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AHAQZH XYITPADEA

«AnAwvw OTL elpal o/n amoKAELOTIKOG/n SNULOUPYOG TNG TPWTOTUTING EPYACLAG,
VOULLOG/N KATOXOG TWV TIVEUHATIKWY SIKOLWUATWY TNG KoL OTL €XWw To Slkaiwpa, va
Tapaxwpnow ta Stkalwpota mou avadpEpovtal otnv napovoa adela.

Befalwvw, OTL TO OUVOAO TOU TeKUNPlou TIOU KaTOOETw amoteAel yvAolo €pyo
napaxbév ano epéva kat dev mopafLalel ta Sikalwpota dAAou Snuoupyol e
OTIOLOVONTIOTE TPOTIO.

To tekpunpLo/a mou KOTABETW €lval TO TEALKO EYKEKPLUEVO £PYO QO TNV EEETAOTIKNA
erutponr], &gv mpokUMTeEL amo AoyokAomn R voBeupévn €peuva, Sev TpooPalel
TIVEUMATIKA Slkatwpata AdAwv dnuloupywv kot Sev mapaflalel mMPoowrmika
bebopéva.

QG KATOXOC TWV TVEUUATIKWY SIKOULWUATWY TNG €pyaciag aUTAG, Mapoxwpw oTNV
Avwtatn IxoAnn KaAwv Texvwv To UN-ammokAELOTIKO Sikaiwpa Snuocisuong kat
61aBeong ¢ YndLakng popdng g Epyaciog Lou, EVTOC KoL EKTOC TOU SIKTUOU, HEoW
Tou I8pupatikol AmoBetnpiouv «Art-lIA», pue tnv mpoindBeon 6t SatiBetal pe pia
OTto TG ASELEC TIOU £XW ETUAEEEL KATA TNV AUTO-amoBeon. H ev Adyw mapaxwpnon dev
OUYKPOUETAL e SIKOLWHOTO TIVEUUATIKNG Wloktnolag Tpitwv 1 pe mapaxwpnbévria
NoN amnod epéva o€ TPITOUCG OXETIKA Stkatwpatd pou. H BLBAL0Bnkn ev aokel KaVeVOG
eldoug empéANELa OTO TIEPLEXOUEVO TNG €pyaciag pLou Kot avaAapBavw mARpwe tnv
€uBUvn TOU MEPLEXOLEVOU TNC.

H €ykplon tng mapouoag epyaciag 6ev umodnAwVeL amapaltiTwe TNV anodoxn twv
andPewv tou/Tng ouyypadea/we amnod tnv Avwtatn IxoAn KaAwv Texvwv.



Euxaplotieg - Aplepwoelg

Adlepwvw TNV TTUXLOKNA UOU €pyacia, PE QMEPAVIN OYATN KOL EUXOPLOTIEG, OTOV
oULTUYO KOl OTLG TPELG KOPEG KOV, TIOU pou otddnkav kat pe Bori@noav otnv entuxn
oAokAnpwon Twv ormoudwv pou otnv AZKT. H mpayuatonoinon autou Tou oveipou
{wng ota 47 pou xpovia pou €delle, og BabLd mpoowTtiko eminedo, mwg N ekmaidevon
Kot N KoAALtexvikn €€EALEN dev yvwpilouv nALKLOKA R XPoVIKA opla. H pabnon eivat
HLOL OUVEXAG TIOPELX AUTOYVWOLOG KAl €0WTEPLKNAC wpilpavong, uia nouxn oAAd
otaBepn anddel€n OtL MOTE Sev elval apyd yla yvwon, dnploupyia Kal mpayudtwon

ovelpwv.

Euxaplotw moAU yla tnv umootiplen Kat tnv moAUTIUn BonBeld Tou otnv ekmdvnon
NG TTUXLAKAG €pyaciag, tov kabnynt K. lwdvvn Melavitn kol tou¢ AGAAOUG.
KaBnyntég pou otnv Avwtatn ZxoAn KaAwv Texvwv tng ABnvoag (A.Z.K.T.) mou
ouvéBahav KaBopLoTikad, o kaBévag péoa anod To Labnua tou, otnv oAoKARpWaon Twv

OToUdWV oV, Ta TTEVTE Xpovia Tng ¢doitnong Hou o€ aUTH.

®OePpoudprog 2026

Mapia Namaddkn



NINAKAZ NMEPIEXOMENQN

1. Ewaywyn
2. ZUAANYN - Zté)x0G TG NTtuxLtakig Epyaoiog

3. OewpnTko Kat lotopkd MAaioio
3.1. O Aaidahog kat n €vvola tng epdPuxwong TG VANG
3.2. To ayoApa wg popgag pvAung, Adyou kat mapouaciag
3.3. H Yindlakn eikova wg Gpopéag LETAOXNHATIOUOU TNG YAUTTTIKNAG LopdNG

3.4. Wndlakn evepyomoinon tng YAUTTTIKAG Lopdn G

3.5. H Buwpoatiky eprmAokn tou Beatr) pe toug “YmepdakpUBpextoug- Pubukn

ZuvouAia”

4. KaAAttexvikég AvadopEg Kol ZUYYEVELEG

4.1. Tony Oursler

4.2. Krzysztof Wodiczko

4.3. Stelarc

5. H Eykatdotaon — Neplypadn kat Xwpikn Zuvonkn

5.1. H Bwpatik) eumAoky tou Beatn pe toug “YmepdakpUPBpextoug- PuBukn

Juvopia”

6. Wnorakn Atadwkaoia kat Epyaleia YAornoinong (Workflow)

6.1. ®wvn — onkal — Sadpopomnoinon xapaktipwv (ElevenLabs)

6.2. Kataypadn ekppdoswv npoowrnou (Kwvntd tnAédpwvo)

6.3. Al lip sync kat eppuxwon twv popdwv (Runway)

6.4. Hxntikog oxedlaouog kat emegepyaaia (Audacity)

6.5. Tehwkn) ouvBeon ewovag—nxou (Adobe Premiere Pro / Photoshop)

6.6. Wnoakn enefepyacia Kot TEXVIKA 0PYAVWOT TOU OTITLKOAKOUOTIKOU UALKOU



7. Wndraka Epyaleia kat Mnyég Hyou
8. Ontikoakovotiki Tekpunpiwon (Mp4)
9. Texvika Ztowyeia Apxeiou

10. Zupnepaopata / Enidoyog

11. BiBAoypadia

12. z0vrtopo Bloypadiko Inpeiwpa

Kevtpikni 16€0/O£pa Tou £€pyou

H &tepebvnon tng lwvtavig mapouciog péca amd Tn YAUMTIK popdr ouviotd
Bepedlwdn mpoPAnuatiky NG apxaiag TEXvNG, n omoia emavepdaviletal otn
oLYXPOVN KAAALTEXVLK TIPAKTIKN KoL CUVOMLAEL Apeoa Pe TN Bepatikh TNG mMopouoag

reuLakic epyactog «YMEPAAKPYBPEXTOI — PYOMIKH SYNOMIAIA» (Hersey, 2009).

ITnv apxalotnta, n popdn tou Epun Asttoupyel w¢ petofatikd cUpBoAo HeTAly TG
auxng UANG kat tg Euduxng okePng, OMwWG OMOTUNIWONKE OTI( TETPOYWVLKEG
EPUAIKEG OTAAEC, oL omoleg BewprBnkav evodpkwaon Tou AOyou HECW TNG YAUTITIKNAG

(Hersey, 2009 - NMAd&twv, MoAtteia) .

O MAdtwv Kal o Zevodwv avadEPovTal oTNV LKAVOTNTA TWV EPYWV TOU VA KLVoUvVTOL
ehadpwe, oav va ATav £tolpa va wAnoouv, Snuoupywvtag tv Peuvdaicbnon pag
{wvtavig mapouciag. To potifo autd emiPLwvel SLaxpoVIKA Kal LeETaoXnUaTi{eTal oTn
ouyxpovn TEXVN MEoa amo TeEXVOAOYLKA TepBAAlovta €LkOvag Kol nXou, OmMou n
nopdn Sev BLwvetal wg otatikn VAN aAAd we dopéag mapouciag, HEoa o€ CUVONKES

OTITLKNA G Kol aoBntnplakng enBubiong (Grau, 2003 - Shanken, 2009).

