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ABSTRACT

Cultural imaginaries of the modern Greek state often draw on the legacies of ancient

Greece and the citgtate of Athens to invoke the d®cratic principles of legal equality,

personal freedom and governance by the people. These principles have been
reprocessed in art, literature and film, in Greece and other European countries, for

purposes of selflefinition, nationalism and cultural memry. A different moment in

Greek history and memory is called up in four recent works of documentary practice.
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reference a moment in the history of modernity when fascist regimes inoBarmade

widespread use of camps as a strategy to punish, oppress or destroy political opposition

from the Left. This article explores the formal, cinematographic and aesthetic
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of the campz not only with regard to the past, but also to other systems of violation

against the human in the present.
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Cultural imaginaries of the modern Greek state often draw orthe legacies of

ancient Greeceand the citystate of Athens to invoke the democratic

principles of legal equality, personal freedom and governance by the people.
Theseprinciples have beenreprocessed inart, literature and film many times,

in Greece and other European countries, for purposes of self-definition,

nationalism and cultural memory. A different moment in Greek history and

memory is called up infour recent works of documentary practice. They

include Swiss filmmaker/ 1 E OE A O LikedShoEelLibiis @tGhe Gateway into

Night #1T 1 T A AAO , ETI 10 AA 0EADDODR PSodthd %l 007 A
African artist 0 AT T U 3hE NéwEPérfhenorf2016h )pGreek artist Zafos

8 A C1 OrhedIoiizéssiof2019) and GreekAmerican fimmaker%vOA 3 OAEAT EG O
tripartite  Anaglyphs (2019). All four pieces of film and installation art

reference a moment in the history of modernity when fascist regimes in

Europe made widespread use oftamps as a strategy to punish, oppress or

destroy political opposition from the Left. This article explores the formal,
cinematographicand aestheticoperationsOEAO AAAT I A OOEOEAI A8 E
andinvoke OEA OAT T AAT O @ik Edmd 2t Ordy withiregdtditdd

the past, but alsoto other systems of violation against the humanin the

present.

MAKRONISOS: A POLITICAL READING OF THE CAMP

In Greece the first prison camps were established during the dictatorship of
Generalloannis Metaxas (193§41) and, agan later, when the Axis powers

Nazi Germany in alliance withfascist Italy, occupied Greece from 1941 to

1944.In the late 1940s, tte system ofcampsreached frommainland Greeceo

the nearby islands of Agios Efstratios, Ikaria, Limnos, Samothraki, Thaso

Trikeri and Yiaros, forming what camp historian Polymeris Voglis hasalled a

xETT A OAOAEEDPAI Aci 1T &£ bpOT EOEI AT 06 | ¢mnmgq
harsh detention methods: Makronisos.From 1947 to 1950, during the height

of the Greek Civil Warpver 50,000 political dissidents, mostly Communists,

were held there in camps to undergo a statACOI AOGAA OOAEAAEI
POl COAI T A8 T 0O xEAO Grifiadt ekpgMBENAiR ivdral rd- AAT 1T AA
educationo (Becatoros 2016: n.p.)%: Forced to work under extreme conditions,

1Internee® x AOA Al 01 AGPAAOAA O OAAATVMing OEAEO #1
affiliations in a public ritual; and in order to be released again, a declaration of
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many internees suffered from hunger and thirst and a debilitating lack of
hygiene. Former inmates also recal3evere beatings, being dunked in the sea
until nearly drowned, and intense pressure to denounce communisa(n.p.).
In 1950, when the new democratic government under Nikolaos Plastiras took
up office,the camps on Makronisos were closedut for circa 3,000 political
exiles the ordeal was not over: more than 500 women with children were
transferred to Trikeri and nearly 3,000 men were exiled to Agios Efstratios, a
Greek island further out in the Aegean Sea, where they lived under relatively
isolated conditions for another decade.

Today, the camp structures of Makronisos no longer exighe last time
the island was used for themprisonment of political opponents was during
the military dictatorship of George Papadopoulos (196774). By that time, the
old buildings from the 1940s had already beemsubstantially demolishedin an
attempt to help rebuild the Greek capitalin the 1960s, when construction
material was scarceln Like Stone LionZuchuatthus makes use of a series of
formal and cinematographic techniques that invoke, rather than represent
the camp.l will show in more detail how this filmmaker works with landscape
and the archive to allow some ruins on a hillsidebecome cyphers for the
terror and violence experiencedby those who survived the camp. For other
filmmakers the challenge lies notso muchin the invocation ofthe Makronisos
camps per %, asin raising corresponding questions concerning human
fragility and systemic forms of violence and oppressionThe use that is made
of the archive can thereby differ substantially from work to work: in The
Concessiomand The New Parthenonfor instance,the camps arealmost asent;
onyOEA OEOI A 1 Aart &ubtifeE hperimpased on HoeXdotage
of an island refer usto the historical site;ET 8 A CTh&® @oOdELSida few
stock photos from the Makronisos archive bear witness to the past By
comparison, StefarE &i@nt piece Mouth (¢ T p wh, whic¢husdofe part of
Anaglyphs and : O A E Q.keOStabe Lionprovide spectators with extensive
visual material from the topography of the campsThe essay filmalso consists
in large parts of footage shoby Zuchuaton the island in the 2010s.Common

