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Abstract

On the occasion of the 70th anniversary of the founding of the Democratic Army in Greece for
many years, the communist party asked to implement the debt of honour to the fighters of the
Greek Democratic Army who fell in Florina’s battle at February 12 1949. In a field, southwest
of the city, a mass grave of about 800 fighters has been detected and in this area, it has been
established a public representation made by the sculptor Makris. In this paper we focus on the
sense of touch that can be perceived focusing our gaze on the public monument. It is crucial
to look at the cultural and social context of touch (Ericsson 2008). What is remarkable about
this particular monument is that the fighters’ bodies make a strong statement about revolu-
tion and violence. Men have been placed in a military defence circle-shape to show their uni-
ty. This 3dimensional positioning of the huge bodlies, indicates the political, revolutionary sig-
nified. It also demonstrates the strong sense of comradeship between these soldiers. These
bodies provide a graphic reminder of the importance of interdependent relationships; in death
as in life, together and touching. Thus, this monument is a potent example of a sense of touch.
Their blank expressions still convey doubt, but the figures are all in touch with one another. As
Makris suggests, a sense of touch with our fellow human beings and with the world around
us, is perhaps, the best hope that any of us can have in an uncertain world.

Keywords [Public monuments],[history},[social semiotics},[tactile semiotics]




Introduction

The pit, the field that had never been ploughed, and the communist fighters
are buried inside, has acquired a special monument: a monumental
memorial, which refers to the fighters who have defeated the deatbh....

(Committee of the Western Macedonia Region of the communist party)

Historic Documentation

On the night of February 12th, 1949 (the last year of the Hellenic Civil War), the great ag-
gressive enterprise of the Democratic Army of Greece (DIE) for the occupation of the city
of Florina vs the Government Army, was manifested.

The government camp counted 702 corpses on the battlefield and another 350 sol-
diers had been arrested.

Within the city itself and the northwestern outskirts, 483 dead guerrillas had been
found and 294 were arrested; overwhelming was the number of wounded. The crash in
Florina, from which the Democratic Army never recovered allowed the departments of
Army to attack the defence device of the mountain Vitsi. From a military point of view,
the failure was absolute (in Margaritis, 2002, pp. A50, 176, 239, 243, 307, 475).

In a field, southwest of the city, a mass grave of about 800 fighters has been detected
and in this area, a public monument made by the sculptor Makris has been established.

The revelation of the monument took place on Sunday (February 14, 2016), when
thousands of citizens from all the country arrived with a big demonstration. The Secre-
tary General of the communist party, Dimitris Koutsoumbas, transferred on behalf of the
party “a warm racing greeting to all the relatives and the descendants of the fighters...."!

Historical documentation in nowadays’ historic research is extended including mul-
timodal material such as oral and visual data. The pictures and the art crafts can be also
structured as a secondary archive in order to be analyzed by the historians, the sociolo-
gists and the culturists (Hobsbawm, 1998, p. 217). The new post-modern term for de-
fining the historic sources is the term “historical traces” which signifies the written, oral,
tactile historical data (in Burke, 2001). The social history had already revealed the cities’
history and the city as the core of the political scene. Thus, the concept of locality is not
perceived any more in the narrow confines of the experienced habitation space, but pen-
etrates in the diverse, historical site data (Vaina, 1997).

The theoretical model in this study refers to the political public sculpture as a) public
historical trace, b) utopia, c) “sign-text” which cultivates discipline practices. In this the-
oretical framework the researching questions are summarized in the following:

« Could the sense of touch be a communication medium for historic perception and em-
pathy?

Selected Proceedings from the 11™ International Conference of the Hellenic Semiotics Society



50

« Which is the association to the physical nature?
« s there a cross-modal association?
« How the shapes may respond to the audience?

Public Monuments and Ideology

Monuments are defined in historic studies, as the representation of a particular historical
event. Every artistic creation regardless whether it is monumental construction or plain
column, or memorial, had also been defined as the historical art-craft on the memory of
those who sacrificed themselves for their homeland.

The historic, public monuments can also be perceived as “signs” referring to their semi-
otic appearance, i.e. the messages, the informative and ideological role in which they are
formulated and they are chosen by the national and religious administrative authorities.