O Aaibalog, obudwva pe TNV apxaia mapadoon oOnwg auvty Stacwletal Kot

avadeépetal anod tov Navoavia, cuvdEeTal Pe TN SNULOUPYIO TPWILWVY AATPEUTLIKWV
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ayoApdtwyv (§6ava), ta omoia Bewpouvtav Wlaitepa {wvtavd wg popdEG. ZTn
oUyXpPovn EPUNVEUTIKA TpooEyylon, auth n moapddoon amodidetal wg avridnyn
OYQALATWY TIOU UTtEPERaLVAV TN OTOTIKH UALKOTNTA, SNULOUPYWVTAC TNV EVTUTIWON
éuduxng napouoiag kat avBpwrnivwy lotitwy (Pausanias - Hersey, 2009). H popdn
TOU aydApartog otnv e€ldavikeUEVN TG Hopdr amoKAELEL TNV OYKOUETpNON aAld

KaAeital va mepAafel avwtepeC BLoAoyikEG Asttoupyieg Sivovtag tng dwvn.

To ouykekpluévo onueio eotidlel oto mMw¢ n YAUTTIKA umepPaivel to amAo
KOAALTEXVLKO amoTeAeopa, ayyilovtag TG PLOAOYIKEG 1 akoun kot "avBpwriveg”

AeLToupyieg.

ErumAéov, n avadopd oTig UnXaveS TEXVNG KAl oTa UTOMATA- ard TNV EAANVLOTLKA
TePLod0 £wG TG oLYXPOVEC SLASPACTLKEG EYKATOOTAOCELG- UTIOYPAUULZEL TN SLaXpoVIKA
enmBupia tou avBpwrmou va yepupwaoel Tnv VAN pe to vevpa (Popper, 1993 - Grau,

2003 - Shanken, 2009).

Ztnv «YMEPAAKPYBPEXTOI-PYOMIKH ZYNOMIAIA», ta yAumttd 6ev amoteAoUV amAwg
TEXVIKA ETUTEVYMOTA, OAAQ OXNHOTA LVAKLNG, cuvaloBripatog kot mapouaoiag (Bishop,
2005). Méoa amo autd, dlepguvartal TwE N avBpwWILVN CWHATLKOTNTA, N evalcOnaia
KOl N EUTELPLA WG LOPDEG TToU TTAAAOVTAL, avamvEouV Kal adnyolvtat Tn Sk Toug

Lotoplia.

H UAn petapopodwvetal oe dwvry, kKat n olwnn anokta puduo (Manovich 2001, Paul
2015). H avtiAnyn aut ouvavtd T oLyxXpoveG BewpnTKEG TPOOEYYIOELS TNG
YAUTTTIKAG WG 0pyavIKNG Kal AoyLkAG dtadikaaoiag, omou n popdn dev avtipuetwiletal
WC OTATIKO OVTIKELHEVO AN WG EVEPYO oLOTNUA OXECEWV, SOUWV KOL AELTOUPYLWV.
Ito mAaiolo auto, n YAUMTIKA ouykpoteital w¢ medio oto omoio n UAN QAmMOKTA
cuumeplpopég, pubUO KAl ECWTEPKH  opydvwon, unepBaivoviag Tov
OVATIOPOOTATLKO TNG XAPAKTAPA KAl AELTOU pYyWVTOG WG GopEag AOYLKIG CUYKPOTNONG

Kot Blwpatikng epnetpiog (Mehavitng, 2024).

Aut n mpooéyylon ouvbéstat dupeca e TN «YMEPAAKPYBPEXTOI-PYOMIKH
ZYNOMIAIA» w¢ StaAoyikn eumelpia, omou 1o {ntoupevo dev eival povo n BEaon,
oMA& n aMnAenidpaon (Bourriaud, 2002- Bishop, 2005). O Beatrg koAeital va

CUUUETAOXEL OE €vav TEAETOUPYLKO SLAAOYO LE Ta YAUTTTA, PEoa amo TV TexvoAoyia,



Tov AX0 Kot Tov Ppwtiopd. H kivnon, n dwvn kat 1o dwg AELToupyoUV cav YEPUPES

QVAEDSO OTO UALKO Kol TO AUAO, OTO TtAPOV Kal TO SLaXPOVLKO.

Ta épya, KOUVOUAWVTAGC» UETAEV TOUC Kal e Tov Beatr), ekdpAalouv Pl ECWTEPLKNA
avBpwrvn avaykn emkowvwviag, Tn Badid embupia tng UANG va amokTRoeL Puyxn Kol

™G Yuxng va mdpetL popdn.

O OKOTEWVOG XwpPoG Aeltoupyel wg KApBAG pvAung, HEoA OTov Omoilo ta €pya
avaduovtat oav {wVTavEC TTOPOUGCLES, OTIWG OTLE apXale EAANVLIKEC TEAETEG, OOV TA
ayaApato amoktovoav lepr umootaon (Pausanias) kat Buwvovtav wg {wVTtaveg

napouoieg (Plato).

ESw, OpwC, 0 «lEPOC» XWPOC YIVETAL XWPOG ECWTEPLKAG OVOOTOXAOTIKAG EUMELpLAC,
HLOL OTLYUR OTIOU N TEXVN KoL 0 AvOpwTog cuvavtlouvTal otov puBud ULag KOG

avaococ.

Ou «YMEPAAKPYBPEXTOI-PYOMIKH ZYNOMIAIA» elval ouclaoTIKA Hla gmelpia
OUUHETOXNG, TIOU EVTACOETOL OTO TESLO TWV OUYXPOVWY OTTTLKOAKOUCTIKWYV Kat time-
based nepBarroviwy téxvng (Rush, 2005, pp. 10-13). O eniokéntng Sev MoPAEVEL OE
Béon ewteplkol mapatnpnth, 0AAQ ELOEPXETAL CWHATIKA Kal aloBnTnplakd oto
nepBAAlov TG eykatdotoong, OMOU N EUMELPl CUYKpPOTE(TOL UECQ QAo TNV
napouctia kat tnv kivnon tou (Bishop, 2005, pp. 6-12). Tautdxpova KatakAUIeTaL oo
AXOUG Kal PuBuoUG TIOU CUYKPOTOUV Hla €viovn alocOntnplakrn ouvOnkn, éva
EOWTEPKO BLwHATIKO poTiBo TOU TOV TAPOACUPEL O Ula OXeSOV TEAETOUPYLKN
Kataotaon €vog immersive nediov eumelplag (Grau, 2003, pp. 13-18). Ta épya
«OUVOUIAOUV» pubuikd petafl TOuG, OUVBETOVTAG ML OLWMNAN LEpoTteAeoTia

EMLKOWVWVLOLG.

H uAwotnta tou yAumtoU (avayAuda, xopdelg, atéAeleg tng emipavelag) Oev
KaAUTITETAL amo TNV TPoPoAr}, aAAd CUMUETEXEL oTn Slapopdwaon TNG €Lkovag,
MPoodidovtag NG ocwHATIKOTNTA Kot pa Wotunn {wvtdvia, omou n enwdavela
Aewttoupyel w¢ medlo ouvavinong UALKOU OWUATOG KoL ELKOVLIKAG  ELKOVAG,
dnuoupywvtag cuvenkn omtikng eupuBLong (Mehavitng, 2026 - Grau, 2003, pp. 13-
18 - Huhtamo, 2003, pp. 466-473). H texvikn autr dnuoupyel tnv PeudaicBbnon ott



oL popdég amoktouv ekdpaon, pubuo katl Adyo, petatomnilovtag tov Beatn anod tnv

QAR TAPATAPNON O€ Uia EUMELplol KGUVAVTNONG» HE EVa OUAOUV AyoAuaL.

