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To The Symptom Projects €ival pla nAat@dppa nou otoxelel atn dlepedvnon tou
«OUPNTOPATOG» 0TNV TEXVN. To «OUPNTWHA», QUTA N OKOTEWVA EPNELPia TNG AaKaviKng
WuxavdAuong, to yAwoolkd cupBdv nou diabétel to adidBeto ixvog Tou npaypatikoy,
1O agavépwro ixvog tou npdypatog.

YuvepyalOUevo e KAAAITEXVEG, ENIPEANTEG, BEWPNTIKOUG Kal Aoyotéxveg To The Symptom
Projects yivetal €tal €vag ténog okeWng aAAd padi kal éva nepapatikd pdpoup nou pe
ekBEOIaKEG OpATTNPLOTNTES, OTPOYYUAEG TPANECEC KAl KEIPEVIKEG NAPAYWYEG EMNIXEIPET
va dlepeuvhoel autd to axaptoypdento andBepa nou efval Gpwg Kal N KATaywylkn
avaqopd Tou ornoloudnnote €pyou.

H exBeolakn 6paotnpidtnta tou The Symptom Projects e€eAiooetal o€ dUo ekBeatakoug
KUkAoug. Tov kUkAo tou The symptom nou eival kupiwg etnoleg opadikég ekBETELG
oUyXpOoVNg TEXVNG Kal TO KUKAO Tou Es-optron nou ival pla o€1pd eTN01wV puToypaPIKwV
ekBéoewv.

Ol ekBéoelg nAalolwvovtal kaBe popd and cuvavtnoelg oUYYPAPEWY Kal and Napactdoelg
NEPAPATIKAG HOUGCIKAG.

The Symptom Projects is a platform that seeks to explore “symptom” in art; the “symp-
tom”, 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 symp-
tom”, 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.



Tautonolwvtac
TNV anwAela

Mpénet va Apouv atnv kopen 1 atnv nAayid KAnolou uYwWpartog, Kkat pdiota éxi pikpou, aAAiwg nwg
Ba pnopouoa va éxw b€, Té00 pakpld, Téoo kovid, T600 KAtw xaunAd, téoa noAAd npdypata, kivntd
Kal akivnrta; AAAG T yupeUel éva Upwpa og toUto 1o nAdtwua; Ki ey, Tt yupelw eyw exel népa;

Auté npénel va npoonabrooupe va to pdboupe’.

KaBdéAou pa kat e€6xwe napadota, oe kelpeva nou ta teAeutaia xpdévia cuvodelouv eKBETELG
oUyxpovng téxvng dev onavifouv ol napabéoelg and tov Samuel Beckett. «KaBdAou napddoa»
KaBw¢ ol Touddxiotov actabelg kal NAGvNTEG NPWESG Twv £pywV Tou OA0 Kal NepLocdTEPO
eaivetal Nwg NPolkévidav To PEAAOV TWV OUYXPOVWY KAAALTEXVIKWY UMOKEIEVWY. AG doUpE
Alyo npooektikdtepa to €6 eloaywylkd andonaocpa. O MoAAbu buokoAeletal va evtonioel
10 onpelo oto onoio Bpioketal kal, dtav katopBwvel TeAkd va neptypdgel kdnowa and ta
XAPAKTINPLOTIKA TOU, anopel yia tnv npaypatikétnta tnv onofa BLivel, eV, NOAU NEPIOTOTEPO,
aduvartei va katavonoel To Adyo NG napouasiag Tou ekel, oto ev Adyw onpelo.

Ag avatpé€ouple, Ndvtote anoonacpatikd, otnv LoTopia TG TEXVNG KAl OTIG €IKOVEG TNG. Ag
BupnBoupe €avd, eni napadetypaty, tov Wanderer tou Caspar David Friedrich napotpuvovtag
Tov avayvwotn va EavadlaBdoel to napandvw andonacpa tou Beckett diatnpwvtag oto vou
TOU TO OUYKEKPIUEVO €pyo. Evdexopévwg -av oxt ofyoupa-, Ba dlaniotwoel pPia onpavtikn
anokAlon otn otdon 600 SlaPOPETIKWY UMOKEIPEVWY: 0 eUBUTEVAG NEPINYNTAG KAl YEUATOG
autonenoiBnon avadntntng tou uwnAou tou Friedrich avtikaBiotatal €6w and tov avéotio
Kal aokonweg NePINAQVWPEVO NPpWIaywvioth tou Beckett: o npwtog aviikpilel éva dglo
Baupaopou tonio, Npoidv prag puong nou tov unepPaivel, evdexopévwg dnptoupynpévng and
kdnola avwtepn duvapn, tnv {dla ottypn nou o deltepog dlakpivel anAd kAt «Hakplé» kal
«Kovtd», kdnola npdypata «kivntd» Kat kdnola aAAa «akivntas.

Avdpeoa Aondv ota duo autd unokeigeva nou evoelktikd avtnapatiBevral €6 undpxet KAt
nou xdBnke- dlaniotvetal pia kanola eOopd, pia kanota anwAela. H andotacn tou dpdpou
nou odnyel and tnv KopuPH Tou NPWIOU OTO «UWwWHA» TOoU SEUTEPOU PETPLETAL PIE TNV KAIpAKa
ekelvn nou apBpel tig anokAloglg and tn payela otnv NAnpn anopdyguon tou kGopou, otn
0TEPNON plag andéAutng, OALOTIKAG KAl EVOMOINTIKAG ava@opdg, ikavng va eyyunBel pia kanola
OUVéxela av OxL kat kanota «ouo{a.

«KaBdéAou napddo€a», Aondy, ol Npweg tou Beckett tonoBetouvtal eyyUtepa oto oUyxpovo
KaAAltexvikd unokeipevo nou petanAdBel ta Bpavopata evdg acuvexoug kat dUatponou va
avanapaotaBe{ ouvoAikd kdapou. «EEdxwe napddo&ar, wotdoo, n eniyvwon auth Tpo@odotel
plav enBupia avaoupong OToIXElwV Kal EIKOVWY TOU, IKAVWV va ToV avacnpyactodotnoouy, ekel
Mou Ol PNEKETIKOL NpwTaywvioTtég potdlouv avapnopol h kat anabeig anévavtl oe pia tétola
NPOOMTIKA.

Kwotag
XploténouAog

1 Samuel Beckett,
MoAAdu, ptep. AAeEGvopa
ManaBavaconovAou, €kd.

Ywihoy, ABrva 1993, 0.16

[dentifying
Loss

| must have been on the top, or on the slopes, of some considerable eminence, for otherwise how
could | have seen, so far away, so near at hand, so far beneath, so many things, fixed and moving?
But what was an eminence doing in this land with hardly a ripple? And |, what was | doing there,
and why come? These are things that we shall try to discover'.

In texts of recent years that accompany contemporary art exhibitions Samuel Beckett
citations are not at all rare, and yet they are particularly paradoxical. “Not at all para-
doxical” as what is becoming increasingly apparent is that the unstable - to say the least
- and wandering heroes of his works seem to have prefigured the future of contemporary
artistic subjects. Let’s take a more careful look at the introductory excerpt. Molloy strug-
gles to identify the point where he is at, and when he finally manages to describe some
of its characteristics he is left to wonder about the reality he is experiencing, and what's
more he struggles to grasp the reason of his being there, in the aforementioned point.
Let us look back, albeit only selectively, to the history of art and its images. Let us re-
member for example Wanderer by Caspar David Friedrich and urge the reader to read the
above excerpt from Becket one more time bearing this particular work in mind. Possibly
- if not certainly - he will note a significant discrepancy between the poses of the two
different subjects: Friedrich's wanderer in his upright pose, the full of confidence seeker
of the sublime, is substituted with the vagabond and aimlessly wandering protagonist of
Becket; the first witnesses an awe inspiring landscape, a product of a nature that sur-
passes him, possibly the creation of a higher power, while the second simply makes out
something “far away” and “near at hand”, some things that are “moving” and others that
are “fixed”. Between these two different subjects then that are juxtaposed as examples
here, there is something that was lost; there is a certain wear, a certain loss. The distance
of the road that leads from the peak of the first to the “eminence” of the second is
measured in the scale that tallies the disparity between magic and total demystification
of the world, the deprivation of an absolute, holistic and unifying reference, able to guar-
antee some sort of continuity if not also a certain “substance”.

“Not at all paradoxically” then, we find Beckett's heroes closer to the contemporary ar-
tistic subject, which recreates the fragments of a discontinued world that is hard to
represent overall. “Particularly paradoxically” though, this realization also feeds a desire
to retrieve clues and images of this world that can potentially re-assign meaning to it,
where the Beckettian protagonists seem helpless and apathetic in the face of such a
prospect.

Kostas
Christopoulos

T Beckett, S,, (1955),
Molloy, New York, NY:
Grove, p.10



Xapaktnplotiki eival edw pla véa tonioypapia nou ékave tnv eppdvich g otny EAAGSa and
Ta péoa tng dekaetiag tou 1980. H véa auth tonoypapia avalntd kanoto vénya otnv
EVTONIOTNTA, OTNV ENOTPOPN OE €vav TONO eVvOEXOUEVWG KATAYWYAG M ekelvov Twv Xxpdvwy
¢ NaldIKAG nAlkiag, oe évav téno piag napeAboloag OIKEIGTNTAG, O évav TONo GUHPBOAIKNAG
onpaociag n avédAwong kdnolou TeAEToUpYIKoU, o€ €vav Téno NG olwnng N tou Bavdtou, o
évav 1éno oplotikd anoAeoBévia. H avaoclotaon auth tou Ténou gepel TNV ouveidbnon tng
HEPIKATNTAG KAl TNG anoonacpatikdIntag, GePeL e AAAa Adyla tnv dianiotwon nwg kavévag
Tén0¢ dev pnopel va avacuotaBel otnv oAdtntd tou. Kal touto dev Ba pnopouoe va oupPaivel
AAAIOG PIag Kal To Péoco nou eniotpateletal yia touto to okond eival ouxvd autd tng Pvnpng.

KaBoéAou pa kat e€dxwg napddoa, évag dAAog ouyypadéag, Tou onoiou To £pyo xalpel HeyaAng
npoooxng ota nepi tn oUyxpovn téxvn kelpeva, efival o W.G. Sebald. Avdpeoa otoug npwtaywvioTteg
TOoU ouykataAéyovtal kal 6Uo {wypdpol: o Matthias Grinewald tng yeppavikng avayévvnong
Kal o gpavtaotikdg Max Ferber twv Zepidwpévwy. H «avBektikdtnta tng Pvpng», wotdoo,
tiBetal oto €pyo tou Sebald und apelofntnon. Xe NoAAEG nepintwoelg, o Sebald npoonaBet
va avaotnoel yeyovdta nou o idlog oudénote Biwoe péoa and t pvhpn, deixvovrag tnv (bla
oty ofyoupog Nwg n téxvn 6ev Pnopel va unokataotnoel ta kevd tng. Ta BiBAila tou polalouvv
HE HAKpOOKEAN apxeia enipeplopévwy avapvioewy nou efvat adlvatov va avacuykpotnoouy
A va anokataotnoouv éva Unokeipevo, ev TéAel pla tautdtnta.

H oUyxpovn kaAAITexvIKN Npaktikn eival épgpoptn and tn xpnon kat tn dnpioupyia napddowv
pikpoapxeiwv. lowg noté AAAOTE n Téxvn plag enoxng dev €otpee to PAEPUA NEPIOCOTEPO OTO
napeABév, npoownikd i oUAAOYIKG. Towg Noté dAAote To NnapeABov dev xpnoipeuoe tdéoo thv
katavénaon tou dpapatiké anootabeponolnpévou kal anoTomnikonoiNPEVOU NapévIog. H pvnpovikn
auth otpon oupBaivet tnv idla ottypn nou N TonikdTNTa w¢ AAAOTE UNGSELYHA TNG KOWWVIKAG
{wng Bpioketal TouAdxiotov und avaotoAn. Zupnintel 6 Pe Ty kablEpwaon TwV PETANOLIKIAKWOV
M TWV NOAITIOPIKWV 0noudwy, HE TNV EPPAVION Twv OnoudwV PVAUNG Kal KoWwvikoU (UAoU,
HE TNV EPEUVNTIKN ENKEVTPWON Kal TN BEWPNTIKA €NaveEETaon TN CUYKPATNONG TwV TAUTOTATWY,
dpa pe TNV €noxn nou £ylve 0agég Nwg Ta VEWTEPIKA epyaAeia tng yvwong kat tou opBou
Adyou aduvatoulv va Tig neptypayouv. Eivar n enoxn, eniong, otnv onoia anoteAel évav
noAucUxvaoto Kowvé téno n Slaniotwon nNwe¢ N eKAoTOTE TautdTNTa €ival £v MoAAoiI¢ NoAltiké
KAl KOWWVIKA kataokeuaopévn n nwg avakataokeuddletal Slapkwg. Eival n enoxn dnpioupyiag
unepeBVIKWV ouykAioewy, kaBoplopou vEwv Tautioewv N evég vEOU aloBNpPATog Tou CUVAVAKELY
Kal plag npoondbelag Kataokeung VEWY NOAITIKWY TAUTOTATWY, dnwg n eupwnaikn. Efval, téAog,
n enoxn g otabeponoinong g 16€ag Nwe N tautdtnta cuvendyetal tov etepokaboplopd
and évav kaBe popd AAAov, Nnwg n Tautdtnta naipvet HopPh PEoa and oUYKEKPIUEVES SLaKPIOELG
kal dlapopég, Nnwg atnpiletal otn dlapopd.

‘Opol, Aoindy, 6NWG «peucTOTNTA», «KIVNTIKOTNTA, «KATAKEPHATIOPAG», «MoAAanAdTnNTa» Kat
«NOIKIAOHOP®Ia», «aVETTHTNTA», «aNESAPIKONOINGNY, «EKTOMIOUGG», «QVOIKEIWONS, «dlagoponoinans
KAl «EMIKOWVWV{a», «avtipaon» Kal «avIvopiay, «avaotoxaoTiKOTNTa, «arnoKEVIPWOony, «bleBvonoinon»
SlavBidouv eUAoya TG 6roleg EVVOLOAOYNTELG Tou onpepa. Kat pia akopn: N «ENteAe0TIKATNTA».
KdBe tautdtnta eival tautdxpova NoAtiopikn Kat eMTEAEOTIKA. «OL TAUTOTNTEG- ATOMIKEG Kal
OUAOYIKEG- anoteAoUV OUYKEKPIUEVEG HOPPEG MOAITIOPIKWY apnynoewy» onPelwve elotoxa
n Nira Yuval-Davis2. Qg apnynoeig evéxouv tnv eniloyn avapeoa o€ atoixela nou e€idavikeovtal
Kat aAAa nou Angpovouvtal- av éxi anwboulvtal-, 6nw¢ eniong KivnTornoloUv Kal KAroleg
KOWWVIKEG Kal CUAAOYIKEG Olepyacieg, mou pe Tn oglpd TOUG OUVINPOUV OpLOPEVA CUOTNPATA
autoavayvwplong péoa oto nepipdAlov aopdAelag kal otaBepdtntag nou napéxel n kovdtnta
TOU ouvaloBnpatog M Tou Xapaktipa.