The extended context also includes all the national and religious anniversaries estab-
lished in the name of the national ideology, in the mythology of the homeland, in the de-
fence of history, in the cultivation of historical memory and in the name of ancestral values.

It seems that in public history, the monuments that honour the violent death at any
time, still maintain an identifier for both the persons/heroes, who are illustrated but al-
so for the public audience itself.

The represented fighters can be perceived as images which are identified either with
the heroes, or the victims nor the winners; i.e. the owners of honour, of faith, of glory, of
duty, of legality, of justice, of freedom. These images can also be used by the perceivers
in the “Lacan’s mirror stage” (in Bruce, 2004).

In historic studies, the war monuments may function in a dual process a) that of re-
calling these facts/deaths, and b) that of watching/toughing the specific visual sign (Ko-
sseleck, 2002, p. 308).

Nowadays, the increasing politicization of collective memory as well as the selective
idealization of national past seems to formulate the “new history” perception (Kokkinos,
2003).

Thus the historical knowledge is transformed into a public discourse to defend the
ethno cultural community and the ideological rationalization of collective, identity mech-
anism.

As we try to indicate the ideology in public monuments, the scientific disciplines that
are involved in this study are the history of public art, the public history itself, the histo-
ry of the city, the local history and the historic literacy.

The historical methodology which is applied focus on the “Eyewitnessing”: Peter
Burke reviews graphics, photographs, films, and other media from many countries and
periods and examines their pragmatic uses (Burke, 2001).

All these historical approaches are aiming to the deconstruction of monuments’ sig-
nifications for the adult citizens as well as for the students. This postmodern research
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field comes from the Annales’ school (Iggers, 1997, ch. 5) historical model which formu-
lates another narrative and mnemonic landscape.

In this case-study for the public communistic monument, we focus on its ceremoni-
al function, which differs from mere habit and custom because it's mostly symbolic, and
often dramatic, expressing and communicating ideas but also powerful feelings: it does
this through symbolic scenes, acts and words that bring diverse ideas together in a mul-
timodal level.

The public disclosure of monument with direct historical and political signifiers seems
to work as one of the basic mechanisms for the formation of individual and collective
communistic consciousness as well as a political legitimacy for the communist fighters.

Political ceremonies typically occur before the public; what they express and com-
municate typically helps to shape, central interests of those who participate in them and
those who observe them. In this way, they can help to determine what is politically sig-
nificant in a community, representing its past and future, and the social relations within
it. The effects of political ceremony are hard to be estimated, but are probably both cogni-
tive and emotional, conveying both a certain stereotypical picture of the social and politi-
cal world. There are also strong sentiments associated with strong loyalties to the com-
munist ideology and sometimes to the specific hostilities.

Social Semiotics and public sculptures

Sculpture can concurrently be referenced as the most traditional and the most innova-
tive of the visual arts. It is among the oldest and most contested forms of representa-
tion. In its complexity, sculpture is both noun and verb, both the means and the end to
production. Most basically, sculpture can be defined as an artistic medium in so much as
it acts as a mode of communication through which the artist emotionally and intellectu-
ally expresses himself to the audience. As such sculpture, “...is to be distinguished from
painting as the plastic art that gives preference to the tactile sensations as against visu-
al sensations” (in Read, 1964, p. 232) and as an art form that, “...gives satisfaction in the
touching and handling of objects.

That is the only way in which we can have direct sensation of the three-dimensional
space of an object” (Read, 1964, p. 228).

Intrinsic to sculptures third-dimensionality is mass and volume, both actualities of
form that cannot be captured in painting.

As W.J.T. Mitchell argues, “it [sculpture] does not project a virtual space, opening a
window into immensity as (say) a landscape painting does; it takes up space, moves and
occupies a site, obtruding on it or changing it” (Read 1964, p. 166). Essentially, sculpture
takes up real, tangible space.

In fact, it is possible to consider sculpture as the artistic embodiment of space, as does
Heidegger in his definition of this particularly artistic medium: “We would have to learn to
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recognize that things themselves are places and do not merely belong to a place,” and that
sculpture is thereby “...the embodiment of places” (Heidegger, 1969, pp. 6-7).

The 20th century has witnessed the re-configuration of painting and sculpture. How-
ever, sculpture became the defining force, and painting adopted the concerns of “...plas-
tic values, geometric forms, and the analysis of objects in terms of their weight, density,
and volume” (in Butler, 1975, p. 14).