H npoPoAn oxedldotnke oe okotewvo meplBaliov, wote 10 pw¢ va AelToupyel wg
BaoLKO ELKACTIKO UALKO. MEaa amod tn pubuikn evaAdayn ELKOVOC KOL )XOU, N YAUTITIKN
Hopdn petatpEnetal o popéa evog {wvtavou cupBavtog, 6mou n popodn mavel va
AELTOUPYEL WC OTATIKO QVTIKE(PEVO KOl EVTIAOOETAL OE €VOl XPOVLKO KOl TEXVOAOYLKA
Stapecolafnuévo medio gumelplag, evepyomolwvtag TNV avtiAnyn tou Beaty péoa

oto meptBaiiov tou €pyou (Birringer, 2008 - Popper, 1993).

Ze emimedo TEXVIKN G opyAvwaong, n mpoBoAn mpayuatonolidnke e xprion npoPfoAéa,
LE Tipocapuoyn HEyEBOUC Kal avaloylwy TN ELKOVAC OTn YAUTTIKN MLAVELA, EVTOG
OKOTELVOU XWPOU Tapoucioong, wote va dtaodaliletal n omtikn UKpivela Kol n

euBuBLOTIKA cLUVONKN.

H auxn VAN —o mnASG kat 0 yUPo¢— JwvtaveUouV, CUUUETEXOVTOG OE Lo cUVOeoN
OOV TO MMOALG cuvavTtad To vEo. OL emidAveleg, oL 080veg, To dwg, 0 AXOG, N Kivnon Kal
1o 3D animation cuvumdpXoUV KoL GUYKPOTOUV £va TIOAVETIMESO oUOTNUA OXECEWV,
Slapopdwvovtag ULla ECWTEPLKN EUTIELPLA OTIOU N TEXVN ATOKTA dwvr Kal 0 Beatng

kaBilotatal evepyog CUUHETOXOG auTh¢ TS Stadikaciag.

EvdelkTikEG A€EELG IOV amotumwvouv To KAAALTEXVIKO Udog Kal TN

OUVALOONHOTLKY) TOUTOTNTA TOU £PYOU

EvawoOnoia, svouvaiocBbnon, mownTkOTNTA, MOUCIKOTNTA, EUAAWTOG COPKACUOC,
OUECOTNTA, ELAKPLVELA- PEAALOMOG, TIAQOTLKOTNTA, POHOVILOUOC, VATOUPOAALOUOG,

SlelocbutikoTnTa.

H Aé€n —kAeldl mou xapaktnpileL To oUVOAO TOU £pyou HOU, KOl OIMOTEAEL pla
noAudiaotatn évvola eival n ENZYNAIZOHZH. Eival éva amod Tta Mo onuavilka Kol
OUCLOCTIKA XOPAKTNELOTIKA TIou KoAAlepywvtag to, pag Sivel tnv kavotnta va
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avayvwpiloupe cuvatoOnipata mou Blwvovtal anod KAmolo AAAo ov, avBpwLvo f un,
mou Slabétel eniong awobnoelg. To otoeio tou €UBpavcTOU, TOU TPWTIOU TIOU
avadvetal anod ta £pya adomAilel tov Beatr) Kal amoteAel TN yeveoloupyo adopun
™G EUmveuong Kat TG dnuloupyiag. OL ouyxpoveg avtlAnPeLg tng evouvaioBnong
elval appnkta ouvOeOEUEVEG HE TIC ELKOOTIKEC TEXVEC TOU TEPLypAdouv TO

ouvaioBnua mou npokaAel otoug avBpwmoug n emtadn HE Epya TEXVNG.

H Yyndrakn eikova we popEag LETAOXNUATLONOU TNG YAUTTTIKNA G opdnig

H omtikoakouotikr) Sldotacn TNG €YKATAOTAONG oUYKpoTAONnKe péow Yndlakwy
Stadikaolwv mou dev AettoupyolV CUUTANPWHATIKA AAAQ OPYQVIKA OE OXECN UE TN
yAurtikny popodn. To Bivteo dev avilpetwmniletol w¢ AUTOVOUO £€pyo TtPoBOARG, alAd
W¢ evePyO SOUIKO OTOLXELD TNG XWPLKNAG OUVOEDNG, TO OTOLO EVEPYOTIOLEL TO YAUTITO,

HETATOTI{OVTAC TO Ao OTATIKO AVTLKELUEVO OE popéa pubpou, pwvrg Kot mapouciag.

H enefepyaocia elkovag Baoiotnke otn AoyLkn Tng dla-otpwpatikng cuvBeong (layered
image), omou &LapopPeTIKA ONMTIKA EMIMESA —pWTLOTIKEG TOVIKOTNTEG, OKOTELWVA
nebla, Ynolakég emupdveleg kot HopdoAoylkA (xvn— OUVUTIAPYXOUV KOl
avaocuvtiBevtal mavw otnv emdavela tnG YAUTTIKAG popdnc. H mpoPoAn bev
Aewtoupyel wg emidpavela avamapdotacng aAAd wg nedio Yndlakng emkalvng,
HEOW TNG omolag n avaAoylkn UAN emavanpoodlopilleTal OmTIKA KAl ONUaCLOAOYLKA.
H dtadikaoia autr evtdoostal o€ éva mAaiolo dtapecolapnong (remediation), 6mou

TO YAUTTITO Sev avtikabiotatal amnod Vv elkova aAAA LETAoXNUATI(ETAL LECW AUTAG.

H xpovikr) doun tou Bivteo opyavwBnke wg KUKAKNA por (loop) xwpis cadég onpeio
apxXNg A TéAoug, evioxuovtag TNV EUTELPLO TOU €pYOU WC GUVEXOUG cuuPavtog. H
HETABaon LETAEL TWV OMTIKWV GACEWV TPAYATOTOLEITAL LECW PUBULKWY AU CEWV,
HETABOAWV GWTELVOTNTAG KAl EAEYXOUEVWV XPOVIKWYV EMAVAARPEWVY, WOTE N ELKOVA

va AeLToupyel 0L adnynUATIKA 0AAG pUBULKA KOL TTAPOVTIKA.

O Axog eme€epyAOTNKE UE OTOXO TN CUYKPOTNON EVOG XWPLKOU Kal OXL adnynUaTIKOU
aKOUOTIKOU Tediou. Ot dwvég twv Tpuwv ovtotitwy (Dignity, The Loss, African
Warrior) opyavwvovtat wg «puBuikry cuvoutAio», 6mou n onuoocia mapdyetol PEow
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pubuol, mavong, emavaAndng Kat nxntikAg udng. H nxnukn emnefepyacia
eTUKEVIpWONKE otn Slactpwpdtwon ¢wvnTikwy emumedwy, otn  Slaxeiplon
SUVAULKWYV EUPWV Kal otn dnuLoupyla akouoTiknE BaBoug, woTe 0 YOG va AsLtoupyetl

WG TIPOEKTACN TOU YAUTITIKOU CWHLOTOC LECO OTOV XWPO.

H ouvoAwkn bndlakn dtadikacia dev emblwkel tnv Peudaicbnon peaiiopov, aAld
TV nopaywyn pag Pevdaicbnong {wng péow pubuou, dwtog kat dwvnc. Etal, To
YAUTTTO UETATPENETAL 0 POPEA OMTLKOOKOUOTIKAG EVEPYELAG, EVW N EYKATAOTAON

ouykpoTteital wg uBpLSko medio cuvumapéng avaAoyikng UANG kat PndLakng elkévag.

Wndrakn evepyomnoinon tng YAUNTTLKAG popdng

H Ynorakr texvohoyia oto mapov €pyo dev Aettoupyel wG amAo €pYOAELO OTTTLKAG
enefepyaoiag, oAA wG UNXAVIOPOG evepyomoinong tng YAumtikng popodng. H
TPpoPoAn} KlwwoUUEevVNG €LKOVAC Kol N evowpdtwon ¢wvng &ev mpootiBevral
embavelakd MAVW oTo YAUTTO- aviiBeta, Stapecolafouv pia petaBaocn amo tn
otatikn VAN o€ plo popdr) ToU AmoOKTA XPOVIKOTNTA, EKPPACTIKOTNTA Kol aicOnon

napouoiag.

