Standard Article
EUrope: cultures, mémoires, identités/ EUrope: cultures, memories, identities | | 2025

‘Watch the World DOI:
Spinning / Gently out Of https://doi.org/10.35219/europe.2025.1.05
Time’': Wanderlust,

Counter-Spaces, and a

Political Praxis for Gen

X in Angela .
Dimitrakaki’s Works Article reuse guidelines:

https://www.gup.ugal.ro/ugaljournals/index
.php/europe/navigationMenu/view/opacc

«« Regarder le monde en
train de tourner en rond/
et sortir doucement du
temps » : Wanderlust,
contre-espaces et une
praxis politique pour la
génération X dans les
travaux d’Angela
Dimitrakaki

Dr. Aikaterini-Maria LAKKA
Chercheuse indépendante, jeune docteure de Sorbonne Université

Abstract

In the literary works of Greek author Angela Dimitrakaki, the idea of
displacement as a contemporary Wanderlust is often found at the centre of the
plot, acting both as a narrative mechanism and as an account of Gen X's
coming of age, growing older and experiencing life in an era of late capitalism.
Dimitrakaki’s characters often reject what is socially and politically expected
of them, including the pressure to work and/or to gestate. Their melancholy
within a globalised world often contradicts with their individual privileges and
academic knowledge, whilst events shape their outlook and conscious political
praxis. This article intends to study the characters’ rejection of late capitalism

! Lyrics from the song “Out of Time” by Blur (Think Tank, 2003), a favourite
band amongst Gen Xers, perhaps including Dimitrakaki’s characters. I would
like to express my gratitude to the anonymous peer reviewers who suggested
changing the original title and provided valuable feedback on this article, as
well as to Alina Jorga for everything; I am sure that her hard work and
dedication will lead to a compelling publication.
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as a conscious choice realised through the state of being on the road, the
construction of alternative spaces, and mental exercises in three of
Dimitrakaki’s novels, written in three different periods: Antarctica (1997), The
Manifesto of Defeat (2007), and Aeroplast (2015). More specifically, I wish to
examine the political praxis of these characters in relation to escapism, Boym’s
concept of “diasporic intimacy”, Benjamin’s “Angel of History”, and
Foucault’s heterotopias, with an emphasis on episodes stressing the collective
trauma of the 20" century and the threat of the far-right.

Key words: Greek literature, Contemporary Novel, Diasporic Intimacy, History,
Heterotopias

Résumé

Dans les travaux littéraires de la romanciere grecque Angela Dimitrakaki,
l'idée du déplacement comme un Wanderlust contemporain se trouve souvent
au centre de la narration, fonctionnant a la fois comme un mécanisme narratif
et comme le récit de la génération X, de sa jeunesse et dge adulte aussi bien
que de ses expériences au sein du capitalisme tardif. Les personnages de
Dimitrakaki rejettent d’ailleurs les attentes sociales et politiques, y compris la
pression de travailler et/ou d’avoir des enfants. Leur mélancolie dans ce monde
globalisé se met souvent aux antipodes de leurs privileges personnels et
connaissances académiques, alors que des événements sculptent leurs opinions
et leur action politique consciente. Cet article entend étudier les maniéres dont
les personnages rejettent le capitalisme tardif a travers leur décision d’étre
toujours en mouvement, la construction des autres espaces et certains exercices
mentaux dans trois romans de Dimitrakaki, composés pendant trois périodes
différentes : Antarctique (1997), Le manifeste de la défaite, ez Aéroplast (2015).
Plus spécifiquement, je souhaite examiner [’action politique de ces personnages
par rapport a leur fuite du réel, le concept d’« intimité diasporique » proposé
par Boym, [’Ange de [’Histoire tel qu’il fut cong¢u par Bemjamin, et les
hétérotopies foucaldiennes, tout en mettant [’accent sur certains épisodes qui
explorent le trauma collectif du 20°™ siécle et la menace de I’extréme droite.

Mots-clés : littérature néo-hellénique, roman ultracontemporain, intimité
diasporique, Histoire, hétérotopies
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Ithaka gave you the marvelous journey.
Without her you wouldn't have set out.
She has nothing left to give you now.

C. P. Cavafy, “Ithaka”, C.P. Cavafy: Collected Poems,
translated by Edmund Keeley and Philip Sherrard

In this car, a bad batch Land Rover Discovery with oil
leaks and a constant need for tire alignment, I crossed
Europe all the way from Newcastle to Ancona. Saw
zero monuments. The three of us took turns at driving,
day and night, even Ralph, who didn’t actually know
how to drive. We ate chips and cheese-tomato
sandwiches prepared somewhere in northern England.
We stopped to pee at gas stations and then quickly ran
inside the car again [...]. We tried to get a glimpse of
Europe, passing before our very eyes outside the car
windows, with a speed that made us dizzy.
(Dimitrakaki, 1997, p. 18-19)?

This passage, taken from Angela Dimitrakaki’s debut
novel Antarctica (1997), maps out a road trip across continental
Europe undertaken by members of Gen X, sometime in the early-
or mid-1990s. Ever since, Dimitrakaki’s literary works, which
include mostly novels, are focused on the vast experiences of this
generation that came of age in a rapidly changing world,
sometime around the fall of the Berlin Wall and the dissolution of
the USSR. With globalisation becoming a reality, the Internet in
its early stages, and a new millennium on the horizon, Gen X
produced an extraordinary mosaic of artistic works, often
unpredictable, as pointed out by director and journalist Peter

2 The original text in Modern Greek: “Xto avroxiviro ekeivo, évo. Aavr Péfep
Nruokdfept kaxns povpviag mov &yxave Olopkds ladia ki Hnlele evlvypdpuion
Kkdbe tpeig koi Aiyo, diéayioa 6ln v Evpomy, amnd to Niovkdotd uéypt tnv
Aykova. Ano aliobéaro undév. Odnyodoouc ki ot tpeig emPaivovies evarlaé
voyta pépa, axoun ki o Palp mov nfrav doyerog. X’ 0An tny diadpoun tpdyaue
TOTOTAKIO. KOl  OGVTOUITS Tupl VIoudto @uayuéve oty fopeia Ayylio.
Karovpovooue xvping oe feviivadika ki votepo tpéyoue va ywBobue méli oo
avtoxivyro. [...] mpoorabodooue va kortaue v Evponn mwov mepvovoe ééw on’
70 TOPabopo e ToydTHTO TOL HOS EPEPVE TTA. Oplo. TOV 1ATyyov” [our translation].