MpoUnoBétouv 6e KANOIEG SLUMOKEILEVIKEG N KAl SIACWHATIKEG EPNEP{EG, NOAAEG POPEG KAMOLEG
TeAeToupyieg, evad e€aptovtal and Kataotdoelg, nou au€dvouy Ty évtacn avapeod otny autoyvwoia
kal tnv autonapouaciaon. Ta é€pya tng oUyxpovng texvng dlatnpolv kKAtL and autiv tnv €viaon
enaAnBevovtdg tnv. KaBdAou pa kat e€6xwg napado&a oe NOAAEG OUYXPOVES EIKACTIKEG MPAKTIKEG
Bepatonoteital akpiPwg autn n dladpopn and tnv autonapouaciaon otnv autoyvwaoia, SnAwvovtag
nwg n (dla n adlapecoAdBntn ékBeonh Tou unokelévou eival exefvn nou to kabopidel aveniotpopa.

2 Nira Yuval- Davis,
Kowwviké puAo kai €6vog,
Htop. Xopia Topapd,
University Studio Press,
BOeooalovikn 2013, 0.98

What is characteristic here is the new landscape genre that first appeared in Greece in the
mid 1980’s. This new genre seeks out meaning in locality, in the return to a place, poten-
tially of origin or of childhood years, in a place of a long-gone familiarity, in a place of
symbolic significance or the performing of a ritual, in a place of silence or of death, in a
place that is forever lost. This reformulation of place carries the consciousness of parthood
and of fragmentation, in other words it carries the realization that no place can be recon-
stituted in its entirety. And anyway, this couldn't be otherwise since the means mustered
for this purpose is often that of memory.

Not at all but also particularly paradoxically, another writer, whose work also receives great
attention in contemporary art texts, is W.G. Sebald. Among his protagonists we also find
two painters: Matthias Griinewald of the German Renaissance and the amazing Max Ferber
of The Emigrants. The “persistence of memory” however is in Sebald’s work called into ques-
tion. In many instances Sebald tries to resurrect facts that he has never experienced himself,
though memory, seemingly certain at the same time that art cannot make up for its gaps.
His books look like lengthy catalogues of re-distributed memories incapable to reconstitute
or reinstate a subject, let alone an identity.

Contemporary artistic practice is laden with the use and creation of paradoxical micro-
archives. Perhaps never before has the art of an era looked back to the past, personal or
communal, more than the one of the present. Perhaps never before has the past been of
as much use to the comprehension of the tragically destabilized and delocalized present.
This mnemonic turn takes place at the same time that localization as a past paradigm of
social life is, to put it mildly, suspended. It also coincides with the establishment of postco-
lonialism or cultural studies, with the appearance of memory and social gender studies, with
a research focus on and theoretical re-examination of the formation of identities, identities
that modernist tools of knowledge and reason are incapable of describing — as has conse-
quently also become blatantly clear in this new era. It is the era where the realization that
each identity is politically and socially constructed or that it is being constantly recon-
structed has become commonplace. It is the era of creating supernational convergences,
determining new identifications or the era of a fresh feeling of co-belonging and of an
effort to construct new political identities, like the European one. Finally, it is also the era
of the solidification of the idea that identity entails being extrinsically defined, each time
by an Other, that identity is shaped through particular distinctions and differences, that it
relies on difference.

Terms then like “fluidity”, “mobility”, “fragmentation’, “multiplicity” and “diversity”, “homeless-
ness’, “deterritorialization’, “displacement”, “uncanniness”, “differentiation” and “communica-
tion’, “contradiction” and “conflict’, “reconsideration”, “decentralization”, “internationalization”
reasonably embellish the conceptualizations of today. And one more: “performativity”.
Every identity is at the same time cultural and performative. As Nira Yuval-Davis? aptly
noted “Identities — personal and collective — are specific forms of cultural narratives” . As
narratives they feature the option between elements that are idealized and others that are
forgotten — if not pushed aside — and they also mobilize certain social and collective pro-
cesses that in turn maintain certain systems of self-recognition within the secure and
stable environment provided by the community of sentiment or of character. What's more
they require certain intersubjective and intercorporeal experiences, oftentimes certain ritu-
als also, while they depend on situations that increase the tension between self-awareness
and self-presentation. Works of contemporary art maintain some of that tension, validating
it at the same time. Not at all but particularly paradoxically, in many contemporary artistic
practices it is exactly this trail between self-awareness and self-presentation that is the-
matized, declaring that this unmediated exposure of the subject is what irreversibly deter-
mines it.

2 Yuval-Davis, N., (1997),
Gender and Nation
(Politics and Culture
series), London: Sage
Publications, p. 98



Ye KANOLEG NEPINTWOELG, KAAAMTEXVISEG Kal KAAAITEXVEG TauTonotovvtal péoa and tnv aAioiwon
NG €1KGVAG TOUG KAl TWV XAPAKINPLOTIKWY Toug dtav oe dAAeG unoduovtal kdnotav AAAN f
Kdnotov dAAov, evbexopévwe NpOowna OIKela h oUyYEeVA, OPLOPEVEG POPEG Kal kdnola h Kanolov
Tou avtiBetou @UAou, kdnota A kanolov Nou éxel apetdkAnta xabel, Tautonolwvtag plav
anwAela.

KaBdéAou aArd kal e€6xwg napddo&a évag tpitog nou xaipel peyalou ouyxpwtiopoy ota nepi
™ oUyxpovn texvn kelpeva efval o Jacques Derrida. «Qotéo0o», anavidel o IAG00pog otnv
Anne Berger, «av unnpxe otnv kapdld 6Awv autwv pla epnetpia tng anwAEeLag, T pHovadikn
anwAela yia tnv onofa Ba égeva ndvia anapnybépnTog Kat Mou CUYKEVTPWVEL OAEG TIG AAAEG,
Ba tnv ovépada anwAela tng Pvapng. H 0ddvn nou yia péva Bpioketat otnv anapxn tng ypaeng,
efvatn 0dUvn NG anwAeLag TnG PvApng, Oxt pdvo tng ANBng f tng apvnoiag, aAAd tng eEdAelyng
TWV IXVWV»3. Oa xapakinpioel, eNnA£oy, authv TNV anwAEld TNG PVARNG WG «anWAELd Xwplg
eNoTpoPn»* kat Ba dSnAWoel Nwg n Npwtapxikh tou enBupia dev eival va dnploupynaoel
P000PIKS €pY0 N €pY0 TEXVNG, AAAG va SlapUAAEEL TN pvApns.

Tnv entBupia tou autn pdAdov th polpdadetal pe tov Sebald (ofyoupa éxi pe tov Beckett). Map’
OAa autd kat ol 6Uo @aivetal nwg Bpnvolv yia TNV 0pIoTIKA ANWAELA TNG PVARNG Kal dAwv
ekelvwv Twv ouvaloBnpatwy, Twv PIKPOOTIYHWY, TWV «aNEIPOEAGXIOTWY TKEPEWV», TWV
«ANEPOEAAXIOTWY KIVACEWY TOU OWHATOG», TWV «ANEPOEAAXIOTWY IXVQV emBupiagy, Twv
«axtidwV Tou AAIOU», TWV «YVWPIHIWV HE KAMOLOV», TWV «MEPATTIKWY (PPATEWV»E.

MANwg, Gpwg, autn n anwAela tng pvApng eival evbexopévwg eBeAovola kal cuveldnth; MANwg
akdpa kal n nbavétnta katoxng plag oupnayous kal apetdBAntng tautédtntag dev Ba anoteAoloe
éva dAyog; «H kahopappévn kat avBektikn tautdtnta dev anoteAel nia npoodvs ypageel o
Zygmunt Bauman (autég ouvavtatal pdAAov ondvia ota oxetikd kelpeva). <OAo kat no noAy,
6Ao Kal nio ypnyopa, yivetat gnédlo, dxBog. To enfkevtpo TNG aTPATNYIKAG OTN PETAVEWTEPIKNA,
petapovtépva {wn dev elval n cuykpdTNON piag tautédtntag aAAd n ano@uyn TNG- N anopuyn
K&Be npoonAwong»’. Ndoeg popég dev petabétoupe to BApog TNG PvApNg oe kATl €€w and
epdg, og éva pvnpelo, ya napddetypa; AAMAE ndte navel To €pyo TExvNg va fval éva aviike{pevo
etioou «£€w», éva texvoUpynpa QTiaypeévo and kanola UAIKA mou pe Tov O1kd Tou NAviote
161aovta kat 1diwpatikd tpdno diapuAdooel katy;

H ékBeon Tautonolwvtag tnv AnwAeia efval évag avoAokANpwtog KatdAoyog plag oelpdg
npoonaBelwv dlapuAagng onpelwv Kat xvwy, ToNwv kat npoownwy and t ANBn- pla ateAng
O€lpd KATaPACEWY OTNV ENAEKTIKOTNTA TNG PVARNG: pta pn NANPNG napaBeon £pywv oUyxpovng
TEXVNG NOU avtlotékovtal otn ¢pBopd kal avuipetwniCouv thv aoctdBela enonpaivovidg tnv-
€pywv téxvng nou SlaBAEnouv tn ouykpdTNoN TNG TauTdTNTAG péoa and tnv {dla tnv anwAela:
€pywv TéxvNg nou potadouv tautéxpova kaBoAou pa kat e€6xwg napadola.

3 Jacques Derrida,
JuvopIAieg, ptep. MavtAéy
Axtdnn- Anpntpng
kivoodtng, €xd. MAEBpoy,
AbBnva 1995, 0.27-28

4. 0.n., 029
5 0n,028

6 Ye eloaywylkd 6Aa 6oa
avaeépel o {61og Derrida.
O.n.

7 Zygmunt Bauman,

H petavewtepikétnta
Kkat ta bewvd tng,

Htep. Mwpyos-"Ikapog
Mnapnaodxng, €xo.
Wuxoytédg, ABrva 2002,
0.172

In some cases, artists go through a process of identification through the alteration of their
image and characteristics, while in others they pretend to be someone else, people familiar
to them, relations, and in some cases someone of the opposite sex, someone that is for-
ever lost, identifying a loss.

Not at all but particularly paradoxically, another figure who appears frequently in contem-
porary art texts is Jacques Derrida. “Nevertheless”, responds the philosopher to Anne
Berger, “if there were an experience of loss at the heart of all this, the only loss for which
I could never be consoled and that brings together all the others, | would call it loss of
memory. The suffering at the origin of writing for me is the suffering from the loss of
memory, not only forgetting or amnesia, but the effacement of traces™. He would also
characterize this loss of memory as a “loss with no return™ and would declare that its
primary desire is not to produce a work of philosophy or a work of art, but to preserve
memory>.

This desire he most likely shares with Sebald (but definitely not with Beckett). Having said
that, they both seem to mourn for the final loss of memory and for all those fleeting mo-
ments and feelings, “the smallest thoughts, the smallest movements of the body, the least
traces of desire, the ray of sunlight, the encounter with someone, a phrase heard in pass-
ing..."s.

But, is there a chance perhaps that this loss of memory is conscious, done on purpose?
Wouldn't maybe even the possibility of possession of a solid and consistent identity be a
burden? “Having an identity solidly founded and resistant to cross waves, having it ‘for life’,
proves a handicap rather than an asset...” writes Zygmunt Bauman, his own appearances in
such texts being rather seldom. “Increasingly, at an accelerated pace, it becomes an obsta-
cle, a burden. The hub of postmodern life strategy is not making identity stand but the
avoidance of being fixed"”. Don't we often enough transfer the weight of memory to some-
thing outside of ourselves, to a monument for instance? But when exactly does the work of
art cease to be an object equally “outside”, an artifact made of certain materials that in its
own way - always peculiar and idiomatic - safeguards something?

The exhibition Identifying Loss is an incomplete catalogue documenting a series of efforts
to protect from oblivion elements and traces, places and faces; an unfinished series of af-
firmations in the selectivity of memory; A not-yet-completed exposition of works of con-
temporary art that resist ware and come up against instability by drawing attention to it;
works of art that discern the formation of identity through loss itself; works of art that at
the same time seem not at all but also particularly paradoxical.

3 Derrida, J. & Kamuf, P,
(1995), Points...: Interviews,
1974-1994, Louisville, KY,
United States: Stanford
University Press, p.143

4 |bid, p.144
5 Ibid, p.143

6 Ibid, p. 144 (excerpt in
quotation marks also of
Derrida’s).

7 Bauman, Z. (1997),
Postmodernity and its
discontents, New York:
New York University Press.
p.160



/ KAAAITEXVEC / Artists

Kefpeva:
Nikn Manaondpou

Texts:
Niki Papaspirou

lavln AyyeAioyAou
lanthi Aggelioglou

H oxéon AéEng kal elkdévag kat n ouvoeon peta&y toug opidouv v
dnpioupyia tou épyou Figlia D’ANCELO. H |.A. kataokeuddel éva
yuvaikeio @épepa and avipikd pouxa. H Siadikasia tng kataokeung
TOU (POPEPATOC EPNEPIEXEL Kal Neplypdeel tnv dladikacia tng
dnploupyiag tng unokelpevikdtnTag tng elkaotikoy. Ta UAIKG, npoidvta
TNG OIKOYEVELAKAG PBlotexviag pouxwy, wg ixvn tou napeABéviog
MouU EVOWHATWVYOUV TO apxelakd UAIKG tng {wng Tng, yivovtal
popéag tautotntag. O tithog anoteAel éva Aoyonatyvio kat tovicel
10 Bépa Tou £pyou. To natpwvupo AyyeAloyAou petagépetal ota
EAANVIKA WG «O UGG Tou AyyéAou» Kal HETAaPPacpévo ota ItaAikd
Sivel tnv enwvupia Figlio D’ANGELO otnv olkoyevelakn Blotexvia.
H elkaotikég avtikabiotwvrag to figlio pe figlia, tonoBetel otn
B¢on tou uloy tnv kopn. Eivar n Buyatépa tou AyyéAou, n K6pn
Tou natépa tng. H 1A, avaokeudlovtag to olkoyevelakd tng dvopa
oxoAladel 6Uo pawvdpeva: TNV Kowvikn dnptoupyia tou eUAou
Kal Tov Kupiapxo avopikd pdAo otnv 1otopia NG TéXVNG.

Figlia D’ANGELO, 2016, performance
Kal eykatdotaon, yuvaikeio pdpepa
ané avipikd pouxa, EUAIVN
kpepdotpa, daotdoelg petaBAntég

Figlia D’ANGELO, 2016, performance
and installation, women’s dress made
from men’s clothes and wooden
hanger, dimensions variable

Figlia D'ANGELO is born out the relationship between text and
image. |.A. creates a women's dress out of men's clothes. Making
the dress also entails the formation of the artist’s objectivity, a
process which it also describes. The materials employed, products
of the clothing manufacturing family business, are traces of the
past that incorporate the archival material of the artist’s life; as
such they also become carriers of identity. The wordplay in the
title further emphasizes the theme that runs through the work:
The name of the business derives from Aggelioglou’s surname
- which would translate as “the angel's son” in Greek - trans-
lated into Italian. By replacing figlio with figlia the artist substi-
tutes the son with a daughter. She is the Angel’s daughter; her
father's daughter. Through the reconstruction of the family name
I.A. comments on the social creation of gender and on the dom-
inant male role throughout the history of art.
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Xpuoa BaAoapdakn
Chrisa Valsamaki

Ma tnv “niotn” nou xdavetai

H anwAela éxel 45 okaAld.