H yAumtik emupdvela peTatpEneTal o€ ¢opéa €lkovag, Adyou kol pubBuou,
AELTOUPYWVTAG W TOTMOG CUVAVTNONG UALKOU Kol AuAou otolxeiou. H Pndlakn elkéva
Sev avatpel Tn YAUTTTLKA uTtOoTACN, AAAQ TNV EMEKTELVEL, EMITPEMOVTAC OTN Lopdn va
«EVEPYOTIOLE(TAL» HEOO OTOV XPOVO, va epdavileTal wg opthovoa, va petaBaAAetol
Kol va rapadyet tnv Ppeuvdaicbnon ecwteptkng {wng. Me autov Tov TPOMo, TO YAUNTO
bev avtlpetwmniletol MAEOV WC TIAYWHEVO OVTIKELUEVO, OAAQ WG OMTIKOOKOUGOTIKA

napouolia.

H evepyomoinon autr 6ev tautiletal pe tnv évvola t¢ dStadpaotikdtntag, Kabwg n
nopdn dev avtbpd oe efwtepky mapépPoon, OANA EVIACOETOL OE  Mla
TIPOOXESLAOUEVN XPOVIKN por). MpoOKeLTal yla pia popdr «XPOovIKNG UPuxwonc»,
OTIOU N KLWVOUULEVN ELKOVA, N dwvh Kal 0 puBUOG AeLToupyoUV WG SOULKA OTOLYXELD TNG
YAUTTTIKAG oUVBeonG. Etat, n Ynodlakn texvoloyia kabiotatal péco petafaong amnod tn

YAUTTTIKN popdr WG QVTLIKELUEVO 0T YAUTTTLIKA popdn wg cuPBav.



H mpaktiki autr) tonoBeteital og éva medio 6mou n yAUTTIKN cuvavtd to Bivteo, tnv
TPOBOAR Kal Tov AXO, CUYKpOoTwvTag Mo uPpLdiky ouvBnikn. H popdrn amoktd
Slapkela, ECWTEPLKN Kivnon Kal ¢wvnTik Tautotnta, evw o Beatnig dev mapatnpel
QIMAWG €va AVTIKELPLEVO, AAAA CUVAVTA HLO TTAPOUGCLa TTOU EKTUALCCETOL OTOV XPOVO.
H yndlakn evepyomnoinon, emopévwg, Asttoupyel wg dStadikacia péow tn¢ omoiag n
YAuTtikn popdn SLeupUVETOL O OMTIKOAKOUOTIKO Tedio, dlatnpwvtag TNV UALKOTNTA

™G, aA\d amoktwvtag SuvapLkn Kal adpnynuotiki dtdotaon.

H Eykataotaon - Nepiypadn kat Xwpikn ZuvOnkn

H eykotdotaon CUYKPOTELTAL WE EVLALO YAUTITIKO KOl OTITLKOAKOUOTIKO TepLBAAAov,
OTO omoio oL HopdEC, oL POBOAEG KOl O NXOG GUVUTIAPXOUV OTOV (810 XWPLKO Kot
aloBnTnpLako nedio. Ta YAUTTA SV AELTOUPYOUV WG LUTOVOUA OVTLKELUEVA, AN WG
onueila evepyonoilnong evog XWPOU TIOU HEeTaoynUatileTal pEow GWTOC, OKLAG Kal
NXNTWKNAG Tapouciag. O XWPOC OPYAVWVETOL WOTE 0 BEATAC VA ELOEPXETAL OE ML

ouvOnkn Omou n YAUTTIKN, N €lkéva Kal N ¢wvr ouvioTouV eviaio cupBav.

H Bwpatikl eumAokl tou Oeaty Me toug “YmepSakpuPBpeXTOUG-

PuBOuwkn ZuvopiAia”

H eykoTAOoTOON OCUYKPOTEL PLa EUTIELPLO CWHUOTIKAG KOL QVTIANTITLKAG CUUETOXNG,
omnou o Beatrg dev datnpel anodotaon aodpadeiag and to Epyo ald eVTAOOETAL HECA
oTn XWPLKA Tou ouvOnkn. H oxéon bev eival omtikr) aAAd mepBAAAOVTIKI: TO CWHA

Aettoupyel wg onueio avadopdg, HETpo KAlpakag kat popéag avtiAndng Tou xwpou.

H eyyutnta otig popdég, n UETaBOAn NG OMTIKAG ywviag Kat n Slapkela tng
TIAPAUOVNC LETAOXNHATI{OUV TNV EUTELpLa amo tapatrpnon o cuvunapén. O Beatnig
bev «BAEmew amAwg ta €pya: Ta avTAauBAVETAL WG TapovVTa cwiata péoa oto (6lo
nebio umapéng, yeyovog mou UEToBAAAEL TN otdon Tou amd alocOntikr BEaon o€
E0WTEPLKN AVTATIOKPLON).
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Me autdv tov TPOmo, n eykatdotacn &&v OAOKANPWVETAL Xwplg TNV avBpwrtvn
napoucia. H eumelpia evepyomoleital péow NG CWHATIKAG ocuvOnRkng tou Beath,

KaBLOTWVTAC TOV ATUTIO CUVSLOUOPIWTH TOU CUUPBAVTOC.

ITOV XWPO TNG EYKATACTAONG EVTIACCOVTOL EMUTAEOV {WYpPOdLKA €pya KAl EMUEPOUC
ELKOOTLKA OTOLXELQ, T OTIOLOL AELTOUPYOUV WG SLAKPLTEC EMEKTAOCELG TNG YAUTITIKNAG KOl
OTTILKOOKOUOTLKAG oUVBeaNC, cupBAarAovtag otn SLapopdwaon TNG GUVOALKA G XWPLKNAG

KL 0LoBnNTNPLOKNG EUMELPLOC.

KoAALteXVIKEG avadOPEC KOL OUYYEVELEG

H mopouoa eykataotaon CUVOWIAEL UE OUYXPOVEG KOAALTEXVIKEG TIPOKTIKEC TIOU
aéLomololVv TNV PoBoAN Kal TO OMTIKOOKOUGOTIKO UALKO WG PECO EVEPYOTIOLNGNG TNG
YAUTTTIKAG popdnG. EvSelktikd, o Tony Oursler éxeL epyactel pe mpoPoAég MTpoownwy
TIAVW OE AVTIKELPEVA Kal KEDAALA, LETATPEMOVTAC TNV UALKA Lopdr o€ popéa Adyou
Kot Snpoupywvtag tnv Pevdaiodnon “oplolviwy” popdwv. Avtiotorxa, o Krzysztof
Wodiczko xpnotpormnotel tnv mpoBoAn wg unxaviopd dnuoctag pwvng kat adnynong,
EMSLWKOVTOG va 0dnynoeL Toug avlpwroug OTO VA «OTACOUV TOV KWK TNG

OLWTTNG...» KaL va LACOUV yLa TO aveinwTo.

Amd TNV OMTKA TNG CWHATIKA TIPOCAVOTOALOMEVNG TeXVOAOYIKNG Slepelivnong, n
npaktikn tou Stelarc — yUpw amoé tnv texvoloyia w¢ MPoEKTach TNG MAPoUsiag Kat
W¢ HECO UETOOXNUATIOMOU TNG Hopdn¢ — Asttoupyel wg Bewpntikd unoBabpo yla
v €évvola TG €evepyormoinong. Xtnv mapovca epyacia, n TPoPoAn koL o
CUYXPOVIOUOG dwVAG Kal EkPpaon LETATPETOUV TN OTATIKN YAUTITIKY UAN € EVEPYO

«TIPOCWTIO», TO OTIOLO ATIOKTA pUBUOG, AOYO KOl XWPLKH Ttapouaia.

Wndrakn dtadikacia kat epyaleia uhomoinong (Workflow)
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H napouoa epyacia (CUAANYN, oXeSLACUOG KaL UAoToLnon) Tpaypatonotonke &€
oAokAfpou amo tnv idta t dnpoupyo. OAa ta otddla mapaywyns, amo tn YAUTTTIKA
kKataokeun €wg tnv Yndlokn enefepyaoia €lkOVAG KAl NXOU Kol TNV TEALKA

EYKATAOTACN OTOV XWPO, OXESLACTNKAV KaL UAOTIOLONKAV ATMOKAELOTLKA Ao EUEVAL.