138
EUrope: cultures, mémoires, identités/ EUrope: cultures, memories, identities | | 2025

Hanson (2002, p. 8), reflecting a multifaceted social, cultural, and
political background (Wilson, 2019), as well as all kinds of artistic
influences and intra-art dialogues. Dimitrakaki’s Antarctica
captures the rhythm of this world, balancing somewhere in
between the aftermath of the Cold War, the lasting mark of the
20th century’s multiple collective transgenerational traumas, and a
type of nostalgia difficult to confront, one that focuses
simultaneously on the past and the future by “longing for a home
that no longer exists or has never existed” (Boym, 2001, p. xiii).
Dimitrakaki’s characters tackle these questions through
theoretical concepts such as Benjamin’s Angel of History, or
mental exercises about the “Centre” and the “Periphery”, which
could in fact challenge Eurocentrism in its dominant, westernized
form, and introduce new ways of being (as in existing) in
communities. The latter play an extremely important role in
Dimitrakaki’s works, often occupying a central conceptual place
in her novels, as is the case with “Centre” and “Periphery” in The
Manifesto of Defeat (2007) or offering the backdrop for key
moments in the plot, like the community of the “Magic
Mountain” in Aeroplast (2015). Regarding their spatiality, the
way they exist in space-time, these communities often take the
form of “heterotopias” or “counter-spaces”, a notion introduced
by Michel Foucault to describe spaces that function both as
“localised utopias” and as “the contestation of all other spaces™
(2015a, p. 1246). At the same time, these spaces emphasise the
characters’ need to escape from structures linked to late
capitalism, including having a steady 9-5 job and a permanent
address, or contributing to the well-being of the system, often at
the expense of their own desires, both on a personal and on a
communal level. Throughout her works, Dimitrakaki challenges
the stereotypical representation of the rebellious youth that turns
conservative, giving space to characters’ arcs that question the
systemic, heteronormative lives often deemed as “successful”
within a capitalist society. The heterotopias in question are often

3 The original text in French: “la contestation de tous les autres espaces” [our
translation].
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presented as the physical and spatial contestations of this society,
constructed as opposites to the capitalist experience, and
allowing Dimitrakaki’s characters to act as examples, paradigms,
of rejection of late capitalism. This allows for a series of political
reflections, often on a philosophical level which adheres to the
characters’ academic pursuits or interests. The fact that most of
them are highly educated and yet reject the late capitalist societal
system (often while being simultaneously rejected by it) stresses
recurring questions in her works around collective (historical and
experienced) memory, nostalgia, and politics.

This article intends to examine the ways collective
memory, politics (both political theory and praxis), and nostalgia
intertwine with the experiences of Dimitrakaki’s characters,
focusing more specifically on three of her novels, published in
three different decades and, therefore, reflecting three different
periods in time: Antarctica (1997), The Manifesto of Defeat
(2007), and Aeroplast (2015). These three novels were chosen
specifically because they manage to capture the way the idea of
travelling, at first perceived as a means to escape societal
pressure and expectations, is progressively transformed into a
conscious rejection of late capitalism: Antarctica’s Wanderlust
becomes a political praxis in The Manifesto of Defeat which
remains theoretical, and a fully realised political act in Aeroplast.
However, it is important to note how all three forms of
escapism/rejection constitute examples of a conscious political
praxis within the line of Marcuse’s idea of “productive
imagination” (Tally, 2013, p. 15). Central themes in the
character’s arcs are, on the one hand, the acknowledgment (often
difficult on a personal level) of a collective traumatic past, and
on the other, the fear of a disastrous future, linked to the threat of
far-right extremism and imperialism. The first part of the article
will examine the concept of escapism in Antarctica and Aeroplast
in regard to politics, nostalgia and globalisation, notably through
Boym’s concept of “diasporic intimacy”, while the second will
focus on the ways collective memory and trauma are addressed
through the creation of alternative, heterotopic spaces and
Benjamin’s Angel of History in Aeroplast, and through the
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concept of “Periphery” in The Manifesto of Defeat. What this
article wishes to highlight is the multi-layered way in which
politics, language, identity, and action in times of financial crisis
and political instability are addressed in the works of Angela
Dimitrakaki, often with an underlying tone of sarcasm, and
melancholy.

Escaping, dropping one’s native language, and dancing to
Britpop: Wanderlust as a form of nostalgia

The quote “Not all those who wander are lost” (Tolkien,
1995, p. 170), originally part of a poem Gandalf quoted to Frodo
in J.R.R. Tolkien’s The Fellowship of the Ring (1954), has been
circulating online for quite some time now, providing social
media accounts dedicated to travel with inspiration for their bios
and post captions. Often used in order to represent travel as a
conscious choice or lifestyle — and not as something that
happened by accident — this quote, as it is perceived within
today’s social media context, couldn’t be any further from
Dimitrakaki’s literary universe, starting with the protagonist and
first-person narrator of Antarctica, Nora. Nora spends two years
travelling around the US without a specific purpose in mind,
wandering aimlessly amongst states, working shifts at Greek-
American restaurants, getting to know all kinds of different
people, and contacting old acquaintances from Athens who have
immigrated to New York while looking for a sofa to spend the
night. Throughout her story arc, Dimitrakaki masterfully
distinguishes between travelling with a purpose (eg. to learn
more about a country’s history, go sightseeing, visit specific
areas of interest etc.), and travelling as a political act of rejection
of the “totalized system of contemporary capitalism”, to quote
Tom Moylan from his work on utopian imagination (2014, p.
50). Dimitrakaki’s characters reclaim time as their own,
establishing a “temporal other-time” (Tally, 2013, p. ix), and
distinguishing themselves from the demands of high
productivity. They could be described as “purposeless” or
“vagabonds”, since they refuse to adapt to societal demands, and
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choose to exist in this state of “laziness”, that has been dubbed
morally wrong by the socio-economic system of late capitalism,
which values high productivity, achieved specifically through the
alienation of workers from their own labour (Jameson, 2005, p.
150, and Marx, 1887, p. 184).

When Nora returns to Greece claiming that she has spent
“a whole year™ travelling around the US, her mother corrects
her, saying “You mean two years™ (Dimitrakaki, 1997, p. 30).
Her daughter’s choice to live in the alternative time-space of
constant travelling and, therefore, to reject the demands of late
capitalism, make her a “black sheep”, along with her other
ventures: she has abandoned her studies (a BSc in Biology), she
is not interested in finding a job that would be considered
valuable by society, she moves in at her best friend’s flat, used as
a communal living and working space for people their age, and
she gradually becomes estranged from her family, especially her
father, even though she continues to look for her older twin
sisters at gigs and underground parties. Her personal experiences
seem to echo the collective experience of Gen X. Let’s take, for
example, Irvine Welsh’s debut novel Trainspotting (1993),
which went on to have a successful cinematic adaptation, and
chronicles heroin use in Leith, Edinburgh through the perception
of different characters. Michael Gardiner observes how Welsh’s
narration style is linked to “a loss of faith in the configuring of
space and time” which, in postcolonial theory, could be
addressed through the representation of colonies as “atemporal
‘outsides’” in contrast to the “inside” of big metropolises like
London, Glasgow, and Edinburgh (Gardiner, 2006, p. 93).

