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THE SYMPTOM PROJECTS

To The Symptom Projects €ival pia nAaT@opua Nnou oToxeUel oTn diepeU-
VNON TOU «CUMUMNTWUATOG» OTNV TEXVN. TO «CUPNTWHA», AUTA N OKOTEIVA
euneipia TNG AakavikAg YuxavAaAuong, To YAwOOIKO cupBdy nou diabETel
TO adIABETO IXVOG TOU NPAYUATIKOU, TO APAVEPWTO IXVOG TOU NPAYUATOG.
JuvePYAlOUEVO UE KAANITEXVEG, ENIMEANTEG, BEWPNTIKOUG KAl AOYOTEXVEG
TO0 The Symptom Projects yivetal €101 €vag T6No¢ okEYNS aAAd padi kal
€va NeIpapaTiko GOPOUN NOoU PJE EKOECIAKEG OPACTNPIOTNTEG, OTPOYYU-
AEC TPANEZEG KAl KEIMEVIKEG NAPAYWYEG eNIXeEIpPe(l va Slepeuvnoel auTd To
AXaPTOYPAPNTO andOeua Nou €ival WG KAl N KATAYWYIKA avagpopd Tou
onoloudnnoTe €pyou.

H ekBeolakn dpacTtnplidTnTta Tou The Symptom Projects eEeANicoeTal ce
dU0 ekBeaIaKOUC KUKAOUG. Tov KUKAO Tou The symptom nou gival Kupiwg
£TAOIEC OPABIKEC eKBECEIC CUYXPOVNG TEXVNG KAl TO KUKAO Tou Es-optron
nou gival yia celpd ETACIWV PWTOYPAPIKWY EKOECEWV.

Ol ekB€oelg nAalciwvovTal KABe popd and CUVAVTACEIG CUYYPAPEWV KAl
and NapacTACEIG NEIPAPATIKAG MOUGIKAG.

ANooTOANG APTIVOG - KOTAG XPIGTONOUAOG

The Symptom Projects is a platform that seeks to explore “symptom” in
art; the “symptom?”, this dark experience of lacanian psychoanalysis, the
linguistic event that disposes the non disposable trace of the real, the
unrevealed trace of the thing.

In cooperation with artists, curators, theoreticians and litterateurs, The
Symptom Projects becomes a place of thinking no less that an experimental
forum, which attempts to explore this uncharted reserve that is also the
original reference of any work, through exhibitions, round tables and
textual productions.

The exhibiting activities of The Symptom Projects are carried out in two
cycles: “The symptom”, which mainly includes annual group shows of
contemporary art, and “Es-optron”, which is a series of annual photography
exhibitions.

The exhibitions are accompanied by meetings of writers, and experimental
music shows.

Apostolis Artinos - Kostas Christopoulos

«Xpeldleral va Bpouue 1o LUEYdAo Kal anAd ugoo, va npoopEpoule uall
OAa kelva TQ OTOIXEIQ TNG OKEWYEWC OMOU, XWPIA KAl HAKPd anod TIC YUXEC
uac, eixav Peivel odunwc doKorna Kai OTEPA- KAl MouU TEAOC, EVwuEva, Ba
@avouve dreipa no anAd kai rno dusoca an’ ot 6a aivovrav 1o Kabeva
XwpIoTd. Kai, ue Tov T06Mo Touto, v’ anodeifouue nwc, 0nwc oTnv napa-
HIKPOTEPN npayuaTonoinon Tn¢ (whAcg, TNC TEXVNC KAl TNC OKEWEWC, O &I-
SIKOTNTEC Mou Tnv napdyouv dev a&ilouv napd xdpn otn cuvOETIKAV 101-
OTNTd TOUC, MW TO /810, OTNV TPAVAV QUTA MNEPIMTWON TOU KOCUOU, UOVO O
OUVOECHOC KAl N EvVon UNopoUVE, UEC OTA TOOQ QVEKTIUNTA OTOIXEIQ MTOU
adpavouve 600 Pgvouv dinpnugva, va Eunvricouv To PuBud tng dnuioup-
yviac katd 1o EUnvnua QuTAC ThG QPETHC TWV, va TO UYwoouve o MEBodo
Kai npdén nou 6a euWUxwve Eva vEo KUKAO Zwnc»'.

