&
0O
)
o & 4
_umv.,,
G
Q
la
i

05/







the symptom projects

To The Symptom Projects sival pia MAAThOpUa TTOU OTOXEVEL 0T SLEPEUVNON TOU «CUMMTWHATOG» OTNV
TEXVN. TO «CUUTITWUOY, QUTH N OKOTELVI EUMELPLa TNG AaKaVIKAC PuxavaAuong, To YAwoolkd cuppav mou
S100€TeL TO adLABETO (XVOG TOU MPAYHATLKOU, TO adaVEPWTO (XVOG TOU TTPAYUATOGC.

JuvePYOl{OUEVO PE KAAALTEXVEG, EMUEANTEC, BewpNnTIKOUG Kal Aoyotéxveg to The Symptom Projects yivetal
€TOL €vag TOMOC OKEPYNGS aAAA padl Kol Eva TIELPAUATIKO GOPOU L TIOU e eKOECLOKEC SpOOTNPLOTNTEG, OTPOY-
VYUAEC TpAmeleq KAl KELUEVIKEG TIAPOYWYEC ETILXELPEL vaL SLEPELVIOEL AUTO TO axaptoypadnTo andobepa mou
elval OpwWC KAl N Kataywylkn avoadopd Tou omoloudnmoTe €pyou.

H exBeolakn dpaotnplotnta tou The Symptom Projects e€elicoetal og SU0 ekBeolakoU¢ KUKAOUC. Tov KU-
kAo Tou The symptom mou eival KUPLWE ETAOLEC OUASLKEG EKBETELG OUYXPOVNC TEXVNG KOL TO KUKAO Tou Es-
optron mou eival pla oelpd £Tolwv pwtoypadlkwv eKOECEWV.

OLekBEoelg mAaolwvovtat KaBe popd amod GUVAVTHOELS CUYYPADEWV KOL OO TIUPOLOTACELG TIELPOUOTLKIG LOUGCLKNG.

AmnooTtoAng Aptivocg - Kwotag XplotomouAog

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

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

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

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

Apostolis Artinos - Kostas Christopoulos



a-otoyio
ToUu YedSwpou {opelponouAou

OEUATIKNA TNG TIPOKEIEVNC €kBeoNC amoTeAel n Slepelivnon TOU OPOU «A-OTOXLO». ITO ETIKEVTPO TIBeTOL €6W O EVIOMIOUOC KaL N
TAPAYWYN OUUMTWUOTIKWY TTAPASELYUATWY, T OTIOL0 GUVNYOPOUV OTNV AIOTIUNGN TNG KAAATEXVLKAC TIPAKTIKNC (€pyOU) WG «Ka-
TO-SLKACUEVNGY VO LNV TTANPOL €va TIPOoXESLOOUEVA ETUOUUNTO N ETUSLWKOUEVO 0TOXO0. Ol CUUUETEXOVTEG KOAALTEXVEG TIPOCKAN-
BnKav e yvwpova TNV MAOUPAALOTIKY) KOTABgan OKEPEWV KAL TIPOBANUATIOUWY TOCO YyLa TN YEVEAAOYLO TOU £€pyOU OGO KL YLOL TNV
{610 TN 0TAGCN TOUG ATEVAVTL OTNV TIPAKTIKA. MPWTAPXLKO MEANUA ATTOTEAECE N GUYKEVTPWON OMPOCHEVWV SOKLULAKWY EKSOXWV
Lkavwv va. kKaAUouv Kat va SleupUvouv To pAacpa Tou ESLOU TTou KAAUTITEL 0 Opog “ootoxia”.

Baoko mAaiolo tng Stopydvwong amoteAel N SLaAeUKavon Kol KATASELEN TWV EVOOYEVWV Kal EEWYEVWV TTAPAYOVIWY TIOU ENNPEA-
Touv TN oUAANYN, TO oXESLAGUO KOl TNV UAOTIOLNGN TOU £pyou TEXVNG Kol APXLTEKTOVIKNG. OL AOyoL Itou Umopet va odnyrnoouv og
KaBe eldoug a-otoyia sival og peydaio Babuo cuvudacpévol e tn pacn, To eninedo, TNV EMAPKELA KoL TNV TPoBOeatakn KateuBuv-
on Tou oXeSLaOOU, TOUC TUXALOUC TTOPAYOVTEG TTOU epdavioTtnkay ) epdavidovrat oe autny, He TiBaveg eAAelelc N mapadeielg
KATA TNV SLAPKELO TNG KATAOKEUNC-UAOTIOINGNG OAAQ KOl TNG UETEMELTA 1 VOTEPNG XPNONG, OTIWC ETILONG KAL LE KATIOLEC SUCAEL-
TOUPYLEC KOl AUBOIPETEG UETAKLVIOEL VONUOTIKWY TIEPLOXWY, ETILOTNUOAOYIKEG Ttapavonoelg (misunderstanding) kot eodpalpé-
veg Slatunwoelg. Kupiwg, OpwC, Ta amoTteAECUOTA TNG OTOLOG SUCAELTOUPYLOG EKUALEVOVTAL LECW EVOOOKOTILKIG TTOPATPNCNG
Kol avopEPOoVTaLl WG EVAC UNXOVIOMOG-HULO KATOOKEUN-OCUAAEKTIKOU evarmoBEtnt (xwpoc), péca otov omoio kabe eudavilOpevog
TIAPAYOVTOC TPEMEL VA amokwdikomolnBel, va eykupomotnBel katl va apxelonoindei, cupudwva pe plo pebodoloyia oxeolakng
Suataéng. Kuplapyo {NToUEVO OTNV MPOKELUEVN TIEPIMTWON EVAL N TIPOCEYYLON TWV EVVOLOAOYLKWY CTOLXELWY Ttou gpdavilouv
UTIOKPUTITOUV OUOLOTNTEC, HE ATWTEPO OTOXO TNV AVAKAAU YN TPAYUOTIKWY CUYYEVELWY UETOEU €pywV (Ta omola ekAapBavovtat
w¢ mapadeiypata) Kal cupBAaviwy mou ta MePLBAAAOUV. «BAEMW TO OHOLO», 0TNV ApLoTOTEALKN €kd0XN?Z, onuaivel cuNauBavw
TO «TOUTO» HEOA Kal Tapd TtV «Sladopd» HE AMWTIEPO OKOTO TNV CUCXETLON N OXNUATOTOINON EVOG VEOU Voruatog. ETol To
ONUAGCLOAOYLKO KEPSOC €lval adlaxwpeLoTo amod TNV KATNyopnUaTK e€opoiwaon, HEow TNG omolag oxnuatonoleital otov Baduo
TIOU TTAPOUEVEL TIOYLOEUPEVO OTNV CUYKPOUGH TOU KTAUTOU» Kal Tou «SLadopeTikol», Tap’ OTL GUVLIOTA TO TPOCXESLO, WG altnua
mAnpodopnNonNc LECW TNG EVVOLACY.

Avapeoa otoug SU0 TOAOUC UTTOKELUEVIKNG ETITUXLOC KoL amotu)iag BplokeTatl £vag wpog ou eivat Lkavog va pihoevriost Suvn-
TLKA TIOPAYWYLKEC SpaCTNPLOTNTEG, UECA OTLC OTIOLEG OL TP Ad0EoL KAVOVEG KOl TO EKACTOTE Soyua anoppintovtat. O Descartes®
avayvwploe 800 SladopeTIKEG afLOAOYIKEG UTIOOTAOELG, QUTH TOU res cogitans Kal €Kelvn Tou res extensa, oL omoieg OepeAlaka
QVTLOTOLYOUV OTNV OXECN UTIOKELUEVOU- OVTLKELLEVOU, CNUALVOVIOC—ONUOLWVOUEVOU. H a-oToxia mpoosTalplleTal £€VVOLEG OMWC
10 «AGO0C», TO «E0HAAUEVOY, TO «OVONOKARPWTO», «TO ATEAEGH EVW TIPOOSLOPLLEL OTIYUEG TNG OKEYNC TTOU artodeUYOLV T CU-
valveaon, mpokpilvovTag TNV MAOYN ToU MOAAAMAQCLACUOU TWV EPWTACEWY AVTL TwV Amavtioewv. OL adpnpnuéveg aAAd Kal TaU-
ToxXpova MOANAMAEC SuvaTOTNTEG TOU TPOOPEPEL N TtapakoAoUBNGn tN¢ SLadKaoTIKAG akoAouBiag eVIoXUETAL TIEPALTEPW ATIO
Ta poPARpaTA KoL TO EUMOSLa TNG GUCLKAG UAomoinong?, SlotnpwvTag pia aévan mAAn UE TIC LOEEC, ToV UAOHOPPLOUO, TNV
EKTIPOOWTTINGN KOL TNV UTOOTNPLEN KABE vOpUag Kal oplopoy, kabwg n dlaxeiplon TG UAKOTNTAG amoTeAEl BACLKO OVACTAATLKO
QVTLKELEVO OTNV 0pLOTIKA AP amopAacewy Kal KAt eMEKTOon o KAOE eldoug TEAEOAOYLKN KATAOKEVAOTIKOTNTA. H eUpean xpNn-
OLUWV KOl ATIOTEAECUATIKWY KPLTNPLWYV, Ta OTtola €lval LKava vo KPIvouv TNV EMLTUXLA 1) TNV QITOTUXLO ULaG KATAOTAOoNG, UITOPEL va
xopaktnpilovtal ta (Sla amd pova Toug we ULa VEQ ouVONKN -«Eval GNUAVTLKO £pyo»- eVW TIapAaAAnAa icwg amoteAolv To Bact-
KOTEPO -KWOALKOTIOLNUEVA TILO- AVOOTOXAOTIKO TtapdayovTa. KATtw amd auTrV Tn YEVIKEUTIKA YWWUATEUOH, N 0-0ToXla TPOoTAcoETaL
W¢ pLa «edkn» Aettoupyia ou aAAote Ba Asttoupyel we «avemniotpodn BaABida eAéyxou» Kal GANOTE, O€ ULa TILO EEELOIKEUUEVN
Bewpnon, Ba eival e€ATOUIKEVLEVA TO «VEO» £PYO.