What then was sculpture to do?

What else but to re-constitute the medium so that, “...the qualities of three-dimen-
sional mass, contained surfaces, stability, and certain types of materials and settings are
not essential to sculpture” (Butler, 1975, p. 18).

The sculptural medium has freed itself to explore other dimensions, that are rooted
not only in the physical, but in the emotional and intellectual.

Social semiotics as an approach to communication, analyses how people make signs
in the context of interpersonal and institutional power relations to achieve specific aims.
In the context of multimodality, the implication is that all modes should be studied with
a view to the underlying choices available to communicators, the meaning potentials of
resources and the purposes for which they are chosen.

Social semiotics has been strongly influenced by the work of Michael Halliday (1978),
Robert Hodge and Gunther Kress in their seminal text Language as Ideology (1979; 1993).

Tactile semiotics refers to the meanings of touch that can be explored in the realistic
political monuments (Gumtau, 2005). We could define the term Tactile Semiotics as the
meanings, that we ascribe to different types of haptic sensations.

Many researchers of haptic communication devices are calling for a system of design
parameters. As well as studying psychophysics, it may be beneficial to look at the cul-
tural and social context of touch.

It is possible to explore this field with the help of low-tech prototypes and methodol-
ogies more common in art and design.

This research proposes parameters for describing tactile and visual texture using the
specific realistic public political monument because of a) its ceremonial function, b) its
shape, ¢) its three dimension existence and d) its official monumental propaganda.

A special place among the first activities of the Soviet government was monumen-
tal propaganda, which started after the publication of 12 April 1918 the Council of Peo-
ple’s Commissars, signed by Lenin’s decree “On the monuments of the Republic” stating
as: “In commemoration of the great revolution, which transformed Russia, the Council
of People’s Commissars decrees:

Monuments erected in honor of the kings and their servants and not hav-
ing interest from either historical or artistic hand, are subject to removal
from squares and streets and part of the transference (Lenin, 2008, p. 203).
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While modernism is most often considered in terms of stylistic innovation, Social Re-
alists believed that the political content of their work made it modern. Social Realists
turned away from the painterly advancements of the School of Paris.

Description of the Monument

Socialist Realist sculptures are usually monumental pieces with a strong figurative ele-
ment. Between “Propaganda and Cultural Diplomacy” we remark the nostalgia towards
Socialist Realism in Post-Communist world.

The year of (2014) could be considered as the year of socialist realism since Sotheby’s
auction house held a non-commercial exhibition in London, called Soviet Art.

The sculptures of the political monument that we present are designed by the well-
known sculptor Agamemnon Makris, in his days at Hungary, while he was expelled by
the French state due to his political views and ideology.2

It's also interested that part of the funding and designing costs were covered by the
Communistic Party of Greece Friends Club of Hungary.

The sculptures had been designed by the casts of the Mauthausen monument “For the
prisoners and victims” (Image 1) which had been produced and placed in the Nazi con-
centration camp in 1959. The specific sculpture designs were offered by the sculptors’
daughter Kleio Makri (CPG 2016, p.3).

Image 1. The Mauthausen monument. Image 2. The Greek Democratic Army mon-  Image 3. The Greek
ument in Florina. Celebration of revealing, Democratic Army
February 14, 2016. Logo.

The monument stands on a base of three levels, forcing the viewer to raise his head
in order to perceive the full composition of the project.

There is also an inscription in which a label is written in capital letters: “These are the
ones who won death. Honor and glory to the male and female fighters of the Greek Dem-
ocratic Army’". In front of that base, the symbol-logo of the Greek Democratic Army lies
at the floor (Image 3).
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The monument consists of eight male bronze statues, hav-
ing their hands raised upon their heads.

These male statues wear regular clothes (shirts, pants) and
are barefoot.

They are placed one next to the other in a rectangular form,
while their hands form a circle shape on the air (Image 4).

The monument can be perceived and touched holistical-
ly on all the sides. The surroundings of the monument consist
of fencing with plates indicating the names of the fighters who

lost their lives during the Battle of Florina on February 12, 1949.  Image 4. The Battle of Flori-
na Monument.