repentance had to be signed, confirming their loyalty to the regime. Civilians who did
not sign the declaration risked being transferred to one of the military battalions
where systematic violence led to better results.Cp. Resolution 73,Government
Gazette226 (14 October 1949) for a retroactive sanctioning of this programme; see
also Voglis 2002: 529 9.
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to all four works, however, isthat they form complex and multi-layered
assemblage of disparate audio/visual material. As such these works
encourage us to think with the past and the conceptual figure oMakronisos,
in particular, through far more pervasivelogics of oppression and violation
against the humanin the present.
yi 1T u AOCOi AT O ) AOCAx 11 A OARBHEAOC 1 £ |,
cinema, memories and imaginariescowritten by Griselda Pollock and Max
Silverman who OAAOO ET OEAEO OOA 1 £ OBalid OAOI O/
Rousset His account of the German camp systemin , 8§51 EOAOO
concentrationnaire (1946) was based on his personal experiences in
Buchenwald as one of a group of French political prisoners, iduding, most
notably, Robert Antelme and Jean Cayrol. Upon their return to France in 1945,
as survivors of the Nazi camps, these men felt the necessity to report to the
world what they had endured in the campsAs Pollockand Silverman point
out, the sigrE AZE AAT AA  lexE Qigsind @ (pérdBaltestimony of his
experienced (2014: 2), but in realising that camps are a symptom of a logic of
human destruction that did not vanish with the defeat of Nazi Germangr the
end of the Second World War. Rouss Qvas appalled to discover camp
systems still functioning elsewhere after 194% (2z3). He drew on examples
from Russia and its satellite stateg Ghe Qulag archipelagédl £ 3 OAT ET 80 31 ¢
Uniond (3) z but also China and Spain. These camps were ridcalized sites
I £ ET OAOT T AT O AT A O1 OOOOA AOO f8¥ OUI POI
political system unleashed on the world (2). Such system poses a constant
Gnenace to the social and political foundations of plurality, spontaneity and
creativityd (2). Where logics of Ghe concentrationaryd rule, Ghought is
deadened, action is programmed, and there is no vigilant anxiety about or
active resistance to the absolute corrosion of human singularity and human
rightsé (3). Under such conditions @verything is possibled (3), as they
conclude with Rousset
To be clear: | am not arguing that Makronisosindeed was a
concentration camp, although claims in this respect have been maéd8ut, in
light of the current rise of populist, authoritarian or dictatorial regimes
worldwide, these artists and filmmakers seem task: what canMakronisos, a
site of profound human suffering teach us with regard to our own present and

2 Cp. the flyer for the Greek Pavilion at the 38 Venice Biennale (2019), the
Makronisos Political Exile Museum in Athens or Hamilakis (2002: 307).
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foreseeable futures?HAO OEA ET OOEZEA DI OAT OEAI 1T &
perhaps not yet been fully atualized?In asking such questionsthese works

of film and installation art seek to tap into the unsettling and traumatic

histories of Greece indeed of a wider European past to expose Ghe
concentrationaryGas a transnational trait of modernity, traceale from the

18t century to the 21st century, not only in countries like Greeceor Germany,

but also South Africa or, more recently,the United States, a nation with an

explicitly democratic tradition.

The selectedpiecesrespondto these difficult quesions primarily on an
affective level which is, according to Erin Manning what assemblages
typically do: marked by exchangeability and multiple connectity, they
Giways open the way for relation to be experienced(2012: 41). Affect 7 that
which is in a state of prearticulation and escapesconventional forms of
representation z is generatedin the works through the oblique operations of
metaphor, metonymy, associationor correspondence a disjunctive ethos is
practiced that makes use of montage, juxtapion, intervals, gaps,rupture,
dissonance.In Like Stone Lionsn underexposed gazesculpted voice entities
and a layered soundscapefurther point us to the trauma suffered by those
who experienced the terror in the camps. The New Parthenondeploys
asgciation and analogyto foreground the correlational quality of different
oppressive systensin the present

By occasionallystretching the documentarycharacter of thematerial to
its generic and mediaspecific limits, thefour aesthetic workssingled ou here
invoke @e concentrationaryto the extent that they also complicate, disrupt,
contradict and thereby resistits dehumanizing logics with all its shades of
authoritarian, totalitarian and exterminatory apolitics. The use of the artefact
or audio/visual document is thereby not restricted to its indexical or
iconographic qualities but allows something elsén  EagdAf@ent&ense of
realitydor Gictionch O ODAAE x E OFemergk AdinQfeBcerzAT AET OA
(riction does not mean the invention of maginary beings in contrast with
solid realityd, as hewrites in his summary romO&EAQEIT 1,0 1 £ 4EIi Ad

Fiction is a structure of rationality that is required wherever a sense of reality

i 000 AA DPOiT AGAAA ¢¥8Y AU OEA AbGohois ¢ 1 OO0 1
elements and the modality of the descriptiorr 8|t is a form of linkage between

events that makes them coexist or follow one another, establishes causal
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connections between them, makes sense of that connection and gives to that
connection the modhlity of the real, the possible or the necessar{2016: n.p.).

In their encounter with the film or artwork spectators are asked tobecome

active co-agents in the construction of suchficion® O2AAAET ¢8 OEA
O AEET ¢ OAT OAG Itomav® BnfenchLintér @ithithe AeépEcive E O
work; it is to actively engageoneself z intellectually and affectively z in a

process of co-poiesis to think-and-feel-with the constantly shifting
movements forcesand intensities that carry the film-aesthetic or sculptural
eventasmultiply enfolded re-assemblage

LIKE STONE LIONS AT THE GATEWAY INTO NIGHT

In their book series Pollockand Silverman also introduce us, for the first time,
to the ideas of Holocaust survivor and French poet Jean Cayrol dhe
concentrationary 6 Cayrolz better known for writing the narration of Alain
2 A O1 Might@udd Fog(Nuit et Bruillard, 19550 )¢ deploys, as they write,

the Christian figure of a man resurrected miraculously from the dead, Lazarus,

as the symbol of the newart after the camps.This art, that he termed both

OAT 1 AAT OOAGET T AOUS AT A O, AUAOAAT AO0O6N
AAT ET EAO AT 101 6006 OEOI OCE OAOAATET C OEA
presence of death, humanity haunted by its intman double, the known always

shadowed by the unknowable. Lazarean art, for Cayrol, is therefore founded on

A

0

A OAT OAT ET C86 j AT A OOiI OAT ET CqQ-ARGEARDGE8T ) BAC

duty is to alert us (the unbelieving, those who want to reestablish the comfort

I £ Oi OAET AoU 1 EZAS8Qq O A OAAEAAIT U Al OAOA

cannot be confined to the past but is still present today in different forms and
under different guises (2014: xix).