2TIC YPAUMEG AUTEG, TUMWHEVEG KAl TOMOBETNUEVEG OE KEVTPIKO OnNPEio
ToUu Mouceiou AeA@pikwyv EopTv, NpodideTAl TO YEVIKOTEPO AICONTIKO
nedTayua Tou Ayyelou ZIKeEAIAVOU, eVOEIKTIKO TOU EAANVIKOU UECOMOAE-
pou. Xe TI cuvioTaTal auTto; XTnv npoondbeia cuvBeong NOAAWY, EVOEXO-
MEVWS AVTIQATIKWY PMETAEU TOUG KAl EKAEKTIKA ANOCMNACHEVWY OTOIXEIWY,
o€ €va VEo oUVOAO, O€ Pia vEéa evoTNTa, N onoia cuvhRBwG cuvdEETal JE TV
enikalponoinon evog yeydAou €0VIKOU apnynpaToG. Av KATI edw AavOdvel
auTo gival n 18€a Tou adlaipeTOU KAl TOU cUVEXOUG TNG EAANVIKAG I0TOPIAG.

‘ETOol1, OAO Kal NEPICOOTEPO TOUTN TNV €Noxn, n apxaia EAAGda cuvavTtd To

BulavTivo nveupaTtiond kal TNy €€I8AVIKEUPEVN «AQTKA» PUOCIKOTNTA, OTO
I0TOPIKO €KEIVO TOMIO, GTO OMoio NponyoUpeva ouaAuvBnkayv Ta ducBaTta
nePACUATA KAl O KONUVWOEIC KOPUPEC.

«EVWoEeIg», AoIndvV, KAl «CUVOECHOI» KATATPEXOUV TO andCNACHaA TOU XIKE-
AlavoU, «CUVOECEIG» IKAVEG VA OpyavVWoouV éva e0vikd Oho péoa and Tnv
0PYIAOTIKA NoAupop@ia. O id1o¢ 0 NOINTAG €ival TO UNOKEIUEVO NMou Ba @é-
pel og NEpag OA0 auTod To eyXeipnpad, TOUTOG €ival 0 pOAOG NOU EMIPUAAC-
Ol YIA TOV €aUTO TOU. AKOMA MIo NOAU, ONWG, KPATAEI AUTOV TOU NPOPNATN,
TOU JUOTAyYwYoU Kal TOU IEpo@AvTn nou Ba avaBiwacel giav 1816Tponn au-
@IKTIoVia, NAGI 0TOV SEAPIKS «OUPAAO». «O MoINTAG, 0 ZTOXAOTAG, 0 Mu-
OTIKOG €ival, KATd To ZIKEAIAVO, IKAVO( va egpuonoouy nvelpa wNg oTny
adpavin avBpwnivn pdda kal va TNy odNyAcouV oTnv eudalyoviar», Eypape
oTN Jovoypa®ia Tou yia Tov noinTh o MavteAng MpeBeAdkng?.

AV un TI AANO, N AeA@ikn I0E€a KAl TO OXESI0 TwV AEAPIKWV EOPTWV GUVO-
Yidouv PIa KAipla OTIVHA TNG CUVOAIKAG MApouaciag Tou ZIKEAIAvVOU oTnv
VEMTEPN €YXWPIA NOAITICUIKA 10TOpId. To eyXxeipnud Tou PEpel, OVTWG,
MOoAAd and Ta XAPAKTNPICTIKA TOU JOVTEPVIOHOU, €0TW «AVTIOPACTIKOU»,
CMETEWPOU» N «VNPAAIOU»3, KATA TOV EAANVIKO pecondAeuo. And pévn tng

T« AEAPIKOC AOyoGg: H nveupaTikn Bdon Tng AeApIKNg npoondbelag. Entd dp-
Opa» (1927), oTo M1edd¢ NSyocg (B’ Topog), enip. I. M. ZapRidng, ekd.’Ikapog, 1981,
o.27

2NavteAng MpeReAdkng, AyyeAog ZikeAiavog, ekd. MIET, ABriva 1984, . 148
301 eMNIBETIKOI AUTOI XAPAKTNPIOPOI AVAKOUYV KaTd oelpd oTtoug Jeffrey Herf



N napg€upBaocn Tou NoinTA oToug AeA@OUC KAl N €K HEPOUG Tou NpdBeon
AaAAayng Tou Tponou ZwNg Tou TonikoU NANBucuoU péoa and TNV EVEPYO-
noincon Tou ovouddel €va UNOKEINEVO TNG —TOCO NAOUCIAG OE EKPAVOEIG
KAl NMAAIVOPOUNCEIC— VEWTEPIKOTNTAG. Méco nepiccdTepo OTavV TOUTO
cupuBaivel uEocw TNG dnPIoupyiag piag HeydAng ocuvBeong, evog peydiou
a@nNyAPATOG Nou gival o1 idIeG ol AEAQIKEC EOPTEC.