In Antarctica, Dimitrakaki seems to follow the same
trail, with an important exception, since her characters seem
unable to accept the loss of their personal time. This difficulty is
often linked to their refusal to adapt to the (mostly
heteronormative) systemic norms around them (productive,

4 The original text in Modern Greek: “évag 0ldéxAnpog ypévog” [our translation]
(Dimitrakaki, 1997, p. 30).
5 The original text in Modern Greek: “Ado ypdvia evvoeig” [our translation]
(Dimitrakaki, 1997, p. 30).
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reproductive, or other), to fulfil the societal functions that are
expected of them and, as a result, to sustain the socio-economic
system of late capitalism. Therefore, they embark on endless
travels, without a specific destination in mind, practicing an
escapism of sorts. And when Nora returns and is dragged into the
same reality from which she once tried to break away, it is her
best friend, Stephie, who decides to embark on the same type of
travelling herself, booking a one-way ticket out of Greece; the
novel ends with the following description, which seems to
capture the “loss of faith” that Gardiner finds in Trainspotting:

She sends me a kiss without turning to look at me. I see
its reflection on a large, tinted window. I also see
myself standing next to the Samsonite. An airplane
appears to be passing slowly above our heads, even
though it’s passing very quickly, I stare at it, and
Stephie disappears into Departures. I think about the
fact that I am inside an airport with a suitcase, and I'm
not leaving, nor returning from anywhere. (Dimitrakaki,
1997, p. 153)°

The last word in the original Modern Greek, which I
opted to translate with “anywhere” for the better flow of the text,
is actually “movfeva”, which means “nowhere”. The idea of
nowhere, of no-space serving as a home or a base for
Dimitrakaki’s characters, could be part of a reflection around the
author’s generation, which feels lost while growing up in a world
seemingly full of endless possibilities. Dimitrakaki’s characters,
as demonstrated in the passages from Antarctica cited above,
often find themselves in-between situations, since they are
unwilling to comply themselves with societal standards which, at

¢ The original text in Modern Greek: “Mov ctéAver éva gili pe v mhdn
yopiopévy. To Plénw w¢ aviavikioon o’ éva ueydlo pué . Blémw kou tov
eauto pov dimda oty Samsonite. Eva agpomlavo poialer vo mepvaer opya eved
TEPVOEL YPHYOPO. OTO TAVW OGS, GIPEP® TO. UOTIO. OV ¢ QVTO Kol 1 2Tépn
elagpoviletor otigc Avoywpnoels. Ziéprouor Twg fpiorouot o’ Eva agPOOPOuLO [e
o Palitoa, ywpic odte va pedywm yio kKGmov alAd 0bte Kol va Epyouar omo
wovBeva.” [our translation] (Dimitrakaki, 1997, p. 153).
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the same time, they are expected to perform. Many of them, like
Nora and Stephie, often decide to travel without a specific
destination, defying both the conception of “labour time”,
namely the “socially necessary” time of work within a capitalist
society (Harvey, 2018, p. 55), and patriarchal expectations about
cisgender women or, as Judith Butler puts it, “the institution of
motherhood as compulsory for women” (1999, p. 118).

This dimension of travel in Dimitrakaki’s works is
perhaps seen more clearly in her later works, such as Aeroplast
(2015), a polyphonic novel about the financial crisis in Europe.
The first of the five narrators, who could also be described as the
protagonist of the novel, Antigone, is a woman in her early
forties who abandons her young child with their father. Her
refusal of societal norms and, more specifically, of the
expectation of cisgender women to gestate and to care for the
child up until adulthood, creates a rupture between what is
socially expected and accepted of her (to become what society
calls a “good wife and mother”) and what she really wants to do
(escape from these norms). The choice of her name is also
interesting, since it recalls another female character who
challenged societal norms, Antigone, a mythological figure and
the titular heroine of Sophocles’ tragedy (c. 441 BC), who defied
King Creon’s order and went on to bury her brother Polynices.
Contrary to the mythological Antigone, Dimitrakaki’s heroine
has the possibility to escape from societal punishment, the
disapproval and hinted estrangement of her family, and the
reaction of her partner, so she flees to Barcelona.

Antigone’s decision also reflects her own Greek identity
within a globalised world, constructed by both internal (national)
and external (European and global) discourses, while
constituting, as Alexis Radisoglou describes it “a radical
transgression of one of the fundamental laws of the
heteronormative matrix” (2021, p. 583). The novel itself is set at
the peak of the financial crisis, during which countries of the
European South, Greece amongst them, experienced an
unprecedented attack by the Northern European and international
press, including the construction of the derogatory and racist
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acronyms PIGS (Portugal, Italy, Greece, Spain) and GIPSI (same
countries, plus Ireland), and extremely politicized, if not spiteful,
magazine covers and journal front-pages, including the infamous
Focus one with Aphrodite of Milos giving the finger. Thus, the
Gen Xers fleeing society in Aeroplast experience a different
social and political context than the ones in Antarctica. Most of
them are highly-educated individuals, often holding PhDs in the
humanities, who refuse to occupy the position of organic
intellectuals within societal and political institutions’.

However, this refusal is not only the result of free-will: at
the time when Aeroplast is set, the humanities had already been
devalued and affected by neoliberal university politics (Costa,
2019). This conception of knowledge as being constructed,
distributed, and created for profit and for the creation of yet
another war machine, recurring in Dimitrakaki’s works, also points
to Foucault’s analysis of the order of discourses and their relation
to power structures within a given society (Foucault, 2015b, p.
228-229). It could also explain Antigone’s mostly pessimistic
worldview; she is a novelist and holds a PhD in the humanities but
finds herself pressured within the life of a housewife and a mother,
refuses to adhere to heteronormative family dynamics, and arrives
penniless in Barcelona. There, she sublets an acquaintance’s room
at a shared flat, and she quickly develops a sexual relationship
with her new Catalan roommate, Iker, another one of Aeroplast’s
narrators; at one point, she says to him:

“We’re the most foolish of all, the theoretically
privileged exception to the rule, the dead-end of the
European development plan. We’re the super educated
kids of the lower-middle class, and your case is even
worse than mine, because your parents were workers at
the factory, why on earth would you go to study for a
doctorate in anthropology, you’d better go and become
a plumber, if there are educational institutions for that
kind of thing. What I mean to say, Iker, is that we don’t

7 For more details around intellectuals’ role during the financial crisis in Greece,
see Lakka and Papadopoulos, 2020.
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exist. We’re not even a footnote in a statistics paper of a
ministry of Labour. No one takes any responsibility for
us, no one pities us. It’s also our age. We’re not young,
we’re not retired, we are not those we were supposed to
be, and we’re screwed because of that”. (Dimitrakaki,
2015, p. 163-164)8

It could be this condition precisely that urges
Dimitrakaki’s characters, some of whom identify as Marxists, to
find comfort in nostalgia, both for a socialist past that did not
exactly exist due to power abuse, and for a home that no longer
exists. After their travels all across Europe these characters
experience what Boym describes as “diasporic intimacy”, which
occurs “in a foreign language that reveals the inadequacies of
translation” but, at the same time, demonstrates that a single
home no longer exists and, therefore, is a dystopic condition
rooted “in shared longing without belonging” (2001, p. 252). It is
important to note here that this condition, in the case of
Dimitrakaki’s characters, does not strip them of their privilege,
since none of them comes from a country outside the European
Union, no one is an asylum seeker, no one is a refugee forced to
leave their homeland behind. This element adds a reflective, even
sarcastic, dimension to the lives of these individuals; their
Eurocentric worldview is only ever challenged at rare occasions,
when they feel the urge to work with rescue missions, with
groups like Doctors Without Borders, pushed by their white
saviour complex, and by a feeling of emptiness which could also
be a product of late capitalism, another type of alienation.