H Undlakn Sadikacia vAomoinong opyavwOnke oe fexwplotd otadla yla Kabe
YAUTTO, wote kKABe popdn va amoktrnoet Wlaitepn dwvr, pubuo kal ekdpacTikn
TOUTOTNTA. 2TO MAALCLO AUTO, n TEXVoAoyia aflomolBnke w¢ LECO MPOCWTOMOLNONG

KoL evepyomoinong tng YAUNTIKNAG UANG, o€ cuvadeLa e TNV £vvola TOU «OUAOUVTOG
ayAaApatoc» Kat tn dtaxpovikn avalntnon epuxwong tng popdng.

Apxika ocuyypadnkav ta Keipeva Twv SLaAdywv Kat mpaypatonolnénke nxoypadnon
dwvnc. Zta ylunttd THE LOSS kat AFRICAN WARRIOR n ¢wvn ene€epydotnke péow
¢ mhatdpopuag ElevenLabs, pe otoxo tn dtadopomnoinon tng xpoLdg kot Tou TOVIKOU
XOPOAKTAPA: OTO TMPWTO £pyo emAEXOnke maldkn amdypwon, evw oto OSeUTeEPO

avdpLKr, EVIOXUOVTAG TN SPAUATOUPYLKN KOl apnynUOTIKA TAUTOTNTA TWV LophwV.

ITn OUVEXELA TipaypatomolnOnke PLVTEOOKOMNON TOU TPOCWTIOU HOU KATA TNV
QVAYVWON TWV KELLEVWY, PE AETTOMEPN Kataypadn ekPpaoTikwv otolxeiwv (kivnon
otopatog, popdacpol, BAEUUA), XPNOLLOTIOLWVTOG KAMEPA KlvnToU thAsdwvou. To
UALKO auto Aeltoupynoe w¢ ekdpoaotiky Pdaon, n omoia petadépOnke Kat
Hetaoxnuotiotnke Wnolakd otig yAuntikeg popdéec, DIGNITY, THE LOSS kat AFRICAN
WARRIOR.

Ito0 enopevo otadlo, otnv mAatdpopua Runway, avaptibnkav ta Bivieo twv
ekppaocswv o€ ouvduoopo pe dwroypadie¢ Twv YAUMTWYV Kol €DAPUOOTNKE
Sduadwkacia Al lip sync, wote n kivnon Tou OTOUOTOG KAl TWV XOPOKTNPLOTIKWY Val
OUYXPOVLOTEL HE TNV NXNTIKNA OMWAla. Mg TOV TPOMO QUTOV OL YAUTITIKEG HOPPEC
OQMEKTNOAV KLWVOUUEVO TPOCWTO Kal pubuikny «dwvr», Sdnuloupywvtag tnv
Peudaiobnon otL uAolv Kot avtamokpivovtal. Ot apXkéG (SIKEG MOU) avOPWTILVEG
EKPPAOEL( UETACYXNUOTIOTNKAV OE €KPPOOTIKA XAPAKTNPLOTIKA Twv Hopdwy,

uetadépovtag tnv aiobBnon avBpwrivng mapouaciag emavw otnv YAUTTIKN emlpAveLa.

O nxnTkog oxedlaopdg mpayuatonolt®nke oto Audacity, omou enefepydotnkav ta

bWVNTIKA KL T CUVOSEUTIKA NXNTIKA otolxeia (otabun évtaong, kabaplopog, doun,
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puBUK opydvwon). Tt TG NXNTKEG AOUTEG XpnoLdomoldnkav emAeyuéva
anoonaopata anod ¢ mAatpopues Freesound kat Looperman, ta onola unéotnoav
Mepaltépw emefepyacioac wote va evtaxbolv opyavikd otnv atpoodalpo Tng

€YKATAOTAONCG.

Me Tnv OAOKApWON TOU OTTLKOU KOL TOU NXNTLKOU HEPOUC, TIPAYUATOTOLAONKE N
teAky ouvBeon oto Adobe Premiere Pro, omou emuteUxOnke O GUVOALKOG
OUYXPOVLOUOG ELKOVAC KaL XOU, N eviaio pubuLK 0pyavwaon Tou UALKOU Kot N TEALKN
enefepyacia, wote to amotédeopa va amnodidetal opbd o€ ouvBAKeEC OKOTELVOU
ekBeolakol meptBailovtog. MapadAAnla, n eneepyacio KoL TPOETOLUAOCLO OTTTIKWV
otolxelwv (dlopBwoelg kapé) mpaypatomnolBnke oto Adobe Photoshop, 6nwg kat n

Pndlokn enegepyaocia pwtoypadiwv Twv yAurmtwy nmou npofdailovtal oto monitor.

Q¢ beutepelov omrTikd emimebo NG eykatrdotaong, otnv €icodo TOU YWPOU
npoPfaMetal éva Oeltepo Pivteo (Mp4), amoteAoUPEVO aMO EMEEEPYUOUEVEG
Pnolakég pwtoypadieg Twv YAUTTTIKWY Hopdwv. To UALKO TIPOEKUE OO OTATIKES
Apelg twv popdwv, oL omoieg umoBARBNKav Oe XPWUOTIKEG, PWTLOTIKEG KOl

UbOAOYLIKEG peTatporeG o€ PndLako meplBarlov enefepyaciag elkovag.

Wnoraka epyaleio kat nnyég nxov

Itnv napaywyn Tou Yndlakou Kat nXNTIkoU UALKOU XpnoLULoToLOnkay To o paKatw

epyaleia kal mnyEg:
Wnoaka epyaleia

Adobe Premiere Pro: povtal, OUyXpOVIOMOC €LKOVAG—NXOU, TEALKN
enefepyaoia/eaywyn Bivteo.

Adobe Photoshop: enefepyacia elkdvag, mpostolacio Kapé Kol OMTIKWV
oToLXElwv.

Kwnté tAédwvo: Brteookomnon kot kataypadr TPOCWIOU yla TN
Snuoupyia ekppaotikng Baonc.

Runway: petaoxnpatiopog ontikol UALKoU kat mapaywyn Al lip sync.
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ElevenLabs: petaBoAn kat cuvBeon dwvrg (tpomomnoinon xpoLdg).

Audacity: ene€epyacio pwvwv, NxnTtkwv loops kat TeAKA, NXNTKNA WEN.

Mny£€g nXNTikou UALKOU

Freesound: emloyr nxnTikwv anoomnaopdtwv]koat loops.

Looperman: emloyr nxntikwv loops.

To UALKO eme€epyAoTNKE KOL EVOWMATWONKE oTnV TeEAK oUVOeon pe BAaon tn pubuLkn
Sdoun kat tn dpapatoupyia TnG eykatdotaons. To TEALKO OMTLKOAKOUOTIKO UALKO Tou
TIPOEKUYPE QmMOTEAEL OPYyaVIKO TUAUA TNG EYKATAOTAONG KOl TEKUNPLWVEL TNV

EVEPYOTIOLNGN TWV YAUTITIKWV LOPdWV OTO XWPO.

ONTLKOAKOUOTLKN TEKUNpiwaon (Mp4)

H OMTIKOOAKOUOTIKN TEKUNPLWOTN TIOU AKOAOUBEL QIMOTUTIWVEL TN XWPLKI EUTELPLA TNG
EYKATAOTAONG KOL TOV TPOTIO LE TOV OMOL0 Ta YAUTTA €vePyOToLoUVTAL HECW TNG

TPOPOANG ELKOVAC KaL TNG NXNTIKAS ouVORKNC.

