC, it
became clear to everybody that contemporary artists should come
up with a new set of tools helping them address two worlds at
once: the realm of the one or several texts, and the contemporary

1. Theatre critic, Assistant Professor at the Department of Theatre Studies
— University of Athens.

world. A performance can bring these two worlds together only
through unrest and alertness. This is not just about modernising
the classics. This coming together is an encounter between two
worlds speaking the same language, comprehending each other;
in effect, complementing each other.

These complementary forces found a new home in an aban-
doned part of the city, a rundown neighbourhood where leather
was once chemically processed. It felt almost as if the odours of
tanning, a laborious craft, at once expensive, cursed, and grimy,
had seeped into the pores of this place. One could not have found
a better symbolic space to host the ODC project; perhaps the most
apt location in the world, if not for the former gunpowder factory
housing Cartoucherie de Vincennes in the outskirts of Paris.

Once defying belief, this bold venture has now run its course.
Presently, ODC has moved on to different agoras, retaining the
same political and artistic stance. The Ensemble’s productions may
echo with the hustle and bustle of citizen's assemblies, or the rage
slowly but steadily boiling up inside our homes. Or maybe the En-
semble also heeds to an ancient buzz, coming all the way from
Eleusis, where, according to the legend, prior to the Battle of Sala-
mis an enormous cloud of dust rose. Simultaneously, the voice
of the mystical lacchus of the Eleusis Mysteries can be heard: an
omen harking the salvation of Democracy, confirming the union of
the Polis with something sacred, protecting it against the maraud-
ing barbarians.

The buzz of a journey that is both ancient and timeless, a jour-
ney about individual and political self-awareness can be heard by
the young people who are active players in this city, by Elli Pa-
pakonstantinou and her Ensemble, by artists and audiences. The
vessel making this voyage will, once again, bear the initials ‘ODC.’

TO OEATPO
THZ ZYNEIAHZHZ

Fpnyoépng lwavvidng'

KdaBe noAn xpetdletal dpdpoug Kat nAateieg, onueia SlaAdyou Kat
onpeia puyng, €l06doug Kal e€66oug. Autd OUwWG NMou aAnBiva éxel
avaykn eival va Undpxel oto KEVIPO TG wng NG pila Ayopa: Ekeivo
10 ohpelo TG avolxtng oploBEtnong orou n dla Ba ouvbiaAéyetal
HE TOV £QUTO NG,

Kovtd o autd to onpeio edpadetal 1o aAnBivo B€atpo oav Tuna
Kl enéktacon tng 6lag tng Ayopdc, 1onog piag dAAoTe euxdplotng Kal
Kanote enwduvng autoouveldnaiag ing MNoAng.

Motetw ot n opada ODC and v NpwIn TG KIOAAG NapéuBa-
on ato eAnVIkS BEatpo BEANcE evOouUXa va OTNOEL TO MOCTO TNG 0
auto 1o onpeio. Elde tov €autd Ing wg pia Beatpikn Kivnaon Ue NoAl-
KO XapaKINPA Kat noAtikd okond — BéAnae ndvw and 6Aa va ano-
TEAEOEL TUNKA TNG MOANG Kal TOMO TNG oUVEIBNONG TG,

' autd Kat e€apxng oTNBNKE NEPIOTOTEPO |E TN HOPPN NEPA-
opatog aMd kat pvogeviag. Av ndue Kanwg niow, vouidw ot n
ODC éxet yla HakpivoUg NPoyovoug TIG OKNVIKEG EPEUVEG ToU Living
Theatre Twv MaAiva kat Mnek, 1g Bewpnoelg tng dekastiag tou '60
kat '70, nou €BAenayv, tdte, 10 BEatpo oav NoATKNA NpdEn Kat Xwpo
EMKOWVWVIOG TwV KAATEXVWY PETAEU TOUG, TWV KAAMTEXVWV HE TO
KoV, ToU KolvoU e TNV MOAN Tou...

Kdanorte 1o €Aog ekelvwy twv napactdoswy NpogBAene i padikh
€€060 Twv nBonolwy Kal Tou KolvoU Npog TNV MOAN, UNovowvIag 0Tl
10 aAnBIv6 BEatpo Gev TeAelwvel We To KAEloWo TG auAaiag n pe o
XEIPOKPOTNUA, AAAG E TO KOWVO va PETaBAAETal G MOATIKO Owpa
Kal tv napdotacn va e€eAioostal o€ dlabniwon dlapaptuplag.