OL AIMOTUXNUEVEC UTIOOXEDELG TIOU 0TO OVOUA TNG eEEALENG TPOoTABNKav w¢ «oL puBol tng avant-garde» (xpnoluomnolwvtag ta Adyla
Tou S. Beckett «To be an artist is to fail as no other dare to fail»), pag oényouv otn cuveldntomnoinon -o0Tov XWPO TWV TEXVWV- TOU
TO00 patvopevika adUvaTto eival va ellacTe anoAuta Glyoupol yla TV EKTaon, TNV acdAAELa Kal T oTaBepOTNTA TNG EKAOTOTE
eMmLbAVELOG EPYAOLOC. H LOTOPLKN KoL EUPEWC XPNOLUOTIOLNUEVN PO CXNUATOTOLEL SU0 ONUAVTIKEG TITUXEG dw: TO BAPPOC WG
(ewaoTtikn) mpolToOeon yla va aAVTLUETWITICOUUE TNV AmoTuxia Kal TV MPookeKANUEVN (KAAALTEXVIKN) EVaoXOANon wg amotuyia
pHEoa amo Tnv cLuUBacn MW TEXVN Kot n anotuyia dev unopet va BewpnBouv xwplotd. O Apeplkavog KowvwvioAoyog R. Sennett
OVOUALEL K UEYANO TAUTIOU TNG VEWTEPLIKOTNTAGH TNV ATIOTUXLO HiaG KOowviag va odnyeital otnv emttuyia Kal Tnv mpoodo, avti-
OTOLXO N HOTALOTATA TNG TLUWPELOC Tou Zioudou -WG AUTO-LOXUPLOUOG- EVKELTAL OTNV Mopeia avalntnong tng aneleubépwang
Kal aflompéEmnelag péoa amno tnv enBePfaiwon Tou mapaloyou we enavalapfavouevn amnotuyia. Evw n emtuxia Bswpeital otn
POCLOVOALOTIKI Bewpla WG TO UMEPTIUNUEVO ayaBo, 0T UETATIOAEULKY) TEXVN Kol APXLITEKTOVIKN N audLBoAio ayKAALooE TOV TEL-
papatiopd, evbappuvovtag tn AoyLkn 0 «kivéuvog» va avayvwpiletal wg BLwotlin oTpaTnyLKN.

O poAo¢ Tou SnuLoupyol Og AUTO TO «a-0TaBEG» epLBAAAOV epyaciag elval va avtamokplBel otnv avaykn ylo dnuloupyia f otn
Snuioupyia cUUPWVA UE Lo OPLOUEVN OELPA YEVIKWY KOTEUBUVOEwWVY (mpodlaypadwv), mou aAAote poinapxouv (eivat SnAadn
UTIOXPEWMEVOG VO ULOBETNOEL) Kot GANOTE TtapouoLalovtal KATa TV mopeia UAomoinong (w¢ aotabuntol Kupiwg mapdyovteg). To
€V AOYW TIOpayOUEVO TIPOLOV, TIpOypappa 1 Snpoupyia Ba mpenel va emuteAel Tn AElToupyia TOU KAl CUYXPOVWG VAL Elval apKETA
€UEALKTO, WOTE VO UIMOPEL AVA TIACA OTLYHN VO AVO.OKEUQOTEL KAl VO TPOTIOTIOLNOEL UMPOOTA O€ €va anmpOopeEVO cupPBay, o éva



npokeipevo Sebopévo f ev péow pag mbavhg amotuxnuévng epappoync tou. O SnULoupyodg £TCL XPNOLUOTIOLEL £Vl UNXAVIOUO
«TPOBECLOKAC TAPASOXAC»°, OVTOC SEKTIKOG 0TNV amodoyr) TWV EKACTOTE GUVONKWV-CUUBAVTWY Tou gUBOALpa eloBAaANouv oTo
TIEPLEXOLLEVO TOU OVTIKELUEVOU TOU. Eival SEKTIKOC 0TO Vol CUUTTEPLPEPETAL LUE EVAV EVEPYNTLKO Kal TtapdAAnAa puokivbuvo tpomo
Katd T Sladikacia mopaywyrg Tou £€pyou Xwpeig va Katarmivetal i va ouvtpiBetal ano autd. H mpdBeon auth, Onwc thv opLobetel
o Wittgenstein®, xpnoluomnolel to onueio otn okédn. H mpodBeon poldlel va epunvelel, va SiVeL TNV opLoTIKA gppnveia. Asv Sivel
£va akopo onpeio, aAAd katt AANo. H a-otoxia mpotdooetal péoa amno auto To MPIlopa we €va akOpEoTo UALKO Tou BETeL o€ Kiv-
Suvo OAeg TG SpactnPLOTNTEG, TNV eMBUMia Ylo QUTAPKELQ, YLt UTO-KATAPAGCH KOL QUTO-ETLKUPWON).

To UTTOKELIEVO QVTLUETWTIIlEL TN «evTportiar» tng dtadikaciag Kat macyilel va adroel Tnv aAnBela tou cupPBavtog va maiel, va
EeSImMAwoeL kABe Tuxaia | CUVELSNTH TITUXA TNG KE TNV poadokia va eykAwpBioel i dANote va oknvoBetroel éva Siktuo cuumepa-
OpATWY. O€AeL va eykAeiel «OPEeLg TNG TPOPANUATLKAGCY 0 AEEELG, LOPdES, SOUEC Kal voaTa Xwplig va eplopilel TI¢ SUVAUELS
TOU HOVOUEPWE MECW TNC KATAOTAATIKAG Blog Twv avamapactdoswy. To umokeipevo tng Bepeliwong (o ev Suvapel dnuoupyog)
avalAta SOUEC TIPOKELEVOU VO ETUTPEYEL OTLC KATAOKEVUEC TOU (TEXVN, APXLTEKTOVLKH, TTOINUA, 0TOXACUOC, OLKOVOLA, TIOALTELOKNA
popdn) va cuoTpateuBoUV e TIG SUVAUELG TTOU EMEVEPYOUV KATAAUTLKA OTNV TIOPELQ LETOKIVAONG oo TO W UTIAPKTO O0TO uTtap-
KTO, QO TO OLKELO 0TO OVOIKELD KOl aTto TNV WEa oTNV XWPLKA cOAANUN. AlaKvSUVEVEL va £pOEL TTILO KOVTA LIE O,TL AUTO TIC aMelAEl
TIEPLOCOTEPO TIPOKELUEVOU VAL AVTLUETWITLOEL TO GUVOAO TNG SLadIKAoTIKAG aAANAouXiag e TPOTIO TETOLO WOTE o€ KAOe oTddlo va
pmopet va avtihappavetal, va eAéyxel kat va adouykpaletal kKabe popdr evdexopuevikotntag. O Jacques Ranciére’ meplypddel
NV evaoxoAnon He TNV TEXVN we £vay TPOmo SlavonTtikng xelpadétnong npoadidovtag dlaitepn €udacn otov KATaluTiko Sirmolo
Snuoupyou-Beatn: «To va gival kaveic Beatig dev cuvioTtd pLa adnTikn Katdotaon ou Ba pémel va petapopdwOei os Spa-
otnplotnta. Eivat n ouvnOng kataotaon pag. Mabaivoupe kot St16aokoupe, SpoUe Kol YWwpPLlouE, emiong we Beatég ebpooov
KAOe oIy oUVEEOUNE QUTO TIOU BAEMOUE E QUTO TTOU aKkOpa SV EXOUUE SeL KOl TIEL (TO AVELTWTO)».