ItV mapoloa TTUXLAKK €Pyacia, TO ONMTLKOAKOUOTIKO apxeio (Mp4) amotelel
KEVIPIKO SOULKO OTOLXELO TNG €yKATAOTAONG KAl BOOLKO UECO €vepyomoinong Twv
YAUMTTIKWV popdwv. Ta YAUTTA AeltoupyolV WG UALKO umOoTpwpa Kal ¢opeig
npoPoAng, mavw ota onoila to Pndlakd UALKO «Sévetaw» Ue akpiBela, mpoodidovtag
ot popdég dwvn, Ekdbpaon kat tnv PeuvdaioBnon {wng. To Bivteo Sev Aettoupyel wg
ave€dptnTo £py0, AANA WE EVOWHATWHEVO OTOLXELO TNG YAUTITIKAG oUVBeOoNC, TO omoio
CUUUETEXEL EVEPYA OTN XWPLKA KoL ooBnTnPLOKN CUYKPOTNON TNG EYKATAOTOONG
(MuxeAng). O pohog tou dev elval va avamapacTioel, AAA va EVEPYOTOLAOEL: val
oUUBAAEL dnAadn OTOV PETAOXNUOTIOUO TNG HOopdAG amd adpaveéC AVIIKELUEVO o€
{wvtavo dpopéa mapouaciag kat Stapketag (Bishop, 2005 - Vernant, 2006 - MeAavitng,
2026).
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H kataypadr avadelkvUEL TOV XPOVIKO TapAYovVTa WG Baolko SopLKO OTOLXELO TNG
olvBeong: to €pyo Sev efavtAeital o pila otaTkh €KOVA, AN CUYKPOTELTAL WG
oupBav (Bishop, 2005- pp. 6-7), 6mou n mapoucia tou Beath kat n Stadoxn Twv
OTTTLKWV KOl NXNTIKWV EPeBLoUATWY cUVOETOULY pia epmelpia otadlaknig anokaAung.
Me oautj tv €évvola, TO OTTLKOAKOUOTIKO UALKO AELTOUPYEL WG HNXAVIOUOG
“euBuBoNGg” (immersion) kot mapaywyng Peudaiocbnong lwng, petaoxnuartifovrag

TNV avtiAnyin Tou XWpPou Kal Tou cwuatog péca o autov (Grau 2003).

Méoa amd aut) t Oladikacia, To AyoApo UETOTOMI(ETAL QMO QVIIKE(MEVO
napatnpnong oe ¢opéa €kdpaong, AMOKTWVIAC pUuBUO Kal «dwvhA» UECW TNG
oknvoBeaiag tou dwTLoHOoU, TOU X0V Kal TNG Kivnong. H oxéon avaloylkng UANG Kal
Pndrakng emkaAung Aettoupyel wg popodn dtapecoldpnong (remediation) omou to
yAurtto Sev avtikabiotatal amno tnv 086vn aAAd enavanpoodlopiletal péoa anod tnv
nipoPoAn kat Tov Axo. Tautoxpova, n Pnolakni elkova Asttoupyel wg moAveminedn
ouvBeon (layered image), omou SLadOPETIKA OMTIKA CUOTHLOTA CUVUTIAPXOUV KOl
avaouvtiBevtal péoa and tnyv ermudaveta g popdng (Bolter & Grusin 1999, pp.11-15
- Manovich 2001, pp. 30-31, 45-48).

To Bivteo Asttoupyel CUUMANPWHOTIKA TIPOC TO yPOTMTO Kal ¢wrtoypadlkd UALKO,
KaBloTwvTag opatr TNV KlvnaoloAoyia, tn Sldotacn tng EyKATACTACNG OTOV XWPO Kal
Vv mowotnta TG alnAenidpaong. H tekunpiwon amodidel 1o €pyo wg uPpLldiko
nedlo omou performance, texvohoyia Kal ELKACTIKY TPAEN CUMTMAEKOVTAL, KOBWG N
“bwvi” KoL 0 puBUOC CUYKPOTOUV TNV EUTELPL TOU Beath) WG XPOVIKO YEYOVOG

(Birringer, 2008- pp. 289-292).

H OMTIKOOKOUOTIKA TEKUNPLWON EVOWUATWVETOL WG TOPAPTNUA TNG TTUXLAKAG
gpyooiog emtpenoviag TNV mpocfacn oto £pyo Kol MEpa and tov ekBecLako Xpovo,
Slatnpwvtag ToV XAPOKTAPA TOoU WG Plwpatikol YAunmTtikou meplBdaAlovtod.
MapAdAAnAa TEKUNPLWVEL TOV TPOTIO WE TOV omoio Ta PndLlakd péoa evepyomololV Kal
avadlatdooouv TNV évvola tng Lopdng Kat tng mapouaciag otn olyxpovn téxvn (Paul,

2015- Shamken, 2009- Manovich, 2001).
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Texvikd otoixeia apyeiouv Bivteo (Adobe Premiere Pro — Sequence

Settings)

To OMTIKOOKOUOTIKO €pyo povtapiotnke kat €€nxOn oto Adobe Premiere Pro pe tig

aKOAOUBEG TEXVIKEG TTpOSLOYPADEG:

Avaluon ewkovag: 1920 x 1080 pixels (Full HD)

Avaloyia kadpou (Aspect Ratio): 16:9

PuBuog kapé (Frame Rate / Timebase): 25 frames per second (fps)
Awdpkela €pyou: 00:02:43:22

Pixel Aspect Ratio: Square Pixels (1.0)

Tonog oapwong: Progressive Scan (No Fields)

XpwHAaTIKOC Xwpog epyaciag: Rec. 709

Awopopdwon fxou: Stereo

AplBu6G KavaAlwy: 2

Sample Rate: 48.000 Hz
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Central Idea - Concept of the Work

The exploration of living presence through sculptural form constitutes a fundamental
question of ancient art, which re-emerges in contemporary artistic practice and
directly resonates with the theme of the present thesis project, “Over- The- Top

Tearjerkers (Rhythmic conversation)” (Hersey, 2009).

In antiquity, the figure of Hermes functioned as a transitional symbol between

inanimate matter and the animate realm, as reflected in the quadrangular herms,

20



which were perceived as embodiments of speech through sculpture (Hersey, 2009 —

Plato, Republic).

Plato and Xenophon refer to the capacity of artworks to appear as if they could move
slightly, as though ready to speak, creating the illusion of a living presence. This motif
survives diachronically and is transformed in contemporary art through technological
environments of image and sound, where form is no longer experienced as static
material but as a carrier of presence, within conditions of visual and sensory

immersion (Grau, 2003 — Shanken, 2009).

Daedalus, according to ancient tradition as preserved by Pausanias, is associated with
the creation of early cult statues (xoana), which were regarded as particularly “alive”
in form. In modern interpretive approaches, this tradition is understood as a
perception of statues that transcended static materiality, generating the impression
of animated presence and human attributes (Pausanias — Hersey, 2009). The
sculptural form, in its idealized manifestation, does not merely represent volume but

is called to encompass higher biological functions, granting it voice.

This point emphasizes how sculpture surpasses the notion of a simple artistic object,
touching upon biological and even “human” functions. Furthermore, references to art
machines and automata - from the Hellenistic period to contemporary interactive
installations - highlight the timeless human desire to bridge matter and spirit (Popper,

1993 - Grau, 2003 - Shanken, 2009).

In “Over- The- Top Tearjerkers (Rhythmic conversation)”, the sculptures do not
function merely as technical achievements but as vehicles of memory, emotion, and

presence (Bishop, 2005).

Through them, human corporeality, sensitivity, and experience are explored as forms
that pulsate, breathe, and narrate their own story. Matter is transformed into voice,
and silence acquires rhythm (Manovich, 2001- Paul, 2015). This perspective meets
contemporary theoretical approaches that consider sculpture as an organic and logical
process, in which form is not treated as a static object but as an active system of
relations, structures, and functions. Within this framework, sculpture is constituted as

a field in which matter acquires behavior, rhythm, and internal organization,
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surpassing its representational character and functioning as a bearer of logical

structure and lived experience (Melanitis, 2024).

This approach is directly linked to “Over- The- Top Tearjerkers (Rhythmic
conversation)” as a dialogical experience, where the aim is not merely viewing but
interaction (Bourriaud, 2002 — Bishop, 2005). The viewer is invited to participate in a
ritual dialogue with the sculptures through technology, sound, and light. Movement,
voice, and light act as bridges between the material and the immaterial, the present

and the diachronic.

The works, “conversing” with one another and with the viewer, express an inner
human need for communication - the deep desire of matter to acquire a soul, and of

the soul to take form.