Apopoiwon SIAaQOPETIKOV Napaddocewy, €0 APXAiwV, NAYAVIOTIK®OV,
XPICTIAVIK®OV, BUZavTIVAV, SNPwd®V N AdiKOV, n enivonon n n e§1davikeu-
ON OTOIXEIWV TOUG KAl O CUYKEPAGCPAC TOUG O £€va VEO GUVOAO gival To
€pYyOo TOU €OVIKOU NMOINTA, EKEIVOU NOU NEPVAEI ANO TO KEYW» OTO KEPEIGH,
eKelVOU Nou NApeUBAAAETAI WG O POPEAG TNG «CUVEIONONG TNG MUANG
TOU». MPdyuaTl, ol AeAQIKEC EopTEC BpiokovTal oTa Opld evog —E0TW
nadnTikoU— aicONTIKOU eBVOQPUAETICHOU. EJEAE VO CUVAVTACOUV APKETA
XpOVvIia apydTEPA TO KAKEKTUNO TOUG OTIC YIOPTEG TNG SIKTATOPIAG. TOTE,
BeRala, popéag Tng napandvw clvBeong énalye va gival €vag noinTAg.
Tianopével, Suwg, and éAa autd; Eva pouceio.'Eva pouceio nou yéca and
didpopa BpalouaTa, PWTOYPAPIEG, KEIMEVA KAl XEIPOYPAPA, KOOTOUMIA,
EMNIOCTOAEG KAl AVTIKEIUEVA, EMIXEIPEI VO AVACUCTACEl €va yeyovog. To
UOUGCEIO anNOTEAET, WS YVWOTAOV, €évav eEEXOVTA TOMNO TNG VEWTEPIKOTNTAG.
O1 Aéyol gival yVwoTol Kal €Xouv NoIKINOTPONWS avaAubei. BpiokduaoTe
eVTOC eVOC XWPOU, oToV onoio Kal ndAl AauBdvel xwpa Pia cuvOEeTIKA
npoondBeiq, yia andneipa evonoinong Yiag cuvBnkng péca and anocnd-
opaTta. O KOCPOG TNG MOVTEPVIKOTNTAG €ival autdg TnG diIdppnENg piag
OAOTNTAG KAl TNG €NAVACUYYOAANCNAG TNG. O1 cUppaEg, woTd00, AUTAG
TNG avacuvBeong, Ta onueia TG évwaong, dev unopouv va anaAeipdouy,
dev pnopouv napd va eival NA€ov Kal yia navta egpavn.

Y& AuTA Ta onNpEia, o€ AUTEG TIG CUPPAPEG napepBaivel o MNMdavvng Oeo-
SWPANOUAOG HE TO PWTOYPAPIKO TOu €pyo. OXI yia va TIG KAEICEl, oUTE
Via va TIG KAAUYEL, oUTE KAV yia va TIG eEwpaiocel. To avTiBeTOo: yIa va TIg
unodeiEel Kal va TIC PWTICEI, VA TIG KATACTACE!I AKOUA NEPICCOTEPO CA-
@eic. MapeuBaivel avdpeoa ota ekBEuaTa Tou Mouoeiou AeApikwv Eop-
TV, KATAPAOKOVTAG CTNV ANOCNACHUATIKOTNTA, 6TV aduvaTtoTnTd ava-
CUYKPOTNGONG WIAg Onolag oAOTNTAC Kal, TEAIKA, oTnV anpobuuia ynpooTtd
o€ KABe cuvOEeTIKS gyxeipnua.

H nopeia €dw €ival n avTioTpo@n and ekeivn Tou ZikeAlavou: and To
«EPEIC» 0 O0dWPANOUAOG NOPEUETAI NICW OTO «EYW». AVACUPEI EIKOVEG,
via napddeiyua, and 1o NPocwnikd KAl OIKOYEVEIAKO TOU PWTOYPAPIKO
APXEIO, TIC ONOIEG NAPABETEI OTA ONPEIA NOU EKOEPATA TOU HOUGEIOU yia
d1d@opoug Adyoug (CUVTAPNONG, TEKUNPIWONG KAM.) €xouv a®alpebei,
avTInapaBAAAOVTAG TEG WE O, TI NN €KEl UNAPXEI.