H a-otoxia w¢ dtatunwpévn cuvOnKn ylveTal £T0L 0PATH UE TNV LETATOTILON TOU KEVTPOU BApouc amd TNV LBLOCUYKPAGCLAKT) TOTO-
B£tnon tou kaAATéxvn oTo (610 TO €pyo TEXVNG, Ao TN OXECN UETAEY TOU £PYOU TEXVNG LLE TOV MAPATNPNTH TOU KoL OTNV ECWTE-
PLKA 0VAAUON TOU TIPWTOU, aTNV €V SUVAUEL A BeLa» Tou eumepLéXeL. NMpAOKeLTaL yla pia cuvenkn mou adpAveL Katd LEPOG «TNV
£vvola ¢ Mpaypatkdtntag tou AplototéAn»8, amodelyovtag amokaAUTITIKEG ) S1aloBnTIkEC ovtoloyies. H amopdkpuven amd to
OTOXO ETUTUYXAVETAL LECW TN ULOBETNONC HLag ataong Kat' e€oxnv BLoAdyou, ou Sev aleL val AmopEi yLal To 1610 Tov dpopa TG
ok€PNG Kal, KATA MePUMTWon, yla Thv dla tn puon TG MPAKTIKAC. H UTIOKELUEVIKOTNTA TOU «OTOXEUW» OPEINETAL, OTIWG OAVAAUEL
£€oxa o Ricoeur, otnVv 8€a TNG «KATNYOPLOKAC mapdBacngy, o pia Sladlkooia TTou EMITPEMEL va EUTTAOUTICOUE TNV tapekAion
Tou uTto-voe(tal amno tn Stadikacio tng petabeong. Exoupe dnAadn cuveyr avaBoAr Tou onUaALVOUEVOU, TO OO0 OUWE TIAPA-
yetal Adyw tng Stadopomnoincic tou and aAla onuavopeva. Ta yvwplopata ou Ba propoloav va €5palwoouy T chuacia
™G a-otoxiag eival Suvatov va BewpnBolv amoAUTWE «amovVTa» OTNV MEPIMTWON TIOU GUYKPOTOUV amodaVTIKEG CUVNOTWOEC.
To emakdAouBo, katd tov Derrida®, eivat OtL Sev umopoU e TOTE, o€ kapia epintwon a-61e€6dou va éxoupe éva anodedelypéva
TayLo Kal ipoodlopiotpo mapov vonua. Ot oxéoelg aAlnAoenidpaong Ue yvwpova pia tétola ouvenkn aAlolwaong, mou avallouv
TAL ETIUEPOUC CUCTATIKA TOU €PYOU KOL UTTELCEPYOVTOL AVATIODEUKTA OTO TIEPLEXOUEVO TOU, Elval QUTEG TToU SLapopdwVouV Thv
aAAnAouxia Kol TPoadEPOuV KUPLWG EVOELEELC yLa TOUC «EUMAEKOEVOUG HnXaviouoUG». O A. Badiou, avalnTwvtag Tov OVToOAoyLKO
KoBOopLOPO TOU «Eival Tou oupBAvTog», amarttel po Oswpnon tng «OAAAMASTNTAG» ETEPOYEVH WG TIPOC EKELVN TIoU SikatoAoysi
TO eival wg eivat. H Béon autr amokaAUTTTeL TTwG To cUpPBAv eivat akplBwE to KOUPLKO onueio péow tou omolou Stachaliloupe otL
Sev eival ta mavta pabnuatkonotiotpall. Auto mou Twpa «cUPPAively w¢ SlaxelploTiky aduvauio oxnuatilet tuyr avapeoa
OTO EKOTATLKO QVATITUYHO KOL TO EVTATLKO GUVEXEG, Lo BEwpnaon Tou onuaivel 6Tl éva cupBav ival KUPLOAEKTIKG Eva a-Oepeli-
wTo TIOAAATTAG, N eykaTdAsln tou Bepeliov To KAOLOTA Eva QLYWE TUXOLO AVOTTARPWHAL.

Ta €pya Tou avo-pUéVoupe avaloyl{Opevol pla tooo ouvOetn pebodeuaon dev mapdyouv armAweg e AOYLKH GUVETTELQ GUUTIEPACHA-
Ta, aA\G UBPLSIKA HOVTENQ TIOU TIPOGOUOLWVOUV TNV T(POCKeKANUEVN aoToyia. H mpocopoiwon (aoToXlwv) amoteAel pa arnod Tig
TIO GNUAVTIKEG KAl LoXUPES HeBOSOUC, TTOU XPNOLUOTOLOUVTAL OTNV £PELVA YLOL TOV OXESLAOUO Kal TtapakoAouBnaon tng Aettoup-
yiag ouvBeTwV SLadLlkaoLWV Kol CUCTNUATWY. TUHdwva pe Tov R. E. Shannon'? n mpocopoiwaon opiletal we n Stadikacio oxedla-
OHOU TOU HOVTEAOU KATTOLOU TPAYHUATIKOU CUCTHLOTOC KAL TIPOYLOTOTIOINONG TIELPOUATWY LLE TO LOVTEAO AUTO. AUTA ATOGKOTIOUV
OTNV KOTAVONOoN TNE CUUMEPLDOPAG TOU CUCTAUATOC /KoL aTnV afloAdynon eVOAAAKTIKWY CTPATNYLIKWY yLo TN Asltoupyia tou 6n-
Aadn amoteAéopata and tnv allayr cuToUGLOU TOU CUGCTALOTOC 1 TOU TPOTOU autolacng Tou. O UNXoviopog Tou (QUTO+TOLELY)
avah£PETOL GTAV AUTO-AVATIOPOYWYI] KoL (UTO-TIOLNTLKA 0PYAVWON TOU GUGTHUATOC TTou oL tAtavol BloAdyol H. Maturana kat F.
Varela®® éxouv neptypad el we tnv tn gyyevn Sladikacia adldkomnng avamapaywyng, N onoia eivol oucLaoTIKA PoidV EEALKTIKWV
KUTTOPLKWYV (BLOXNHKWY) OxEcewV Kat peTofoAwv. H kaBe mpdén (wg apxn TG MPOKTIKAG) €QPTATAL ATIO TOUG EYYEYPOUUEVOUC
oT1o «DNA NG MPOKTLKIG» TPOTIOUG TTOU EVEPYEL 0 SNULOUPYAC, ATIO TOUC EYYEVELG KOWWVIKO-BLOAOYLKOUG TTEPLOPLOOUG KAl oo
Ta BoNONTIKA TEXVIKA LECO TTOU EXEL KATAKTAOEL Lo VoL Ta uTtoatnpilel. Mapadpdlovtag tov Walter Benjamin: Ta kpLtrpLa yla tThv
afloAOYNON TWV CUUMEPACHATWY gival Topaywya evog “edw Kal Twpa” Kal €XoUV “cuyKupLaKO xapakthpa”’- SnAadr propolv
va eppunveuBolV poévo pe “Suvapikd Tpomo” kat oxL Baoel otabepwy mapapétpwy. Kabe Spaotnplotnta avanAipwong XeL £ToL
HEYAAn onuacio péoa otnv meplypadr] tou cuppavtog, kabwg spdaviletal Katd Th SLAPKELD TNG EUTIELPLOC LE TNV Hopdn «EVO-
PATIKAC avTi-6pdong» i w¢ popdn otyulaiag R SLateONnTIKAG EKTILNONG LLAG CNUOVTIKAG «aARBELaG». STV MepimTwaon TS ou-
BaTIKAC TTUXAG ATTAULTELTAL TIPWTAPXIKA piat SUTAR Bewplia Twv oAamAotTwy, Yo Bswpia kKAnpovopunuévn amod tnv Bewpio Tou
Bergon katd tnv omola £vo cupBav sivat mavta n andkAlon petald dVo etepoyevwv moAamAoTATwyY. Kat otic SU0 MeEPUTTWOELG