8 The original text in Modern Greek: “Eiuacte o1 yeloidtepeg tmv mepintdaemv,
o1 Gewpnrika mpovourodyes eloipéoeic, n TPLIO. TOV EVPWTOIKOD TAGVOD
ovamroéng. Yrmepuoppwuévor yovor puKpoootikng Katoywyns, Kl 00 yEPOTENPOS
0o UEVOL YIaTI 01 YOVEIS GOV NTOVE OTH QOUTPIKA, TL OOVAEID EYEIS VO KAVEIS
O0100KTOPIKG, 6THY AVvOPWTOLOYia, KOJDTEPA. VO DITHPYOVE GYOLES Y10 DOPAVAIKODS
Kot vo. ‘yeg Pydler pia. Avté mov Gédw va mw, Ikép, eivar 6t dev vdpyovue o0vte
WG VTOCHUEIWON OTOTIOTIKNG UEAETNS €vOg vmovpyeiov Epyaciag. Kaveig dev
avodopfaver kopio vroypéwaon omévavti pag, koveis dev pag oiktipel. Eivai ki n
nlikio pog. Aev eiuaote véol, dev eiuaote ovvialiovyol, giuaote avtoi mov Ogv
frav ovto mwov Bo émpeme vo eivou, koi tHv motHooue [our translation]
(Dimitrakaki, 2015, p. 163-164).
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Language is another central theme in Dimitrakaki’s works,
especially Aeroplast. Speaking in a language that is not their own
could also be seen as a means of escaping a capitalist society
facing multiple crises, but, at the same time, resonates with Gen
X’s coming of age in a world full of Britpop tunes. Most of
Dimitrakaki’s heroines have studied in the UK for their graduate
degrees and possess a deep knowledge of the British musical scene
of the 1980s and the 1990s, titles of songs and bands often being
referenced throughout her works. As Claudia Leuders observed in
her PhD thesis, nostalgia as a mechanism was crucial in Britpop’s
success, since its “retro-aesthetics with its heavy use of cultural
references created a strong sense of nostalgia and played a
significant role in Britpop’s success in the UK as it deliberately
connected the contemporary culture of the younger generation
with the cultural heritage of older generations which strengthened
Britain’s image as a great pop nation” (2017, p. 28). Leuders’s
analysis showcases, amongst other things, the instability of a
globalised world, in which nationalistic rhetoric (even if hinted in
the case of the construction of a “national pop music”, as was the
case with Britpop) often comes to deconstruct the illusion of free
travelling and Wanderlust present in Dimitrakaki’s works.

The deconstruction of the illusion of free travelling,
along with the impossibility of nostalgia, as seen in Boym’s
diasporic intimacy, are not unrelated to the geopolitical reality of
globalisation experienced by Dimitrakaki’s characters. Within
such a socio-political context, full of people that grew up
bilingual and became polyglots, the question of one’s native
language can be examined from various perspectives; in the
novel Inside a Girl Like You (2009), focused on a Greek-
American doctoral student’s spontaneous arrival in Athens,
Dimitrakaki takes on the question of language as follows: “I am
the person without a language, alingual instead of bilingual, as
mom wanted” (Dimitrakaki, 2009, p. 198)°. While presented with

° The original text in Modern Greek: “Eiuor o dv@pwrmog ywpis yidaooa,
ayiwoon avti yio diydwoon, omws emBvuovoe n popd” [our translation]
(Dimitrakaki, 2009, p. 198).
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the question of why she herself continues to write in Modern
Greek while she has lived a substantial part of her life in
Edinburgh, where she teaches Art Theory at the University of
Edinburgh, Dimitrakaki herself answered: “Up until now I have
resisted [the urge to write fiction in English], because writing in
Greek is something of a privilege, [...], a connection to a large
part of myself, my friends, my child”!® (Giannopoulos, 2017).
However, we could also view her choice as a political one, an
effort to preserve the specific kind of nostalgia Boym examines,
at a time of frenetic geopolitical changes, political corruption,
and multiple crises, as well as a commentary in favour of
Southern European and Eastern European identities. This brings
us to another substantial element in Dimitrakaki’s works related
to both nostalgia, language and escapism: space.

The an(g)e(l)nts of history and historical existence as a
political experiment

“The second time I took a train to Portbou, I was a
different person” (Dimitrakaki, 2015, p. 13)!!. This is the
opening of Dimitrakaki’s Aeroplast, the polyphonic composition
about the 2010s in which every single one of the five
protagonists takes subsequently the role of the narrator. Through
this structure, Dimitrakaki manages to offer to the reader five
distinct viewpoints on politics, power dynamics, language,
families, and gender. The first and largest account of the novel
belongs to Antigone, the Greek novelist and PhD holder, whose
rejection of nuclear family structures led her to a continuous
movement: first, she briefly returned to Athens, Greece, her
hometown, where she was violently beaten by the police during a
protest against the country’s austerity measures and translated a

10 The original text in Modern Greek: “Eyw ovriotadei wg twpa, yioti to vo,
ypapm Aoyoteyvia oto. eEAVIKG givol kATl ooy Tpovouo [...J, kan oav dorotn
obVoETN pE EVa UEYGLO HEPOS TOD £QVTOD [LOD, ILE TOVS PIAOVGS OV, TO TAIdL 1ov”
[our translation] (Giannopoulos, 2017).

' The original text in Modern Greek: “Ti Sedrepn popd. mov mipa 1o tpévo ya o Tlop”
Mméov fjpovy évag dliog avBpawmog.” [our translation] (Dimitrakaki, 2015, p. 13).
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theoretical work for her publisher, because she was in need for
money. She afterwards moved to Catalonia, first to Barcelona, where
she shared a flat with her roommate and later sexual partner Iker, and
then to the “Magic Mountain”, an autonomous, self-organized,
ecological community somewhere in the mountain Montserrat.

This community, along with the general importance of
space, both on a (meta-) textual and on a narrative level, will be this
part’s main focus. Let’s start with Portbou, a small coastal town near
the Spanish-French border, mostly known for being the resting place
of philosopher Walter Benjamin, a “lieu de mémoire” (Radisoglou,
2021, p. 572). While on the train with the four other narrators of the
story, Antigone remembers her first visit there with Iker:

We went on our first trip to Portbou alone, when we
were a couple [...] It was our only trip and the worst
place we had ever been to. A wuthering coastal village.
Frozen codfish for lunch. Water the shade of ash.
Natural elements that forced us to walk hand-in-hand,
which was against our idiosyncrasy, at least when we
were at the centre of a city. Iker couldn’t hold himself
and had peed on Benjamin’s monument, claiming that it
was the most isolated and best-preserved site in the
whole village. (Dimitrakaki, 2015, p. 22-23)"?

Benjamin’s works, introduced constantly in the narration
through Antigone’s PhD and Iker’s ongoing doctoral research,
seem to provide an intellectual context that surpasses limits and
borders and is mainly European, therefore hinting at a shared
European identity between the five narrators. While examining
Portbou, a place that “has little to do with Benjamin”, as she observes,