(AvTISPAOTIKOG OVTEPVIOUOG: TexvoAoyia, kouAToupa Kai moAiTikA oTn Baiud-
pn kal To TpiTo Pdix, utep. Mapaockeudg MaTtdAag, MavenioTnuiakég Ekddoelg
Kpntng, HpdkAgio 1996), BaciAn Mnoyiatdh [MeTEWPOG NOVTEPVIOUOG: TEXVO-
Aoyia, 1deoAoyia TNG €NICTAPNG Kal MOAITIKA oTnvy EAAGSQ Tou PECOMNOAEUOU
(1922-1940), ekd. Eupacia, ABrnva 2012] kal Anpntpn AnunpouUAn (O [ToinTr¢
w¢ £Bvoc: AiobnTikn kal IdeoAoyia orov [T Ze@pEpn, exd. MAEOpov, ABriva 1997)

AVTIKEINEVO Kal B€ua Tne napandvw napéuBaong dev gival dAAo and Tnv
EMNICAPAVON NWE TO OIKEIO TOU NapeABoV eival adUvaTo va avacuoTabEl.
‘H, cwoToTEPA, EXOUPE VA KAVOUUE PE TNV, OE NMOAAEG MEPINTWOEIG, AVA-
oloTacon yeyovoTwy nou oudénoTe BiwOnkav and Tov idlo. Ol eIKOVES ToU
©eo0dwpPONouAoU eV AVACUYKPOTOUV AKPIBWG TN JVAPN: AV KAl Jvnuo-
VIKEG, Ol EIKOVEC AUTEC aVvIXVeUouV ToV TPOMO Nou N PVAPN CUYKPOTEITA,
KATAOKEUALZETAI, dKOPA Kal 6Tav ol oTIYMEG nou anabavaTidouv €xouv Bi-
wOei and Tov idio.

Avdoupon, Aoindy, and €va npoownikd OIKOYEVEIAKO pWTOYPAPIKO ap-
xeio Kal, Katoniv, napdBeon kal avTinapaBoAn gikévwyv and autd Pe Ta
ekBE€uaTa Tou pouoeiou. AUo I6TOPICEIG: hia Oco To SuvaTOV MNIO TEKUNPIW-
MEVNG KAl OAOKANPWHPEVNG AVAPOPIKA HE TO AVTIKEINEVO TNG (EQW TIG AEA-
PIKEC EOPTEG) KAl Wid MOU AVTICTEKETAI OTNV I0€A NWES N NPWTN UNOPEI va
npayudatonoinBei, nwg KATI ynopei TeAIKA va avacuoTabei. Mapaddiwg,
OUWG, N KAAAITEXVIKA NPAEN TNG avTInapdBeong eIkOVwWY €PXETAI TOPEA va
CUVEVWOEI NAPd va anocuvdECEl NVNUOVIKES apnynoelg. AkpiBEoTepa,
EPXETAI VA PAG UNEVOUNICEI WG N TEXVN OUVICTA KAT' enavAAnyn 1o HECO
KAAUWNG TWV KEVWV TNG UVAUNG, €vav dAAov noinTikd Tpdno ouvdeaong
anoonacudTwY KAl JVNUOVIKWOV eneicodiwy. AUTOG €ival kal o ToOnog Pe
TOV OMN0I0 Ol CUPPAPES PWTIZOVTAl, NOU YivovTal TO id10 TO AVTIKEIMEVO TNG
napoucag cuvékBeong.

O W.G.Sebald noAU cuxvd napaBéTel 0TO CWUA TWV AOYOTEXVIKWV TOU
EPVYWV PWTOYPAPIKESG EIKOVEG, Ol onoieg AeiToupyoUv Kal WG €PYAAEio
ouyKPOTNONG TNG MvAUNG. OPJOAOYOUHEVWG, BPIoKwW NMOAAEG AVTICTOIXIEG
AavAueoa oTNV CUYYPAPIKA NPAKTIKNA Tou Sebald kal oTo Nnw¢ 0 ©eo0dwpd-
MOUAOG AVAGCUGCTAGEI TO OIKEIO TOU NAPeEABSOV péoa and TIC pwToyPAPIieg
TOU apxeiou Tou (yIa TIG NEPICCOTEPEG ANd TIG OpOoISOTNTEG SIAPOPES dEV
0a yivel, NpoPavwg, €dwW AOYy0g): avdueoa o AAAQ, OTh CNPAcia Kal Tnv
NPOCOXN 6TO EUOPAUCTO KAl TO EPNUEPO, OTIG AvVaAPIOUNTEG NAPAPEANUE-
VEC AENTOMUEPEIEC KAl TA KPUPA onpeia TNG KAONUEPIVOTNTAG, AuTd nou
poidZouv avd&ia Adyou Kal enicApavong, aAAd Kal kel énou cuvabpoi-
ZovTal n npopvnoia ye aioBntnpiakd pikpoouuBdvTa, ol YeUoEIG Kal Ta
apwPATa —Kal TEAIKA OXI TOCO Ol €IKOVEG— MOU aVAKAAOUV SIAPK®G TO
napeABov.