Ol OUYKPOUOELG KAl Ol AVTLOTACELG eETAUOVTAL OXL TOGO AOYW TNC YVWonG autic kabautr 6co efattiag Tou yeyovoTog OTL auth
N yvwon SLeUKOAUVEL pla el8IKA EUMEeLpia KATA TN SLAPKELA TN Omolag «oL oUYKPoUOELS vonpatodotouvtan®, maipvouv pa
OUVEKTIKA KOL OpYAVWHEVN Hopdr, N omola TEAIKA ETUTPETEL TNV eAeUBepN €€EALEN TOUG Kal dpa Kot TNV eMiAuch Toug. Ao autod
OUVAYETAL TIWG N AEITOUPYLA pLag ard TLG SUVALELS TOU VOU TIPETEL va avaoTalel yia va tebel og kivnon pa dAAn, | o pLa 1o
ouppatr ekdoyn va evepyorotnBolv Lo svaicOnta atebntipla tkavd va avtiAndOoulv TNV povadikh GTLyur ToU Ta PAypaTa
pmaivouv og pia o petaBAntr tpoxtd. O A. Camus Qo Tnv oKoTLd TG AoyoTtexviag avtAapBavetal To mopdAoyo Tou mapanavw
Suiopou pe tnv évvola tou avtidpatikol, Tou pn Aoytkol. Asev Bewpei AoyLko ekeivov Ttou okédtetal, aAAd ekeivov Tou aloBdavetat
AOYLKA oUOXETIWVTAG TNV TEAEOAOYLKA £VVOLO TN QUTOKTOVIAG WG ULo AUTpwTLKN S1E€060 e€ayvIoTIKAC OAoKARpwaoNC.

H adnynuatiki Asltoupyia Twv aotoxtwv pubpuilel kat kavovilel Tov «Bnuatiopo tng epypadney kabe popdng edw aduvapiog
Tou SLakomTel-Slamepva Thv PaKTIK. Onwe mpoteivel o M. Heidegger?®, «Ikomog dev elval va e€opolwOel n katavonon Kot n
£PUNVEUON WE £V OpLOUEVO LOEWSEC yvwaong, To omolo Sev eival mapd éva mapdywyo £(60¢ Katavonong, mou moparAaviOnke
LEG TO VOULUO HEANUA TOou va. cUAANGDOOUV Ta MAPEUPLOKOUEVO OVTO UEC OTNV OUCLAOTLKA TOUG OKOANTITOTNTOY. H ETTAKTLKA
avaykn SLatuMwonG CUYKEKPLUEVWY, OAAA KOl EVOANAKTLIKWY TIPOTACEWY UETABAONG amd TV tpodavh MPAYUATIKOTNTA O HLa
GAAn, -rov Ba epduonoet Lwn ota epeimia kal Ba Stekdiknoel NBeANUEVn LeETAOTPOdH Kot AdyLa omopdKpuven amd Tov oTtoxo-
amattel pa cuvolikn Bewpnon Twv MPoBANUATWY, N omola EEMepVAEL TNV KATA T AANQ ovayKaia amoTtUMWon TWV AoTOXLWY TToU
Ta TPOKAAEoAV WG Hia Stavontikh avaokadn ylo avakdlun evog «véou supnpatoc». AMNwoTe, oto BABocg kABe KATAOKEUNG,
KGOg “0lkOSOUANATOC”, UTIAPXEL QUTH N TIPWTOyovn emBupia «xapagnc» pag véag odol, wg apyxrn, we aveAEn f mepteén. Stov
avtinoda, to evdexouevo ouveldntic EANewPng otoxou (a-otoxiag), we pLa meploxn-ekdoxn dLadkaoTikng av-akolouBiag (on
going activities), kweital otn odaipa tNG Kpiong Tou AMOTEAECUATOC HECA ATIO EUTMELPLKA QMOTIUNGN TIOU TTOPOKOAOUBEL Kot
Kataypdadel yeyovota mou Bpiokovral os e€EAEN, og mapAAAnAo Xxpdvo pe autov Tng Sladikaoiag mapaywyng-ekpaisuong tou
£pyou. OploBeteitatl wg éva mapdAAnio cUumay, Lkavo va artokaAUPEL Kat vo Asttoupynoetl oav Slaulog Emkowvwviag yla tnv
Kotavonon Tou SULoHOU PETAEY TwV OpWV «OIOTUXLA-ETIITUXLAY.

Baowd mpokeipevo amotelel n £€Aynon Twv TAUTOXPOVWV OAAQYWV TOU GUVTEAOUVTAL OTN «OUVEXELX TG avOpwrivng
SpaotnplotnTac»®, g avOekTIKOTNTAG TWV SOUWV oTa TAAlola TNG PEUCTAG TIPOKTIKAG, TNG OXEONC SpacTnplOTNTAG Kol
aAANAETiSpaonG, 0TO EVIOTILOMO TWV SUVAUEWV adPAVELAG KOl UETACXNHUATIOHOU Twv popdwyv. TUpdwva pe pa Eyediavi
avayvwon tng avBpwroloyLKkn TPaKTIKNAG Tou Bourdieu, n mpaflakr avaluon Kweitat and tnv kataypadn, mepypadr tou
EUTTELPLKA CUYKEKPLUEVOU, TOU QeSO SOOUEVOU OTN MPWTOYEVA eUmelpia (tnv awoOntnplakn mepi tou 6Aou avtidndn) mpog pia
adaipeon, wg dpvnon g acONTNPLAKAG AUECOTNTAG OTOV OXNUATIOUO adnpNUEVWY EVWOLWY, TTou GUANaUBAvVOUV KaBoAkoUg
TUTIOUG, UTIEPATOMLKEG VOMOTEAELEG KAl OXAMOTA WG «SlopeAlopéveg» aAAnlouxieg. H petakivnon oAOKANPWVETOL UECW MLAG
oLVOEOoNG WC AVAKAQOTIKA TTAPACTOCN TNG ECWTEPLKNAG CUVADELAG TOU PMEAETWUEVOU QVTLKELLEVOU KOl EVOTNTAC TWV Sladdpwv
LEPWV TOU, WG APON TNG APocdLopLoTiag O pLa eVOToLNTIKY SUAANYN TwV MPOCSLOPLOUWY KAl VOUOTEAELWY TIOU SLETTOUV TO
£KAOTOTE GOLVOUEVO WG OAov. Méoa armd auTo To TPIoUa UMOPOUUE VA SLOKPIVOULE KATIOLEG OPOLOTNTEG HE ThV PuXavaAuTiki
Aettoupyia ToU GUUPBOALGHOU HE TIOPATIOUTIEC OTO £PYO HLag MANBWPAG PEAETNTWY, OL MAPEUPBACELG TWV OMOolwV, avoilyouv Tov
Spbo yla tnv cUvdeon tou Lacan pe To TTOALTIKO /TNV TTOALTIKA TN TIPAKTLKAG, XWPOG TToU amokaAUTTeL Thv ¢puon evog SuoBatou
niediou mou mapapével, v TOAAC, «no man’s land» kaBwg to medio autd sival amdAuta autoavodopLko Kol ETIINTA EK TWV £0W
S51€060U¢ PEOW TNG CUYKPOUGLAKNG E0WaVAAUTIKAC Slepyaciac.

Eotidlovtag Bewpntikd 600 Kal TPAKTIKA 0T onpacio tTng o-otoxiag, téco n mapolco €kOeon 000 Kal TOo cuumoclo Ba
ETIYELPAOOUV VO SLATUTIWOOUV eVAANOKTIKA ammpocSOKNTOUG TPOTOUG OVOIYUOTOC TWV TIETIEPOOUEVWV KOTAOTAOEWY, OE O,TL
adopd TNV mMapaywyn ELKOCTIKWVY KAl OPXLTEKTOVIKWY EpYwV. H eTSLWKOpEVN peTatonion®® Sev éykettal otn ueboddsuvon alAd otnv
napaywyn evog Suvntikol «eiboug» okomou-otoxou. Kabe «eibog» a-otoxiag avtipetwriletal péoa oto iSlo mAaiolo avadopdc
LE TN ouvtopia, tnv €kmAnén, tnv anokpudn, To aiviypa, to euduoloynua, tnv avtibeon kabwg kat OAeg TG pebodeloelg tou
UTINPETOUV TOV (610 OKOMO. H HETOTOMION TIOU EMITUYXAVETAL TIC KABLOTA amMelpwe avVayKOieG HECW KOG CUVEXOUC avaywyng
Kol eme€ynong KAOe «oToxeuEVNG LETOPOPAC»® Kal KABe GUVOAOU OUOLOTATWY TIOU TOCO OE KELUEVIKO OCO0 KOl OF TIPAKTIKO
emninedo Oa eival to «epyadeio» mou Ba pag e€oodalilel mpodcBach otnv SLAKPLON AoPAAWY CUUTEPACUATWY OVTOC Tou SimoAou
KEUTELPLKN YVWON» KAl «eTADOPLKO SIANUUay. To Topamdvw EpWTAKATA, EVOELKTIKA TN TTOAUTIAOKOTNTOC KOl TTOAUTPOTILOG TG
TEXVNGS pavepwvouv OTL N KAAATEXVIKA TIPAKTIKA cuvioTd éva cuvOeto medio doknong etepOkKANTwY SuVAUEwWY, TOo “mavtpeua”
Twv omoiwv dnuoupyel kaBe dopd tnv WoLaitepn “atpododatpa”’ evdg £pyou. Auth n cUANOYN Kal TAPoUGiaon TWV ELKOCTIKWV
avanapactdoswy, SlapecohaBroewy, pubomlacioc?® kat avtutapadéoswy Ba amonelpabel va e€eTAoeL Kal va PpoabLlopioeL To
OUYKEKPLUEVO Simolo, BETOVTAG TNV A-0TOXlO OTO EMIKEVTPO TOU eVELADEPOVTOG WE LA TIPOOTITIKA YLt SLEUPUHEVN TTAPAYyWYLKA
Sladikaoia.
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H vOyxta tou épyou
TOU aIT00TOAN apTivou