‘Etol ané oképtoo.

Kal ané téte népacav 71 xpoévia .

And exeivo To 6akpu dtav ENEPTE To 0Wpa Tou éniou ndvw otnv otoifa.
71 xpévia PETd, XEPLa ONKWVOVTAL yld pla oakoUAa eal.

AnwAgla ouAAoyIKoU oveipou.

Oa peivouv povo, dool opkiotnkav okAnpol.

Kt ag pnv Atav noté otnv npaypatikétnta.

Einav Ba val ekel.

Kat n yuxoUAa toug to EEpEL.

‘Hrav naAid n peyadmvw;

Mou eivat ekeivn n oppn nou Pyaivape otoug SpopouUG;
Ot pntpondAelg Tou KdopouU.

Mou véulav étl Ba yAutwoouv.

H Cuyapld Ba kAlvel.

Ye authv edw tnv yn

Ox1 o€ kanola aAAn.

Ox1 o€ kdnotov oupavo.

KaAnpépa.

X.B.

AndAela auAAoyikoU oveipou, 2016,
yAuntikn eykatdotaon, 0,70x0,60x1,15 &k.

For “faith” that is disappearing

There are 45 steps to loss.

Just because, out of mischief.

And since then it's been 71 years.

Since that tear shed when the weapon’s body hit the pile.
71 years later, arms extend for a bag of food.

Loss of a collective dream.

There will remain only the ones who swore to be tough.
Even though they never actually were.

They said they'll be there.

And deep inside they know it.

Was it a long time ago or am | growing old?

Where is that rage, that energy with which we took to the streets?
The world’s metropolises.

That thought they were going to escape.

The scales will be tipped.

In this land over here

and not another one.

Not in some sky.

Good day.

CV.

Loss of a collective dream, 2016,
installation, 0,70x0,60x1,15 cm

Operation mincemeat asides,
2015, gykatdotaon

Operation mincemeat asides,
2015, installation

Xpnotog Bevétng
Christos Venetis

O X .B eniréyel and ta EBvikd Apxeia tng AyyAlag tov pdkeAo pe
v kwdIKN ovopacia «Enixeipnon KigAg» yla va otoxaotel navw
oe epwtnpata énwg n dadikaoia kataokeung tautdtntag, n
avtikelpevikdtnta tng lotopiag, n oxéon aAnBelag kat pubonAaoiag,
n napaywyn cUAOYIKAG pvApng. H eykatdotaon «Mapaleinépeva
NG €NIXelpNong KIPAG» avaoUpel kal Napouctddel EKAOTIKA plav
enituxnpévn enixeipnon napanAdvnong twv vadf and Tig PpeTavikeg
HUOTIKEG unnpeaieg otn dldpkela tou B’ naykoopiou noAépou. O
okondg NG enixeipnong Atav va tonoBetnoouy o éva Ntwpa nou
Ba EeBpaddtav oe akth tng lonaviag napanAavntika éyypaga nepl
anéBaong otnv EAAGSa, wate va ouykaAu@Bel n npaypatikn
anéPaon otn LikeAla. O X.B. péoa ané ta épya tou divel undotaon
0TOUG (PavepoUs aAAd Kal KpUPOUG NPWTAYwWVIOTESG TNG loTop(ag.
Y116 {wYpaPIKEG TOU ONPEIWOELG EavakataokeUddel To apxikod
apnynpa. To napeABév onpatodotei To Nnapdv kal n enwvonpévn
lotopia tou vekpoU OTpatiwTn napakivei tov kaBe Beatn va
avaotoxaotel yla tnv oUotacn NG NPOCWIKAG TOU TaUTdTNTAg.

C.V. delves into the UK National Archives and draws on “Opera-
tion Mincemeat” in order to ponder the creation of identity, the
objectivity of history, the relationship between truth and fiction
and the production of collective memory. “Operation Mincemeat
Asides” — in the form of an installation - drags up a successful
British Secret Services disinformation operation that took place
during the Second World War. As part of the operation, the aim
of which was to cover up an invasion of the Allies in Sicily, fab-
ricated documents detailing an invasion in Greece were attached
to a corpse deliberately left to wash up on a Spanish shore. In
C.V.'s works history’s protagonists, even the silent ones, are
brought to life. The original narrative is recreated in his paint-
erly notes. The past marks the present and the made-up story
of the dead soldier urges the viewer to once again contemplate
the formation of their personal identity.
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Aubia Aapnaociva
Lydia Dambassina

H Quyaptd wg avtikeipevo anoteAel Gopikd oTolxelo oTNV EIKACTIKN
yAwooa tng AA. EniAéyel éva apxaio oUpBoAo kat to vonpatodotel
€K VEOU Yla va opioel Tov KAapo. Ol enayyeAPaTIkéG KApTeg Sévovtal
OAeG padi og éva Naketo, kaAounwvovtal og yUYo Kal nepvouv tnv
Kkpion tng Quyaptdg. H kaBe kdpta avuinpoownevel kat Evav Avbpwno
and to apxeio tng wng tng. Eivat npéowna nou enAéyeL va XAoel
yla ndvta, kabwg ta kAeivel péoa oto yuwo. And tn pia pvnpetonotel
v anwAela kat and v dAAn péoa and t daypagn 6o&alel
autolg nou kpatd, Toug ouvodoindpoug tnG. H eikaotikdg yivetal
n {d1a Quyapid kat kpithg Tng wng TG, Aev petpiétal nia n axkpiodikain
{wn tou KABe éva Eexwplotd arAd o kdopog. To €pyo anoteAel
v KaBnpepvn {uyootdBpion twv NPAgEwY, KpIoEWV Kat anoPAcewy,
peyGAwv aAAd Kat IKpWY, TOU KGOHOU. LTV pUNVEla TOU anoteAéopatog
opietal n tautdtnta tou kabe avBpwnou.

Untitled, 2016, Quyapd,
cartes de visite, yoyog
Untitled, 2016, scales,

cartes de visite, plaster

Scales are a structural element in L.D.'s vocabulary. The artist
selects an ancient symbol and resignifies it in order to determine
the world. Business cards that are all tied up, are molded in
plaster and await judgment. Each card represents someone from
the archive of the artist’s life. People that she chooses to let go
of forever as she embeds them in plaster. On the one hand she
memorializes loss and on the other, through this effacement, she
glorifies the ones that she keeps, her fellow travelers. The artist
becomes herself the scales, the custodian of her life’s course. It
is not the fairness of the life of each one that is measured in-
dividually; instead it is the whole world. The work describes the
everyday counterbalancing of actions, resolutions and decisions
- small and big. The identity of each man is defined by the in-
terpretation of the result.

Avaotacia Aouka
Anastasia Douka

H A.A. dnploupyel to xaptivo ekpayeio evég Ke@aAloU. ZTo KEPAAL
unapxouv Ta anapaltnta xapaktnplotikd evég npocwnou. Qot6ao,
Ta XAPakINPLoTtikd autd anobdibovtal 160 évtova kal YeVIKA nou
avatpolyv tnv povadikdtnta tou, TG 161étnteg nou Ba pnopouoe
va éxel éva aAnBvé npdowno. Ta xapaktnploTikd Tou To katnyoplonololy
aAAd@ dgv to tautonololv. To npdowno yivetal npoowneio. H
andédoon tng elkdvag Tou KepaAloU npoépxetal péoa anod pia
dladikacia enfpovng kal eninovng napatnpntukdtntag nou odnyel
TeEAIKA 0To Bdunwpa Tou PAEpPATOC. XTN HOP®N Tou KePaAloU n
pavtaoia, n Pvapn kat n avtiAnyn epnAékovtal kat avtaAAaoouy
Agltoupyieg. H elkéva tou dnpioupyeital péow TNG CUVEPYELAG
npaypatikou kat gpavractakou. Eival éva npdowno ByaApévo and
pla e€aoBeviopévn pvnpn. Ta évtova avaAnBn xapaktnplotikd tou
efval nou anotunwvovtat oTn Pvipn tou Beatn. To KEPAAL EVOWHATWVEL
v avunapé&ia tou. Eva péoo/epyaleio kaTaokeung piag unotunwooug
TaUTOTNTAG Nou dev avikel dpwg noubevd. To péoo ke@AAl eival
apnynpa xwpig apnynon, pvnpeio xwpig pvnpelakdtnta, ekdva
XwPIG popen.

To péoo kepdAl, 2010,
xGptvo kaAount, euyeviki
napaxwpenon Tng
KaAArTéxvibag

The mean head, 2010,
paper mould, courtesy
of the artist

AD. creates a paper mold of a head. On the head there exist
features characteristic of a face. And yet, these features are
rendered so boldly and with so little detail that they negate its
unigueness, the properties that a real face would have. These
characteristics help to categorize it but not to identify it. The
face becomes a mask. The rendering of the head’s image derives
from a process of persistence and strenuous observation that
finally leads to blurring the gaze. Fantasy, memory and perception
intertwine, their operations overlapping in the form of the head.
Its image is created through the synergy between real and im-
aginary. It is a face born out of a worn out memory. It's the bold,
untruthful characteristics that are imprinted on the viewer’s
memory. The head incorporates its non-existence. A means / tool
to construct a rudimentary identity that does not belong anywhere.
The mean head is a narration without a narrative, a monument
without monumentality, an image without form.
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Anpntpng EpéoyAou
Dimitris Efeoglou

Ta ¢pya tou A. E. anoteAolv onoudég ndvw ota dpla kat otig
1616TNTEG TWV UAKWV. XTo Sonance- from cycle to cycle n Agukn
eninedn enipavela tou xaptioU kaAuntetal 0AOKANPWTIKA and
Haupo XpWHA. ZTN OUVEXELD, O KAAAITEXVNG, HE PIKPEG PUBHIKES
enavaAnnukég KVNoeLG Tpund to xapti, wote va anodopnBel otadlaka
N apXIKN XpWHATIKA NEPLOXN. TNV SIATPNTN ENUPAVELD MOU EXEL
npokUYel eppavietal wg {(xvog N Npwtapxikn katéotaon tou
xaptiol. Zta pikpd okayipata o Beatng dlakpivel NAAL to Aeukd
XpWHa Kat tnv uepn tou xaptiol npiv tnv enegepyaoia tou. H
HEB0SOG kataokeung Bupidel apxaloAoyikn avackaen. Ztpwpata
€5APOoUG Nou KaBWG avaokantovial P£pVouV 0To PwE EUpNpata-
{xvn piag npoyeveotepng ouVBAKNG. LTnv TEAIKN entpavela lakpivoveal
6Aa ta otddia dnpoupyiag. O A. E daveiletal tov 6po tou
«Jetaoxnyatiopols» and ta pabnpatikd, dnAadn tv aAAayn tou
OUOTAPATOG avaPopdg, WOTE va Xxapaktnpioel tnv SnpLoUPYIKA TOU
dladikaoia, enlBupdvtag tnv aAdayn g avtiAnyng twv UAIKWV
OWHATWV.

Sonance - from cycle to cycle, 2016, peAdvt,

akplAikd, xapti, pétaAido, diaotdoelg petapAntég

_—

The works of D.E. are studies on the limits and properties of
materials. In Sonance- from cycle to cycle, the flat, white surface
of the paper is completely covered in black colour. The artist
then pokes holes on the paper with small, rhythmical movements
in order to gradually deconstruct this coloured area. In the result-
ing perforated surface the original state of the paper appears
as a trace only. Through the carvings the viewer can just about
discern the white colour and the original texture of the paper
prior to it being processed. His method is reminiscent of ar-
chaeological excavations; dug up layers of earth that bring to
light finds, traces of a previous condition. In the resulting, and
final, surface, all the layers of the work’s production remain vis-
ible. In order to describe his creative process D.E. borrows the
term “transformation” from mathematics, which describes the
altering of the system of reference, in the hope of a change in
the perception of physical bodies.

Sonance-from cycle to cycle, 2016, ink,
acrylics, paper, metal, dimensions variable

Oe66wpog ZagelponouAog
Theodoros Zafeiropoulos

H uAopop@Ikn HETANAQON TWV aVTIKELEVWY, P0G TOU KAAALTEXVN,
xapaktnpilel Ty €lKaoTikn NPaktikn tou ©.Z.. O1 BewpnTIKEG Kal
EIKAOTIKEG £PEUVEG TOU KAAAITEXVN 06NYOUV OTNV «HETA - XPNON»,
6po Nou onpaivel TNy €k VEOU xpnan Tou apxikol épyou, yia va
napoucldoel éva kavouplo, enavadétoviag pe autd tov Tpdno oe
S18A0Y0 TIG £VVOLEG Kal Ta ¢NTNpata nou GEPEL To apxiko épyo. To
€PY0 €xel WG NPWIN UAN tov Koppo €vég kunaploolod and tnv
neploxn KaAapitol otnv KapbapuAn Meoonviag. To &évtpo eixe
€epabel and pla aoBévela twv Kwvopopwy Kal anoteAoUoe anen
yla to olkooUoTtnpa tng neploxng. Ma to Adyo autd to évipo
KOnnke pe adela tou 1OIOKTATN Tou TonikoU 6acuAAiou, Tou yvwaotoU
Bpetavou ouyypagéa kat nepinynth Patrick Leigh Fermor. Ta
TUAPIATA TOU TEPAXIOPEVOU KoppoU Eavacuvdéovtal pnxavika petagu
TouG. To htnpa tng Quaolkng eBopdg tiBetal otov Beath, KabBwg
0 GMote {wvtavédg Koppdg KeTeTal pnxavika ouvappoAoynpévog
0t0 £€6agog, oe H1¢Aoyo Pe Ta «{wvtavd» kunapioola tou GeAPIKoU
Toniou.

Log in, 2010, eykatdotaon, TEPAxXIOPEVO
kunapiool, petapAntég Slaotdoelg.
Me tnv euyevikn napaxwpnon g Nitra Gallery

A formal-material transformation of objects - a term coined by
T.Z. himself - is what best describes his artistic practice. His
research, both theoretical and studio based, has led him to “post-
use’, a term that signifies the creation of a new work through
the re-use of an existing one, bringing into dialogue the issues
and notions accompanying the latter. Log In uses as its starting
point the log of a cypress tree from the Kalamitsi area, in Kar-
damilli, Messinia. Having been infected with a disease common
amongst conifer trees the cypress was potentially hazardous to
the area’s ecosystem. For this reason it was cut down. (Permis-
sion was given by Patrick Leah Fermor, the British writer who
was also the owner of the forest area where the tree was lo-
cated.) In the work different pieces of the cut up tree are me-
chanically reconnected to each other. As the once-alive log, which
lies on the floor, comes into dialogue with the “living” cypresses
of the Delphic landscape, the viewer is confronted with the issue
of the natural process of decay.