EUAoya, aAAd evdeXOUEVWG NAPEKKAIVOVTAC and To SedOUEVO PIAOAOYI-
KO Kavova, o HeTANOAgPIkOG W.G.Sebald Tng TpaupaTiouévng YEPUAVIKAG
MVAUNG avTInapaTiBeTal €80 O0TOV NPOMNOAEUIKO ZIKEAIAVO TNG AEAQIKIC
/18€ac¢ n Twv ZuveldNnocewyv Tou MpwTtou Maykoouiou MoAéuou. AG akKoAou-
6ncoupe éva andéonacpa and kanoio BIBAIO TOU NPWTOU:

«[...] néoa Alya unopouue va cUyKPATHCOUUE, MOCWV AOYIWV KQI MOCO rMoA-
Ad npdyuara nepvdve SIQPKWOC oTn AnBn, ue kdbe Jwr nou ofrivel, nwc o
KOOouo¢ adeidlel, ocQv va AEUE, and UoOvocC Tou, KABWC KAVEVAC OV AKOUE!,
Sev lwypapilel ka1 OV OINYEITAI TIC ICTOPIEC MOU UEVOUV MNAVw OE QUETPN-
TOUC TOMOUC KAl QVTIKEIUEVA, MOU Qrd Uova Toug SEV EXOUV Th dUVATOTNTA
TNC UVIuNG, ICTOPIEC, yia napddeiyua (..) Ornwc¢ autn nou AEve Ta axupEvia
OTOWUATA, APNUEVA OAV QAVTAOUATA Ndvw oTa cavidokpERATA TQ OTOI-
Bayugva to Eva ndvew and ta dAAo, yiati To dxupo nou 1a yeuI{e aywbnke
LE TQ XPOVIa, KI QUTd AENTUVAV KAl KOVTUVQV, CUPPIKVWONKAv AeC KI iTav



TQ Aefyava ekeivwv, Buudual Twpa OTI CKEPTOUOUV TOTE, nou kdmnorte Ed-
nAwvav 6w, UECA O’ QUTO TO OKOTAdI» 4.

AV avTIYPA@OVTAdl AUuTEG Kal OxI KANoIeg AAAeG AEEeig Tou Sebald, ToU-
TO oupPBaivel SIOTI OTO CUYKEKPIUEVO andonacua dia@aiveTal AUeEcA Kal
andétoua To Népacua and Tn uvAun, and o, Ti TEAog NAvTwy Unopei va
AvVaKANBE(, oTO NApPdV, GTOV EVECTWTA XPOVO: TA «PAVTACUATA» AVTIKAOI-
oToUV TIG «IOTOPIEG NOU PHEVOUV NICW CGE APETPNTOUG TOMOUG KAl AVTIKEI-
peva». Kaland autd ndAl yéca and Tnv unduvnon giag aAAoTIVAC Xpnong,
TWV «AEIPAVOV» KAMOIWY «OXUPEVIWYV CTPWHATWY» NOU Mid €XouVv XAGEl
TO APXIKO TOUG OXAMA. «/A uvav Kal KGVTUvVayv, cuppikvwonkav», Aoindy,
WG «AeiPava eKeivwyv Nou KANoTe EANAwvayv edw».

And éva dAAo oUvolo elkOvwy Tou MNdvvn Ogodwpdnoulou Asinouv Ta
npdowna. Autd napaP€vouyv oTo €8 KAl OTO TWPA péca and Tnv unod

on Toug: cwpoi and pouxd, OIKEIWV NPOCWNWV NOU AAA gikovicovTal
o€ NAAIEG AONPOUAUPES PWTOYPAPIEG OTN VESTNTA TOUG, ATAKTWG OTOI-
Baypéva ndvw oe €nmnAa, cav «AeiPava». AinAa Toug ol BITpiveg Kal ol
NPOBONAKEG NoU NePIEXOUV KOoToUMIa and TIC NAPACTACEIG TWV AEAQIKWV
EopTdv 1 pouxa Tng Evag MdaAuep- ZikeAlavou. Ta TeAeuTaia gival ano-
KATESTNPEVA GTNV APXIKA TOUG HOP@N, GTO NMPORAENOUEVO VIA QUTA UEé-
veBOG, eV KANOU- KANOU pWTOYPAPIEC AvANANPWVOUYV TO evOEDUUEVO
TWPa Kevo. Ta NpwTa, avTIBETWG, ENICWPEUOVTAI AUOPPA, XWPIG OKEAETO,
XWPIg KAnolo dBuppa evtog TOug.