To £pyo elval MAvTa EMEPXOUEVO, GTOV TOTIO £VOG MpayUaTikol, TToU EK-SNAWVETAL 6TAV UALKOTNTA TOU Kal Oewpeitol oTov aoTepL-
OUO TwV onueiwv tou. Eva KatateOeliévo UALKO TTOU GUYKPOTELTAL 0TO GUHPBAV TG YAWGOGOLKNAG Tou e€aipeong, EVOG LUoTLkoU Adyou
TIOU EYEIPEL TNV TAEN TWV MPAYUATWY Kol ToV 0pifovTa TwV YAWOGLKWY TOUC EKTPOTIWV. MW yivetat Staxelpioun OUwS n moAuon-
pia autol Tou UALKOU; TTWE EAEYXETOL TO AoadEC KL 0XOpTOYPAPNTO TNCG EKPPACTIKOTNTAC TOU; KOL TIOU EUMAEKETOL N SNULOUPYLKA
npoBeon; n Ta€n Tou gpyactnpiou; oL xelpovouieg tou; O SNELOUPYOE Elval O AVTITPOOWITOS AUTAG TN TAENG AANA CUYXPOVWC
KL auTnG TNG atafiag. Eva PeTaiyulako oplo mou mapadidetal otn vontikn epyacio aAld Kal 0TV amoKAAUTTIKA TOU UALKOU, 0T
OKOTELVI) TOU T(POEAEVUON, 0TN vUXTA TIOU TO SOKLUALEL. To KaBeoTWE TNC SnuLoupyiag SoKIUAleTal TAvVTa OTLG ALWOELG TTOU EYELPEL
TAvVwW ¢’ aUTO TO UALKO, 0AAG Kol 0TLC cuVaKkOAouBeg amotuyieg toug. MNarti to MNpayuatikd tou UALkoU gival autd mou e€avtAei Thv
np6Oeon Tou SNULOUPYOU, EKTPETIOVTAG TNV 0T Gopd TG Hovadikic Tou aAnBstag. To UALKO WAL mavta ad’ eautoy, SnAadn
LG pla YAwooa ou eival £€w art’ Tn TPOOTTLKN Tou £pyou, OTav To £pyo £ival n kaBRAwaon tou UALKOU, N SoULKA Kol HopdLKA
Tou eKk-{ATNON.

To épyo givat pa Staotpodn Tou mpdypatog, aAld To MpayUatiko TG UAIKOTNTAG Tou anelBapyei otn dtactpodr tou. H vAwdTnTa
gival pLa gpmelpia yupvn, To “kad’ autov mpdyua”, oxt éva aAllol oAAd €va 6w KAl TWEA, L0 ETILTOKTLKI 0(LECOTNTA TOU ETLBAA-
Aetal oto xwpo kot Sucavdaloya mapadidetal. Mia ecWTEPLKN EVOTNTA TTOU CUYKPOTEL Kol T METAPUOIKH TNC KaBapoTnTa, KabBwe
Suokoha mepl-ypddetal €w art’ TG cuvOnKeg o n (Sla eyeipel kal dtadulattel. Mia evikdtnta mou adltadopel otV LOTOPLKO-
noinon / popdomoinon tg XPOVIKOTNTAG TNG, EUUEVOVTAG OTOV SIKO TNG AVLOTOPLKO opilovta kal anwbwvtag kdbe duvatdtnta
£vvoloAoynong tou. Mia adtadavig £ToL OAGTNTA TTOU eyypAdETAL KAl WG Eva TPAU A HECA 0T YAWooa, £va Tpal U TTou EpXETAL
VA ETIOVAWOEL N LETADOPLKH KAL LETWVULKN AELTOUpyila MAVW 0To avdyAudo cWUa TNG LETATOVIOUEVNG Tou eTildaveLag. Eipaote
A&N OUWG péoa ot HeTadUGCLKA TNG UALKOTNTOC TTou Kopilet kat tn popdoloyikn tng dtadopd. Mia Stadopd dtabéoiun otov ah-
Aov, kaBwg mepthapBAavel kat TLG SIKEC TOU XELPOVOULEC, To S1Kd Tou ixvog, TV améArmda mpoomndOeld tou va eloBAAEL oToV TTUprva
auTAG TG SopnG. H LAKOTNTA £T0L EKTOC 0Ttd TO Vo SLadUAACCEL TNV EOCWTEPLIKOTNTA TNS SlavolyeTal kot otn vonuatoddtnan tne,
og pta embupio mou Sgv avKeL 0TNV TPWTOPXLKN TNG OUVELSNON, aAAd givat pa Kivnon mou €pxetal art’ £€w Kot SLeyelpel TNV
£0WTEPLKN Sokipaoia Tou UALkol. Mia Sokipaacia mou to e€avtAei, EpVoVTAc To ota 0pLd Tou, OAAG CUYXPOVWE KAl LLa Tipagn
TIOU TO OMOKOAUTITEL, £YYPADOVTAG TO 0TV TEAKOTNTA TOU VORUATOG Tou. 3’ éva vonua mou 6ev avikel aAAd Tou eyypadetal,
arnodibetal. H VAN wg éva yAwaoolko cupPBav mou Slabétel kal Stavoiyetal otny idla thv aduvapio tou. H xelpovopia auth sivat
LLLOL XELPOVOLA TEXVLKOTNTAC TToU amtodidel To avayAudo Tou KOGUOU GTNV KATAOKEUAOTLKY Tou aArBeta. Mo moAANATAQGLAOTLKNA
XElpovopia kaBwe emauAavel TNV UAKOTNTA, POoaSiSovTac TNS Eva UTEPEXWV vONnUa. OLeyypadEg auTeg Sev eival Opwe n Bia tou
£pyou, aAAG poUTdpyouv autol. Aev avaAwvouv Thv VAKOTATA Tou Mpayuatikol, Tn Lovadikr Tou akepaldtnta, anid diavol-
youv tov udoloyLkod tou xapaktipa. Mia diavolén mouv Ba Urmopolcae va TV avayVwpLooupEe Kol we pia duaotkn Seiwon tou
GAAou. Mia TaAAvTwaon, Kol PE TNV XEYKEALAVH €vvola TOU OPOoU, TIOU EMEKTEIVEL TN SLACTOON TNG UAKOTNTAG 0TO Avico péyebog
TwV WEWV TNG. H eTEPOTNTA £TOL TNG UALKOTNTAC SEV avayvwplletatl pdvov oTnv TAUTOAOYLKA TNG TepikAsLon aAAd Kot 0To eAA)L-
0TO KEVO NG S1appnénG TNG. Mia Tpaupatikn emibavela, 0w AAAWOTE Kot OAEC OL TAUTOTIKEG eMLdAVELEC, TTOU avaBAUTEL péoa
art’ tn AVon TG CUVEXELAG TG, ia eBupia YL AUTEG TLG LOLOXELPES Ypad£CG Tou AAAou. H UALkOTNTA £T0L, pévovtag oto 16lov Tou
TOmou TNG, dlatiBetal otn YAWooa, OTIC LETAPOPEC KAl OTIG METWVULIEG TNG, 0” auTo Tou o Levinas Ba ovoudosl e€wtepkdTnTa,
0T0 AAAo Ttou TePIBAANEL TOV TOTO ToU 1610U. H £TEPOTNTA TOU UALKOU SEV Elval pLa N avaywyLun etepotnta aAAd pla EcwTepL-
KOTNTA pnyHaTwUEVn art’ Thv epyacio tou EEw. AtadopeTikd, Ba ftav pia adtdbetn VAN, £vac afiwtog kOouog, pia Bla mépav tng
eumelpiog, aAAd eival éva cwpa mou avTitiBetol Kot SlatiBetal cuyXPOVWCE, L0l ECWTEPLKOTNTA TTou Slappaysital ota dpla Tou
AGyou Kot TNS BLWHATLKAG EUTELplac.