Historical semiotic analysis

The analysis of the monument is also based on structural semantics to reveal the appar-
ent mechanisms of the production of meaning (Barthes, 1977; Greimas, 1966,® Kress et
al, 1996; Lagopoulos & Boklund-Lagopoulou, 1992; Randviir & Cobley, 2010).

A basic principal of structural semantics is that the elements of a culture permeate all
the semiotic systems of this culture. It assumes that the basic structures of the text are
‘hidden’.

A basic concept of structural semantics is the isotope, namely all units ratio (referenc-
es) according to their semantic content (semantic code).

The specific analysis documentates (15) semantic codes, covering the semantic con-
tent of the responses to the level of detail of interest, that is, it reports the values or de-
merits in an individual and social level.

Thus the following semantic codes are documented: reversal, resistance, of values,
arise, national, propagandistic, political, historical, temporal, monumental, people, literary.

Taking advantage of the specificity of this monument, we seek the non-linguistic com-
munication of communist/marxist ideology and how it can be perceived. The visual se-
miotic perspective in this case discloses that it is a social research process: thus we pro-
ceed from “language of the image” to the “semiotic” mode.

In a sculpture analysis we can focus on two main axes, (a) the sculpture itself (pro-
duction) and (b) how people receive the message (consumption) by gaze and touch.

In this research we focus on both. The method of analysis of the monument followed
structurally the same mode as shown in Table 1 below.

On the left the monument and on the right information about (a) the linguistic mes-
sage, (b) the virtual message (persons and objects) and (c) the dominant codes of the lan-
guage and the virtual message, respectively (see Table 1).

We remark that the shapes, the position, the material and the artistic synthesis in the
3d dimension are all dominated on our gaze and in specific on our sense of touch: the
bodies represented in a huge shape signify their male/martial identity.
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Table 1. Analysis

L Visual data Codes
Monument LIngUIStIF BODIES / Politi
data / the title OBJECTS olitical (fists,
FIGHTERS Democratic, KKE)

These are the ones who | Eight (8) male |- Clothes Militant
won death. Honour and | statues raising | - Artistic label Insurrectional
glory to the male and their hands up- | - Red cloth Tactical
female fighters of the on their heads |- Inscriptions with the
Greek Democratic Army names of the deceased

According to Burke's analysis, we perceive an image of power that acts as visual pro-
paganda, portrays and creates a “public image” of communist fights.

It can also be involved a) in the images of
ideas, as it implies abstract concepts, transla-
tions and symbols designed to make them vis-
ible and specific and carry messages mainly po-
litically, turning the artist into a “political citizen”,
b) into the category of social images that present
society through representative photos of individ-
uals and profile social phenomena of liberation
and ¢) it can also be perceived as cultural mate-

Image 5. Political manifestation/ceremony of
rial, which functions as a literal testimony of the  KKE at the Monument of the Battle of Florina,

past. July 2016.

Results

The parameters that support the tactical perception of this monument can be found both
in the time and place (before-after) of monuments’ construction as well as in the ceremo-
nial's day.

Touch influences the way that the human brain constructs representations of space. In
fact, there are multiple representations, which include ‘personal, peripersonal, and extrap-
ersonal space. Personal space refers to the space occupied by the body.

Peripersonal space refers to space surrounding our body within the reach of our limbs.
Extrapersonal space refers to space beyond the reach of our limbs (Simpson, 2001, p. 70).

The semantic codes as reversal, militant, propagandistic, political, historical, tempo-
ral, monumental, insurrectional, tactical construct an official communist political dis-
course deriving from Social Realism.

Before the monument'’s official construction there was only a political grave where the
communists venerate and put flowers honoring the fighters by toughing the marble of
the grave as a gesture of contact and respect.
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As Nora had argued (1996) “We speak so much of memory because there is so little of
it left”, i.e. modern societies invest so heavily in “lieux de memoire” (memory sites, such
as monuments, museums, archives, and historic places), because these have replaced
“real environments of memory,” the living memory that was once nourished spontane-
ously in premodern societies.

Nora'’s claim echoes the anti-monument rhetoric of early American republicans.

Like the republicans before him, Nora suspected that modern commemorations were
invented to make up for a lack of organic unity within modern nations and societies.

David Lowenthal in his work, The Past Is a Foreign Country (1985), made a similar
point, arguing that modern societies try desperately to resurrect the past because it has
already disappeared from living culture.