~ o~ N o~ s oA = oz

| see such doubling as troublingat-worE  E 1 : OAEOAOGO AOOAU

Makronisos. What in Like Stone Lionst first appear to be solely a few stone
barracks left to fend off the incoming winds from the Aegean Sea, slowly but
surely acquire meaning asrelicts from a camp, opening up to the
©@oncertrationary 8terror experienced in this place at some point in the past
and thus to a different reading of the documentary imagery.
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undiluted blue.
Figure 1: Crumbled brickwork disclosed as camp ruins. Screenshot.

Like Stone Liongeginsin medias res with a three-minute-long sequence of
medium to closeup travelingOET OO0 OEAO AE ©dakelnloighd ODAAO/
cragged textures of some ruins under a cloudless blue sky. Through a series of
rectangular wall-openings we gain restricted views of the Aegean Sea. Then
the gaze isboth arrested and expanded through a hard cut to an extreme long
shot of the island.By means of this montagespectators are afforded a good
look over a stretch of land that is mostly emptyexcept fora few broken pillars
and a group of forbrn wall structures. Then the title credits that echo a verse
from 04 EA /| ]Jafoem Ay Greek poet Yannis Ritsoappear in the right
upper commer. TEA OOPAOEI BI OE @IE dnithede MBagdFshggesE | | &
a shared allegorical significance betwen ruins and Gtone lions3in their
function assymbolic guardians of a cultur& most treasured objects or values
The relation between image and text is enigmatjchowever; something of the
past is passed on to us but in an encrypted form.

Central to this enigma is the figure of the ruin. In 1P-century
European painting ruins often represent vedute i.e. symbolical portals or
entry points for an imaginary passage into a different world or time. This
convention is inscribed in the scene, but it remainsinclear what these ruins
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point us to, precisely. A notion of belatedness comes into plagf having come

to a scene too late, as though the presence is defined by what fails to
materialize in the present (Trigg 2009: 98). The fragmented structures or
@oundeddstones in Zuchua® opening sequence appear to be the ruins of
20th-century buildings, but their specific geographical location on a Greek
island also cals up ancient Greek architecture, more than 2,000 years old. The
archaeological sites of Kameos, a former Hellenistic city, on the island of
Rhodes; the Terrace of the Lions, a series of stone lions ifageast towards
the Sacred Lake of Delos where ancient Greek scholars believed Apollo had
been born; or, the Lion of Kea, an inanimate critter caed from natural stone
slab prior to 600 BC, come to mind. These invocations of ancient Greece
resonate with a scene that otherwise points us to events that happened here
in the more recent past.

Preceding the visuals is a quotation from Agamben on themp as the
space where the state of exception becomes permanehthis quotation is still
palpable when the opening sequence rolls and the title credits appear,
channeling our view in a specific way.The fractured stone walls become
camp ruins, shifting attention away from associations with ancient Greece.
The semantic proximity of these relictsto the camp marks the poetic title of
the film as well; Qight8is a metaphor of the camp and the hard cut from the
wall structures in medium closeup to the panoramic view of the island
gestures towards the violence that characterizes the gaze of surveillance in
the camp. INAT T OEA O AEAET nightdand®anipbaludeAddREshdisd O
Night and Fog which for Pollock and Silverman z in explicit revision of
readings that have placed this film in a tradition of the Holocaust filng
constitutes Ghe classic commentary on the concentrationaryiniversed(2011:

2). Resnaigfilm starts with travelling shots that transform a few non-descript
fields and a barbed wirefence, somewhere around Auschwitz, into the former

3)T 1 CAT AAT 80O DEEI T Ol PEEAAI nomd3br edhstithiive OEA AAT
logic that correspords to the modern sovereign state. Sovereignty or supreme power,

that is, the power of the state to govern itself, positions the modern state both inside

and outside of law, as Carl Schmitt explains. The state can rule tbgnscendingthe
ruleoflawinitsAAET EOU O AAAI AOA A Aéndhinéristandsd] AGAAD O
in the name of the public good2 AT AOET ¢ (AT T AE ! OAT AO8O ET OECE
01 -EAEAT &HIGAEAHADBRO 'AEAT AAT zo® pdiérk Of life £ OAAOA
that is no longer sacrificed as it has lost political recognition; such life can be killed

any time with impunity; cp.Homo Sace(1995) and State of Exceptioi2005).
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concentration andexterminaton AAl B8 7 E A'ls cam@dtia@ls diang
the camp ruins on Makronisos, it forms A AAT AOAA A@OAT OET T 1
treatment of Auschwitz in the 1950s.
The voiceover forNight and Fogwas written and spoken by Cayrol. In
his narration he develops a complex argument on th&@eadly proximity of
horror and the everyday and the fragility of the boundaries that we imagine
keep them apard (Pollock and Silverman 2011: 10). A similar Lazarean logic
Ol AAOPET O : OAEOAO8O AOOAU £EI I N A O EIT OO,
- AAEOAOOAT AAT OOT OEET A AT A AAAD Al OA OAA

the stars sail boatloads of deportees and the storms wash up sackful of legs,

and sackfull £ AOi 0h AT A OAAE&EOI 1T &£ AT OPOAOh 1
"1 O0OT xET ¢ 2EOO1 66 bHIi AOGOU @A O TTA 1TAE& EEC
constitute the often contrapuntal and multiHlayered audio track, Zuchuat here

also invokes the Makronisos camps to gesturto the Mediterranean refugee

crisis in the 21st century.