The dark space functions as a canvas of memory, within which the works emerge as
living presences, reminiscent of ancient Greek rituals where statues acquired sacred
status (Pausanias) and were experienced as living beings (Plato). Here, however, the
“sacred” space becomes a space of inward reflective experience - a moment in which

art and the human meet in the rhythm of a shared breath.

“Over- The- Top Tearjerkers (Rhythmic conversation)” is essentially a participatory
experience situated within the field of contemporary audiovisual and time-based art
environments (Rush, 2005). The visitor does not remain an external observer but
enters bodily and sensorially into the environment of the installation, where
experience is shaped through presence and movement (Bishop, 2005).
Simultaneously, they are immersed in sounds and rhythms that form an intense
sensory condition, an inner experiential motif that draws them into an almost ritual

state within an immersive field of experience (Grau, 2003).
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The works “converse” rhythmically with one another, composing a silent ritual of
communication. The materiality of the sculpture (reliefs, incisions, surface
imperfections) is not concealed by the projection but participates in the formation of
the image, endowing it with corporeality and a peculiar vitality. The surface thus
functions as a meeting ground between material body and virtual image, generating
conditions of visual immersion (Melanitis, 2026 — Grau, 2003 — Huhtamo, 2003). This
technique creates the illusion that the forms acquire expression, rhythm, and speech,
shifting the viewer from simple observation to an experience of “encounter” with a

speaking statue.

The projection is designed within a dark environment, allowing light to function as a
primary artistic material. Through the rhythmic alternation of image and sound, the
sculptural form becomes the carrier of a living event, where the form ceases to
function as a static object and enters a temporal and technologically mediated field of
experience, activating the viewer’s perception within the environment of the work

(Birringer, 2008 — Popper, 1993).

In this context, inanimate matter - clay and plaster - comes alive, participating in a
celebration where the old meets the new. Surfaces, screens, light, sound, movement,
and 3D animation coexist, forming a multilayered system of relations that shapes an
inner experience in which art acquires a voice and the viewer becomes an active
participant in this process - a poetic, creative dialogue that forms a beautiful, flexible,

and original polyphony.

Indicative Words Reflecting the Artistic Style and Emotional Identity of
the Work

Sensitivity, empathy, poetic quality, musicality, vulnerable sarcasm, immediacy,

sincerity—realism, plasticity, romanticism, naturalism, penetrative depth.
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The key concept that characterizes the work as a whole, and functions as a
multidimensional concept, is EMPATHY. It is one of the most essential and
fundamental human capacities, which, when cultivated, enables us to recognize
emotions experienced by another being, human or non-human, that also possesses

sensory perception.

The element of fragility, the sense of vulnerability emerging from the works, disarms
the viewer and becomes the generative impulse for inspiration and creation.
Contemporary understandings of empathy are intrinsically linked to the visual arts,
which articulate the emotional response arising in humans through their encounter

with works of art.

The digital image as an agent of transformation of the sculptural form

The audiovisual dimension of the installation was structured through digital processes
that do not operate as supplementary elements but organically in relation to the
sculptural form. Video is not treated as an autonomous projected work, but as an
active structural component of the spatial composition, activating the sculpture and

shifting it from a static object to a carrier of rhythm, voice, and presence.

Image processing was based on the logic of layered composition, where different
visual strata - tonal light variations, dark fields, digital surfaces, and morphological
traces - coexist and are recomposed upon the sculptural surface. Projection does not
function as a representational screen but as a field of digital overlay through which
the analog material is visually and semantically redefined. This process operates
within a framework of remediation, where the sculpture is not replaced by the image

but transformed through it.

The temporal structure of the video was organized as a cyclical flow (loop) without a
distinct beginning or end, reinforcing the experience of the work as a continuous
event. Transitions between visual phases occur through rhythmic pauses, shifts in
luminosity, and controlled temporal repetitions, allowing the image to function not
narratively but rhythmically and phenomenologically.
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Sound was processed with the aim of forming a spatial rather than narrative acoustic
field. The voices of the three entities (Dignity, The Loss, African Warrior) are organized
as a “rhythmic conversation,” where meaning emerges through rhythm, pause,
repetition, and sonic texture. Sound editing focused on the stratification of vocal
layers, the management of dynamic ranges, and the creation of acoustic depth, so that

sound operates as an extension of the sculptural body within space.

The overall digital process does not pursue an illusion of realism, but the production
of an impression of life through rhythm, light, and voice. Thus, the sculpture becomes
a carrier of audiovisual energy, while the installation is constituted as a hybrid field of

coexistence between analog material and digital image.

Digital Activation of the Sculptural Form

Digital technology in the present work does not function as a mere tool of visual
processing, but as a mechanism for activating the sculptural form. The projection of
moving image and the incorporation of voice are not added superficially onto the
sculpture; rather, they mediate a transition from static matter to a form that acquires

temporality, expressivity, and a sense of presence.

The sculptural surface is transformed into a carrier of image, speech, and rhythm,
operating as a site of encounter between material and immaterial elements. The
digital image does not negate the sculptural substance, but extends it, allowing the
form to be “activated” in time, to appear as speaking, to transform, and to produce
the illusion of an inner life. In this way, the sculpture is no longer perceived as a frozen

object, but as an audiovisual presence.

This activation is not identified with interactivity, as the form does not respond to
external intervention, but unfolds within a designed temporal flow. It is a form of
“temporal animation,” where moving image, voice, and rhythm operate as structural
components of the sculptural composition. Digital technology thus becomes a
medium of transition from the sculptural form as object to the sculptural form as
event.
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This practice is positioned in a field where sculpture meets video, projection, and
sound, forming a hybrid condition. The form acquires duration, internal movement,
and vocal identity, while the viewer does not merely observe an object but encounters
a presence unfolding in time. Digital activation, therefore, functions as a process
through which the sculptural form expands into an audiovisual field, preserving its

materiality while acquiring a dynamic and experiential dimension.

The Installation — Description and Spatial Condition

The installation is structured as a unified sculptural and audiovisual environment, in
which forms, projections, and sound coexist within the same spatial and sensory field.
The sculptures do not function as autonomous objects, but as activation points of a
space that is transformed through light, shadow, and sonic presence. The space is
organized so that the viewer enters a condition where sculpture, image, and voice

constitute a single event.

The Experiential Engagement of the Viewer with the “Over- The- Top

Tearjerkers (Rhythmic conversation)”

The installation forms an experience of bodily and perceptual participation, where the
viewer does not maintain a safe observational distance from the work but becomes
integrated into its spatial condition. The relationship is not merely optical but
environmental: the body functions as a point of reference, a measure of scale, and a

carrier of spatial perception.

Proximity to the forms, the shift of viewing angles, and the duration of one’s presence
transform the experience from observation into coexistence. The viewer does not
simply “look” at the works but perceives them as present bodies within the same field

of existence, a fact that shifts their stance from aesthetic viewing to inner response.
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In this way, the installation cannot be completed without human presence. The
experience is activated through the viewer’s bodily condition, rendering them an

informal co-shaper of the event.

Within the installation space, additional paintings and sculptural elements are
incorporated, functioning as extensions of the sculptural and audiovisual composition

and contributing to the formation of the overall spatial and sensory experience.

Artistic References and Affiliations

The present installation enters into dialogue with contemporary artistic practices that
employ projection and audiovisual material as means of activating the sculptural form.
Indicatively, Tony Oursler has worked with projections of faces onto objects and
heads, transforming material form into a carrier of speech and creating the illusion of
“speaking” figures. Similarly, Krzysztof Wodiczko uses projection as a mechanism of
public voice and narration, seeking to encourage individuals to “break the code of

silence” and to speak about the unspeakable.

From the perspective of technologically oriented, body-centered exploration, the
practice of Stelarc — centered on technology as an extension of presence and as a
means of transforming the body — functions as a theoretical background for the
notion of activation. In the present work, projection and the synchronization of voice
and expression transform static sculptural matter into an active “face,” which acquires

rhythm, speech, and spatial presence

Digital Process and Production Tools (Workflow)

The present work (concept, design, and realization) was carried out entirely by the
artist. All stages of production, from sculptural construction to digital image and sound
processing and the final spatial installation, were designed and implemented
exclusively by myself.
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The digital implementation process was organized into distinct stages for each
sculpture, so that each form could acquire a distinct voice, rhythm, and expressive
identity. Within this framework, technology was employed as a means of
personification and activation of sculptural material, in connection with the concept

of the “speaking statue” and the timeless pursuit of animating form.