Log in, 2010, installation, chopped
cypress, dimensions variable.
Courtesy of Nitra Gallery
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Mavvng Oeodwponouiog
Yiannis Theodoropoulos

O IO. ot ewkdveg tou avalntel Toug Pnxaviopousg ouykpOTNong
Tou By péoa and PikpéG KaBnpepIVEG LOTOPIEG TAUTIOPEVES PIE TIG
161attepdTNTEG TNG OIKOYEVELAG ToU. OL OTIYHEG QUTEG TWV OIKEIWY
avBpwnwy, anoTunwpEVES OTIG pwToypapie tou, eival ta ixvn
nou €xXouv apAOEL 0TOo NEpacpa Toug. MNa tov pwtoypdeo n aAnbela
Bploketal otnv dlatnpnon tng oTypNG Kat Oxt otnv anotdnwon
pag nio kaBoAikng lotopiag. H wtoypa®ikh tou pnxavi Aettoupyel
w¢ kaBpéntng kat to €ld6wAd tou o€ autdv oUYKPOTEl tnv
autonpoownoypapia tou. To épyo H pntépa eivat pla petwnikn
elkéva tou 16iou kablopévou otnv dkpn evog S1adpdpou VIupévou
HE Ta pouxa tng pntépag tou. Ntlvetal Pe ta {xvn tng {wng tng.
Eivat pia npoondBela oikelonoinong tng pntépag. Anotunwvel £va
otoIxe{0 NG TaUTdTNTAG Tou kaBoplapiévo and Tov poAo NG UNTéPAg
Tou otn {wn Tou.

H pntépa, 2011, inject print oe Mother, 2011, Inject print on
fine art paper, 70x 60 k. fine art paper, 70x60 cm

In his photographs, Y.T. investigates the ego constructing mech-
anisms of defense through everyday stories associated with the
peculiarities of his family life. The moments captured in his
images of people that were close to him are the traces that they
have left behind. For the photographer the truth lies in preserv-
ing the moment rather than capturing a more universal narrative.
The artist's camera acts as a mirror and his reflection in it be-
comes his self-portrait. Mother is a head-on shot of the artist
sat on the one side of a corridor dressed in his mother’s clothes.
He is dressed in the traces of her life. In an effort to appropriate
the mother, the work captures an element of the artist’s iden-
tity that is determined by the role his mother played in his life.

AAé€avdpog KakAapavog
Alexandros Kaklamanos

H BivteonpoPoAn Skin shedding epnvéetal and tv HOPPOAOYIKN
€CEAEN Tou apxatoeAAnvikoU KoUpou. H Aeydpevn «npoBoAn tou
KoUpou», n eAappd petagopd tou aplotepoy nodlold npog ta
€UNPAG, ANOTEAETHA TNG NVEUHATIKNG EEEALENG TOU apxaloeAANVIKoU
noAttiopoy, yivetal to aUpBoAo yia tnv v yével nopeia tou noArtiopou.
O AK. xpnoonolef pla otiypn opéonpo tng avBpwnivng okEWYng
Kal ékppacng yia va BEoel Toug aToxaopoug Tou yia To napov. O
Tithog Tou €pyou epnvéetal and tov BloAoyikd 6po tng €kduong
nou onpaivel Tnv andéppuyn Tou KAaAUPPAtog, aAAd éxel kal tnv
évvola TNG avavéwaong Kal tng avantuéng. 2to €pyo n ékduon
anoktd tnv évvola tng aAAayng, tng petapaong and to éva otddlo
010 GAAO, TNG PUOIKAG Kal nveupatikng e€EAENG. O AK. npoBaAAeL
péoa and to €pyo Tou tnv aAAayn wg pia dtadikaoia ouykpdtnong
NG tautétntag. To Skin shedding eyeipel epwthpata xwpig va divel
anavtnoelg akoAouBovtag tnv Aeltoupyia tnhg Téxvng va pnv
npooPEépeL Gpeon yvwon aAAd va epBabivel tnv aviAnntikn epnelpia
TOU atdpou Nou TNV BIWVEL

Skin shedding, Skin shedding,
video performance  video performance

Skin shedding was inspired by the formal evolution of the ancient
Greek Kouros. The so called “projection of the Kouros”, the slight
forward movement of the left leg, a result of the intellectual
evolution of Ancient Greek civilization, becomes in the work a
symbol for the course of civilization in general. AK. draws on a
moment in time that was a landmark in the development of
human thought and expression in order to ponder the present.
The title of the work was inspired by the biological term exuvia
used to describe the shedding of the skin, the cocoon, but also
carries the meaning of evolution and renewal. In the work, exuvia
carries this sense of change, representing the idea of transition-
ing from one place to another, of physical and intellectual progress.
Change is put forward as a process of identity formation. Skin
shedding opens up questions without offering answers; it follows
the logic of works of art that rather than providing immediate
knowledge penetrate the perceptual experience of the person
experiencing them.
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Topia Kavakn
Sophia Kanaki

To Oeppoknnio gival éva €pyo ev NPoddw. LTn OUYKEKPLPEVN TOU
ekboxn nou napouaotdletal bW anoteAeitat ano pia oelpd pwtoypapies
Kal éva ‘Cwvtavé’ yAuntd, pépn 6Aa tou (blou apxeiou, oto onoio
Kataypd@etal Kal anotunwvetal n agvan evaAdayn {wng kat
Bavatou. O1 pwtoypapieg kataypd@ouv nelpdpata nou
npaypatonomBnkav oto Mnevakelo dutonabBoAoyikd Ivotitouto
Kal anotunwvouv To E0WTEPIKS evdg Beppoknniou tnv dpa nou
VUXTQVEL eV avapouy atya otyd ta pwta. Méoa otov epyactnplako
autév xwpo enkpatel n avtiBetn and tnv npaypatikin ouvBnkn
otnv evaAdayn ewtédg kal okotadlol. Ot puwtoypapieg wG oTyHES
avtinapatiBeval Pe tnv xpovikh pon NG {wng Twv GUTWV Nou
anotunwvouv. To oTpwpa YAUNTd QEPEL TG PVAREG TNG (WG Tou
Katéxou Tou, elval éva avukelyevo-apxeio nou vonpatodoteital
€ava pe tnv petaAAayn tou oe {wvtavd apxeio dyplwv QUTOV.
Méoa tou petagutedovtal didpopa €idn AouAoudiwy, {wvtavol
opyaviopoi nou dlaypdgouv tnv SIKA TOug PUOIKA nopeia. Eva
¢pyo napadopévo pe TNV oelpd Tou OTNV Kataotpo®n nou Ba
anopefvel pOvo wg apxelo, OTIG PWTOYPAPIEG Kal TN PVAPN Twv
Beatwv tou. To apxelo wg pvhpn, n peAétn autou kat n katavonon
tou bev Ba anoteAéoel pévo T owtnpia Tou NoAtiopgoy aAld kat
n vikn anévavu otnv alovia Anen, tov Bdvaro.

Oeppoknnio, 2016, otpwpa Unvou,
KaAALEpyELa ayptoxoptwy, HlaoTdoelg
petaBAntég

Greenhouse is a work in progress. In its present version it is
composed of a series of photographs and a ‘living” sculpture,
parts of an archive recording the perpetual alternation of life
and death. The photographs capture experiments that were
conducted in the Benakio Institute of Phytopathology and are
shot inside a greenhouse at the time of the day when night falls
and electrical lights gradually come on. This laboratory space is
marked by this alternation between light and darkness that is
antithetical to the real circumstances of outside space. The
photographs are juxtaposed in accordance with the flow of life
of the plants that they depict. The mattress-sculpture carries
the memories of the life of its owner; it is an archive-object that
is re-conceptualized through its transformation into a living
archive of wild plants. The mattress acts as a host for a variety
of flowers that are replanted in it, living organisms that follow
their own natural course. Greenhouse is a work that in turn offers
itself up to its eventual destruction; it will remain in the form of
an archive only, recorded in photographs and in the memory of
its public. The archive as memory, its study and comprehension
will not only bring about the salvation of civilization but will also
result in a victory over death’s eternal oblivion.

Greenhouse, 2016, mattress, weed
culture, dimensions variable

Anpntpng Katooubag
Dimitris Katsoudas

To épyo tou AK. Biyet éva kaiplo Kovwvikd eavdpevo: Tnv anwAela
NG oikiag. AnoteAeital and éva KIBWTIO pe Kandkl, pla Bnkn nou
ouvodeUetal and oxédla nou napouatddouy tnv dladikaoia ene€epyaaiag
g 16éag kal pla BivteonpoPoAn nou enegnyel tn Aettoupyia tng
Bnkng. Me Npwtn UAN ta xaptévia cuokeuaoiag o lKaoTiKdG
enbIKeL va oploel Tov eAdxioto avBpwnivo xwpo enBiwong,
kataokeualovtag éva €{60¢ eUKOAA PETAPEPOLIHOU UNVOOAKOU-
Kataguylou yla tov avéatio noAitn. Evdd n xaptovévia Kataokeun
tou A. K gival oxed6v tautdonpn poppoAoyikd e to pvnpeio tou
Ayvwotou Ltpauwtn oto Zuvtaypa, éva Kevotaglo Kal pid KevAn
KAIVN MPOG TIPA TwV apavwv NEGOVIWY 0ToUG NOAEHOUG, AEITOUPYE(
EVVOLOAOYIKA avTIoTpOPwS avdioya pe autd, wg To EIPWVIKO
1oodUvapd tou. Katw and tnv nAatela, oe pikpn andéotacn and
autd, aMd kat oe dekadeg onpeia tg n6ANg, avBpwnot {ouv o
xaptékouta. T6oo otn péppa, 600 Kal 0TO NEPLEXOHEVO TO XAPTOKOUTO
anoteAg( yia tov elkaotikd To dpapatikéd avrpvnpeio piag otopiag
nou ypdgetal avenionya oto napov.

Temples inland/outcast, Temples inland/outcast,
2012, eykatdotaon, dactdoelg 2012, installation, dimensions
petaBAntég variable

The work of D.K. broaches a timely social phenomenon: the loss
of home. It consists of a box with a separate top, a pocket com-
plete with a set of drawings illustrating how the idea was elabo-
rated, and a video-projection that further explains the operation
of the pocket. Using cardboard packaging boxes as his basic
material the artist sets out to define the smallest possible space
that humans can survive in. He constructs a type of sleeping-bag/
shelter for the homeless that is easy to carry around. Formally,
the work is tantamount to the Tomb of the Unknown Soldier on
Syntagma Square, a cenotaph in honour of the unsung heroes
and unidentified soldiers killed at war. Conceptually however the
work operates in exactly the opposite way, as the monument’s
ironic counterpart: In close proximity to it underneath the square,
but also in dozens of other areas scattered around the city,
people live in cardboard boxes. The box, both in terms of form
and content, becomes for the artist the tragic counter-monument
to a history that is unofficially being written in the present tense.
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Visages effacés, 2013, ektinwon inject o€ apxelako6
xapti, 100 x 60 ek. Mg tnv guyevikn Napaxwpnon
twv Kalfayan Galleries, ABrva-Ogooalovikn

Visages effacés, 2013, Inject print on archival paper,
100 x 60 cm, Courtesy of Kalfayan Galleries,
Athens - Thessaloniki

Mapia Aoididou
Maria Loizidou

Ta Visages effacés eival pikpd xdptiva avBpwnopopea yAuntd.
H M.A. xpnolponolel nepitexva ato €pyo tng Ty avBpwnivn Hopepn
yla va ekppAacel Toug otoxaopous Tng Navw oe navavepwniveg
€VVOLEG. 2T0 NPpWTOo YAUNTY, vy avayvwpidetat n avBpwnivn Hopen,
anouotddouv ta blaitepa xapakInplotiké énwg ta pata, n pdtn
Kat ta xefAn. o SeUtepo Ta xapakTnPLOTIKA TOU MPOCWNOU UNAPXOWY,
anoktolv Opws neploodtepo oupBoAkd xapakthpa. H kataokeun
Toug Bupidel apxaloAoyikd eupnpata: To éva napouctadetal wg
npOoTopN kat to dAAo wg ayyelo kabnpepvag xpnong. Ot avtiBéoelg
avdpeoa otnv SopN TOUG Kal 0NV €IKGVA TOUG dNwG avapeoa oto
€UBpauoTo TNG UANG TOUG Kal 0To oTePed TNG avanapdotaong eivat
éva nawxvidt avapeoa oto qatveoBal kal oto eival Ta yAunta wg
AVTIKElpeVa péoa anod TNy wIoypaPiki ToOUG avanapaotacn xavouv
TNV 1616TNTA ToUG WG £pya xwpou. Tautéxpova Opwe péoa and
NV QWTOYPAPIKA TOUG Kataypapn anoktolv pvnpeiakédtnta. H
ouvépyELa apxatoAoyiag kat ouyxpovng TExvNG opidel TNV PIAOCOPIKN
OKEWN KAl TNV EIKACTIKA 6pAon NG €KACTIKOU.

Visages effacés are small anthropomorphic sculptures made out
of paper. In her work, M.L. intricately draws on the human form
in order to contemplate notions that are pananthropic. In the
first sculpture, while the human figure is clearly identifiable,
features of the face such as the eyes, nose and lips are missing.
In the second, these features do exist but they acquire a sym-
bolic character. Their construction is reminiscent of archaeo-
logical finds: the one is presented as a bust and the other as an
everyday use vessel. The contradictions between structure and
image, between the frailty of the material and the solidity of
representation become a game between being and seeming. As
objects and through their photographic representation these
sculptures lose their property as works in space. At the same
time though, through this photographic recording they acquire
a sense of monumentality. The synergy between archaeology
and contemporary art is what defines the philosophical thought
and artistic practice of the artist.

Aéonowva MeipapoyAou
Despina Meimaroglou

To €pyo tng A.M. Bacietal otig £vvoleg TNG UNap&ng, TG anwAELAg,
TNG PVARNG Kal TNG avacUvBeong tng lotopiag. H avakataokeun
Tou napadeioou eival éva €pyo ev Npoddw Kal ouvdEeTal pe Ty
natdikn tng nAikia atnv ndéAn EA Mivia tng Atydntou. To dlapépiopa
Mou N OIKOYEVELG TNG KatolkoUoe ekelva ta xpovia anoktd tov
oupBoAIKS xapakthpa tou napadeioou. Eival o npoownikdg tng
e16UAALakdG Ténog, o Ténog nou Ba Eavayupioel n Yuxn tng, 16€a
nou nepiéxetat otnv niotn twv apxaiwy Atyuntiwv yla ty petabavdaua
{wn. Zta tagika toug €Bpa ouykataAeyétav n evandBeon, pad
HE Ktepiopata kat Npoo@opeg, EUAIVWY N MAAVWY OHOLWHATWY
oniv wg e£aodAon tng napousiag tou vekpou otnv petabavatia
{wn. Méoa and tnv dladikacia napaywyng tou €pyou N EIKAOTIKOG
ENIXeLPE( va avaouvBéael To 0UVOAO TNG APXIKAG TNG UVAUNG WOTE
va dnploupynoel autdv tov vEo TOMo, TNV NPOCWIKA TNG EKSOXN
tou napadeioou. H apxikin pvipn Opwg €xel KATakePUATIOTEL. AUTEG
TIG ANoonaocpatikég pVAEG, nou Bpiokovtal ouxvé avapeoa otnv
(pavtacia kat oTnNv NpaypatikéTNta avakatackeuddel 0To €pyo TNG.
Ytnv npoondBela ouykpdTnNong Tou NnapeABdVTog KataAutiké podAo
€xeL n oupBoAn Tou kaBnynth Wael Sabour o onofog petatpénetat
«0Ta pdtia» g yivetat SnAadn o 10TopikdG TEKUNPLWTAG TNG PVAKNG
NG elkaotikol. H A. M tov kaBobnyel kal autdg anotunwvel Ty
Xaproypdenon tou VEou TéMnou.