Bon NS -

Figure 2: Archive shot of tents and public assemblin the camps Screenshat

Six minutes into the cinematic essay, a cut to a historicélack-and-white
photograph ofthe living quarters on theisland leads to another abrupt change
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in perspective. Through his photo and other material from the 1940s,
spectators subsequently gain insights into the topography and historical
reality of the prison camps. The montage includes archive shots of inmates
peeking out of tents,walking behind barbed wire fencing,carrying stones and
other heavy material, or marching and gatheringn public places The visuals
are matched to different effects with two voiceovers, performed byGreek
actors Manos Vakoussisand Periklis Moustakis, which draw on the two
newspapers Anamorphosisand Skapanef§ O3 1 1 &t v@epbibdidhed on
the island.In the essay filmtheir right -wing content feeds into thevoices ofan
otherwise invisible camp administration, providing us with information on
the absurd practices of drill, discipline andterror that characterised life in the
camps

In one scenariothe harsh voice of the military police matched with
footage from Makronisos in the present, engenders a discourse of purity,
health and the body, firmly rooted in 19"-century traditions of the camp?
Political prisoners are givena Qesson in national conduch Communists are
compared to Gnvading bacteriad that attack and immobilize the ®ody of
Greec@ Propagated isthe total destruction of the (8lavoBulgarian bacteriad
which apparently 1 T O T 11 U xAAEAT OEA ZitdAidkihd 6 O DEUC
system made up of@vhite blood cells, its soldier$z but also Qindermine its
morale and integrityd This is the hostile language ofauthoritarian, if not
outright dictatorial regimes with their range of linguistic assaults on the
human condition, on difference and plurality. It is also the language of
imperialism and war with its binary logics of ally/enemy or us/them, by
xEEAE G@BOAS EIOOEKT OE pOi AGAAA AT A 11T AEI EUAA
body and nation for propaganda purposes. A solution is sought in the creation
of a@accine of National Ideal§that will turn (acteria, i.e.communists, into
Gegenerated white blood cells, saliers bolstered by the unwavering therapy
provided by the doctors of Patriotism and our battalionchiefd. An aggressive
far-right nationalism is here ab/ using the rhetoric of health for purposes of
forging a new national purity.

4In Lager vor Auschwit2013) Christoph Jahr and Jens Thiel point out that, as early

as 1800, thee AAT OEAZEAAQOETT 1T &£ xEI 1T A OAAOGEIT O 1T £ OEA
calls for and generates architectures and technologies of education, discipline and

control through hard work (e.g.Zucht OT A | OA A EODtAsEMakedhk bdern

Lagersystem posible.
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In a further scene the same voice threatens prisoners with mass
execution, if they do not make use ofdhe opportunity to become Greek like
usd Orou will submit or die§, the voice persona bellows@We are the nation
and you are traitors.f 8We could kill you alld The historical reference point
seems to be Emergency Law 511, passed in 1947 @estore orderd on the
prison islands of lkaria, Limnos and Agios Efstratios, where the bulk of
political exiles was concentrated and living conditions were deemed to b@o
laxd j A D 81998: 05). Die @ Law 511, certain camp®ecameubject to
military discipline 6 and individual rights of prisoners more restricted. The
phrase, Ve could kill you alf, gestures towards a system thabears
AT T PAOEOIT 1T xEnibdern!stgidy ia Aydtdndhat acts as if it were in
a permanent state of emergency and could take away life at any given moment
with impunity.

The military voice also runs over a sequence of night images of
present-day Makronisos. Apart from the moon and a few contours of bushes
and wall structures hardly anything can be seen. An underexposed gaze on the
level of image allows for a proximate yet disruptive encounter on the level of
OT EAATOI 01 A8 4EA AT 1 OOADOT OA1 OOA 1T &£ EI A
ITTITTEET CO6 | AQOI T c¢mppdg pr

hungry, tormented, naked.

Figure 3: Underexposed gaze what the camps felt at night Screenshot.
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3PDAAOAOI OO AOA Al 01 DPOAPAOAA £ O OAPDAT AA
includes listening for excess. Such listening carriesew possibilities for

OAEEAAOEOACAPDIDOAGM AEE AAOOEAOEA xEOQj EQl AC
and psychoanalyst Bracha Ettinger arguesDx EAOA AAOOEAOEAO AD]
AOEEAO AAUiITA OEA AOOEOOG60 Ail OAEI OO Ai160

The voice-body of the camp policealways announces iself with a tinny,
echoing sound, each time the microphone or loudspeaker is switched on or
off. This sound manufactured by Zuchuat and his sound team in the studics
based on memories of former prisoners. It draws attention to the amplifying
technology and, more significantly, becomes a sonic emblem ofhe
concentrationaryd Its re-appearance throughout thefilm mimics the form of
aural conditioning to which prisoners were exposed; like the voicg of the
military/camp police, this fabricated non-human entity speaks to the terror
prevalent across the different compounds.

Another sound is significant in this context:that of the wind, which
provides the setting with more than ambience.Up to five location winds, at
times mixed with winds from a private sound library, constitute the multi-
layered wind-scape inLike Stone LionsThere is something relentless and
maddening about its constant and fierce blowingwhich affects us profoundly
It gestures to the unceasing flow of public exercises endless choresof
carrying stones enforced listening to the daily propagandatorture at night
and the never-ending stream of new arrivals at daylightCalling up systemic
terror and carceral abuse by association, the wind also resonates with the
damaged materiality ofthe ruin.