AAANOU, NdAl, 0 «EEASeAPOG MavayidTng ovelpeleTal TO XpIood», KANou
napadinAa To npaveég Tou «Mapvacoou» unokabioTaTal and éva eunpiué
Upacua, eV aAAoU nuIdiapavi XapTid KAAUNTOUV AAAEC PWTOYPAPIES
TpaBnyuéveg and Tov idlov To ©@0dwpPdNouUAo PeE OKOMO TN GUVTAPNGON
TOUG. 2€ OAa Ta napandvw avanapiotatal n adpdveia. Oxl yévov auTn
TWV NPOCWNWY, AAAd KUPIWG auTA TNG UANG.

«Mévo 0 oUVOECHOG KAl N évwon UNnopouUve, JeG oTad TOOA AVEKTIUNTA
oToIXxeia nou adpavouve éco pévouyv dinpnuéva, va EunvAcouv To PuBuod
TNG SNUIOUPYIAG» ONPEiWVE O ZIKEAIAVOG OTO €10aywYIKS Jag napdBeua.
Emdiw&n Tou unnp&e n cluvBeon Kal n €évwon Kal, Kab’ autdv Tov Tpdno, n
avaBinon kal n evepyonoinon adpavwy GTOIXEIWV NPOG Pia vEa dnuioup-
VIkn apunvion. O ©eodwpdnoulog, avTiBeTa, dev eniBupei va avaBiwoel
Tinota. H napaywyn evég cuvenoug Adyou nou Ba KaTtovoudldel ENAPK®WS
€vav KOoPOo oTnV 0ASTNTA Tou KpiveTal aduvaTtn. Ol opicuoi anoucidlouy,
eV Kapia 1I8€a dev UNopei va avTikataoTnoel Tn ¢Oopd. Ta npdyuaTta
eival ekel 0To NapeABov, undpxouv Pévo we avduvnon. EvioTe undpxouv
Kal wq UAN, w¢ adpavig UAN. Kal Ba napapeivouv eKel, o€ AuTAV TNV Ka-
TdoTaon.

“W.G.Sebald, AouorepAiTg, uTep. lwdvva Meitdvn, ekd. Aypa, ABriva 2006, o.
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O MNapvacocdg and Tnv Tapdtca Tng Beiag ZwTnpiag otnv Agifadid, 2015
ExTunwon inkjet og xapTi Fine Art, 100 x 40 &k.

Parnassos Mountain fro he aunt’s Sotiria rooftop in Livadeia, 2015
Inkjet print on Fine Art paper, 100 x 40 cm




O EadeA@og pou o Mavayi®Tng oveipeleTal To Xp1ooo, 2015
EkTUnwaon inkjet og xapTi Fine Art, 80 x 60 k.

My cousin Panayiotis dreams of Chrisso, 2015
Inkjet print on Fine Art paper, 80 x 60 cm




Ta opolona®nTikd, 2015
EkTUnwaon inkjet oe xapTi Fine Art, 50 x 30 k.

Homeopathic remedies, 2015
Inkjet print on Fine Art paper, 50 x 30 cm




Xwpig TiTAO, 2011
ExkTUnwon inkjet ce xapTi Fine Art, 60 x 40 ek.

Untitled, 2011
Inkjet print on Fine Art paper, 60 x 40 cm




Xwpig TiTAO, X.X.
Ano 10 apxeio Tou IO,

Untitled, Undated
From Y.T. archive




AUTNG, 2015
EkTUnwon inkjet oe xapTi Fine Art, 100 x 82 ek.

Diver, 2015
Inkjet print on Fine Art paper, 100 x 82 cm




Xwpig TiTAO, X.X.
Ano 10 apxeio Tou I.O.

Untitled, Undated
From Y.T. archive
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Xwpig TiTAO, X.X. Xwpig TiTAO, X.X.
Ano 10 apxeio Tou IO, Ano 10 apxeio Tou IO,



Xwpig TiTAO, X.X. AUTNG 11, 2015
And 1o apxeio Tou IO ExkTUnwon inkjet ce xapTi Fine Art, 100 x 82 k.

Untitled, Undated Diver Il, 2015
From Y.T. archive Inkjet print on Fine Art paper, 100 x 82 cm



Navayia Aupniavi, ZkUpog, 2013 TKuplavo KapekAAKI CKENACHEVO UE 1IEPS dvepo, 2015
Anod 1o apxeio Tou IO Anod 1o apxeio Tou I.O.