12 The original text in Modern Greek: “To mpdro talidi oro Iop’ Mréov o
giyaue KGvel o1 0vo uag, otav fuactoy (evyapt. [...] Hrav n uovy uag exdpoun
KOl TO YEPOTEPO péEPog mov eiyoue Ppebei moté. Eva ywpio aveuopdopuévo,
rwapabaldooio. Meonuepiavo katewoyuévov umoxoridpov. Nepo oe amdypwon
oTOYTHG. 2TOo1YEI0 THS PVONG OV OGS DTOYPEWVAY VO. TEPTOTOUE XEPL XEPL, TOD
frav avtifeto oty WoyooOvOeon Hag, TOVAGYIOTOV OTOV 0EV PPICKOUAOTOY GTO
xévipo wog worng. O Ikép dev eiye kpatnOel ki giye KOTOVPHOEL GTO UVHUEID TOD
Mrmévyiopuv, ue to emiyeipnua 6Tl HTAV T0 TO ATOUOVOUEVO KOl TPOTTATEVUEVO
onueio tov ywpio?.” [our translation] (Dimitrakaki, 2015, p. 22-23).
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and yet, is his resting place, Boym ponders on the very concept of the
“European writer”, perfectly imbodied by the philosopher (2001, p.
31). She also interprets Benjamin’s concept of the Angel of History,
along with Nietzsche’s eternal return and Baudelaire’s love at first
sight, as examples of “scenes of reflective modern nostalgia” (Ibidem,
p. 22). Another famous scene of reflective modern nostalgia is the one
in Search of the Lost Time (1913), where the Proustian narrator recalls
Combray, the village of his childhood, through the taste of madeleines
(Proust, 2009, p. 144-145). These examples illustrate that nostalgia,
whether evoked by the senses or by knowledge, as in Antigone and
Iker’s case, functions also through the acceptance of finitude, of the
fact that the object of nostalgia cannot by reproduced in the present.
Antigone herself ponders on these questions:

How much time has passed since something. I was well
aware that western literature was full of nostalgia for
distances related to time. For lost times, that
disappeared like accidents at the side of the road that
you pass by at the peak of your immorality. You leave
them behind, driving to the opposite direction, just
because you can. You think you can. You think about it,
but, even if you change your mind, you know that
there’s no use turning back. The road will have been
cleaned up by the time you arrive. Like the time seen by
the Angel of History, as described by Walter Benjamin,
an image I had studied thoroughly as a doctoral student.
(Dimitrakaki, 2015, p. 54)3

13 The original text in Modern Greek: “I16c0g koupds mepvder omd kémi. I'vapilo
otL 1 JvTIK) AoyotEVIa HTOV YEUATH VOOTOAYIa yio. xpovikes amootdoels. lia
HOUEVOVS YpOVOVS, 01 omolol elapavilovioy ooV aTUYHUOTO. OTHYV GKPY TOD
JIPOUOD IOV TO. WPOOTEPVAS 0TO ATOYELO THS avhBiKOTNTAS dov. To apnvels miow
00V 00nydVTag oty avtifetn katcvBovon, emeidn pumopeis. Nopilels 6t umopeis.
To oxépreoal, 0Ada ki1 ov alidalers yvaoun, yvopileis ot dev Eyxel vonua va
emotpéyels, o opopog Ba éyer kabapiotei. 'H oav tov ypovo mov atévile o
Ayyerog e lotopiog, omwe tov giye meprypawel kamote o Baltep Mrévyioury,
EIKOVOL OV  ElYO. UEAETHOEL €EVOEAEXMDS G O10aKTOpIKY  @ortiTpio’” [our
translation] (Dimitrakaki, 2015, p. 54).
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In this passage, Antigone seems to experience a shift in
her Eurocentric perception discussed earlier; even though she
comes from one of the countries that suffered the most during the
financial crisis, she is still privileged enough to hold a European
passport and to experience the emptiness of a non-stop
Wanderlust, like other members of her generation. Dimitrakaki
masterfully observes her relation to politics, her experience with
systemic racism against Southern European and Eastern
European countries, and her need to escape from that condition,
as well. As she comes to address her privilege and its connection
to societal norms she wishes to deconstruct, the Angel of History
offers insight regarding nostalgia for a shared past.

A figure inspired by Klee’s painting with the same name,
the Angel of History serves foremost as a means to criticise the way
philosophical tradition views history. When Benjamin states that the
Angel of History only looks towards the past, seeing “one single
catastrophe” (Benjamin, 1942) at a time, he echoes the work of
philosophers like Hegel, whose concept of Geist served a similar
purpose, namely, to reflect on the way human beings philosophise
about history and come to represent their own existence and ideas
through different genealogies and, in Marx and Engel’s case,
historical materialism. The five narrators of Aeroplast are no
strangers to such philosophical concepts: their travelling through life
could be seen as an effort to conceptualise the way historical context
shapes their lives. While thinking about Benjamin, Antigone tries to
apply his philosophical method to images, events and objects from
the 2000s and 2010s:

It was part of an essay about Benjamin’s suicide or
assassination and the theories that claimed he had a
suitcase with an unpublished manuscript with him. With
Benjamin, you could never be sure (that much was true,
his choices were unpredictable), such a manuscript
could be about anything; everything could be conceived
as an element of its historical moment: shop windows,
bombs, bicycles, and the idea that the middle point, the
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centre of his century, was like the centre of a typhoon
(Dimitrakaki, 2015, p. 112)'

In this train of thought, with Benjamin’s Angel of History
as its starting point, Antigone comes to think of herself and of the
people in her life, as political agents, individuals capable of
making a change, of participating in a transformative political
praxis. A Marxist conception of such praxis, and of the way
human beings interact with history while witnessing their lives
being shaped by it, is usually an important part of Dimitrakaki’s
works. Each story is situated within a specific socio-economic
context, and the characters’ decisions and arcs rarely have a
didactic aspect, an element which makes them realistic. If they
could serve as examples of any kind, it would be as paradigms of
practically and actively rejecting capitalism.

In Aeroplast this rejection is realised in the “Magic
Mountain”, the autonomous, self-organized, ecological
community somewhere in the mountain Montserrat, where the
narrators practice an alternative form of living. Nature as a
means of escape, reflection, or as a contestation of organised
political systems has been explored as an intriguing possibility
throughout literature and theory; in Walden (1854) Henri David
Thoreau addresses the idea that being close to nature means
dealing with “only the essential facts of life” (1899, p. 93). This
conception of nature is shared by the members of the community
of the “Magic Mountain”, whose name evokes Thomas Mann’s
novel of the same name. In the Magic Mountain (1924) Mann
explored the way time is transformed at the sanatorium in Davos,
having protagonist Hans Castorp expressing his astonishment
that he ended up staying there for seven years (Mann, 1971, p.

14 The original text in Modern Greek: “Avijke wotdoo o’ éva doxiuio ya v
avtoxtovia. 1j dolopovia tov Mrévyioury kot Tig g1kaoies mov EAeyay oti giye wodi
100 o Politoa p’ éva adnuoaicvto yepoypogpo. Me tov Mrévyiopuv woté dev
néepeg (avto nrav arnbeia, o1 emidoyés Tov frav ampdflentes), o yeipdypopo G
umopovoe va. voi yia 1o otionmote — otidnmote o umopovoe vo exlnpbei wg
OTOLYEIO TS LOTOPIKHG TOV oTIYUNG: Piripives, Poufes, modnlaza, kor n 10éa 0Tt T0
LHEOO TOD QYO TOV NTOVE TPAYUATL EVO, [ECO, 0AG TO uéco uiag oivyg.” [our
translation] (Dimitrakaki, 2015, p. 112).
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706). However, despite its conception as an alternative
community which favours escaping from late capitalism,
Dimitrakaki’s “Magic Mountain” still has network coverage;
Melanie, one of the five narrators, describes the following scene
in a letter to her boyfriend, Marti, the owner of the space where
the “Magic Mountain” community lives and works (Dimitrakaki,
2015, p. 279):