Zuchuat also deploys prisoner memoirs, letters and poemsthat were
written clandestinely in the camps. Most recognizable are thegoetic voices of
Ritsos, Tassos Livaditis and Menelaos Lountemis, recited the film by Greek
actors Raptis, Kostasvassardanis and Yiannos Perlegkas. Excerpts from the
poemsform the voice/subjectivity of those imprisoned in the camps andhus
offer an important aesthetic source ofpotential resistance ACAET OO
AT 1T AAT OQRiBdEHderA®.B.&in particular, acoustically lines the film
from the beginningto the end it re-imagines the past as a series of intimate,
sensory and affectively charged momentsThe lyrics, inspired by its author®
detention on Makronisos, make explicit reference to the three mildry

Qn
O
m;
o
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battalions A, B and G.In the opening scene, the@iantd and Qvhitewashed

lettersd loom large on@he rocky spine of Makroniso$, for those to see who

come from the sea. By means ofynecdoche (A.B.Cc3 O® AOOAI BI T ! 88
(vakronisosd) we are drawn in closer to the island. The camp itself is marked

by a deadening logic expressedvia a chain of signifiers (lack landscap@,

Mlack sea Glacker than blacld, OH@ barbed wired) with @eathdas a shared

referent. This logicOA A A1 1 Os warhity@héAndéthe destructive logic of

@e concentrationarydis unleashed @verything is possibled
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Figure 4: Someletters escaped censorship in the camps. Screenshot.
The point of the poem anch AU A @OAT O Hilin Tishnot toCafgieD A 06 O
however, that the possibilities of escapng &he concentrationaryd are
exhausted.In a night scene thatcallsup CAIT AAT 80 T1TOETT 1T £ AAIE
OAAOA TEZAS 1T O ' OATAG60 EAAA 1T &£ EOI AT AT,
bodies are also still ableto mobilise last residues of sanity and resilience

5 As politically active intellectual from the Left,Ritsos was interned on several Greek

islands, including Makronisos. When the campsite for political exiles was closed, he

was moved to one of the military battalions where he spent some time in stry

AT 1T £ZET AT A1 08 4EEOQ &I ODOOET ' ADAOAE #1l FOREDEDI § |
ET 1 0¢000 pwtwh OOAI AGEOGA O1 OEA 001 OAAOGEIT 1
however, did not ratify the CGIV before 1956.
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against the oppressive demandsf the camp authorities:

Halt! z halt! Halt! Who goes there? The dead. They want back the bread they
never tasted. They want back the sun you stole from them. They want back the
life you cutshort. Halt! z halt! From the guard posts of night, all night through.
Halt! Who goes there? The dead. Who goes there? The mad. Who goes there?
We da (my italics)

Right in the end he scenealso invokesa senseof rebellion OxA AT &8 OOCCA
that prisoners canactively retain some agencyLike Ritsos who refused to

sign the Declaration of Repentancavhen he was incarcerated on Makronisas

these Lazarean bodiescollectively resist being reduced to a corpsdike

existence

THE NEW PARTHENON
Image excawtion and prolonged attention to forms d human vulnerability
mark the moving-image work of Penny Siopisinternationally perhaps best
known for her affectively charged paintings, objectbased installations and
work in photography relating us toissues ofapartheid and colonialism Siopis
has continued to explorenotions of subjectivity, violence, and traumain her
varied short films. The New Parthenoris only the latest example irher series
of essay filmsproduced over the last 25 yearsincluding My Lovédy Day (1997,
¢ p ®Bkbure White Messenggr¢ 1 p 1 And phe BlaGter is Drowning2012,
w 0 Bs8ay films are a hybrid, self-reflective and performative mode of
documentary practice that makesampleuse of BT AOEA |1 AT COACA AT A
AAOxAAT 6h TAO Tim :CORMEAFA OB O ATheddstthtegieE 1 | EAO
become also manifestn The New Parthenononce more, events from the past
are less represented thanallusively invoked. In this way different stories
across space and timecan exist side by side or intersect, allowing for
anachronism, palimpsesic figurations or what Michael Rothberg (2013),
looking at competing histories of violence, has called @ulti-directional
memoryd

The New Parthenoms made up of home movie footage, which the artist
found on flea markets and in seconeéhand shops across South Africa or on her
travels abroad. The footage, mostly from the 1950s and960s, includes
sequences of operair performances by Greek female gymnasts; men and
women in traditional costumes dancing to Greek f&lore music; young men
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marching in the street, shouldering rifles and wearing red berets; men in
rowing boats on a choppy sea, shouting, waving and apparently trying to get
on board of a bigger boat, offrame; a naked woman climbing down rocks to
take abath in the ocean; an elegant woman descending a spiral staircase; or
tourists exploring the Acropolis of Athens. This discarded material, most likely
shot on vacation or during times spent with family and friends, is submitted to
a rigorous process of saction and resequencing, holding the grammar of the
original works in tension with the new role it plays in her essay film.

O Makronisos!

Figure 5: Oldhome movie footage of an island. Screenshot.

The New Parthenonunfolds in multiply disrupted ways along a historical
narrative of war and transnationalmigration. A Greek man whois addressing
a young woman, mostlikely his daughter, recalls fragmens of his relocation
from Greece to South AfricaFather and daughter are neither seen nor directly
heard; his accountis accessibleto us through silent subtitles only. Like the
heterogeneous visual material to whichthe account is loosely linked, the
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i A1 BubBjective voice is a patchwork of excerpts from Greek mythology,
songs, misquoted lines from famous poems, such &reek poet Giorgos
3 A EANYBiGtGrema; pwouvqh AT A AEOO AT A DPEAAAO £
archive, including material from her maternal grandmother. Being part of the
essay film, howeverthis material is not to be read in a strictly biographical
sense Rather, what is significant aboutthese stories is that theygesture to
more universally shared experiences of humarragility and suffering These
Ol OEAOS 0OO01 OEAOG AOAh OdGefkspokeh or ndraxddAEET Ch
through words, but visually produced in the image Meticulous attention must
therefore be paid to the aesthetics of the image to correlations of form and
colour, to recurring patterns and rhythmsz that become vehicles for the artist
to critically reflect on more systemic forms ofoppression, including forced
migration, racial segregation or migrant labour exploitation under
colonialism.
For some filmmakers, as Laura Rascaroli points outQyricism is an
undoing that is essential to theAE OE 01 AOEOA OA@GOOAI EOQU 1T &
163); the lyrical @an be at the heart not of an aestticising, consoling
function, or of the construction of an authorial style, but of a political
argument about the inaudibility of marginal voices, who are lent both
historical and aesthetic dignityd (2019: 12z13). For Siopis the re-assemblage
of lyrical home movie footageis certainly a way to alert us tothe many guises
of OOEA AT 1 AATad thdy dEebehtAtiizigelves to us todayHer
argument already starts with the film title: The New ParthenonThe Parthenon
isusedAO A AT 1T AADPOOAT 1 A@B0OO0 AAGeredhidyius OEA OT 1|
both to the former lavish temple on the Athenian Acropolis, an enduring
symbol of Ancient Greece, and to the camp structured Makronisos in the
20t century, which ET  OEA pwt mO cynicdly clledrdide newA O A
ParthenonG Narrative is opened up hereto different connecting ideas of the
Greek state: in onethe ideals of democracy are held sacrosanct; in the other
i TAAOT EOQUBO OEOEI T Ihe/canpd é Eefaied sps@EdD U AT AO
oppression, persecution and incarceration.
It is in this grimly lyrical vein that the narrative fragments fabricating
the persona of the Greek mamelate usto the song lines of Greek poet lakovos
Kambanellis, himself a surwor of the Austrian concentration camp
MauthausenGusen Hislines are setin the film to music by Greek songwriter
Mikis Theodorakis, who was persecuted by the German Nazis and later
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imprisoned on Makronisos.In a similar transversal push, the aforementioned
rowing boat sceneand footage of people swimming in the seaonjures up
21st-century news reports of migrants drifting in the Mediterranean Sea,
begging for a safe rescue