H avakataokeun tou napadeioou, 1995 - épyo ev
npo6éw, eykatdotaon, Siaotdoelg peTaBAnTEG

The Reconstruction of Paradise, 1995-work in
progress, installation, dimensions variable

The work of D.M. draws on notions of existence, loss, memory
and the reconstruction of history. The Reconstruction of Paradise
is a work in progress that is associated with a period in the
artist’s life spent in El Minya, Egypt. The apartment the family
used to live in becomes in the work a symbolic paradise. It is the
artist's personal space, an idyllic place, and at the same time,
the place where her soul will return to, an idea that forms part
of the ancient Egyptians’ faith in the afterlife. In their burying
rituals, along with offerings and gifts to accompany the dead, it
was common for the ancient Egyptians to also place wooden or
ceramic effigies of homes in the graves, in order to secure the
presence of the dead in the afterlife. Through the process of the
work’s production the artist attempts to recompose her original
memory in order to create this novel place, her personal version
of paradise. And yet, this original memory is shattered. What she
ends up recomposing in the work are the fragmented memories
that often oscillate between fantasy and reality. In her effort to
constitute the past, the input and contributions of professor Wael
Sampur were paramount: The professor assumed the role of the
historical validator, becoming “the eyes” of the artist. D.M. guides
him and he maps out this novel place.
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Mavvng MixanAidng
Yiannis Michailidis

O I'M &énpioupyei éva BiBAlo pvnpovikwv toniwv. Ot pvApES Tou
and tov yevéBALo téno, tn ZkiGBo, kataypdpovial {wypapikd oe
bUo evotnteg. Kabe evétnta anoteAeital and dwdeka GUAAa
xwplopéva o buo oeAibeg. Kébe pUAAo eival éva tonfo. to epddtnpa
Tt glval gvnpn, n andvinon tou kataypdgetal otn dladikacia
napaywyng tou BiBAlou. H évvola tng pvApng Kat TNG anwAelag
Tautidovtal Ztnv evétnta «Xnpddia avegitnAa otnv Gupo» To apXxiko
owpa g pvipng napaAAnAidetat pe tv appo. Ot ypdgpetal otnv
appo opnvetat. Onwg n pvipn €T0L kat N AUPOG GV EXEL CUYKEKPIPEVN
apxn Kal téAog, Ta 6pla xdvovtal oto dnetpo. Ttnv evétnta «Znpddla
ave&ftnAa oto xapti» To Aeukd Kuplapxel wg oUpBoAo tou KevoU
nou napatnpeitat otnv nopefa Kataypa®ng tng NPOCWIKAG Hag
PVARNG. ZTIG AEUKEG 0eA(bEC KAvouv TNV eppAavion toug diéonapta
XPWHATIKEG ONPEIWDOELG, WG onpddla péoa otn BdAaocoa tng
Anopoouvng. O I'M pe autdv Tov Tpono NepLypAPEL EIKAOTIKA TV
«and pvApng» Aettoupyia, To NG ol pvApeg avadlovtal and to
nouBeva.

Xnpabia avegitnAa otnv dppo kat Inudbia ave€itnAa oto xapti,
2016, akpuAiké o€ xapti, 160x 80 k. (Aentopépela)

Marks indelible on sand and Marks indelible on paper,
2016, acrylics on paper, 160 x 80 cm (detail)

Y.M. creates a book of mnemonic landscapes. His memories from
the island of Skiathos where he was born are recorded on a
series of painting works divided in two units. Each unit is com-
posed of twelve sheets of paper divided in two pages. Each sheet
is a landscape. In the question of what life is, his answer is re-
corded in the process of the book’s creation. The notion of
memory is tantamount to the idea of loss. In the group titled
“Permanent Marks on the Sand” a parallel is drawn between the
original body of memory and sand. Similarly to memory, sand
has neither set beginning nor end, its boundaries extending to
infinity. In the “Permanent Marks on Paper” group white prevails
as a symbol of the void that is identified in the course of record-
ing our personal memory. Colourful notes that seem like signs
in a sea of oblivion make scattered appearances on the white
pages; in this way Y.M. describes this “from memory” operation,
the way that memories creep up out of nowhere.

Bikn Mnétoou
Vicky Betsou

H apyn pnxavikn kivnon tng kdpepag oapwvel éva dwpdatio ypapeiou
Kal Ta avtikeipeva péoa oe autd. Ta avtkeipeva, wg oUpBoAa kat
VONpAaTa Tou Katolkelv tng kabnpepivig (wng, aviikatontp{louv
otolxeia tng npoownikdtnNtag tou katoikou. To dwpdtio eivat o
XWPOG SpAang Tou, 0 XWPOG TNG AVIIKEIEVIKAG TOU NPAYHATIKOTNTAG.
Tov pOAO TWV PATIWV- WG «HINXAVES TOU XpOVOU» ONWG Ta ovopadel
0 MapaoéA Mpouot- tov avaAapPBavel n kapepa. To neptBaiiov
eUNEPLEXEL Ta {xvn TG avBpwnivng {wng. H elkaotikég péoa and
TNV Kataypagn, pla npoondBela olkelonoinong Tou Xxwpou, opidel
ToV €QUTO TNG. To SWHATIO WG XWPOG avapopag npoadlopidet tn
oxéon avapeoa otov andvta KEtolko kal otov oapwth/Beath. To
va Selg Tov eautd oou onpaivel va tov Ol oe oxéan e Tov AAAOV.
YoV KOOHO TWV avIKelpévwy Tou dwpatiou eivat epgpaving n
avBpwnivn anouaia. To épyo kaBopiletal and tnv anwAela. Eivat
éva npoownikd pvnpeio BUpnong.

Ténot - oGpwon5: to téAog tou ouyypapéa, 2011,
Bivteoeykatdotaon, bidpketa 18 Aentd

Topoi - scan space 5: the end of the writer, 2011.
video installation, no sound, duration 18 min

The slow mechanic movement of the camera scans an office
space and the objects inside it. These objects, as symbols and
sings of everyday dwelling reflect elements of the occupant’s
personality. The room is its space of action, the space of its
objective reality. The camera assumes the role of the eyes, “the
machinery of memory” in the words of Marcel Proust. The sur-
rounding space bears the traces of human life. Through this
recording, an effort to appropriate the space, the artist defines
herself. The room, as a space of reference defines the relation-
ship between the missing occupant and the scanner / viewer. To
see oneself means to see oneself in relation to another. In the
world of this room’s objects the human absence is conspicuous.
The work is defined by loss. It is a personal monument to mem-
ory.
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dwteivn Manaxatdn
Photini Papahatzi

To Home eival éva ontikd npepoAdylo, pe apxela, pwtoypapleg,
Bivteo, ouvevteUEELG, NPOowWIKA Kat GAAQ aVTIKEIPEVA KAl ONHELWTELS,
10 onoio neptypdgel to tagdl tng ®.M. otnv avaldtnon tng
OlKOYEVELAKNG TNG loTopiag. Mapouaiadet tnv nopela npog v
avakaAuyn tou onitioy NG ylaytag tng otnv néAn Burdur (apxaio
MoAudwplo) otnv votiodutikn Toupkia. H elkaotikdg xvnAatel tn
Sladpopn NG avaykaotikng PETavAoTeUoNS TG ylayldg g To
1922 ané to Burdur otn Zpdpvn. Eival éva «self reflective» épyo,
o6nw¢ to anokaAel n {6ia, pla evbookénnon tou eautol TG Kat
Twv Notelw NG Méoa and tig pwrtoypadieg tng avanAdbel tig
OIKOYEVELAKEG PVAPEG SNUIOUPYWVTAG TNV SIKA PvApN. Zavaypagel
v lotopia péoa and t Sikn tng ontikn. To tpalpa tou napeABovtog
yivetal n agpetnpia yia va piAnoel yia to napév kabwg n petavaoteuon
ouvexiCel va anoteAel kaBnpepivh Biain ouvBhkn. Ot pwtoypapieg
g Eavd dopouv kat opidouv Tov xapévo téno.

Home, 2015-2016, eykatdotaon,
Slaotdoelg petapAntég

Home, 2015-2016, installation,
dimensions variable

Home is a visual diary. Through archives, photographs, video,
interviews, objects — including personal ones — and notes, it il-
lustrates PP’s travels in search of her family history. Presenting
the artist’s route towards the discovery of her grandmother’s
house in the town of Burdur (the ancient city of Polydorio) in
southwest Turkey, the work also traces the route of her grand-
mother’s obligatory immigration to Izmir in 1922. A “self-reflec-
tive” work, in the words of the artist, Home is an introspection
into her beliefs and her own self. Family memories are recre-
ated through photographs and PP. shapes her own memory along
the way. These photographs restructure and determine this lost
place while history is rewritten through the artist's perspective.
At the same time, the trauma of the past becomes a stimulus
to talk about the present as immigration continues to be an
everyday violent condition.

To pévov tng {wng pou tageibiov,
2015, petaAAiké yAuntd

The only trip of my life,
2015, metal sculpture

dwtng Pagpténouiog
Fotis Raftopoulos

O @.P. baveidetal tov titho tou épyou Tou and to opdttAo dinynua
Tou lewpyiou Bidunvou, nou neplypdgel tig Sinynaoelg evég nannou
oTov €yyovd TOU yid TIG NEPINETELEG TNG {WNG TOU €wg GTou
anokaAu@Be( étL Atav 6Aeg pavtaotikés. O nannoug dev eixe noté
npaypatonolnoel kavéva tag{dt. To povadikd tng {wng tou tagidt
elval npog v alwvidtnta péow tou Bavdtou tou. To PETAAAIKS
yAunté tou @.P. avanaplotd éva pikpd opoiwpa kablotol avBpwnou
otnv dkpn €vag aTUAoU o onoiog kataAnyet otn Baon tou yAuntou.
H Baon anoteAeftal and dVo nédiha xapifovtdg tou e autov tov
péno kwvntikdTnta. MNa tov @. P n anwAela onpatodotel pla
avaykaotikn Petakivnon and tnv apxikn Béon.

The work of F.R. borrows its title from the Georgios Viziinos
famous short novel of the same title. The novel describes the
story of a grandfather narrating his life’s adventures to his grand-
son up until the point when it is revealed his stories were all
made up. The grandfather hadn't travelled at all in his life. His
only journey was that towards eternity through his death. FR.'s
metal sculpture represents a small effigy of a man seated on
the end of a pole which extends down to the work’s stand; a
stand, which is constructed from two skis referencing mobility.
For FR, loss signals a compulsory movement away from the
original position.
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KopiAAog Zappng
Kyrillos Sarris

H AdUvatn tonioypagpia wg pia evvoloAoyikn tonoypagpia, apopd
TOV Katexdpevo téno, to kdotpo tou Aylou IAapiwva h tou An
Napkou otnv enapxia Kepuvelag otnv Kunpo. Ltnv eykatdotaon
napoucladetal apxelakd UALKG TNG OIKOYEVELAQG TOU KAAALTEXVN, TO
onofo eUNAOUT{OTNKE PE TO OXETIKO UAIKG and To apxelo tou
apxatoAoyikoU Mouaeiou tng Aeukwoaiag. To épyo anoteAeitat and
4 enitoixia épya Kat tig avtiotoixeg npobnkeg. H aphiynon Eekiva
0T0 NPWTO TETPAMTUX0-ENLTOIXIO HE TIG OKAVAPIOHEVES PWTOYPAPIES
TNG OlKOYEvELaG and tnv teAeutaia ekdpopn tng atov “Aylo IAapiwva
To 1963 kat oAokAnpwvetal He v napdbeon apxelakoy UAIKOU
g Mewypapikng Ynnpeoiag tng Kdnpou nou anelkovilel Tov ev
A6yo téno npwv kataktnBel and tov toupkikd otpatd. H AdUvatn
Tonoypagia eival n noAttikn Béon tou K.X. anévavtl otnv lotopia.
H pvnpovikn enmBupia eppavidetal kat dpaotnplonoleftal otig
OTYHEG TNG €0xatng anelAng, ypdget o B. H. D. Buchloh. O K.Z.
péoa and to €pyo Tou petatonidel tov «Beath» and pia aiobntikn
o€ pia dlavontikh epnetpia.

AbUvarn tonioypapia, 1964 -£pyo ev npoddw,
€ykatdotaon

Impossible Landscape, 1964 -work in progress,
installation

As a conceptual landscape, Impossible Landscape is about the
occupied space, the castle of Saint Hilarion or Saint Larkos in
the Kyrenia vicinity of Cyprus. The installation brings together
archival material belonging to the artist’s family, enriched with
relevant material from the archive of the Nicosia Archaeological
Museum. The work consists of four wall based pieces and their
display cases. The narrative starts at the first piece, which con-
sists of four parts, with the scanned photographs of the family
from their last excursion to Saint Hilarion in 1963 and concludes
with the juxtaposition of archival material from the Geograhical
Service of Cyprus depicting the area before it was occupied by
the Turkish army. Impossible Landscape presents K.S.'s political
stance towards History. “Mnemonic desire,” according to B. H. D.
Buchloh, “is activated especially in those moments of extreme
duress”. Through his work, K.S. shifts the experience of the “view-
er” from an aesthetic to a conceptual one.

Topia Xipakn
Sofia Simaki

«Méoa ané to xadt oplobeteital to owpa. Zwypapidw pe NoAy
HIKPEG KIvNOoELG. Agv {wypapilw kottdlovtag. Maw YynAagplotd.
You pépvw kaBe popd Atya AouAoubdia. Afya n kat éva. Mévo yia
va enavardBw TG TAnEWVEG KIVACELG TWV XEPLWV.

Kal Uotepa ota nédia. Popw ta nanouvtola cou, To NEApA Hou
epdntetal oto anotdnwpa tou dikou oou néApatog. Otav ouvavtiépactay
Kal xwpilape, oe napakoAouBoloa va pnepdeveoal kal va xaveoal
010 BOpUPBO TWV KEVIPIKWY SpOHWY Kal TO PIKPO, KOPTO Kal OBEATO
oou Brpa pilotoe. Nopidw nwg éAeye “xopelw”»

To keipevo nou éypaye n KaAAtéxvng unoypappilel pe épgpaon to
€pyo. H eykatdotaon «AleuBEtnon oto xwpo» elval éva Blwpatikd
¢pyo. Exkppadel eikaotikd ta blaitepa éviova ouvaiobnpata nou
npokdAeoe atn dnploupyd N AnwAELa Tou natépa tne. Ta aviikeipeva
entteAolv pla Asttoupyia pvapng. Ot dwypaglég pa Kuplwg ta
nanoutola, wg aywyol tou xpdvou, anoktolv pdAo dlapecoAaBnth
avapeoa otny EIKAoTIKG Kal otov natépa. H enagn tng pe ta UAkd
elval o tpénog va kpatnoel {wvtavh v Bupnon Tou.

AieuBétnon oto xwpo, 2016, o€lpd {wypadikwv £pywv Kat Bivieo
Hiag xopoypagpiag pe ta nanoltold tou natépa pou, eykatdotaon

Arrangement in space, 2016, image-draft for an installation
in two parts, series of painitngs and video of a choreography
including my father’s shoes.