Initially, the dialogue texts were written and voice recordings were carried out. For
the sculptures THE LOSS and AFRICAN WARRIOR, the voice was processed through the
platform ElevenLabs, with the aim of differentiating vocal timbre and tonal character:
a childlike tone was selected for the first work, while a male tone was chosen for the

second, reinforcing the dramaturgical and narrative identity of the forms.

Subsequently, a video recording of my face was conducted during the reading of the
texts, with detailed capture of expressive elements (mouth movement, facial
expressions, gaze), using a mobile phone camera. This material functioned as an
expressive base, which was transferred and digitally transformed onto the sculptural

forms DIGNITY, THE LOSS, and AFRICAN WARRIOR.

At the next stage, on the platform Runway, the videos of facial expressions were
uploaded in combination with photographs of the sculptures, and an Al lip-sync
process was applied, so that mouth movement and facial characteristics would be
synchronized with the spoken audio. In this way, the sculptural forms acquired moving
faces and rhythmic “voices,” creating the illusion that they speak and respond. The
initial (my own) human expressions were transformed into expressive characteristics

of the forms, transferring the sense of human presence onto the sculptural surface.

Sound design was carried out in Audacity, where vocal and accompanying sound
elements were processed (volume levels, cleaning, structure, rhythmic organization).
For the sound loops, selected excerpts from the platforms Freesound and Looperman
were used, which underwent further processing in order to be organically integrated

into the atmosphere of the installation.

With the completion of the visual and sonic components, the final composition was
carried outin Adobe Premiere Pro, where overall synchronization of image and sound,

unified rhythmic organization of the material, and final processing were achieved, so
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that the result would function properly under the dark conditions of an exhibition
environment. In parallel, the preparation of visual elements (frame corrections) was
carried out in Adobe Photoshop, as was the digital processing of photographs of the

sculptures presented on the monitor.

As a secondary visual layer of the installation, at the entrance of the space a second
video (mp4) is presented, consisting of digitally processed photographs of the
sculptural forms. The material derived from static shots of the forms, which were
subjected to chromatic, lighting, and textural transformations within a digital image-

processing environment.

Digital Tools and Sound Sources

In the production of the digital and sound material, the following tools and sources

were used:
Digital Tools

Adobe Premiere Pro: editing, image—sound synchronization, final processing
and video export.

Adobe Photoshop: image editing and preparation of frames and visual
elements.

Mobile phone: video recording and facial capture for the creation of the
expressive base.

Runway: transformation of visual material and production of Al lip sync.
ElevenLabs: voice modification and synthesis (timbre processing).

Audacity: voice processing, sound loop editing and final audio mixing.

Sound Material Sources

Freesound: selection of sound excerpts and loops.

Looperman: selection of sound loops.
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The material was processed and integrated into the final composition based on the
rhythmic structure and the dramaturgy of the installation. The final audiovisual
material that emerged constitutes an organic part of the installation and documents

the activation of the sculptural forms in space.

Audiovisual Documentation (mp4)

The audiovisual documentation that follows captures the spatial experience of the
installation and the way in which the sculptures are activated through projected image

and sonic environment.

In the present thesis, the audiovisual file (mp4) constitutes a central structural
element of the installation and a primary means of activating the sculptural forms. The
sculptures function as material substrates and projection surfaces, onto which the
digital material is precisely mapped, granting the forms voice, expression, and the

illusion of life.

The video does not operate as an independent artwork but as an integrated
component of the sculptural composition, actively participating in the spatial and
sensory formation of the installation (Migele). Its role is not to represent, but to
activate — contributing to the transformation of the form from an inert object into a

living carrier of presence and duration (Bishop, 2005; Vernant, 2006; Melanitis, 2026).

The documentation highlights the temporal factor as a fundamental structural
element of the composition: the work is not exhausted in a static image but is
constituted as an event (Bishop, 2005, pp. 6-7), where the presence of the viewer and
the succession of visual and sonic stimuli compose an experience of gradual
revelation. In this sense, the audiovisual material functions as a mechanism of
immersion and production of the illusion of life, transforming the perception of space

and the body within it (Grau, 2003).
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Through this process, the sculpture shifts from an object of observation to a carrier of
expression, acquiring rhythm and “voice” through the orchestration of light, sound,
and movement. The relationship between analogue matter and digital overlay
operates as a form of remediation, where the sculpture is not replaced by the screen
but redefined through projection and sound. At the same time, the digital image
functions as a layered composition, in which different visual systems coexist and are
reassembled across the surface of the form (Bolter & Grusin, 1999, pp. 11-15;
Manovich, 2001, pp. 30-31, 45-48).

The video operates complementarily to the written and photographic material,
rendering visible the kinetics, the spatial dimension of the installation, and the quality
of interaction. The documentation presents the work as a hybrid field where
performance, technology, and visual art practice intersect, as voice and rhythm

structure the viewer’s experience as a temporal event (Birringer, 2008, pp. 289-292).

The audiovisual documentation is included as an appendix to the thesis, allowing
access to the work beyond exhibition time while preserving its character as an
experiential sculptural environment. At the same time, it documents the ways in
which digital media activate and reconfigure the concept of form and presence in

contemporary art (Paul, 2015; Shanken, 2009; Manovich, 2001).

Video File Technical Specifications (Adobe Premiere Pro — Sequence

Settings)

The audiovisual work was edited and exported in Adobe Premiere Pro with the

following technical specifications:

Image Resolution: 1920 x 1080 pixels (Full HD)
Aspect Ratio: 16:9

Frame Rate / Timebase: 25 frames per second (fps)

Duration: 00:02:43:22
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Pixel Aspect Ratio: Square Pixels (1.0)
Scan Type: Progressive Scan (No Fields)
Working Color Space: Rec. 709

Audio Configuration: Stereo

Number of Channels: 2

Sample Rate: 48,000 Hz

File Format: H.264 (.mp4)

Video Codec: H.264 (AVC)
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Short Bio
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Advanced Theory and Monody. Despite her musical inclination, her deep love for the
arts was a source of inspiration and led her to develop her artistic vein by studying at
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Through her work, you are transported to a world of emotions, experiencing the
beauty of human existence in a way that is unique to each individual. A process that
has largely faded and been replaced by other, much inferior substitutes for the human
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34



EPFA NTYXIAKHZ EPTAZIAZ

YriepSakpUBpextol (PuBuKA ZuvopiAia)
Over- The- Top Tearjerkers (Rhythmic conversation)

NAnpodopieg épyou:

‘Etog dnpoupyiag: 2025-26

- YAKA €pyou N Texvikn: MAUTTIKA eykatdotaon e pofoAn Bivieo (projection) kat
NXNTWKA oUVBeon, o popdr omTLkoakouoTikou loop

- Alootdoelg épyou: MetafAntég Staotdoelg (Site- specific eykatdotaon)

- Texvika otoweia Bivteo: MP4 (H.264), avaAuon 1920x1080, rixog stereo, Stdpkela
03:03
Ovopoatenwvupo  ¢pwtoypadou/kivnuatoypadiotr): tedpavia Adkou (Social

Experience Athens)

QR code yia poPoAn Bivteo MP4
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1. Dignity
NAnpodopieg épyou:

- 'Etog dnpoupyiag: 2024
YAWKA €pyou A texvikn: Nudog

Alaotdoelg epyou: MetaBAntég SLaotaoeLg
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2. The Loss

NAnpodopieg épyou:

‘Etog dnuloupyiag: 2024
YAWKA €pyou A texvikn: Nudog

Awootaoelg €pyou: MetafAnTEC SLACTACELS
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3. African Warrior
NAnpodopieg épyou:
‘Etog dnuloupyiag: 2025

YAWK& €pyou A texvikn: Nudog

Alaotaoelg €pyou: MetafAnTEC SLACTACELS

38