“And today.new-tragedies ~of the's%)‘—; S

N et e

Figure 6: Refugee crisisin the Mediterranean Sea’Scréenshots.

Here, as elsewhere in The New Parthenonspectators are encouraged to
alternate between the indexical and the iconographic in the imagéikewise,

the synchronous movements of the female gymnastsall up the military drill
practised on Makronisos where camp inmates had to follow a strict exercise
OACEI A £ O OOAEAAEI EOAQEI 18 DOODPI OAOS

Figures 7: Different modernist visions. Screenshots.

The young men shouldering rifles and wearing red berets refer spectators to
the Greek Resistance in the 1940s; and the specifvay the elegant woman is
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AAOGAAT AET ¢ A Al ECEO 1T £ OOMuemRscéntiig@AAO Ol
Staircase(1912). Including this sequence in her essay film, Siopis allows one
multi -angled vision, that of Cubism, jar with another more narrowangled
Oi T AAOT EOOS8 OEOEI T h OEAO -sdiessific idéeD&@U AAOAA
EAAI OEU TAOEITTAIT AT Auh AO POI PACAOAA xEAA
How close the peaceful and thenost horrific canbe z a lesson already
learned from the cine-essayistc explorations made by Resnaisnd Zuchuatz
becomes palpably tangiblein The New Parthenorwhen we seea group of
Greek men dancingto music in the living room. As soon as he visuals are
i AOAEAA xEOE OEA TET A OOEOI OCEgbadkAl OO UT «
1T O0A 1T £ Ul OQthddoAeStiodedhndidses iislinhdoed@ and begins
to echo the Makronisos camps wherelabour was experienced as futile
exercise orpotentially deadly wasting. These activities werecarried by the
sameA UT EA AT Arbeit g freb £O0BAO x Al AT T AA OET OA xE]
grounds of Auschwitz.
In one scene from the film a rather ambiguous light is thrown on the
role the United Kingdom playedfor Greecein the political events ofthe 1940s.
The visuals include a lyrichkhome movie sequence of an ancient Greek temple
and unusual underwater shots of a lobster being caught by the harpoon of a
diver. These images are matched with the following subtitles:
"OEOAET OITE ' OAAAA AT A EOIcCc cOme AT A AEI
caryatid still cries for her sisters, they scrubbed her down to rid her of her red
AOT x1 OOAET 8y OEAEO Al AOOGEAAI 106006 AA x
3EA6O 1106 '1OECiITA8 xEAO AT OI A ' OAAAA Al e
asleep under the Otbmans.

The use ofmetaphor, metonymy and allegorymakes it possible here to align

" OAARAES O OO Gobaman rdle, whichAasted@dmn the mid-15th century
until the successfulGreekWar of Independencein the 1820s, with another,
more recent, struggeé for recognition under British rule. A multi-layered
argument is built, relying on several interlaced narrative threads from which
Greece and the United Kingdom emerge as two partly aligned yet unequal
powers. In one of these threadshe @aryatiddthat Gtill cries for her sistersd
refers us to the collection of classical Greek marble sculpturesyhich was
illegally acquired by Thomas Bruce, 7 Earl of Elgin and transported by sea to
Britain in 1812. Although influential representatives of cultural and political
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life and institutions both in Greece and the United Kingdom, since the %9
AAT 66ouh EAOA DOAITEAIT U ET OAOOAT AA O1T AT AI
- AOAIT ALightfubdwners, the dispute over the return of the Parthenon
Marbles still remains unresolvedbetweenthese two countries

But the story encapsulated in this poetic scenario does not erttiere.
The subtitles also refer us to some form of cleamg procedure; if read in a
more literal way, the whole scenandeed might remind us o the efforts made
on both Greek and British sides t@reserve and restore the ancientrelics. In a
more metaphorical reading that brings us closer to Makronisoshowever, the
scrubbing of the caryatid®o rid her of her red-brown staindalso gestures to
the ambiguousrole Britain played in a series of20t" century events, unfolding
prior to the start of the GreekCivil War.