“The body is marked out through touch. | paint in the slightest of
movements. | don't paint through looking. | paint through touch,
through feeling for something. Each time | bring you some flowers;
justa few or even one. Only so | can repeat the modest movements
of the hands. And then the feet. | put your shoes on. My foot
touches the trace left by your own. When we met, and when we
said goodbye and went our separate ways, | used to watch you
get tangled and then lost in the noisy streets of the centre, and
your short, sharp and swift step was speaking. “I'm dancing” is
what | think it said.” The text written by the artist emphatically
underlines the work. The installation Arrangement in space is an
experiential work. It expresses in the form of a work of art the
particularly intense feelings triggered in the artist by the loss of
her father. Objects perform a function of memory. The paintings,
but mostly the shoes, as vehicles of time assume the role of the
mediator between the artist and the father. Her contact with
materials is the way to keep alive his memory alive.
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Eva Itepavin
Eva Stefani

To Kouti apxiCet pe pia nAiklwpévn yuvaika va avaotevddel kal va
povoAoyel étl efval o avandeeuktog xelpwvag tng {wng tg. H
ylayld Kive{tal oto xwpo apyd kal o Beatig éxel tnv eukapia va
avakaAUYeL Tov pPiKpokoopo tg. MeAetd éva BiAio ekpdbnong
NG YaAAIKAG YAwaooag, Ty onoia Kanote yvwplde kaAd arAd ot
YVWOELG TNG é0Bnoav Pe To népacpia tou xpévou. Tng elvat SUokoAo
enfong va d1aBadel, o puaAo tng kat ta pdua g dev tnv BonBolv
Bewpel avonto and pépoug tng va e€akoAouBeil tnv npoondabela.
H pévn tng napéa kat n povn tng enikovwvia Pe tov KGopo eival
n tnAedpaon tng. Ayand tov véo napouctaotn e19Ncewy, Ta Adyla
Tou TNV payvntiouv kat KoAAG to npbéownd tng otnv 0Boévn. Tov
avtietwnilel oav va Atav ouykAatolkog tng, eAog tg. O Nikog
(XatZnvikoAdou) bev efval nia o didonyog napouotactng aAAd o
61k6¢ tng Nikog. To Kouti eival évag ouAdoylopdg, o Hopen
Hikpoypapiag, ndvw otnv avandé@euktn avBpwnivn Bopd, oto
ynpag.

The Box, 2004, éyxpwpo Bivteo,
Sidpkela 11 Aentd

The Box, 2004, video-instal-
lation, duration 11 min

The Box begins with an old lady sighing, saying to herself this is
the inevitable winter of her life. She moves about the space
slowly, giving the viewer the opportunity to discover her micro-
cosm. She is studying a French language book, a language she
used to know well — a knowledge that has nevertheless been lost
over time. She finds it hard to read, neither her mind nor her eyes
are of much service anymore and she thinks it's silly to keep
trying. Her only company and only communication with the out-
side world is her television. She loves the young news presenter.
She finds his words mesmerizing and nears her face to the screen.
She treats him like he was her roommate, like a friend. Nikos
(Hatzinikolaou) is no longer the famous presenter but her own
Nikos. The Box is a reflection, in the form of a micrograph, on
the inevitable human degeneration, old age.

Nikog Tpavég
Nikos Tranos

To Bivteo 40 pépeg - 40 vixteg napouotalel pia SINAA npoownoypapia.
MpoBAAel to NPdOWNO TOU EIKACTIKOU HE TNV KOWWVIKA TOU
TAUTOTNTa WG Avdpa nNaparAnAa pe tnv PETAPOPPWOon ToU O
yuvaika. Efvat pia ougintnon tou eikaotikol npdowno pe npdowno
e TG dUo NAgUpEG Tou eautou Tou, pla enikovwvia avépeoa otnv
apoevikn Kal otnv BnAukn tou nAeupd. O unap&lakog aywvag
epnepiéxet yua tov N.T. duokoAia kat névo. Ot npoownoypapieg
npopdAdovtal Aunnpéveg pe Sdkpua va KUAoUv ota PayouAd toug
Ka®' 6An tn bidpkela tng NpoPoAng. Xto Bivieo o xpbvog kataypdpetat
péoa and TG aAAay£g 0To NPOowWNo TOU EIKAOTIKOU- Ta Yévia Tou
peyaAvouv otadlakd. O xpdvog tovidetal kat oTov TITAo Tou €pyou.
40 pépeg kat 40 vuxteg xpelddovtal katd tn Adikn napddoon va
napéABouv and tn yévvnon evog pwpol €wg dTou NapouctaoTel
otov kbopo, 6nwg eniong Kat yla va Bpel Petd tov Bdavato, n Puxn
Tnv B€on tng, €ite otov Napadeloo eite otnv k6Aaon.

40 pépeg - 40 vixteg, 2006,
Bivteo xwpig fxo, didpkela 3:30 Aentd

40 days - 40 nights, 2006,
silent video, duration 3:30 min

The video 40 days - 40 nights presents a double portrait: the face
of the artist with his social identity as a man, and at the same
time, his metamorphosis into a woman. It's a face-to-face con-
versation of the artist with the two sides of himself, a commu-
nication between his male and female side. It's an existential
struggle that is painful and difficult. The faces in the portraits
appear to be sad, with tears running down their eyes throughout
the duration of the projection. In the video, time is recorded
through the changes on the artist’s face — his beard in particu-
lar, which naturally grows over time. The work’s title further
emphasizes the notion of time. According to folk tradition a
period of 40 days and 40 nights is the right amount of time
after a baby’s birth, before it can be presented to the world and
also the right amount of time after one’s death for the soul to
find its resting place, either in heaven or in hell.
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Navog XapaAapnoug
Panos Charalambous

0 Mavog XapaAdpnoug unipge o £10NYNTAG KLag veéag Tonoypapiag
otnv EAAGSa. Lto AQUIS SUBMERSUS, pépog plag peyaAdtepng
opWVUPNG gykatdotaong, éva kaoetdépwvo pe pnatapia naidel
péoa oe pla Aekdvn nou eninAéel. Méoa oto épyo napouacidlovtal
unoddpla ta Ploypagika otoixeia tou dSnploupyol. 1o €pyo KUpLapxel
T0 UYPO OToIXE{0 WG avapopd otov yevéBAIO avavtikatdotato
Téno, TNV Neploxn tng ApPBpakiag nou katéxel ovroAoyikn onpasia
0TNn OUYKPOTNON TOU £IKAoTIKOU. To €pyo anoteAel pia tonoypagpia-
Bloypaopia. H kaotta, eetix plag oAdkANpNg vevidg, eivat to péco
TNG KATaypa@ng Tou NXNTIKoU NMOAITIop0oU Nou péoa tou peydAwoe
Kal yaAouxnBnke o (610¢. Tautdxpova, To €pyo KatadelkvUel TNV
HETAAAagN Tou Tpdnou kataypa®ng kal npécAnYng tng NpaypatikétnTag.
Y10 £pY0 EUNEPIEXETAL PLA KATAOTPOPN, HLa AnWAELT, TO TEAOG ToU
HEOOU GNWG Kal Tou fMxou, {xvn kal ta 6uo evog NEPAcHEVOU NOAITIGHOU.
MEeTa tnv Kataotpo®n o kaAAtéxvng dlaowdel Tov KOOHO TOU.

P. C.introduced a new genre of landscape in Greece. In AQUIS
SUBMERSUS, which is part of a larger installation of the same
title, a battery operated tape-recorder plays inside a floating
bucket. The work is infused with elements of the artist’s biog-
raphy. The prevailing liquid element references the original ir-
replaceable place, the area of Amvrakia, which carries an onto-
logical significance for the formation of the artist’s identity. The
tape — a fetish of a whole generation — becomes the means of
recording the “sound” culture of the era that he grew up in, the
culture that fostered him. At the same time, the work demon-
strates the change in the ways of recording and perceiving real-
ity. The work entails a disaster, a loss, the end of medium as well
as sound, both traces of a past culture. In the aftermath of this
disaster the artist salvages his world.

AQUIS SUBMERSUS, 2011,
Bwteogykatdotaon pe fhxo

AQUIS SUBMERSUS, 2011,
video-installation with sound

NMwpyog XapPaAiag
George Harvalias

To MapdAneupeg anwAeieg-naibiké kapdtot NepIndrou anoteAel tnv
HETAYPA®n TNG TPAYIKAG NPAyHATiKOTNTAG TOU NOAEHOU OE EIKAOTIKG
¢pyo. Ta teAeutaia xpovia ol BepeAldelg apxég tou diebvolg
Sikaiou nou apopolv T dlefaywyn twv noAépwv napapialovral
EOKEPHEVA NG TOUG EPNAEKOHEVOUG (OOTE va NpoKaAolv Tn peyaAldtepn
duvatn kataotpo@n. Ot NApAnAEUPES ANWAELEG TV OUYXPOVWV
NOAEUWY eVIEVOUV TN PPIKN TWV ANOTEAEOPATWY TOUG Kal CUVTEAOUV
otnv Kuplapxia tou dlapkoug aloBnpatog tng avacpdAelag. H
avapopd ™ UNICEF étt nepinou 230 exatoppipla natdla {ouv
0€ XWPEG Kal NEPLOXEG Bnou paivovtal EvonAeg ouykpoUoelg elval
0 QPIKTOG anoAoylopds tng olyxpovng Npaypatikétntag. Xe pia
Kolvwvia nou xapaktnpiletal and tnv kuplapxia g eikdvag, To
€pyo Aettoupyel oav pia elkdva-avanapaotaon twy Napanieupwy
anwAelwv. To naidikd kapdtot oav cUPPBOAO Twv adUvapwy Apaxwy
Bupdtwy, naipvel undéotaon wg KPITIKO EIKACTIKG OXOALO TOU KAAATEXVN
Kal Aettoupyel wg epaAtiplo yia va apxioel o npoBANpATIoNOG Kat
0 0TOXaopOG yia to avBpwnivo PETPO Kal To vonpd Tou oTov
onpepvo KAoWo.

Collateral losses - children’s stroller is the transcription of the
tragic reality of war into a work of art. In recent years the foun-
dational principles of international law regarding the execution
of wars are being intentionally violated by the parties involved
in order to inflict the greatest damage possible. The collateral
losses of contemporary warfare intensify the horror of its results
and contribute to the reign of constant insecurity. UNICEF's
report that approximately 230 million children live in countries
or regions affected by armed conflict is the horrific toll of con-
temporary reality. In a society that is characterized by the dom-
inance of the image, the work operates as an image-represen-
tation of these collateral losses. The children’s stroller as a
symbol of the powerless, non-combatant victims becomes the
artist’s critical comment in the form of an artwork. As such, it
operates as a springboard to reflection and contemplation on
human measure and its meaning in today’s world.

MapdnAeupeg anwAeies - naibiké kapdtot nepindrou,
Kapotol perego, yoyog, ypapitng, Siaotdoeig 1:1
(Muntikd unoBonBolpevo avtikelpevo)

Collateral losses - children’s stroller,
perego pram, plaster, graphite, dimensions 1:1
(Sculpturally assisted object)
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NMwpyog XatdnpixaAng
George Hadjimichalis

H eykatdotaon tou NX. anoteAeital and pia npoownoypapia nou
Unpoota tng tonoBeteital kal napouatddetal o TNAEPwVIKOG KatdAoyog
NG Npwtevouoag tng Appeviag MepeBdv. To 2014 néBave oe nAkia
106 xpovwv n teAeutala enighoaca NG NPWING yevoktoviag tou
200u awwva, n Appévicoa OBoavva Kaiouotiav. O Aykén, o onoiog
anelkoviletal otnv npoownoypag{a, pnopel va ntav natépag tng,
adeA@dg tng N Belog g, nou xabnke ekeivov tov AnpiAlo tou
1915, 6vtag évag avapeoa otoug 1,5 ekatoppuplo vekpous. O
{wypdpog anodidel Ta xapakINPLOTIKA TOU NPOCWNOU HE ANAEG
Kat yphyopeg YpappES, xwplg Aentopépeteg. Ol ypappég tou apkouvtal
ota {xvn evog Npoownou, Kabws 6w To UNOKe{pevo Asttoupyel
w¢ oupPatikn napdotaon tou ouvéAou. O TNAEPWVIKOG KaTaAoyog
OUPBOA[Zel T Alota twv avBpwnwy nou xdbnkav aAAd otnv
npaypatikétnta avaypdeel Toug en{wveg, ToUG CUVEXIOTEG TNG
{wng atnv Appevia. O elkaotikég PEow TG yevokToviag twv Appeviwy
HIAG yia tnv lotopia anwAelag tng SIKAG Tou otkoyévelag, Bupa
NG MIKPAoIatikng KataoTtpopng.

G.H.'s installation consists of a portrait and a telephone book of
the capital city of Armenia, Yerevan placed in front of it. 2014
marked the death the 106 year old Armenian Ovsanna Kaloustian,
the last survivor of the first genocide of the 20th century. Agop,
who is depicted in the portrait and could have been her father,
brother or uncle, died in April of 1915 among another 1.5 million
people. The artist renders the face’s features in simple, quick
lines, without much detail. His lines settle for the traces of a
face, as in this case the subject operates as the conventional
representation of the whole. The telephone directory symbolizes
the list of people that lost their lives while in reality it is actu-
ally a record of the survivors, the ones who were left behind to
continue life in Armenia. Through the Armenian genocide the
artist speaks about the history of loss in his own family who
were victims of the Asia Minor catastrophe.

Aykén KaAouotidv, 2000-2015,
eykatdotaon,
Slaotdoelg petafAntég

Agop Kaloustian, 2000-2015,
installation,
dimensions variable

Untitled (curtain),
A6 o€ kappd,
210x140 ex.

Untitled (curtain),
oil on canvas,
210 x 140 cm

Zwn Xouvta
Zoe Hounta

H Z X kataypd@el peaAloTIka pla olkeia kat kaBnpepivi €1k6va, pia
KoupTtiva nou Kpépetal Pnpootd oe éva napabupo. H eCepedvnon
Twv opiwv avapeoa oe pla Plwpévn npaypatikdtnta kat th pavracia
elval to xapaktnplotikd yvwplopa tng {wypapikng tg. Metapépel
oTov KapBd Ty PUoTNELOSN NotdTNTa Twv avuKelpévwy. H anédoon
TWV AENTOPEPELDV ONUIOUPYEL éva apxelo XapakINPLOTIKWY Nou
6Aa pad opiCouv TNy TAUTATNTA TOU AVTIKEIPUEVOU, £6( TNG KoupTivag.
Ot Aentopépeleg opiouv TV €lkdva TNG NoU AELToupyel OpwWS wg
npdtuno. H apxetunikh 1&€a PeTouoliveTal oe avtike{pevo. Mvetal
0 EIKOVIKOG 0pLopOG TNG Evvolag Tng kouptivag. H kouptiva anoteAel
éva oUvopo, éva 6plo avdpeoa oe dUo xwpoug. MapdAio nou n
eldva n onoia avaduetal otnv TeAKA enpavela tou kappd divel
TNV eVIUNWOoN Plag akplBous kataypa®ng tng napatnpoUpevng
npaypatikdIntag, e pia nio NpooekTtiKA patid, n aviotowxia Pe
TNV Npaypatikn epgnelpia xavetal Efval n pwypn nou epnepiéxet tn
dlapecoAdBnon tng {wypdagou.