Panagia Lympiani, Skyros, 2013 Skyrian chair covered with sacred wind, 2015
From Y.T. archive From Y.T. archive



“We need to find the great and simple medium with which to present to-
gether all those elements of thought which, while separate and remote
from our souls, seemed to remain purposeless and sterile. Once united,
they will emerge infinitely simpler and more direct than each of them sepa-
rately. And thus to demonstrate that, as in the smallest manifestation of
life, art and thought, the only value of the specialities that produce it lies
in their synthetic quality; that, similarly, in this grand case of the world only
connection and union, among so many precious elements that stay inert as
long as they are divided, can awaken the Rhythm of creation as this virtue
of theirs is roused, elevating it into Method and action that would animate
a new cycle of life”".

These lines, printed and prominently displayed in the Delphic Festival Mu-
seum, reveal the overall aesthetic principles of Angelos Sikelianos, typi-
cal of inter-war Greece. What do they involve? An attempt to combine
several elements, selectively taken and sometimes contradictory, into a
new whole, a new set usually linked to the revival of a major national nar-
rative. If there is one concept behind all this, it is that of the indivisibility
and continuity of Greek history: increasingly at the time, ancient Greece
encountered Byzantine spiritualism and an idealised “folk” naturalness, in
a historical landscape in which any impassable crevices and steep eleva-
tions had previously been smoothed over.

So, “connections” and “unions” inform this passage from Sikelianos, “syn-
theses” capable of shaping a national whole out of this orgy of polympor-
phy. The poet himself is the one who undertakes this venture; this is the
role he keeps for himself. More than that, he retains the role of the prophet,
the initiator, the hierophant who will resurrect a peculiar amphictyony next
to the Delphic omphalos. “According to Sikelianos, the Poet, the Thinker,
the Mystic are capable of inspiring the inert human mass with a spirit of
life and lead it to bliss”, wrote Pantelis Prevelakis in his monograph on the
poet?.

In any case, the Delphic Idea and the plan for the Delphic Festival sum
up a key moment in the overall presence of Sikelianos in the country’s
recent cultural history. Indeed, his venture bears many of the traits of in-
ter-war Greek modernism, be it “reactionary”, “irresolute” or “sober™. The
poet’s initiative at Delphi and his drive to activate the local population and

T“AeA@IKOG AOYOG: H nveuuaTikn Bdon Tng AeA@IKng npoondBeiag. EnTd dp-
0pa” (1927), in G P Savvidis (ed.), [1e6¢ Ndyoc (vol. 1), Athens: Ikaros 1981, p. 27
2 Pantelis Prevelakis, AyyeAoc ZikeAiavog, Athens: MIET 1984, p. 148

3 These adjectives come, respectively, from Jeffrey Herf (Reactionary Modernism:
Technology, Culture and Politics in Weimar and the Third Reich, Cambridge
University Press, 1984), Vassilis Boyatzis [MeTéwpo¢ povrepviouoc: Texvolo-
yia, I8eoAoyia TNC eMICTRUNG KAl MOAITIKA TNV EAAdSa Tou peconoAguou (1922-
71940), Athens: Eurasia 2012] and Dimitris Dimiroulis (O Mointri¢ w¢ £6vocg: Al-
obnTikn Kail 1IdeoAoyia aTtov [T SepEpn, Athens: Plethron 1997)

change their way of life comes in itself to designate a subject of modernity
— a modernity rich in aspects and regressions. Even more so when this oc-
curs through the creation of a major synthesis, a major narrative such as
the Delphic Festival.

Assimilation of different traditions —ancient, pagan, Christian, Byzantine,
folk— and the fusion of their invented or idealised elements into a new
whole: this is the work of the national poet who goes from “I” to “we”, who
intervenes as bearer of the “conscience of the race”. Indeed, the Delphic
Festival bordered on a —passive, perhaps— aesthetic racism. Several years
later, it would find its parody in the dictatorship’s feasts — but then, of
course, the force behind the synthesis was no longer a poet.

And what remains of all this? A museum. A museum that attempts to recon-
struct an event through fragments, photographs, texts and manuscripts,
costumes, letters and objects. As we know, the museum is par excellence
a site of modernism, for reasons which have been variously analysed. We
are within a space where a synthesis is also attempted; an effort is made
to unify a condition through fragments. The world of modernism is one of
breaking up a whole and ‘stitching’ it back together. Yet the seams of this
re-composition, the joints, cannot be hidden — they will be forever visible.
It is at those seams that Yiannis Theodoropoulos intervenes with his photo-
graphic work. He does not seal, cover or even ‘dress’ them; on the contrary,
he aims to highlight them, to make them more visible. He works in-between
the exhibits of the Delphic Festival Museum, accepting the fragmentary na-
ture, the inability to reconstruct any wholeness and, ultimately, the reluc-
tance towards every synthetic venture.