H apuvépevn evdotikotnta tou UALkoU eykaBi8pUet £va meplBAA\ov oxEcswv Kal epyaaciag mou Sev opilel Kapld Kuplapxio mapd
povov pav aveAéntn Stahektikr. Mua SlouppeTpia onueiwv mou avayvwpilovtal otnv anwbnuévn toug B€on Kol otV EMAVE-
vapén Toug UMPoaoTd oTo KatwdAL Tou dAou. H anwlela Tng kKuplapxiag péoa ¢’ autd to kaBeoTwE TG amwbnong eyeipetl Kat
pLa oelpd cupBdavtwy mou Aofodpopolv Ty SnuLloupyikr poBeon Kal ektpémouv to Adyo tne. e kaBe Soun Kalpodulaktel
€VTOC TNC £Val CUMPBAV TIOU MEVEL AVEVTOTILOTO QKOWUN KAl 6° QUTH TNV aKaploia Kal ompoOcUeVn oTyun tne ekdRAwang tou. Mia
pnélyevic otlypur mou SLacaAeVEL TNV KOWVOVLKOTNTA KAl TO €6palwUEVO TNG vOnpa. To KEVTPo Ttou cuvBwg MAATTETOL Eival N k-
dpaoTKOTNTA TNG VALKOTNTAG, N Kablepwpévn TnS otolxeloBecia. Mia maylwwpévn avtiAngn mou npodiaypddel kat Tov opilovta
TWV XELPOVOULWYV KA. AUTWV TWV XELPOVOLLLWY TOU €PYOU TTOU £pXOVTalL OXL TOCO yLla va eUBOALIcOUV TNV MUPNVLKA SOULKOTNTA TNC
VAIKOTNTAG 600 yia va Stavoiouv Tn GuCIKOTNTA TNG, 0TN SuVATOTNTA LA GAANG EK-KEVTPLKOTNTAG, LG AAANG ONUELAKAG ava-
$opac. H kaBopdTNTA TOU £pYOU QVAUETPATAL UE TIG OEWPrOELG TOU alaONnToU Kot Tou GavTtaoTIKoU. AloBNTNPLAKEG TPOCEYYIOELS
mou odeilouv va avixvelouv éva riedio ou cuykpotel Tnv apdLBolla, tou givat o 1dlog o tupnvag the apdBoliag. Auth n mapa-
otk $UoN TOU TPAYLATOG TTOU EKTPETEL TN YAWO GO o€ OO Kt TiLo amifaveg Kataotdoels. Eva odaApa tou eyypadetal aképalo
oToV TOTO TNS adAYNoNG KoL 0T oKNVA Tou TotnTkoU. To UALKO €tal, “yivetal” £€pyo art’ Tn OTLyUr TIOU QIavVTATaL 0TO AGYO TOU
Snuoupyou tou. Mio TpLv eival To AvVEPUNAVEUTO, TO KEVO onueio Tng dnpoupyiag, To aduvato Beuéllo Tou avaotoxacuol tne.
H dnuloupyikn Stadikaoia e€ehicoetal otav n olwrnf autol Tou UALKOU adrvetal otn StadwTloTiky apxn Tou dnuwoupyou, étav
€YYPAdETAL OTN OKNVH TOU VORUATOG Kol EKSUTAWVETAL OTLG LOTOPLKEG TNG SOUEG. To TiepIKAELOTO TNG UAKOTNTAG OUWG SeV £TL-
TPETEL OTOV KOAMTEXVN va €XEL TNV KOOOALK) ETIOTITELQ TOU TIPAYUATOC KAl YL AUTO N KOXAATEXVLIKY TipdBeaon lval pia xelpovopia



TudAn, éva malyvidL e tnv okoTewvr) VAN ToU KOGUOU, LE TO adldBeTo vonuad Tou. ITov AKUpPO aUTOV opilovia Ta onueia tng té-
XvVNG elval onueia mou ekBETOUV T YUUVOTNTA TOUC, TN CNUAGCLOAOYLKA TOUC adUVOHLA KAl YL QUTO CNUEL ULaG ammapxnG, HLOG
KATOYWYLKNG, EVAPKTNPLOG Kal YL auTto aduvatng cuveidnong. Ta mavta Tote yivovtal YAwooa, dtabgoipa otn yAwooa, ONUELOKEG
TIAPEKTPOTIEG, LOPPOAOYLKEC aduvaleg, mpolovia OAa auThG TNG CUMBAVTLIKAG Kplong Tou elval To €pyo Kal Pe tn SuTtAr évvola
™G AéENG kplon. To €pyo €ival To vonua AUTAG TNG Kplong, N eudaveld tng, Ta onueia tng, to onueloAoyko tng Baboc. E€ou kat
To adLaVONTO TOU VONUOTOG TOU Kal N ETEPOTNTA TNG EKPPACNC Tou. MaTl elval To €pyo evOg 0pLaKoU matyvidlou, TO VONUO TOU U
VONUATOG, N €kdpach Tou avekPpaoTou, o AOyog pLag GuoLKng SLAPKELAG TTOU CLWTIA Kal €V TOUTOLG ekbEPEL TO AOYO, TOV TIEPLO-
0gUoUPEVO AOYO TOU £pyou, Evav AOYO TIOU UTIEPEXEL, TTIOU SEV £Vl TOU KOGHOU TOUTOU KAl YL QUTO HAPTUPA YL TOV KOOWO, EKOE-
TEL TN OLWTLN ToU, Ttou SV eival Lo oLwTr), aAAAQ L0 ECWTEPLKA EUMELPLA, ULlat GAAN YAwooa, plo yAwooa PEca oTh YAWooo Kal yL
QaUTO €va kKopudaio oTpatnynUa, Lo LUCTLKA avayyeAio opolwoewyv. 000 aVIIOTEKETOL TO UALKO TOGO Kal n eKPpacTikh yAwooa
Tou €pyou PBabaivel, ylati cuoowpeVel éva onueio Mavw o’ Eéva aAAo onpueio, pla urep(e€)avtAnon kel 0mou n xapaén Babaivel
KalL To {YvOog Tou Mmpaypatog yivetal Eéva SucavayvwoTo (xvoc. Ekel 0mou 1o €pyo OpwG amoAuel e€aidvng kal tn SUvaun Tou Kat
YIVETOL Yo EKAETTUGUEVN Hopdr TNG AMWAELAC, (Lo AfBn Tou KataywyLkoU Tng ediou, ToU TNG EMLTPETEL KoL va SLavolyeTal ot
HOPPLKOTNTA TNG KoL Vo avoAauBAvVEL TV Tapoucia TN, €0TwW KL av autn n mapoucia dev eival v TéAeL Timote dAAo art’ To Mo
aduvaro yvog TnG anmocupong TNG.

To €pyo avaAapPBavovtag To UALKO Tou GEPEL LECA TOU KO TO 8L0 TO UALKO, aAAG evONKEUEL KOl 0° AUTO TNV ETEPOTNTA TNG LOEQC
Tou. Elval n téAeon pog apolfatotntag, kaBoAa §UokoAng, mou dlatpumnad Tig SUo SOUEG, TNG SNULOUPYLKNAG TPOBECNC KoL TOU UAL-
KOU, CUYKPOTWVTAC OTO KEVO QUTIC TNG OTHG, TO TIPASELY O EVOC EVOLAPECOU, ULAG, EV KEVW, LOPPNG TOU KevoU. AuTr n uBPLOKN
oKemtopopdn Tou £pyou, pLa popdn HeTaEL oupavol Kal yng, onw Ba €Aeye o Heidegger, mou aloBntormnolet to pnélkéAeuBo tng
YEVETIKNG TOU Xelpovopiag. At Tic apxég nén tou 200U alwva 0 KOGUOG TNG TEXVNG avalapBavel auto rou o Claude Levi-Strauss
Ba ovopaoel otnv MNpwtoyovn okéPn tou “bricolage”. Mia odhBaApikn, kat’ apxrv, Slavolén, mou evrorilet Kal avaAapBavel Kot
HE pLo Ttayviwdn dabeon, tov TexVikd Tng meplyupo. Mia epyalelakn Staotpodr) mou SLaoTPEPEL TIG XPROELS TWV HECWVY Kal
EMAVOXOPACOEL TOV 0pL{oVTa TWV IPAYUATWY. MLa KOUBLKA 0TIy OTIOU 0 KAAALTEXVNG §EV EKBETEL TOOO, 0TV TIPpafLaKH TOU €KON-
Awon, TNV adeTnpLakn Tou PoBeon, 660 TtV eVPeoN-TEXVIA TwV UALKWVY Tou. Evag Savellopevog Aoyog mou ek-pEPEL TN YAwooa,
TN onuovopevn KukAodopia tng Kl amoAUeL TNV KEVTPLKOTNTA TNG avadopdg Tng, To dtavontiko tng edpaiwpa. To €pyo, o€ OAeC
QUTEC TIG CUOTPOdEC, avalapPBAveL Kal TIG TIOKIAWVUUEG e€Apaelg Tou. Metwvupieg, mou Sev avayvwpilovtal mouBeva mapa
ota (xvn HOVO TWV KATOYWYLKWY TOUG OVOUATWY. MLal A-KEVTPN EK-KEVIPLKOTNTA TIOU KOWWVEL SLadOpETIKES TINYEC VO LOTOG KOl
enwpieTal tn Aettoupyia toug. Mia cUVOETIKI XELPOVOULX TTOU AVOCOUVBETEL TNV EVOTNTA TOU LUBOAOYLKOU Kal Tou Slavontikou,
KataBEtovtag tnv popdikn tng aduvapio. Aixwg va amneldeital n mupnvikoTnTa TG SoUNg, €ival n y\wooa, auto to e€aidvng tou
KOOHOU, TIou SlacaleVeL Ta OPLA TNG Kol EKOETEL TLG AVTOXEG TOUC.