=

e s -

FiQure 8: Encapsulated storie®f political bétrayal. Screenshot.
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Shortly before the end of the Second World WaBritain @berateA &reece
from Nazi Germany and ltalian fascisma few weeks beforethe German
troops withdrew in October 1944,the British Command in the Middle East,
together with the exiled government under the lead of Georgios Papandreou
and representatives of the Qeek Resistance EAMZELAS, also officially
signed an agreementhat securedthe Leftd @articipation in the formation of
the new Greek Army, under the command of the British. Yet, od December
1944, the British commander Ronald Scobie ordered the unilateral
disarmament of EAMELAS. One political event led to anotherand the
situation eventually escalatedin an armed confrontation between EAMand
the Greek government and later also the British military forces. The failure of
the Left to consolidate its power in this conflict resulted in a massive
persecution of members of theCommunist Party of Greece (KKE) and former
members of EAMZELAS In what is often seen as a« AOA 1T £ OxEEOA OA
thousands of warrants for arrest were issued; communists and suspected
communists were imprisoned and/or exiled to nearby islands like
Makronisos. Ths national trauma, as | want to suggest here, is ald¢o a certain
extent encapsulated in the poetieexpressive line about scrubbing the
G@lassical whitedof its ®ed-brown staina

The New Parthenomprovides spectators with many suchmulti-folded
threads that require further unravelling. In the same allusive wayanother
1 AOOAOGEOA EOACi AT O mEOI I Grdvaloggetiveer®© OOA OE
Makronisos and Robben IslandThs place is invoked in the film not because
of its status as dAJNESCO World Heritage sitésince 1999), but because of the
role it has played as a prison islandor black opponents of the apartheid
regime, including the three future presidents of South Afca: Nelson Mandela,
Kgalema Motlanthe and Jacob Zumsia the inclusion of sequences most likely
shot in a South African rather than Greek contexiThe New Parthenoralso
builds a multi -directional analogy between the plight of tobacco packers in the
1950s and the currentlabour conditions of migrant workers. The sequence of
shots that seems to display African workers dragging bulk ware compressed
in baggy white cuboids down from a big pile of newly arrived goods conjures
up images of Makronisos inmates gaying heavy white boulders from one
side of the camp to the other.
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Figure 9: Tobacco packers, invoking the plight in the camps. Screenshot.

Haunted as these scearios are by violations against the human, they aralso

each a cypher of trauma and loss Loss disappearance and erasure are

materially inscribed in the specific way the analogue film stock bears the

imprints of destruction, decay or decomposition inthe form of scratches,

fibres, grainy spots or burnt parts These marks demonstrate, as Rasaroli

AOCOAOh OOEA AEOAEIT OU 1T &£ 100 OAAETTI1T1TCEAOC
AoOAT OET1T A OAmE AAGEITT 11 FEEIT180 1EI EOAC
i AREAOGET ¢ EOI AT A @b A OEpkdk AfAchr inaptitade dod, p o 48
adequately preserve the pasteven our perhaps most cherished memories

from the home archive. Loss however, can also open up space for the

production of new knowledgez OEE O E O xca&mpldx filth Eeds&yiktio 6

ruminations also allow us toencounter.
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THE CONCESSIOMND ANAGLYPI$ AT THE VENICE ART

BIENNALE

The two recent installation works z The Concessioby Zafos Xagorarisand

Anaglyphsby Eva Stefanigexhibited side by sidein the Greek Pavilion at the
58th Art Biennale in Venice in 201% take O £E A @ thd chripth an expanded

cinematic sense beyond the screen

Figure 10: Invocations of the camp beyond the screerPhotcs: author (left); Ugo
Carmeni

In these works, film and photo material from the Makronisos archiveis re-

organised in ways that trouble collective memory; ET 8 ACT Omor& 06 AAOA
particularly, they shine a selfcritical light on the power imbalancesthat can

mark the relations between artists, international art institutions and foreign

politics. The Concessiois a large mixedmedia installation, partly made up of

a display case (designed by the artist Katerina Stefanidaki) that includes

archive material from the Contemporary Social History Archives and the
(AT1TATEA , EOAOAOU AT A (EOOI OEAAT | OAEEOA
Archives of Contenporary Arts (ASAC) the Peggy Guggenheim Collection

Archives in Veniceand the Solomon RGuggenheim Museum Archives1 New

York. Through his work the artist derts us to the conditions that made it

possible for Peggy Guggenheim toshowcase her pivotal collection of

modernist art at the 24h Biennale in Venice By means of varied forms of

reproduction, fabrication and miniaturisation a complex playof repetition and
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difference is engendered acrossdifferent discourses and spatiotemporal
frameworks

Included in The Concessioms a facsimile ofthe invitation letter to
Guggenheimgdated 11 June 1948 and signeby T. Typaldo ForestisEx-Consul
General of Greecealso an experienced at commissioner. A black-and-white
photograph documentsGuggenhei 6 @dtual presence at the show. We see her
sitting in front of the Greek Pavilion holding up a modernist painting from her
collection. The Concessionalso provides us with a three-dimensional
modulation of the same scenein which the art collector is represented by a
delicate figurine sitting, in the same posein front of an equally scaleddown
model of the GreekPavilion. Other archive material from the display caseg in
particular two photographs from an art competition on Makronisosz raise
guestions with regardto the conditions that made itpossible for Guggenheim
to exhibit that year in the empty national Pavilion inthe Giardini.

Figure 11: Peggy Guggenheim, at the 24and 58" Venice ArtBiennale. Photos:
author.

When the Venice Biennale opened its doas to the wider public in 1948, the
" OARAE #EOEI 7A0 xAO ET #&£01I1 OxETCh
artists, poets and intellectuals were imprisoned on Makronisos. Furthermore,
USPresident Harry Truman had just announced hisforeign policy doctrine,
whose declared purpose wasto limit Soviet geopolitical expansion during the
Cold War. For countries such as Greece or Turkey, which wergeo
strategically important for the United States as buffer zones againSoviet
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communism, the Truman Doctrine codified mid- to long-term economic and
security assistance with far-reaching ramifications for the art and intellectual
scenein Greece This played out, asThe Concessiosuggests,n the context of
the 24t Biennale.