ZH. in a realistic fashion, paints a familiar, everyday scene, a
curtain hanging in front of a window. The exploration of bound-
aries between lived reality and fantasy is what most character-
izes her practice. In her works the mysterious qualities of objects
are transferred onto the canvas. An archive of characteristics
is built up through the depiction of detail, and altogether they
determine the object’s identity — in this case the identity of the
curtain. Although these details shape and ultimately define the
image of the object, this also functions as a prototype. The ar-
chetypal image is substantiated into an object. It becomes the
iconic definition of the idea of the curtain. The curtain is a bound-
ary, a limit between two places. Despite the final image giving
the impression of a precise record of observed reality, a closer
look invalidates this analogy with the truth of experience. It is
that crack which entails the mediation of the artist.
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Pa-via-opatoypapieg
TNC AnNWAELAC

Y10 otdblo tou KaBpe@tn, o' auth tnv yevéBALa epnelpia tou Wuxiopou, To unokelpevo dev
avaAapBdvel anAwg Ty €lkéva Tou, dnwg autn avtavakAdral otn nAaoiwon Twv aviikatontplopwy
NG, MG extpénetal oto oupBdav plag oplakng, Uotatng, eikévag. H eikéva tou kabpéntn, dev
elval n Sikn pou €1kéva, n €lkOva tou KAGGPOoU pou, aAAd To enékelva Tou kdopou. Mia oplakn
ovtoAoyia nou ouykAovicel tn ABLOVIKA pHou puon. Autd nou avtavakAdtal otov kaBpéntn eival
KL autd nou anokoAAnBnke oplotikd kat akaptata an’ to Eival tou kaBpentid6pevou UNoKeLpEVOU.
H elkéva tou, n elkéva g pHopPLKNG Tou NAnpdtntag, “Slavoiyel” To owa, Kal evBUAGKWVEL 0Tn
ouveidnon Tou, To kaBeaTwg PLag acuVEXeLag, HLag HIXoTOHNONG Nou To kepauvoBoAel, aplepwvovtdg
10, OTO EIKOVIKG Tou SnAdtuno. Agv avikw nia oto BloAoyikd pou eival-péoa-otov-koopo, aAAd
o€ pla gpavtaciwon Bavdtou, oto BaUBoG plag opatdtntag nou NPOEIKOVIZeEL TNV OPLOTIKA HoU
anwAgla 0to oAdypappa plag teAelwpévng pop@ng. Kat eivat auth akplBmg n gpavtactakn eikéva
nou Ba eyypdyel avefitnAa oto unokelpevo kal TNV artia tng ekkivnong TNG: To UNAPKTIKO TOU
EMelppa. Eva éAAeppa, nou dlavolyel Tov KUKAO Twv agvawy VapKIooIoTIKWY TOU NPayHatwoewy,
aAAd kal tov opidovta padf, piag avandédpaotng Kal akatavikntng, vootaAyiag yla To Xapévo tou
Kevtpo. To ekAndv PEPOG anoAUel TNV PePIKOTNTA Tou Kal kabiotatal pla KEVIPLKA, UNApKTIKA,
avapopd. Efpal to kaBeotdg autng tng anwAelag, autou tou 0AéBpou, aAAd ki n vootaAyia padi
™G NANpwang tg. O kaBpéntng eyeipel 1ot pla oknvh tou Bavdtou, Ty elkdva piag BPUKOAGKIAoHEVNG
napaoctatkdInNIag, nou yivetal kat “to Katw@AL Tou opatol k6apou”, 6nwg Ba onpeloel o Lacan,
T0 KATWEAL TNG {6lag TG 0patdTNTAG, HNPOOTA otV evEédpa NG 61-0paTOTNTAG TOU AVIIKEIHEVOU.
O Lacan piAd yt' auth tnv nay{beuon, yia tnv apetakAntn kaBnAwaon pag Pnpootd otnv (paviaciwaolkn
oAdTNTa NG €1KdVAg Nou avanAnpwvel OAEG TiG xaivouoeg eAAe(PELS pag. Mia “opBonedikn oAdtnta’,
6nwg v xapaktnpilel, Nou ouvappolel ToV E0WTEPIKO KATAKEPUATIONS HAG, TIG PEPIKEG pag
AnNWAELEG, auto To évoov Tonio Tou Bavatou pag. Ot enavacuykoAARCELG AUTOU TOU KATAKEPHATIOHEVOU
Eyw, Aappavouv xwpa, o” éva vontd nedio nou Bewpeital otnv NpoodeuTikn Tou popgonoinon.
Ol onég autwv Twv eAAelPewy, nou Ba yivouv kat ot onég plag dleotpappévng andAauong,
anobibouv pev éva eUVOUXIOPEVO UMNOKEIPEVD, aAAd ekBETouv Kal To eldwAo TNG pavtaclakn tou
unepoxng. O apaviopdg Tou UNokelpévou, eyypdeetal otov Lacan, o’ autn Ty téén tou gpavtasciakoy,
o6tav n (pavtaolakn eikéva eykataAelnetal otov oioTpo NG, 0€ pia TPOoxXId Mou anokAE(el To
kataywylkd g nepiBdrrov. O kaBpéntng evidniov TG EAAEIPNG TOU UMOKELEVOU, Yivetal yia To
pavtaotakd, n apxipndelog €dpa NG ekTdEEUONG Tou. X' auth t OLAKAELON Tou KOGHOU, TwV
OVOPATWY KAl TWV ONPAWVOVIWY Tou, Kal 0° €va vapkiooloTikd VIeAlplo, n pavraclakn ewkéva
e€avtAel tnv ABISWVIKA €vtaon Tou UMNOKEIEVOU, eEAVTAEL TO OWHA TOU OTIG EKXUPWOELS NG, Kl
apnvel Niow ™G €va apudatwpEVo, anoxvacpévo (xvog, éva anoAiBwpa pévo tou vontou. Mia
pavtaolakn €gayn, Ki éva vapkioolotiké napaAnpnua, nou ekkivouv BéPala an’ tny avayvapion
Tou AAMou, an’ Tnv oupBoAikh Tou aAnBo@dvela Nou OTEPEWVEL TNV KABPEMTIKA ToU NPOPOAN KL
ano€evmvel To Unokeipevo pag, to dixadel, kat to dlaypdgel. Avayvwpilw tnv eikdva pou, SnAadn
NV EAAELYN pou, 6tav evtonidw otn Béon tou AAovu, To {xvog tng dlapopdg pou. Mia BepeAodn
dlapopd, kataotatikn tou YPuxiopou, nou dieyeipel kal tnv enBupia. H elkéva eyypdeel £€tol tv
anéAaucn tng, yivetal n {6ia to Mpaypatiké autng tng andAauong, N PETOUCLWOLKA Hag EKTPONN
otn kA{Jaka tou paviaclakou.

H enBupia enotpepel, dtav evopBaApioupe £Tol autn tnv €kéva, Tnv eikéva tou AAou. Mia
elkdéva nou di-eyelpel Tnv 6pach pag, tnv NpokaAel kat tnv extpénel. Mia npoonAwaon nou ouykpotel
Kal TOV E0WTATO NUPAVA HAg, TNV YAWOOIKA pag otepéwaon, To NANBog Twv ovopatodooiiv pag,
TNV avroxn toug, kabwg de€idvovtal auth v evépyela, TNy evBNKeUoUY, OTIG MTUXWOELG TOU
eautoy, evog dlapnypévou dUwG EQUTOU, NMOU EVOWUATWVEL OTIG PNYUATWOE(S Tou, 6Aa ta Bpalopata
ToU AAAou.

Tou

AnootéAn
Aptivou

Phantasmagoria-graphs
of loss

During the mirror stage, this coming-into-being experience of the psyche, the subject does not
simply assume its image as this is mirrored in the framing of its reflections, but is deflected
in the event of a liminal and ultimate image. The mirror image is not my image, the image of
my world, but the image of the world beyond; a marginal ontology that shatters my libidinal
nature. What is reflected in the mirror is also that which was permanently and instantane-
ously detached from the Being of the mirrored subject. Its image, the image of its formal
wholeness, “opens up” the body and ingrains in its consciousness a state of a discontinuity, of
a division that shatters it while it devotes it to its iconic duplicate. | no longer belong to my
biological Being-in-the-world but to a fantasy of death instead, to the astonishment of a vision
that prefigures my definitive loss in the hologram of a completed form. And it is precisely this
image of the imaginary that will permanently mark the subject with the reason of its summon-
ing: its existential deficiency. A deficiency that opens up the circle of its perpetual narcissistic
becomings and at the same time the horizon of an inescapable and irresistible nostalgia for
its lost centre. The defunct part dismisses its part-hood and establishes itself as a central,
existential reference. While | am the status of this loss, this tragedy, | am also the nostalgia
of its fulfillment. In this way, the mirror puts forward a scene of death, the image of a haunt-
ed representation, which also becomes, as Lacan would note, “the threshold of the visible
world”, the threshold of visibility itself ambushed by the di-visibility of the object. Lacan talks
about this entrapment, this irreversible imprisonment of ours by the imaginary unity of the
specular image that makes up for all our gaping shortcomings. An “orthopaedic unity”, as he
characterizes it, that puts together the pieces of our inner fragmentation, our partial losses,
this internal landscape of our death. The re-weldings of this fragmented Ego take place in an
imagined field that is validated in its progressive formulation. The gaps created by these
shortcomings — that will also become the gaps of a perverse pleasure — result in a castrated
subject but they also exhibit the reflection of its imaginary superiority. In Lacan’s discourse the
disappearance of the subject is registered in this imaginary order, where the imaginary image
is abandoned in its enthusiasm and vigor in an orbit that excludes its origins. The mirror before
the subject’s lack becomes for the imaginary the Archimedean point of its launch. In this fore-
closure of the world, of its names and signifiers, and amidst a delirium of narcissism, the im-
aginary image exhausts the libidinal tension of the subject, exhausts its body down to its blood
and guts and leaves behind a dehydrated, emaciated trace, a fossilized version only of imagined.
An imaginary excitement and a narcissistic delirium that have as their starting point the rec-
ognition of the Other, its symbolic truthfulness which solidifies its specular projection and al-
ienates, divides and eliminates our subject. | recognize my own image, that is to say my own
lack, when [ identify in the place of the Other the trace of my difference; a fundamental dif-
ference that defines and determines the psyche and which also stimulates desire. The image
registers in this way its own pleasure and becomes itself the Real of this pleasure, our sublimate
deflection in the scale of the imaginary.

Desire returns when we inoculate this image, the image of the Other; an image that stimulates,
challenges and deflects our vision; a devotion that also forms our most internal nucleus, our
linguistic standing, the multitude of our namings and their durability as they play host to this
energy, encasing it in the folds of the self, a self however that is deeply fragmented, incorpo-
rating in its cracks all the fragments of the Other.

by
Apostolis
Artinos
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H eniBupia, eivat autd nou ouykpotei To unokeipevo pag, arrd ki autd nou To anoAUel oUYXpovwG,
n pavpn TpUna Tou eautoy, To EAAElpPA Tou, n Sldvol&n tou, n ekZAtnon NG NnAnpdTNTdag tou,
HlaG avevtonioTng, Kal £V TEAEL avekNANPwWING NANpwaong, kabwg o AAAog, autd to onpaivov tou
AAAou, elval kat To onpelo TNG NePNAGVNONG pag, TNG UNOXWPNOoNG pag, o' autd nou pavtadel,
kat dev Ba yivel dpwg Noté, kat n eknAnpwaon tou. To éAAelppa pag efval autd nou pag dlavoiyel
0" éva népav, 0To Népav tng EAAEWPNG pag, aAAd kat oto népav tng entBupiag pag, o” évav opidovia
6nou to avtkeipevo tng embupiag, pag ekBétel oto kevd onpelo Tng Slapuyng kat dtaomnopdg tou,
aAAd kal oto onpeilo Twv emBupnTik@V pag aneubivoewy. H Béon autol tou avtikelpevou dev
eyypaopetal oto Nedio plag avilKeEVIKOTNTAG, 6° éva Npoadloplopevo onpeio, aAAd otnv noAuonpia
pévo tng dlaonopdg tou, nou dlavoiyel kat tov opidovta tng povadikng pag neptnAdvnong. To
oxebdv aveviénioto (xvog Tou, oto otepéwia tng enBupiag pag, eyeipet kat tnv aduvatdtntd tou.
‘Ooo aotoxel n enBupia pag, 1otopwvtag to, T6oo Ixvoypa®el kat To adlvato tng anéAauong tou.
Auté eivat kal to a-ténnya g enBupiag, n avevtdniotn, Adyw ¢ unepkivnTukdTNTdg tou, Béon
TOU QVTIKEIPEVOU TNG. XTov opidovta autng tng aduvatdtntag, katd Baov plag aduvatdtntag
0€€0UAALKNG, OXECLAKNG, N Aakavikn xelpovopia tng dlaypadng Tou ypappatoAoylkoU tng onpeiou,
xvoypagei tnv actoxia tou (6iou tou Mpaypatog, evég MNpdypatog nou yia tov Lacan, dev pnopel
napda povov va actoxel, apnhvovtag pag anootepnUEVoug, Ki and-yonteupévoug oto BAapBog tng
OKOTEWVAG TOU 0aynvng.

H enBupia ek-tiBetal Aoindv o’ autd ta owidAa tou AAAou, aAnBelel Toug avtikatontplopoug
ToU, NAvw 0To oWHa thg ndovng, oto katddikd pag owpa, nou o Lacan, Ba avayvwpioel ki €8wW,
otnv Uotatn Befaiwon pag, tov téno tou AAAou. Apooiwpévol otnv enBupia, apooiwvopacte
kal oto aduvato tng ekAMMpwong tnG. To unokelevo tng emBupiag bev avikel ato napdv Tng
NANPWONG Tou aAAd 0To Xpdvo TNG Paviaclakng Tou ek-popdag. Mia ouvelppikh kabhiwon o’
évav npwBuaotepo xpdvo nou evtoniel kat Ta anoAeoBévta tou onpeia. H napovtikn ekdbhAwon
efval pla aduvatn Sidpkela ekteBelpévn otNV GaAvIaclwaolkn tng undoxeon, kabwg anattel and to
unokefpevo pia cuveidnon nou dev avikel enf Tou napévtog. Mia aduvatn Aotndv cuveidnon, auth
n ouveidnon tou €ival, n anoAeopévn cuveidnon plag evepyol napouciag péoa oto eipat g
andAauong. Eva eipat, nou énwg Ba enonpdvel kL o Jacques-Alain Miller, eival éva éAAelppa tou
Eivai, n {6la n ékntwon tou Dasein. Ki éxel evdiagpépov 6w, o autd to onpeio, n avtibpaon tou
UMOKELPEVOU, OTaV €NIXEIPEL va SlaoTpéWel autny tnv aAnBela, va ekTpéWel ta onpeia tou AAovu,
0€ pla avt{otpo®n NPOOMTIKA, va Ta avilkatontpioel, 6xt otnv yupvatntd tou, 6nws oupPaivel
0To unokeipevo tng enBupiag, aAAd otn dlaonopd TG KOGHIKNG TOUG EKTOEEUONG. H Xelpapétnon
TOU VEUPWTIKOU UMOKELPEVOU, yia NapddeLypa, N avayvwplon TNG avKeLPevononpiévng tou Béong,
ONWG KAl N aUTOEPWTIKN KABNAwaon Tou Wuxwalkol oto onpelo Tou owpatdg tou, h Tou
tbeoYuxavaykaotioy otnv NoAAanAdTnta twv xvav kat otnv aduvap{a tng ek-kEVIpwaong Tou
oTov Tono tou AAou, 6Ad paptupoly pia apuvtikn nepixapdkwon. Kat 8a var BeBaiwg oto “Kant
avec Sade”, 6nou o Lacan, Ba ekBéoel, o€ pla okéWn anokaAuntikig dladyelag, v akpdtnta
autng tng anounokelpevonoinong: ta cadikd avopeikeAa tou Sade. YndpEelg nou naylvouy Tov
E0WTEPIKO TOUG HIxaopd oTnv EKTponn plag e€ oAokANpou avtikelpevonoinong, dtav dev avactoxalovral
TG NpdEelg Toug, dev unoxwpoly, aAAd eykataAeinovral otnv npaypoeldn @uon tng wpOTNTAG
Toug. Mia ékAelyn nou evronidetal kat oto eival Twv Bupdtwy toug, KaBwg unopévouv autd, Ty
ano&évwaon Toug an’ To owpa, KL an’ Ti§ ePIKWOELG avanapaotdoelg Tou, auth n onpaivouoa
Aettoupyia tou Mpdypatog. Ze 6Aa ta napandvw, neploplotikd katd euoly, napadetypata, o AAQg,
yivetal éva dlaxelplolpo avtikeipevo, ta onpeia tou dlagaivovtal, kat o’ auth tou Ty gpyaietonoinon
evelpel kal tn pavtaciwon tng ek-NANPWONG Tou.