H kuplapyia €tol Tou €pyou eilval pla Kuplapyia mou Sev emitdooel Tinote aAd kot Sgv emitaoostal OpwS. Mia avenaiodntn
ypaodn mou kopilel tn dtadopa, to Stadépwv kat dtaduywv (xvog Tou mpayuatog, ou dev eival miia n Stk tou BouAnon, aAlAda
N aUEAELA TOU, N EAKTIKA Tou popd. H aAUCWON QUTWV TWV PETATOTIIOEWV KATABOETEL Eva andbeua popdhoAoYIKWY GUV-KLVICEWY
TIOU YIVETaL KAl N Kataywylkr {wvn Tou €pyou, n apxaltoloyia tou epyaotnpiov Tou. Oco auToO To aMOBepd CUCOWPEVETAL TOGO
KOLL LOXUPOTIOLOUVTOL OL XELPOVOULEC TOU €pyou. H Asttoupyia auth, axaptoypadntn Kol OVEPUVEUTH TIAVTA, CUYKPOTEL €va E0W-
TEPLKO TIOU CUYXWVEUEL TIC SNULOUPYLKEG TIPOBECELG UE TIC CUUPBAVTIKEG EYEPOELG TOU UALKOU. Eva medio aotpanofolwy eAlyuwv
TIOU CUVAPBPWVEL VONUATA KoL CLWTTEG, ATIOUELWOELS KOL QVATITUEELG, OVAYWYEC KOl ETAYWYEC. To mepBAANOV LILOG OLKOVOULOG
PNEEWV TTOU KOUWVOTOUEL LECO OTO CWUA TNG UAKOTNTOG, Kopiovtag, OXL TNV amoAuTotnTa evOg VONUAToG, aAAd Tn mpaén Hovo
NG SuvatoTNTAG Tou. ¥’ auto To patlakd KabBeotwg mou n eknPBoOAog ypadr tou €pyou Sev elval euBUypapun ala StEpxetal
TIOANOUC OTEVWTTOUG KOl TIOAAEG OTPEBAWOELS. Mia TudAN ypadn, aAld ev ToUToL ypadh, TToU TIPOOKAAETAL KOl SLEPYETAL OTNV T&-
AKOTNTA TNG. AOYW TUXNG OUWC, TTAPA TEXVLKAG. H SnuLloupylkn poBeon e5palwVveTal 0TtV UALKY TNG avadopLlkoTnTa 00 OVAKTA
NV anabsld tng, tn d-adAveLd TNG OTNV ETUKPATELA TWV onueiwv. O kavovag Tou Talxvidlol anodelkvUEeTal Kal 5w OTL elval To
{610 To TaLyvidL. To anwbnuévo emaveépyetal, v etépa popdn, oL TPOKANGCELG TIPOCKAAOUV KL armocUpovtal, ovidAa avaduovtat
Kal katadvovtal, okentopopdEg mpoetkovilovtal kat Stadevyouv. Tumote Opwe dev SlacwleTal otnv EEALEN AUTAG TNG KOOUOXA-
AaoLaG mapd povov n dtabeoiuotnta tng Hopdng, To MEPACUA TNG OO TO £va oTo AAAo, pia eAdylotn cuveidnon {wng mou dev
KaBeUBEL, pLa epLITAAvVNon ar’ To VONUA 0TO [N vonua Kot T avtiotpodo, ekel Omou avayvwpiletal kKal 1o GLAOGOPLKO VONUA TNG
TEXVNG, TO 0BepeAiwTo BeUEALD TNC, TO AVEVTIOTLOTO (XVOG TNG MECA OTNV TTPOdAVELA TOU KOGHOU.

Ev TéAeL oTOV KOOMO Sev pével Timote. Mia maAippnotn povov, e€aviAnuévn, emidavela eyypadwy TOU avooUVOETEL KaL amogn-
AWVEL TO Kelpevo Tou. Kat art’ tTnv GAAn auto To KE(PUEVO VO TIOPAUEVEL TTAVTA VA KEIPUEVO BOUBO, SECULO TWV KATAYWYLKWY TOU
KaBnAwoegwv. Ev TouToLg, O, TL EKKLVEL QUTH TNV LoTopla, €lval KATL TOU Keltal mépav autn¢. Eva akatdaBAnTo enékeva TOU aypu-
TIVAL TTAVW aTt’ OAEC TLG XELPOVOULEG TOU KOOHOU KL ot OAEC TLG LUOTLKEC TOU OAOTNTEC. Elval n otyun tng dikng tou emibupiag mou
ylveTal KaL n otypn tng Snuoupyiag. Eva aAAol mou eyypadetal Kot eKEPETAL OTO XWHATIVO (xvog Tou. Auth n Adgsuon mavw
otnv netpa tou P. Celan. Ouxapdéelg, sival mavta xapatelc Bablég, SEoULeg TNG emBU UG TOUC KOl YL AUTO anwAeopéva onpadia.
Xapatelg tou g onuadelouy, S& KATtEXOLV, Ttapd Sta-BAaAouv povo, petayyilouv kevotnta, StoAobaivouy, adrvouv ta ixvn Touc.
To (xvog Sev eKTPEMEL, TO (Xvog elval n (Sl n ektporr). Mia akaplaia, acTpamoBoAo, OTLy N TTOU SLATPEXEL TO cwia Tou MNpayua-
TKOU Kal eVOUAOKWVEL 0TNV UAKOTNTA TOU OAN TNV ETEPOTNTA TOU KOGLOU.






Tpunwvrag to vepd, BvteonpoBolry / Punching a hole in the water, videoprojection
Sidpketa / duration: 15

2014

£UYEVIKN Tapaxwpnon tou KaAtéxvn / courtesy of the artist

navoc Bopplac / panos vorrias

T Ba cuvéBalve av yepilape éva BapéAl amo tnv e§wteptkr) Tou MAeupd; To Bivteo «Tpumwvtag To vepod» pe tn popdr documentation ma-
POUGCLATEL L0 OELPA EVEPYELWV KAl KaTaypadwV Péoa 0To VepPd TG BANaooAG o KOVTV arootach and tnv akth. Mpdkettal yia petado-
PLKA TPOCTIADELD LETATOTLONG TOU VEPOU We TN BUBLoN evdg BapeAioy, kabwg emiong kat Le Thv epriuepn e§iowaon Tou otopiou Tou e TtV
empavela tg Balacoag, SnULoUPYWVTAG KAT OUTOV TOV TPOTIO HLa KEVOTNTA, £va apdso£o, pia TpUTa oTo vepo. Mpdén oTtnv KUPLOAEKTL-
K Tng Stdotacn €€ oplopol AoToxN, KATASIKAGHEVN OPYA 1 YPAYOPO O€ KATACTACH QTOTUXIaG. H «Lkpr TpUTO» cav PAgn avapuETpnong
TOU avOpWTTOU HE TNV AMEPAVTOOUVN TOU USATIVOU oTolXeiou akoAouBel Toug SKoUG TNG VOUOUG Kol KAVOVEG, LOVO AIYEG ULKPEG OTLYHEG
EMAVW OTNV akwnoia g empavelag Suvatat va ulormotnBei kabwg pe To mépag Alywv wpwv BuBiletat Kot TAAL yLa TNV amokatdotach Tng
duokng Tagng twv mpaypdtwy. / What would happen if we filled a barrel from the outside? The video “Opening a hole to water” presents
in documentation form a series of actions and recordings inside seawater, in close proximity to the shore. It is a metaphorical attempt to
move water by submerging a barrel and temporarily leveling off its mouth to the sea surface, thus creating a void, a paradox, a hole in
the water. In its literal dimension, this is a failed action by definition, doomed to fail sooner or later. The “small hole” as an activity of man
confronting the vastness of the water element follows its own laws and rules; it is realizable only for a few brief moments in the stillness of
the surface, since it submerges again after a few hours, and the natural order of things is reestablished.