On one of thetwo historical photos we see amartist-comrade sculpting a
replica stature of what looks likeAchilles, the Greek hero of the Trojan War; in
the other photo a group of artistcomrades attend toa scale model of the
Parthenon. Fromtheir posture, we can gather this was a propganda shot for
the Ministry of the Interior. Suchreplica models, like the arches or slogans
formed from stones on the hillsideof the island, for camp historian Voglis
represented OEEOOAEU E| E OA.GrEHisTstOdy of (Makonisosthe p p T
refers usto avisit to the campmade by Robert Miner, Second Secretary of the
USEmbassy in Athens, on 19 August 1949he historian uses this incident to
alert us to the cynical attitude with which the camp administration bowed
down to their powerful USally in the struggle against communismMiner is
quoted by Voglis to have written in his®lemorandum concerninga visit to
the campa

Gome of the decorations, such as scale models of the Parthenon and some of
the paintings in the church, are very well doneWhen | remarked on the
apparent wealth of artistic talent on Makronisos, Colonel Bairaktaris said, only
half humorously, that all the young intellectuals in Greece had passed through
this campo(cp. 1999: 114, footnote 38).

The re-assemblage of archive materiak including photographic exhibits of
Guggenheiminstalling her collection inside the Pavilion juxtaposed with
archive shots ofMakronisos inmates exercisingon the public grounds of the
campsz seens to further gesture to (and in doing so critically chalenge) the
cynicism with which intellectuals and artists from the Left were treated by the
Greek state
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Figure 12: Archive stock photosfrom the installation displays. Photos: author.

For his showin Venice Xagoraris also altered the structure othe Giardini
Pavilion by clamping areconstructed gate of the camps ontdts triple -
arched entrance Here, too,images ofthe Makronisos archive formed the
template for the artistic intervention, further contributing to the layering of
the past. Thediction 8of Makronisosthat was fabricated in this part of the
installation invokes the legay of an-other Europe z one marked by collective
trauma and silenced resistance. Does & 1 OA Ovifatbd letter to
Guggenheim one may wonder,constitute the concessionthat the enigmatic
title of the work refers us to? Did Forestis concede to capitalism? Diuis letter
represent abizarre form of surrender to a Cold War politics which saw
western countries involved in the internal affairs of other nations to prevent
the OOPOAAA | £ ¥he imixddfimeEd@iirswllation suggests this,
particularly at a time whenuneasiness withUSAmerican foreign policy in
the Balkanand Middle Easern regionshas eroded trust.

In the Greek Pavilionthe larger display casewas exhibited alongside
%OA 3 OMo@EAf €1 Owh a siiedtpiécgthat draws on news footage
shot on Makronisos in the late 1940s, including official parades, collective
celebrations and scenes ofpublic recantation. Mouth is one part of the
tripartite digital video installation Anaglyphs the other two films are Window
i ¢ 1 p wshown@ adHalfundressed woman slouching nearly motionless in
an armchair, andOnly Merj ¢ 1t p w lwhich do@uthBnts the everyday life of a
group of middle-aged Greek men. Their dailyactivities at home, including
cooking or tending lovingly to their pets, present them in norstereotypical
ways. In Mouth, the documentary sequences from the Makronisos camps are
repeatedly interrupted by intertitles, reminiscent of the narrative and
theaOOEAAI OOOAOACEAO 1T &# AAOI U OEI AT O EEI I 8
O, EAGGh O' T A £ OCEOA 0O066h O6) xTEA Obp EI
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iTO0E6h AT A O £ OOEh 111 AT OAOEI U AOOAOO
pointing us to the voices of inmates, their experience and suffering, and the
different types of torture practiced on Makronisos.

Figure 13: Mouth at the 2019 Venice Biennale. Photo: author.

AOOAT OA T AEOARGHEIOMORARAGR h O &dlesd OREBOEGAT O T £
TET A6 hcecrOEpAdd AOOAAI EOEAO OAAQOAI AT 1T1TAA
AEOPAOAOGA AT AT AT 6O AT A OCEOAO O1 60EAO Al
(n.p.). Such aZEE A @peiatesasvirtual depth-space,affecting us in palpably

tangible ways.
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The title of 3 OA £AT E § O-trifiiyich) Anadlypha idvitiek us with
OEA TAAAOOAOU AT 1 AAPOOAI AMDafled thit BE 8
achieved by superimposing two images of the same object but taken from
slightly different angles onto one another, whereby each of the images is
created in a different colour, usually red and cyan. To create the desired effect
spectators have to wear glasses with lenses in the coloutisat are needed to
filter out the unwanted image for each eyeWhen viewed through thecolor-
coded glasses, each of the two images reaches theman eye it is aiming for,
and the brain allows this stereogramthen to create an illusion of depth At the
Venice Biennale the three films were projected onto three separate yet
adjacent walls, bem at 90-degree angle As these films were running
concurrently, spectators were encouraged tanove back and forth between
the different projections. In this way a Gtereoscopidimage of Greececould be
O &£l O @Hich @aired in detail and depth over time. The reality of the
OAT 1 AAT O painGitdisiffériAgindoked by the disjunction between the
documentary imagery and theintertitles in Mouth, thereby seened to linger
on and affectivelyintersect or undercut the viewing of the other films. The
foregrounding of illusionist viewing techniques in Anaglyphsallows us not
only to reflect upon the impure and multi-dimensional nature of memory, but
alsoon our own formative role as imagemakers.

CLOSING REMARKS

When, in the 1980s,Melina Mercouri, in herthen function asCQulture Minister

of Greece, decladd Makronisos a site of memory@r all Greeks, and
particularly younger generations, because it is a symbol of condemnation of
the civil war, of all torture and repression wherever it originate®(Becatoros
1999: n.p.) she acknowledgedto a certain extentthe symptomatic character
of the campsfor other forms of systemic oppressionn the present and future
Likewise, the four investigated works refer us to competing hi/ stories of
violence that, despite keing situated uniquely, share structural similarities .
They engage us in a politics of aesthetics that foregrounds affect as a
constitutive component in the production and documentation of new
knowledge and memory.In light of the current rise of conservaive populist
ideologies and autocratic leadersin light also of unbroken traditions of
violence and oppressionworldwide , these works are immensely relevant for
us today.
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