Anévavt, n kaAUtepa péoa, o' auth tn ducBupia, o Lacan, katadelkvUel Ty avicopponia piag
undoxeong, tv aduvatdtntd g, to adlvato plag oxeolakng akoAoubiag nou unayopeUel To
avakéAouBé tng. H npaypatkdtnta £101, avixveletal oto PeAayxoAkd olpntwpa thg aAnBelag
NG, 0 éva apXyAwoolké and-tinwpa, nou ecwteplkelel TNy and-yonteuon pag. Mia evodpuxn
ouykivnon, nou Ba val yia tov Lacan, kat o Uotatog Babpoég tng anéAauong.

Desire is what forms our subject, but it is also what keeps letting it go, the black hole of the
self, its lack, its opening up, the quest for its wholeness, an untraceable and ultimately un-
fulfilled completion, as the Other, this signifier of the Other, is also the point of our wander-
ing, of our surrender to what only appears to be and will never actually become its realization.
Our lack is what opens us up to a beyond, the beyond of our deficit but also the beyond of
our desire, in a horizon where the object of desire lays us bare to the point of its escape as
well as its dispersion but also to the point of the addresses of our desiring power. The loca-
tion of this object is not registered in the field of an objectivity, in a well-defined point, but
only in the polysemy of its dispersion, which at the same time transcends the horizon of our
unique wandering. Its almost indiscernible trace in the universe of our desire also gives rise
to its impossibility. The more our desire misses the mark through its narration, the more it
traces the impossibility of its enjoyment. This is precisely the impropriety of desire; the
untraceable location of its object due to its hyperactivity. In the horizon of this impossibility,
that is in fact a sexual, relational impossibility, the Lacanian gesture of eliminating its lin-
guistic point, traces the misfire of the Thing itself, a Thing that for Lacan cannot do anything
but miss, leaving us deprived and disappointed in the glimmer of its dark attraction.

Desire is exposed then in these signals of the Other, substantiating its reflections in the body
of pleasure, in our very own body, our ultimate confirmation, where Lacan will once more
recognize the locale of the Other. Devoted to desire, we also devote ourselves to the impos-
sibility of its fulfillment. The subject of desire does not belong to the present of its realiza-
tion, but to the time of its imaginary articulation; an associative fixation with an earlier time
that also pinpoints its lost parts. The present event is an impossible duration exposed to its
imaginary promise as it requires of the subject a consciousness that does not belong to the
present. This consciousness of being then is an impossible consciousness, the lost conscious-
ness of an active presence within the | am of pleasure. An | am, that as Jacques-Alain
Miller will also point out, is a deficit of Being, the very concession of Dasein. What is inter-
esting at this point is the reaction of the subject as it attempts to overturn this truth, to
divert the points of the Other to a reversed perspective, to reflect them not in its bareness,
as is the case with the subject of desire, but in the dispersion of its cosmic explosion. The
emancipation of the neurotic subject for instance, the recognition of its objectified position,
as well as the autoerotic fixation of the psychotic with the part of his body, or of the obses-
sive-compulsive disorder sufferer with the multiplicity of traces and with the failure of its
decentralization to the space of the Other, all attest to a defensive entrenchment. And it is
of course in “Kant avec Sade” that Lacan will put forward, in a thought of revealing clarity,
the exorbitance of this desubjectification: the sadic humanoids of Sade. Beings that con-
solidate their inner sense of division in the diversion of a total objectification, when they do
not reconsider their actions and when they do not stand down, but are instead abandoned
in the thingly nature of their rawness; an epiphany that is also identified in the being of their
victims, as they endure their alienation from the body and its horrific representations, this
signifying function of the Thing. In all the examples discussed above that are by nature
limited, the Other becomes a manageable object, its parts foreshadowed, and in its instru-
mentalization it also raises the fantasy of its fulfillment.

In this gloominess, or better still within it, Lacan demonstrates the imbalance of a promise,
its impossibility, the impossible of a relational sequence that dictates its inconsistency. As
a result, reality is traced to the melancholic symptom of its truth, to a beginning-of-language
imprint that internalizes our disappointment; an innermost emotional thrill that for Lacan
will also be the ultimate degree of pleasure.
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H andéAauon xpelddetal auth v eyKatdAenyn, Tov anoxwplopo, tn oknvi tou Bavdrtou. Mati yia
va eivat n andAauon pia andAauon {wng, npénel va S1éABeL péoa and éva évotikto Bavdrtou. Ekel
nou evtonidetat Kt éva povadikd, unapktiko £{60G: To Aakavikd opiA-6v, éva ov anéAuta napadopevo
otnV YAwOoolkn Tou ek-opd. ‘Otav o AvBpwnog ekoTopiCel TG AEEELG, TOTE autopata KATL anoAuvel,
aAAd kat kTt euBUg avaAapPavel, anoAapBavel, Ba ‘Aeye o Lacan. Kt auté yiati to acuveidnro,
OTav eKPEPETAL, HIAOTPEPETAL OE PIA AVTIKEIHEVIKOTNTA NOU TO anokpuntel kal padi p' autd
anokpUMTEL Kal To NMpaypatikd g anwAelds pag. To oplAv unokelpevo eival éva “ndoxov
UMOKE(PEVOD”, va UNOKeleVo nou naoxel Tnv opiAla tou AAAou, nou cuvtovidetal, anoouvtovi{Opevo,
OTNV aKoN NG, KAt Katénlv otnv akon twv SIKWV tou AéEewy, TNG SIKNG Tou, adlvatng, Gwvng,
nou kanoleg popég pavtddel kal va vat n ewvn Tou AAAou. OL AEEELG ek-pEPOLY €TOL TNV anotuxia
TOUG, Hla anotuxia nou agopd to {dlo to Eival, Tov ovto-Aoyikoé tou dixaopd. AAAG kal ndAy, eival,
péow auTAG TNG anotuxiag, mou N YAWOooa OUYKPOTEL kal ouykpatel, otnv euBpavatdtnta twv
OTIYHWV TG, TN duvatdtnta evog vonpatog, evog adivatou vonpatog. Mia yAwaoaoikn (a)duvatdtnta,
nou avd-Bewpei ouvexwq ta ixvn tou Mpaypatikoy, evég Mpaypatikoy, nou ndvra Ba pag dlapeUyeL.
H anéAaucon blaowdetal ¢’ autd ta (xvn tng dlapuyng, eivat ev téAel, pia andAauon yAwaoolkn,
6nep onpaivel, pia anéAauon tng anwAelag, tou diacupdpevou onpelou, nou dev to paBnpatikonolel
Kapld ouvéxela, napd pévov N acuvéxela tou enBupntikoy tou adle€odou.

Yndpxel Aoindv n €ikéva, n €ikéva tou AAAou, ndvta, Tou AAou, aképn ki étav autdg o AAog
avaAapBavel to {xvog pou, kal yivetat n npoaidia avoikeldtntd pou, énwg Ba net o Esa Kirk-
kopelto, pia eidva nou pnopei va avanapactnoel ta navta, akdpn Kt évav e§apvnpevo auto. To
avoikelo, Nou Pépw eviog pou, eivatl autég o AAAog nou pe dleyelpel, pe kaB-opilel, pe kabiota
opatd. Eival ekel, oxeddv, npv and péva, pou dlavoiyel Tov XwWpo, Hou NpoopeTpd Tov Xpdvo, Hou
eNBAMEL TI¢ NApaoTdoel Hou, TG avUANYELG Pou, TIG aywvieg pou, Ta dyxn pou, KL autdy, ev
TéAel, Tov povadikd pou Bavato. O AAAOG nou pe katéxel eival autd To KATL Nou ekAEinel evidg
pou, Kal Sev enouAddvetal, napda pévov eVOapKWVEL TNV anwAELd Tou, Kat Ty kablotd opati oto
61k6 Tou okotddl Mia okotewvotnta nou dlaypd@el dAoug toug dpoug TNG opatdtntag, éAa ta
nedia tou vontou. O opBaApdg pou, éva épyavo avunepdoniato, éva adlvapo BAéppa, nou dev
eyypagel tov AAAoy, dev tov evtonidel oto nedio tng eUPEAELAG Tou. AUTh N oaynveutikn gpdacn
Tou Lacan: “Aev oe BAénw noté and ekel nou pe kottdlelg”. H kowwvia Aoindv padi oou eival
aduvatn, kat pével ndvra éva EMelppa dinAd. H oaynvn tou BAéppatog, dev eival tou Sikou pou
BAEppatog aAAd tou BAEppatog Tou AAAou. ‘Otav auto to PAEPpa HE KatonteUel, HE OUPPLIKVVEL
0To Qwg tou. Eipal to evoapkwpévo pdvtaopa autol tou BAEppatog, to avoikelo Tng dlag pou
NG Unapéng, to 61kd NG BApog, 6nwg Ba éAeye ki 0 Emmanuel Levinas.

H pavtaciwon pag eyypdgel otov AMov, pag tautidel oto (xvog tou. Eival évag ténog andAauong
Kal HETOXNG, Mou evtonidetal otn oknvh Tou Bavdtou, otn Spapatikdtnta nou autog pag diavoiyel

‘Eva &idkevo nou petatonidel to ixvog tng {wng oto oupBoAikd tou ebpaiwpa. Eival n yAddooa

nou katauyddel To npdypa, nou to npokaAel kat to diaotpémel. ‘Eva 1b{wpa nou peTouciwvel Ty
anéAauon tou AMou kal tnv kablotd duvath, péoa otn AnBn kat tnv andoupon tng (wng. Eipaote
nén épwg péoa o’ évav Adyo nepl téxvng. Miag téxvng nou pnopei va Jetouotiivel, aAAd yiati éxi;
Kal va unoWlddel, va ekBETel To apavépwto Tou Npdypatog, T okotelvh NAeupd tng enbupiag.
Ytnv elkovonolia tng aUyxpovng Téxvng, o’ évav katdAoyo tng onoiag evtaooetal to napdv Kelevo,
n elkéva tou AAAou, N elKOVa TNG EAAELPNG HAG, TOU EUVOUXIOHOU pag, avaktd éAn Ty anoclwnnpévn
wpéINTa NG Npoyevéotepng otopiag tng. O AAAog dev extiBetal otn oaynvn Tou ovopatog Tou,
aAAd otnv apetdepaoctn kat adidBetn ekdoxn tou. H ékAewpn tou AAAou, yivetal 0To €IKAOTIKG
€pyo, N kataotatikn tou ouvBnkn. Mia onn, dnwg xapaktnplotika Aéel o Lacan, oto 110 ogpvaplo
ToU, nou Slaypdgel to €pyo KL an’ 6nou to BAéppa koitalel. ‘Eva aképn oupPdv tng enbupiag.

Pleasure needs this abandonment, this separation, the scene of death. Because in order for
pleasure to be pleasure for life it needs to go through a death drive; where we also identify a
unique, existential species: the Lacanian speaking being, a being completely submitted to its
linguistic articulation. When man utters words he automatically lets go of something but also
he takes charge of something, takes pleasure in something as Lacan would probably put it.
And that is because when the subconscious is articulated it is distorted in an objectivity that
conceals it, and along with it also conceals the truth of our loss. The speaking subject is a
“suffering subject’, a subject that suffers the speech of the Other, that tunes in and at the
same time goes out of focus, upon hearing this speech and upon hearing its own words, its
own weak voice that sometimes also gives the impression of being the voice of the Other. In
this way words articulate their failure, a failure that concerns Being itself, its ontological divi-
sion. But then again, it is through this failure that language constructs and constrains in the
fragility of its moments the possibility of a meaning, of a weak meaning. A linguistic (im)
possibility, which constantly revises the traces of the Real, of a Real that will always escape
us. Pleasure is preserved in these traces of escape and it is ultimately a linguistic pleasure,
which also means that it is a pleasure of loss, of a defamated point that is not mathematicized
by any continuity, but only by the discontinuity of its desiring deadlock.

So there is an image, the image of the Other, even when this Other assumes my own trace
and becomes as Esa Kirkkopelto would put it, my congenial uncanny, an image that can rep-
resent everything, even a negated self. The uncanny that | carry within me is this Other that
stimulates me, that determines me, that renders me visible. He is there almost before me,
opening up space and keeping time for me, forcing upon me what will become my own convic-
tions, beliefs, worries, anxieties, and ultimately this: my only death. The Other that has taken
hold of me is this something that was lacking within me, a wound that does not heal but only
embodies its loss and renders it visible within its own darkness; a darkness that wipes out all
terms of visibility, all plains of the imaginable. My eye, a defenseless organ, a weak gaze which
does not record the Other, does not identify him within the field of its range. “You never look
at me from the place from which | see you”, this alluring phrase of Lacan’s. Therefore, com-
munion with you is impossible and will forever remain a double deficit. The fascination of the
gaze does not belong to my own gaze but to the gaze of the Other. When this gaze falls down
upon me and examines me it shrinks me in its light. | am the embodied ghost of this gaze, the
uncanny of my own being, her counterweight, as Emmanuel Levinas would say.

Our fantasy registers us to the Other and assimilates us into its trace. It is a place of pleasure
and participation that is identified in the scene of death, in the drama that it opens up; an
interstice that shifts the trace of life to its symbolic ground. It is language that illuminates the
object, that challenges it and distorts it. An idiom that transfigures the pleasure of the Other
making it possible within the oblivion and withdrawal of life. But we already find ourselves
within a discourse on art. An art that can transfigure, and why not also raise in us suspicions
and expose what is undisclosed, the dark side of pleasure. In the imagery of contemporary art,
in a catalogue that the present text forms part of, the image of the Other, the image of our
lack, of our castration, regains all the concealed rawness of its earlier history. The Other is not
exposed to the allure of its name but to its untranslatable and indisposed version. The extinc-
tion of the Other becomes in the work of art its statutory condition. A gap, as Lacan charac-
teristically noted in his 11th seminar, that delineates the work, a gap from where the gaze
looks; yet another event of pleasure.
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