Ye auth t Bdon dpactnplonoinBnke n ODC, aA\d Ki autd naAl
and pévo tou Gev eival tinota GMo napd pia Bdon. Xta xpdvia nou
axkoAouBnoav €yive oe 6GAoUC 0aPES Nwg xpelddetal va 6oBel npo-
0O0XN OTNV AVAVEWGON EKEIVWV TWV PECWV NMOU KAVOUV TNV TEXVN Va
aneuBuvetal og U0 KOOPOUG TAUTOXPOVA: OTOV KOO0 TOU £VOG KEL-
HEVOU (N TwV MOAWY KEIPEVWV...) KAl TOV KOOHO Tou anpepa. B¢€AeL

1. Kptukdg Bedtpou, Enikoupog KaBnynthg tou Tunuatog Beatplkwv Lnou-
bwv — Maveniothputo ABnvawv.

avnouxia kat eyphyopon wate ot duo autol kdapol va cuvavinBolv
otnv dla napdotaon. Asv gival anAd EKOUYXPOVIOUOG ToU KAAGIKOU.
Eival pla ouvavinon oty onoia ot Uo Koopot PihoUv Ty idla yAwo-
00, KaTavooUuV 0 €vag Tov Ao — e Suo Adyla, GUPNANPWVOVTaL.

Kanote 1€8nke oav boxeio tng oupnAnpwaong éva nallo Pépog
NG NOANG O€ Pl anoKeVTPN YEITOVId TG, AMou YIvoTav KAMoTe N XN-
HIKN Katepyaola 6eppdtwy. Mépog nou paviddetal Kaveig ot xel
AKOWA 0TOUG NOPOUG ToU, KoUBAAd ato €ppa Tou Thy oopn and 1o
axBo¢ ToU enayyEALATOC, KAt T0 akpIBO padl pe KATL KATtapauévo
Kal punapo. Aev unopoUaoe va undp&el KATAANAGTEPOG XWPOG OU-
BoAlopoU and to Bupoodeyeio yia éva eyxeipnua énwg tng ODC —
{owg va ntav o kataAMnAdTtepog dieBvwg, av dev Npolnnpxe ekeivo
10 Npwnv Mnapoutddiko otnv dkpn tou MNapiatou.

Metd tnv oAokAnpwan tou adlavontou peadAtou, n ODC cuve-
x(Cel og AM\eg ayopeg Kat otnv Bla ndvia B€on. Mnopeil va akouoel
OTIG NaPAcTAoEelG TNG TN Boun Mou €pxetal anod T ouvdaBpolon twv
MOAITLOV N anod TNV opyn Mou Yepidel ta unoyeld pag apyd Kal ota-
Bepa. lowg va akouUel padi kal pia aAAn apxala Boun: Epxetal and
v EAeuoiva, an’ énou, Aéet o pUBog, onkwBnKe Nplv and t vau-
paxia ing LaAapivag €va tepdotio oUVVEPO okovNng padl he tn puovn
T0U pUoTIKoU Takxou twv Muaotnpiwv. Mpopnvupa tng owtnpiag ing
Anpokpatiag, eniBeBaiwan g Evwong tng MOANG e KAt lEPO, Mpo-
otaoia tng and toug BapBapoug nou enehalvouy evaviiov NG

"0 6AouG autoUG ToUG VEOUG avBpuINouG Nou GUHKETEXOUV OTNV
(61a moAn, yla tnv ‘EMn Manakwvotaviivou Kat toug ouvepydteg g,
Y10 TOUG KAANTEXVEG Kal ToUG Beatég, undpxel 6w, ONwWGE Kal va 'Xel,
n Boun ano éva ta&id1 apxaio kat 61axpoviko, T oroio KIAJEL yia aTo-
MIKA Kal moAttkn autoyvwaia. To mAo{o —Ki auth th popa— QEPEL YU
autoug ta apxika: ODC.



NAPALTAZEIX
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This is the show that launched ODC Ensemble’s touring...

| began researching the Odyssey back in 2002. The first phase of my research
(2002-2004) resulted in a series of performances presented in Greece and abroad,
each of them featuring a different cast and crew. The common denominator in all
these performances was the development of a contemporary rhapsodic method.

| focused on the Odyssey because | was intrigued by the fluidity and diversity of
the Homeric epics and especially by the fact that in reality there is no ‘original’ text.
In effect, we are talking about different versions of the lliad and the Odyssey and
more specifically about each rhapsodist trying a different take on the /liad and the
Odyssey, improvising in situ before a live audience and introducing variations even
on the verses themselves.

This ‘open’ dramaturgy opens a channel to the present. Far from distancing
herself from the story she tells, the narrator finds herself within two overlapping
circles: the real circle of the audience, and the fictional circle of the story.

This largely improvisational performance was built upon the interplay of
three bodies of work: The Odyssey, musical improvisation, and the narrator’s free
association. The director spins an ad hoc dramaturgy the ‘seams’ of which are
visible to the audience; the audience can then choose the Book of Odyssey they want
to listen to while having dinner. This project is open to the idea of Randomness:
the interplay of words and musical notes; the flow of commentary through free
association; songs.

Music and speech are woven together in a single narrative. The performer’s
body vibrates, pushed to unprecedented directions, forced to maximise the
smallest structural unit of language—word, syllable, phoneme—going against
the flow of rhythm, eschewing the production of meaning for what is left unspoken.