Few scholars have attempted to theorize the relationship between commemoration
and tradition, what we might call the exterior and interior faces of historical conscious-
ness. On the one hand are public sites and rituals of memory, and on the other hand are
ingrained habits of thought and action that persist in individuals, families, and commu-
nities across long spans of time.

While few scholars would agree with Nora that interior memory has disappeared,
most scholars have focused on the exterior struggles to construct memory in one form
rather than another.

Thus the funeral ritual as a public, traditional and symbolic ceremony signifies their
political ideology.

In this context, communists who were visiting the grave before the monument’s con-
struction tend to cry, even sob and wail, because this political representation of funeral
force them to concentrate on the fact of the death, excruciatingly painful, because of this
heroic death in war.

It’ the first time for Florina'’s citizens and visitors, that the well-known Florina'’s fight
in the civil war, had been documented in a visual and tactical monument.

People are also invited to share communistic memories with others in the citizenship
community.

The most interesting in mourning need, is that develops or supports in this case the
communist “self-identity”. We claim that the political ceremony helps young people to
begin this difficult process of developing a political “self-identity”, because it provides a
social venue for public acknowledgment.

On the other hand, since no official communistic, political monument had been estab-
lished in the city of Florina, many people seem not to know how to correspond to these
fighters, whose political identity was absent in national public historiography.

We do agree on Greene’s statement that “despite the dogmas and inquisitions that
an embrace of myths can encourage in radical movements, it is impossible to imagine
politics without them. There is a material existence to myths that rationalist theories of
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“false consciousness” don't recognize. The myths, the symbols and rituals of radicalism
remain a part of how we remember our past, how we imagine our future, how to forge a
common bond of solidarity so that we know how to live and how to die for the commu-
nist ideal” (Greene, 2015).

Finally, the political, official funerals seem to serve as the central gathering place for
citizens and comrades, because of the ceremony’s day and the particular three-dimen-
sional monument.

Beforethe monument-local archive

Image 6. The monument of the Battle of Florina before. Local archive.

The sense of touch is involved and also promoted for all the visitors, both in the previous
simple fighters grave, but also in the manifestation memory, since “touch is the primary
way to acquire information or access a work of art. For others, tactile experiences help
to complete their mental image of an object” (Hatwell, 2003).

Remarks

In the educational context, we could formulate a citizenship teaching proposal for the
particular 3d monument in Florina by using Greek Civil War history and the monuments’
connotations as a vehicle.

We should add tactile interactivity to sculpture’s perception, because it reinforces the
element of touch, making the sculpture an object to be touched, or a vehicle of touch
communication.

Touching something facilitates the transference of haptic and tactile information that
carries with it tangible messages, although there is “an essential dimension of instrumen-
tation [that] lives outside of language or text. Craft knowledge, ‘fingertip knowledge,’ ‘tacit
knowledge,” and ‘know-how" are useful concepts in that they remind us that there is more
to knowing than saying.

Creative thinking can be accomplished by surrendering one’s will to the materials and
if we accept that we make mistakes, which is really just a defiance of our expectation,
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and if simply observe the unexpected properties of the materials we ‘make’, we gain the
ability to see new and existing possibilities outside of our internalised imaginary cycle (in
Rauscher, 2015).

What is remarkable about this particular monument is that the fighters' bodies make
a strong statement about revolution and violence. Men have been placed in a military de-
fence circle-shape to show their unity. This 3dimensional positioning of the huge bodies,
indicates the political, revolutionary signified. It also demonstrates the strong sense of
comradeship.

Thus, this monument is a potent example of a sense of touch. Their blank expressions
still convey doubt, but the figures are all in touch with one another. As Makris suggests,
a sense of touch with our fellow human beings and with the world around us, is perhaps,
the best hope that any of us can have in an uncertain world.

Endnotes

1. In newspaper Rizospastis, https://www.rizospastis.gr/story.do?id=8787386

2. The sculptor’s short bionote as written in the Greek National Gallery.
See at http://www.nationalgallery.gr/site/content.php?sel=680&artist_id=4761&set_locale=2

3. Lagopoulos and Boklund-Lagopoulou (1992), Boklund-Lagopoulou (1980), Christodoulou (2003,
2007, 2012).
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