With Antigone we walked holding each other all the
way to the sunflower meadow. While I was freely
breathing their beauty, Antigone didn’t seem interested
at all, instead she looked at Marta, who had abandoned
the hoe and texted on her phone. She was staring at her
from a distance, but so piercingly, that, despite her
concentration, Marta was forced to lift her eyes from
the screen. The hat shaded her eyes, but her expression
was clear, Marti. She felt guilty. Antigone smiled
sarcastically. “Well, it’s a good thing the magic
mountain’s got reception”, she said. (Dimitrakaki,
2015, p. 301)13

Despite the alternative community model it offers, the
“Magic Mountain™ cannot exist entirely outside societal norms and
standards. Like Mann’s magic mountain, it is a “heterotopia”, a
space that contests the way societies are structured but, at the same
time, is in a dialectic relationship with these structures. This stresses
even more how Antigone’s decision to flee was ill-fated, since the
society she despised continues to haunt her; she ends up leaving this

15 The original text in Modern Greek: “Or pépeg pag oro Iop’ Mréov, 1o mio
wopacevo taliolr g kNS uov (whg, umopovoav vo epunvevfodyv wg uio
EVKQIPIO AVOIPETNS EVOS OAO KO ALYOTEPO OpLIPOD TYEdiO THS AVIIyOViG Kal THS
Mérovi: amoppryn, kabolikn, opiotiky, ouetorinty. Movo mov n Aviyovy koi n
Mélavi dev n0elav mpayuatixa puav evkoupio. avaipeongs. Aev v nledav yiati av
mv §lelav, Qo v eiyov. Aev fjuactav o1 xeipotepor avhpwmol Tov KOOUOV, eV
nuaotav o exfpog, Jdev fuactov N TPOCWTOTOMGN TNG OOPAVELAS, THG
OTEATLOIAG, TOV OKATAAOYIoTOV. AEV HUOOTAY TO. TEAEVTOLO. OElYIaTO. AVTOD TTOV
nleiav vo amoppiwovv. Aev Epope w fuactav, oldd ovrloyikd  eiyoue
uetatpomel oty tedevtaia wepiodo e (wng evos avlpwrov.” [our translation]
(Dimitrakaki, 2015, p. 388-389).
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community as well. Kay, another one of the five narrators, a sailor
born in East Germany, and captain of the ship “Realidad”, which he
now repairs, makes the following observations:

Our days at Portbou, the weirdest trip in my life, could
be interpreted as a chance of undoing the unclear
project of Antigone and Melanie: rejection, global,
definitive, decisive. But Antigone and Melanie didn’t
really want a chance to undo their plan. They didn’t
want it, because if they did, they would have it. We
weren’t the worst people in the world, we weren’t the
enemy, we weren’t the personification of boredom,
despair, irresponsibility. We weren’t the last of
whatever they wanted to reject. We didn’t know what
we were but, all together, we had become the last period
in a person’s life. (Dimitrakaki, 2015, p. 388-389)'¢

Reading Kay’s account of events, it becomes clear that
Antigone’s efforts of escaping to an ecological community, an
alternative to the gloomy world of late capitalism, have failed, being
nothing but “an escapist fantasy” (Levitas, 2010, p. 1). More than the
political and economic system she lives in, Antigone seems unwilling to
conform to the idea of a structured routine, even if it takes place within
an ecological community created precisely due to the financial and
climate crises. Bertrand Westphal’s characterization of “laboratories of
the possible” for such spaces (2007, p. 189) seems in tune with Kay’s
thoughts on Antigone who, when Melanie is killed in a humanitarian
mission to Syria, goes missing and is nowhere to be found. He claims
that they “need to keep the possibility of Antigone alive” (Dimitrakaki,

16 The original text in Modern Greek: “Me v Avriydvy mepratiiooue ayikolloouéveg
070 TEPIPOAL UE Ta NAIOTPOTLA, OAAC. EVE) €YD OVETAIVO, EAEVOEPO. THY OUOPPIC. TOVG, 1]
Avuyovn dev Ederyve 1010dtepo eviiapépov, yalevovrag t Mdpta mov eiye mopomioet
VY TOOTO. KL EYPaYe WvouoTo. oto Kivipto te. Thv kortoloe amd omootaoy, 0l
7000 €viova. Tov, ToPd. TNV amoppopnal} s, 1 Mdpta ovaykaotike oto TEA0S va
onkaaoer 1o Pléuua. H wdbo oxiole o pudnia g 0lAd 1 éxppach e frov 1600
Sexabopn, Mopti. Evoyn. Tne Avuyovns wg Eépvye éva eipwvikd  youoyeio.
«Evtvydde mov to payiko foovo Exer kol obvoeony, oyoriace.” [our translation]
(Dimitrakaki, 2015, p. 301).
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2015, p. 390)!7. The exact same phrasing could be used for
communities like the one of the “Magic Mountain”, where political
praxis meets the conscious act of rejecting capitalist societal structures.

Also structured around the idea of escaping and sharing
collective historical traumas is the novel The Manifesto of Defeat
(2007), although different in many regards from Aeroplast.
There, the question of one’s ability to approach themselves as a
historical subject and/or object is seen through a drastically
different lens. By sending her characters to a remote island in the
Aegean Sea for carnival season, which in Greece takes place at
the end of winter, before the start of the Great Lent, Dimitrakaki
questions the younger generations’ ability to understand the
collective trauma of the Shoah and empathise with it. The first-
person narrator, who introduces herself to us as “Marylee”, is of
Jewish heritage, having a great-aunt who survived the Holocaust
by hiding. She also claims to be the sole survivor of a violent art
experiment that took place on that remote island, during which
she found herself locked inside a basement, and filmed, along
with a group of friends coming from different parts of Europe.
Since it was carnival season, the character who orchestrated the
violent experiment and locked the others inside the basement,
Katerina, forced Marylee, a person of Jewish heritage, to wear a
Nazi uniform; here is Marylee’s account:

The first thing I did was to get all the parts of the
uniform and place them on the floor. They had to be
kidding me; it looked like the real thing. I mean, it had
to be real, even though I had never seen a uniform of a
Third Reich’s officer in stores with carnival costumes to
tell for sure. Or they could rent such type of uniforms
now, anything was possible. It was possible that we had
already reached that stage and that I hadn’t realised it,
such things had happened to me before. I could still get
surprised. And it wasn’t exactly a bad surprise. I mean,
I was kind of excited, staring at the empty presence on

17 The original text in Modern Greek: “va xpamjoovue ™ dvvardmyra g
Avtryovis {wvravs.” [our translation] (Dimitrakaki, 2015, p. 390).
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the floor. I had heard that a rockstar in the 1970s used
to give interviews dressed as a Nazi for fun. I couldn’t
resist. (Dimitrakaki, 2007, p. 200)'8

Inside the basement, the power dynamics between the
characters slowly change, as they have to deal with being
starved, psychologically tortured, and physically abused by
Katerina and her complicities. Even though it is impossible to
physically escape, they try to do it mentally, through their
collective visits to the “Periphery”, a mind game focusing on the
way individuals experience historical events as they unfold,
affecting their lives without their consent. As Marylee puts it:
“For us, History was a type of power that others exercised upon
us without having our permission” (Dimitrakaki, 2007, p. 387)".