His course is the reverse of that of Sikelianos: Theodoropoulos heads back
from ‘we’ to ‘I'. For instance, he retrieves photos from his personal and
family archive and places them at the spots where the museum’s regular
exhibits have been temporarily removed (for maintenance, research, etc.),
juxtaposing them to what is already there.

His objective is to show that it is impossible to reconstruct his familiar past.
More accurately, this is often about the reconstruction of events which
were never experienced by himself. The images of Theodoropoulos do not
exactly reconstruct memory; although mnemonic, these images explore
the way in which memory is formed, constructed, even when the moments
they depict had been experienced by himself.

So this is a retrieval from a personal family album, whose images are then
set next to —and against— the museum exhibits. Two accounts, the one as
comprehensive and documented as possible about its subject (the Delphic
Festival, in this instance) and the other resisting the idea that the former is
even possible; that something can actually be reconstructed. Paradoxically,
however, the artistic act of juxtaposing images comes to unite rather than
disconnect mnemonic narratives. More accurately, it comes to remind us
that art is often the means to fill in the gaps of memory; one more poetic
way of linking fragments and mnemonic episodes. This is also the way in
which the seams are illuminated to become the very object of the present
co-exhibition.

In his literary work W.G. Sebald often presents photographic images which
function also as memory-reconstruction tools. | must admit | find several



parallels between Sebald’s writing practice and the way in which Theodo-
ropoulos reconstructs his familiar past through the photos in his archive
(there are more differences than similarities, but we won’t talk about those
here, obviously): among other things, the attention to the precarious and
the ephemeral, to the countless overlooked details and hidden aspects of
everyday reality. They may seem unworthy of mention, but it is where the
déja vu accumulates though minor sensorial events —tastes, smells and
not so much images, after all— that keep recalling the past.

Not surprisingly, albeit perhaps in violation of the literary norm, W.G. Se-
bald of Germany’s traumatised post-war memory is juxtaposed here to
Sikelianos and his pre-Great War Delphic Idea or Consciences. Let us fol-
low an excerpt from one of Sebald’s books:

“[...] how little we can hold in mind, how everything is constantly lapsing
into oblivion with every extinguished life, how the world is, as it were,
draining itself, in that the history of countless places and objects which
themselves have no power of memory is never heard, never described or
passed on. Histories, for instance, like those of the straw mattresses which
lay, shadow-like, on the stacked plank beds and which had become thin-
ner and shorter because the chaff in them disintegrated over the years,
shrunken - and now, in writing this, | do remember that such an idea oc-
curred to me at the time - as if they were the mortal frames of those who
once lay there in that darkness”*.

If it is these particular words of Sebald that are quoted and not any others,
it is because this excerpt demonstrates the abrupt passage from memory
—from what can be retrieved, in any case— to the present time: “ghosts”
replace the histories left behind in “countless places and objects”. Through
the memory of an erstwhile use, the remains of some “straw mattresses”
have lost their original shape: they are “thinner and shorter, shrunken”, as
relics “of those who once lay there”.

Another set of images by Yiannis Theodoropoulos has no figures; they
remain in the ‘here and now’ through their reminders — heaps of clothes of
familiar persons, depicted elsewhere in old black-and-white photos from
their youth, are carelessly stacked on furniture like “relics”. Next to them
are showcases with costumes from the Delphic Festival or clothes of Eva
Palmer-Sikelianos. The latter are restored back to their original form and
size, with the occasional photograph to fill in the now-covered void. The
former, on the contrary, are heaped shapelessly, without a skeleton, with-
out a toy inside.

Elsewhere, “Cousin Panayotis dreams of Chrisso”, the slopes of Parnassus
are substituted by a printed cloth, and some photos taken by Theodoro-
poulos himself are covered with opaque paper for preservation. What all

4 W.G. Sebald, Austerlitz, trans. Anthea Bell. New York: Random House, 2001,
p. 29

these works depict is inertia — the inertia of people, but mostly of matter.
“Only connection and union, among so many precious elements that stay
inert as long as they are divided, can awaken the Rhythm of creation”, noted
Sikelianos in our opening quotation. His aim was to combine and unite, and
thus revive and galvanise, inert elements towards a new creative awaken-
ing. Theodoropoulos, on the contrary, wishes to revive nothing. Produc-
ing a consistent discourse to describe adequately a world in its entirety is
deemed an impossible task; the definitions are absent, while no idea can
compensate for wear. Things there are in the past, only existing as memory.
Sometimes they also exist as matter, inert matter — and it is in that state
that they’ll remain.
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