Extract from director’s note

This explosive and epic work, by turns horrific and hilarious, appalling
and endearing, is wonderfully brought to the stage thanks to Elli
Papakonstantinou’s imaginative direction, Aglaia Pappa’s narrative verve,
Tilemachos Moussas’ delightful music, Nikos Giousef's exotic musical saw,
Alejandro Chiacon’s expressive guitar-playing and singing, all of which
conjure an energetic performance. A positively theatrical experience, which
I watched two months ago inside the rose garden of the European Cultural
Centre of Delphi and which | wholeheartedly recommend.

Dimitris N. Maronitis, To Vima, 30.8.2009

Me autiv tnv napdotaon §ekivnoe 1o taibt tng n ODC Ensemble...

H €pguvd pou ndvw otnv O6uaoeia Eekivnoe 1o 2002. O npwtog KUKAOG BINpKETE
and 1o 2002 wg 1o 2004 Kat 0dnynoe o€ pia oglpd napactdoswy otnv EAGda kat
010 €€WTEPIKO e Blapopetikn KABe popd olvBeon cuvieAeatwy. Kolvdg napovo-
HAOTAG TwV Napactdoswy ntav n avdntugn plag olyxpovng paywoikng Asitoupylag.

Autd nou pe napakivnoe va aoxoAnBw ye v OSUOCEla lval N pEUOTOTNTA KAl
N NOAUHOP(I TWV ORNPIKWY KEWEVWV Kal KUPIWG TO YEYOVOG OTL HEV UNAPXEL «aU-
Bevikd Keluevor. MiAdue 6nAadn yia IAidbec kat yia OSUCTEIEC KAl CUYKEKPIUEVA L=
Adpe yia tnv kéBe OdUaoeia kat IAidda tou KaBe pawwbdoU nou autooxedldadel in situ
UMPOGCTA OTO KOWVO TOU, MAPAAAACO0VTAG AKOUA Kal TOUG GTIXOUG.

AuTh n «avolxth» dpapatoupyia avoiyel blauio pe 1o napdv. O apnynthg dev
anodibel tov pUBo anoé andotacn, otéketal péoa o SU0 KUKAOUG, OTOV MPayUatikd
TwV Beatwv Kal otov KUKAO Tou uiBou.

H napdotaon, kata peydAo nooootd autooxedlactikn, htav Sounuévn navw os
Tpla aMnAenidpwvta owpata — ato Kelevo tng 06UATEIag, OTOV JOUCIKO AUTOOXE-
Slaopd Kat atov eAeUBepo ouvelpud tou apnynti. O oknvoBetng ouvBEtel ad hoc T
Spapatoupyia PE avoIKTEG TG paEG TNG 0To Kovo, NMou eNAéyel Tn paywbdia nou Ba
akoUoel, Katd T dldpkela evog beinvou. To eyxeipnua anoteAel pia 6pdon avolxtn
oto Tuxaio: otn ouvaAvinon TG AEENG We pia vOTa, OTN CUVEIPHIKN €10pON OXONwV,
TPayoUdIwV.

H pouaikn cuvu@aivetal pe tov Adyo ae dia Kovn agnynaon. Aovwvtag to owpa
TOU NBoroloU, KIVWVTAG ToV MPog NPwIoyVwWPEG KateuBuvoelg, e€wBwvtag tov va
peyeBUVEL To PIKPOTEPO BOPIKO OTOIXElD TOU Adyou —tn AEEN, Tn cUAAABA, To Ppovn-
KO-, VO KATAXTUMNOEL Tov puBpo, va petanndnael and Ty napaywyn VoNUatog ot
BdAacoa tou aveinwrtou kal tou avapBpou.

Andonaocua and 1o onueiwua oknvoBET

To eKPNKTIKG QUTA MIKG ElyUa, Mou MEOKaAsl auvaua epikn Kat ilapdnta,
arnotponaod kat ouundBela, Boiokel otn ouykeKpIUEVN performance eUoto-
Xn okNVIKN LetéAMaén: n eupnuatikn aknvoBeaia tn¢ EAANG MNanakwvotavri-
VOU, 0 apnynuatikacg oiotpog e AyAaiag Mannd, n pouaikn eupopia tou Tn-
Aéuaxou Mouaa, 1o e€wtikd ouoikd npidvi tou Nikou MoUoep, n EKPPAaTiKn
kiBapa kat 1o 1payoudt tou Alejandro Chiacon unnpetoUv uia e1aipikn rnapd-
otaon ue KEpL Kat nBoc. Euneipia Beatpikn, nou npoownikd my énaa npiv
and 6Uo UNveg atov KNAno e Toug podwveg Tou Eupwrnaikou Kévipou AeA-
PV, Kal T oUaTAVW oNUEPA eEKBULWC.

Anpntpng Mapwvitng, To Briua, 30.8.2009

ODC... After Homer
[2002, 2009]
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Viciousness in the
Kitchen [2010]
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