As the narration unfolds, and all the characters inside the
basement die, we find out that “Marylee” does not exist and that
the narrator is in fact Katerina, who orchestrated this tragic mass-
murder in order to be accepted to an elite neo-Nazi organisation.
However, even at the end of the novel, the reader has no way to
be sure as of Katerina’s/Marylee’s reliability. The structure of the
novel echoes the same mechanisms described during the mental
exercise of the “Periphery”; by making her characters reflect
upon their own relation to History, Dimitrakaki criticises the
society of late capitalism, stressing the impossibility of
establishing an alternative, more solidary, political model in light

18 The original text in Modern Greek: “To mpdro wov éxave. fizav va Bydiw dlo
QL LEPN THG OTOLNG, VO T  OTAMOW 0T0 TATWUA. AEV VINPYE TEPITTWON, TPETEL VO,
nrav avbeviika. Aev yivotay vo unv ivor avBeviikd, ov Kot 0ev iyo. mOTé TETOYEL
otod aéiwuortikod tov Tpitov Payy oe payali pe amoxpidriko. H umopel kor va
voikidlave wAéov, 6l nrav mbova. Hrav mbavov va giyoue ptaoel ¢’ avto 1o
OTAOI0 KO VO Unv Eixo. WOPEL YOUTGPL 0TS e T000. aAla. No. wov umopovoo
axoun vo. exkrlnooouat. H xninén dev pov nrayv dvoapeotn. Ociw va mw ot p’
émaoce  évag  puxpoc  evbovoioouds ue 1o Géaua e oplloviiwuévig,
Eepovorwpévne mopovaiag. Eiyo axoboer kdmov mwg oty dekoetio tov 70 évag
poK otop eupavilotay ot ovvevievéels tomov vrvuévog vali yia mAdka. Agv
umopovoa v’ avtiorofe.” [our translation] (Dimitrakaki, 2007, p. 200).

19 The original text in Modern Greek: “H Iotopia #itav yia uog pua popoi
elovoiog OV 0OKODOOY KATOI0l TAVW HAS XWPIS VO TOUS EYOVUE OWOEL TO
wpaoivo pwg..” [our translation] (Dimitrakaki, 2007, p. 387).
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of a far-right threat. A few years after the publication of The
Manifesto of Defeat, the Greek neo-Nazi criminal organization
Golden Dawn gained access to the national parliament, placing
third in the 2015 elections (Hellenic Parliament, 2015).

As for the “Periphery”, a concept based on the theme of
escaping, recurring in Dimitrakaki’s works, it seems to echo
Foucault’s conception of the discontinuity of History, eminent in
all of his works and useful in his studies of the distance/rupture
between power structures and individuals. More specifically, the
concepts of biopolitics and biopower, both to be found in the first
volume of his History of Sexuality (2015c, p. 719), can be applied
to the way Katerina, a personification of the far-right, exercises
power on the bodies of her friends, the individuals facing the
consequences of historical events without having the power to
change them (or so they think). Their relationship dynamics
could also be seen as an allegory of genocide, with Dimitrakaki
examining the corruption of power and the dehumanisation of the
people that are mass-murdered. Katerina’s nostalgia for the
Shoah, from which her own great-aunt managed to escape, is a
twisted nostalgia for power and control, while, on a meta-textual
level, it functions as a warning from Dimitrakaki, that the idea of
a linear, teleological history is but a myth, denounced, amongst
others, by Marcuse (Tally, 2013, p. 20). The “Periphery” is used
as a means to escape, as a recreative drug that allows the
characters to forget the historical reality affecting their lives and,
as a result, drop any personal obligation or willingness for
political praxis. Boym has described nostalgia as a tool through
which individuals “escape the burden of historical time” (2001,
p.- 17), a description that could also be applied to the “Periphery”.
In the passage below Marylee/Katerina describes the process of
“visiting” the “Periphery”:

The Periphery [...] is a mental exercise using the new
abilities of the human senses. According to tradition, it
was invented by a group of artists in central Europe
during the Interwar. [...] The participants believed that
human senses evolve at the same time as the
environment, that they have historicity. [...] The
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Periphery is not an individual game; it is played by a
group of people under specific circumstances. It’s not
exactly a game either, it is more of a special way to
experience things, instead of just looking at them,
touching them, hearing them, or smelling them. [...] It is
called the Periphery because you find yourself wherever
it takes you, you don’t exist outside of reality, but you are
linked to it in a different way. [...] Your consciousness
becomes a border, or, at least, that’s what you’ll
remember later, when you’ll find yourself back at the
Centre (Dimitrakaki, 2007, p. 472-473)*°

While Dimitrakaki’s characters seem to ignore physical
borders, as they are holders of EU passports, both “the Periphery”
and Portbou are defined by borders: the first one by the border
described in the extract above, which could be relevant to a different
way of conceiving history or, knowing Katerina’s experiment, a
way of becoming more obedient towards history, and the second
one by the physical border between Benjamin’s monument and the
sea. The same physical border can also be found on the island where
The Manifesto of Defeat takes place and, according to Foucault, it
could be an indicator of a “heterotopia”, that is a counter-space
which seems to defy reality and to offer an alternative to it at the
same time: such places are cinemas, theatres, islands, trains, boats
(2015a, p. 1238-1247). The concept could possibly be applied to
states of mind like “the Periphery”, since Foucault stresses its

20 The original text in Modern Greek: “H Iepipépeto. [...] eivor o Stavonuixi
GOKNON TOL YPHOWOTOIEL TIG VEES OVVOTOTHTES TV avOpdmivewy aioOioewmv.
ZOUpwvo. (e ™y Topaooct, HTow EPEVPECH ULOS TOPEAS Kollteyvay e Kevipikng
Evpodrng orov Meoomoguo. [ ...] Ot uetéyovees frav e yvauns ot ot ovipamves
aucBnoels elelicoovial pe to0 mwEPIfarLov, TwS Exovy oniodn 1otopikotyra. [...] H
THepipépera dev eivor arouxd moryviol, maileTor omo W0 OUGO0. 08 GUYKEKPILEVES
ovvbikeg. Obte Tawyviol Suws eivor arpyfiars 0AAG Evag 1010TEPOS TPOTOS Va. PLOVELS
0 IPAYIOTA, OVTL OTADS VO, TO. KOITALEIS, VOL TO, OYYILELS, Va. Ta. 0Kk0DG 1] VoL TOL LOPICELG.
[-..] Ovoualerou Iepipépeia yroti voow fipiokecar kel TOL G€ PEPVEL, OEV VILOPYELS
EKTOG TUPOAYUOTIKOTTOS 0L GYETICETAL JLE TNV TPAYUOTIKOTITO. LE TPOTO OLOPYOPETIKO.
[...] H ovveidnon oov yiverar éva obvopo, 1 éotw tor Bo. Bouaoon ta mpdyuoro.
apyotepa, otav Sovafipeleic oto Kévipo.” [our translation] (Dimitrakaki, 2007, p.
472-473).
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linguistic dimension. More specifically, he argues that heterotopias
are complete opposites to utopias, because they tend to be on the in-
between separating things and words, namely physical objects and
our ways of describing them, and, at the same time, the only form of
utopia that could ever be realised within our world (2015d, p. 1038).
The “Periphery” could also be seen as a political praxis against
Katerina’s white supremacy, with the characters attempting to
reconceptualise Europe beyond Eurocentrism.

Conclusion

This paper examined the ways in which escapism,
nostalgia, History, and political praxis are represented in the
works of Angela Dimitrakaki. Through the experiences of Gen
X, the author offers a piercing, reflective, and often sarcastic or
self-questioning eye on the experiences of a “lost” generation,
that gives in (or not) to nostalgia. Most importantly, she also
experiments with different forms of political praxes, that all
reject or challenge societal, productive, and power structures
perpetuated by late capitalism. Even though the characters are
rarely, if ever redeemed, their arcs showcase how different
paradigms can be formed, within this political system and in
times of crises.

ORCID iD

Aikaterini-Maria LAKKA https://orcid.org/0009-0006-3095-
5520

References

Benjamin, Walter (1942), “On the Concept of History”, Walter
Benjamin Archive.

https://www.marxists.org/reference/archive/benjamin/1940/history.htm
(accessed July 10 2024).

Boym, Svetlana (2001), The Future of Nostalgia, New York: Basic
Books.




Aikaterini-Maria LAKKA 159

Butler, Judith (1999), Gender Trouble: Feminism and the Subversion of
Identity, New York: Routledge.
Costa, Rosario Couto (2019), “The Place of the Humanities in Today’s

Knowledge Society”, Palgrave Commun 5, 38:
https://doi.org/10.1057/s41599-019-0245-6 (accessed February
101 2025).

Dimitrakaki, Angela (1997), Antarctica [Avtapktixn], Athens: Oxy.

Dimitrakaki, Angela (2007), The Manifesto of Defeat [To povipéaro g
nrrog], Athens: Hestia Publishers.

Dimitrakaki, Angela (2009), Inside a Girl Like You [Méoa o’ éva kopitoi
oav eoéva], Athens: Hestia Publishers.

Dimitrakaki, Angela (2015), Aeroplast [Aepomicot], Athens: Hestia
Publishers.

Foucault, Michel (2015a), “Les utopies réelles ou lieux et autres lieux”,
in Euvres I1, Paris: Gallimard, p. 1238-1247.

Foucault, Michel (2015b), L’ordre du discours, in (Fuvres I, Paris:
Gallimard.

Foucault, Michel (2015c), Histoire de la sexualité I, La Volonté de
savoir, in Euvres II, Paris: Gallimard.

Foucault, Michel (2015d), Les mots et les choses, in (Euvres I, Paris:
Gallimard.

Gardiner, Michael (2006), From Trocchi to Trainspotting: Scottish Critical
Theory Since 1960, Edinburgh: Edinburgh University Press.

Giannopoulos, Nikos (2017), “Angela Dimitrakaki’s pointy language:
yesterday, together, and forever” [H yldoooa-Aemior tne Avielog
Anuntparcrn: XOec, onuspa, yo mavra], Oneman, May 17%:
https://www.oneman.gr/synentefxeis/h-glwssa-lepidi-ths-antzelas-
dhmhtrakakh-xthes-shmera-gia-panta/ (accessed July 10" 2024).

Hanson, Peter (2002), The Cinema of Generation X: A Critical Study of
Films and Directors, Jefferson: McFarland.

Harvey, David (2018), Marx, Capital and the Madness of Economic
Reason, New York: Oxford University Press.

Hellenic Parliament (2015), “Elections Results”:
https://www.hellenicparliament. gr/en/Vouli-ton-Ellinon/To-
Politevma/Ekloges/Eklogika-apotelesmata-New/ (accessed July
10t 2024).

Jameson, Fredric (2005), Archaeologies of the Future. The Desire
Called Utopia and Other Science Fictions, London: Verso.

Lakka, Aikaterini-Maria; Papadopoulos, Angelos (2020), “Intellectuals
in Crisis: An Image and its Transformations Through Mass Media
and Social Networks in 21st Century Greece”, in Vassilios




160
EUrope: cultures, mémoires, identités/ EUrope: cultures, memories, identities | | 2025

Sabatakakis (ed.), Proceedings of the 6th European Congress of
Modern Greek Studies (Lund, 4-7 October 2018): The Greek
World in Periods of Crisis and Recovery, 1204-2018, Volume V,
Athens: European Society of Modern Greek Studies, p. 561-577.

Levitas, Ruth (2010), The Concept of Utopia, Bern: Peter Lang.

Leuders, Claudia (2017), Britpop s Common People — National identity,
popular music and young people in the 1990’5, PhD Thesis, Royal
Holloway, University of London.

Mann, Thomas (1971), The Magic Mountain, London: Secker & Warburg.

Marx, Karl (1887), Capital: A Critical Analysis of Capitalist Production,
Volume I, London: Swan Sonnenschein, Lowrey & Co.

Moylan, Tom (2014), Demand the Impossible: Science Fiction and the
Utopian Imagination, Bern: Peter Lang.

Proust, Marcel (2009), Du coté de chez Swann, Paris : GF.

Radisoglou, Alexis (2021), “What is the EU Novel? Arche-Teleology,
Queer Temporality, and the Contested Domain of Europe in
Robert Menasse’s Die Hauptstadt and Angela Dimitrakaki’s
Aeroplast”, Modern Language Review, no. 116 (4), p. 553-587.

Sophocles (1994), Antigone. The Women of Trachis. Philoctetes.
Oedipus at Colonus. Edited and translated by Hugh Lloyd-
Jones. Loeb Classical Library 21, Cambridge, MA: Harvard
University Press.

Tally, Robert T. (2013), Utopia in the Age of Globalization. Space,
Representation, and the World-System, New York: Palgrave
MacMillan.

Thoreau, Henry David (1899), Walden or Life in the Woods, New York:
T. Y. Crowell & Company.

Tolkien, J.R.R. (1995), The Lord of the Rings, London: HarperCollins.

Welsh, Irvine (1993), Trainspotting, London: Secker & Warburg.

Westphal, Bertrand (2007), La Géocritique. Réel, fiction, espace, Paris:
Editions de la Minuit.

Wilson, Jason (2019), “Gen X has survived its gloomy formative years.
Now we will have to deal with climate change”, The Guardian,
February 21%

https://www.theguardian.com/environment/commentisfree/2019/feb/21/
gen-x-has-survived-its-gloomy-formative-years-now-we-will-
have-to-deal-with-climate-change?CMP=share_btn_url (accessed
July 10t 2024).




Aikaterini-Maria LAKKA 161

Notice bio-bibliographique

Aikaterini-Maria LAKKA est philologue classique et jeune docteure
en littérature comparée, ayant soutenu sa thése a Sorbonne Université
en novembre 2022. Elle a publi¢ des articles dans des revues et a
présenté ses travaux a plusieurs colloques internationaux. Parmi ses
articles récents il faut mentionner « Defying Space and Time Through
Language: The Case of Kozani’s Carnival, its Songs, and its Theatrical
Productions in Kozani Greek » (European Journal of Theatre and
Performance), « “L’action est-elle la seule vérité” ? La figure de Ponce
Pilate chez Yiorgos Théotokas et Mikhail Boulgakov » (Kathedra) et «
Le jardin comme (ré)solution dans le roman d’Alice Zeniter Comme un
empire dans un empire (2020) » (a paraitre dans RILUNE — Revue des
littératures européennes). Ses intéréts scientifiques incluent I’ceuvre de
Francois Rabelais et son influence/ réception dans la littérature du XXe
siécle, la philosophie (notamment Kant, Foucault, Wittgenstein,
Derrida) par rapport a la littérature et au cinéma et le roman
ultracontemporain européen. Outre ses travaux de recherche, elle est
aussi romanciére et réalisatrice.