Ao de

E§aepiopog: n avaveéwon Tou aépa, Loaywyn fi e§aywyr Tou Gykou Tou, Ue GUGLKO N TEXVNTO TPOTIO HECA OE EVOL XWPO KATA TNV SLAPKELA TOU XPOVOU
Ventilation: The air renewal, import or export volume naturally or artificially in an area during time

YIoAOyLopOG TNG PONG Tou agpa avaloya pe Ta dtopa oto xwpo / Calculation of the air flow depending on persons in space

20-25m3/h avd dtopo pe puctoloyikr dpactnpidtnta / 20-25m3 / h per person with normal activity

30-35m3/h avd dTtopo og XWPOUG TToU EMLTPEETAL TO Karviopa / 30-35m3 / h per person in places that smoking is allowed

45m3/h avd dtopo pe ehadpld duaotkr dpactnpidtnta / 45m3 / h per person with light physical activity

60m3/h avd dtopo pe évtovn duoiki Spactnplotnta / 60m3 / h per person with intense physical activity

2014

€UYEVIKNA Tlapaywpnon tou kaAAwtéxvn / courtesy of the artist

BaotlAnc yepodnuoc / vasilis gerodimos

H potoatdtnta oxeSLoopoU Kol KATAOKEUNG EVOG TIELPOLOTIKOU NXAVALOTOG TToU ££aepilel TOV EEWTEPLKO XWPO AKUPWVEL BEULTA TNV XPNOTIKO-
Tt tou. Ot OToLoL HoBnpaTIKOl UTTOAOYLOUOL EVOL TWPX OE axXPNOTLO VW N GUGLKI XWPLKN UTIOCTOCN TOU £€pYyOoU KABLOTA TNV TTOPOUGLA TOU WG
apparatus. To meplexOeVO Tou UTIO SLapdpdwon AVTIKELLEVOU o BpalopaTo KALLATIOTIKWY eEQPTNHATWY apOPWVEL Lol GELPE UTIODETIKWY
TIOPAUETPWY OXETIKA LLE TNV UOTEPN TOU XPron. H mpoodepduevn amoAaucn LETATOMIIETAL OO TOV XWPLKO GTOV SLAVONTIKO UNXOVLOUO, KABWG
To HovTéNo Slaxelpiletal dokoma kdbe wdéAo aépvo dyko. / The futility of designing and constructing an experimental ventilating machine
for open spaces legitimately nullifies its utility. Whatever mathematical computations were in place, they are now rendered useless, whereas
the natural spatiality of the artwork turns its presence into an apparatus. The content of the object -shaped by fragments of AC spare parts-
articulates a series of hypothetical parameters relative to its posterior use. The pleasure provided is shifted from the spatial mechanism to the
intellectual one, since the model purposelessly manages every useful air volume.



Imprint, insitu eykatdotaon / Imprint, insitu installation

KaBpEdTnc, TolpeVTEVLO KpAoTieSo odormotiag, pwtoypadikég eKTUMWOELG / mirror, cement curbstone, digital prints
2014

€UYEVIKN Tlapaxwpnon tou kaAAtéxvn / courtesy of the artist

yLWPYOoC yurtapakng / giorgos gyparakis

H Anpokpiteta ekdoxrn tng Yeudaiobnong avadépetal we mpookoAnon otn voba yvwon Twv atedntnpiwv. Méoa amno eykedalikn atovia
(F. MiAep) f e€amdtnon twv awedroewv (E. Kavt) téco n orttikr Peuvdaiocdnon 600 kot n odpOaApandtn mpokaAoUV Lo GELPA amd aoTto-
xiec. 2to aibplo Tou Mouaceiou TUyxpovng Téxvng oto ItpacBoupyo ¢rAofeveital pLa YAUTITIKE EyKATAOTOON. ATtO TO AVOLKTO TUAKUA TNG
0pOodAC UIMAlvouV TEPLOTEPLA TaL OTTola KATolkoUV/dwALdlouv péoa oto YAUTTo. Eva meplotépt aduvatel va avtiAndBet tnv texvnth Peu-
SaicBnon mou katadépvel n Stadavela Tou oTeEPeOL VAAOTIVAKA KOl TTPOCKPOUEL 0TO TIA UL 0lPAVOVTAC TO TEAELO ATOTUTIW A TOU. To TTOUAL
nieBaivel otV mpoomdBeld Tou va SlamepdoeL Thv «adpatn» emipdvela. H amdnelpa avtiAndng/ektipnong tov cupBavtog petadEépetat
oe Sladikacia SLappnéng Twv opiwv peTald TéXvNG KoL TPAYUATIKOTNTAC. STNV ATIOAUTH QPXLTEKTOVLKI) CUMUETPIO TOU eKBEGLAKOU XWPOU
™m¢ Audlocag emixetpeital n avacuvBeon evog Peudalobntikol meptBdAlovtog pe avtiotpodn OUwG Aettoupyia. O Beatrg e€amatdtal
arntd tnv adapdlopritn, adtadavr kat adtanépactn VAN Tou kabpédtn vopilovrog ot mpdkettal yia Stddavo yuaAi. Kamota otyun n
TPOOoKeKANEVN aoToxia amokaAurttetal kabwe Ba avayvwpioel to el6wAo tou péoa o avtr. / The Democretian version of illusion is for-
mulated as a fixation to the spurious knowledge of the sensorial. Through cerebral atony (J. Mdller) or deception of the senses (I. Kant) both
optical illusion and trompe-I'ceil cause a series of failures. The atrium of the Museum of Contemporary Art in Strasburg hosts a sculptural
installation. Pigeons come in from the open part of the roof and inhabit/nest in the sculpture. A pigeon cannot perceive the artificial illusion
produced by the transparent solid glass plane, so it hits the glass and leaves a perfect imprint. The bird dies while trying to pass through the
“invisible” surface. The attempt to perceive/evaluate the event is transferred to a process of breaking the limits between art and reality. In
the absolute architectural symmetry of the exhibition space of Amfissa, the reconstitution of an illusory environment is operated by having
its function inverted. The spectator is deceived by the undoubted, non-transparent and impenetrable matter of the mirror that makes her
believe that this is a transparent glass. At some point in time, the invited failure is revealed since she recognizes her mirror image.



to b¢einvo, Yndlakr npooopoiwon / the dinner,digital simulation
2014
T(POCWTILKO apxeio / own archive

aAgénc Sailac / alexios dallas

«...To &einvo eival pla cuvtoun, cuvelpuLkn adniynon, mapdywyn g HeAétng Stairble (2005), plog katd cOPPBACLY «aoTOXlAG», OTNV
BaBuida TOU OPXLTEKTOVIKOU QVTLKELUEVOU TIOU EVATIOKELTAL O KAONUEPLVA, WG TETPLUUEVA, TIOATLOMIKA cupdpaldpeva. Adopd otnv
Tieplotaon plog e€avaykoopévng SLooTAUPWONG KAL EVTATIKOTONONG XPHoNG OKELWY GUUBAVTWV: éva KatwdAL-el0060C, |La oTelpoEeLdNg
ouvdetnpla KAipaka, éva tpaméll-eotia. TuvnBwe adlotavtal, TOTOAOYLKA KOL ETILTEAECTIKA, OUWG E6W CUVALPOUVTOL GE SPWV UTIOKELUEVO,
Xutelovtal o€ eviaio ovtotnTa, KL £T0L AMOKPUOTAAAWVOVTAL 0 SE60UEVO, TIEPLOPLOTIKO, HETPLKO €UPOG. EVPOG mou mpocdiopiletal v
UEPEL a6 acadr Voulkn Statumwaon mou ponyndnke (petaBifacn, avadlavour WELOKTNGLaG 08 UTIO KATOLOKEUNV VEO KTIPLO) KalL EV LEPEL
Qo TV MPOoSoKLa CUUMAYOUG, CUVEKTLKOU BLWpATog (pia urtepxeiion embupiag) Twy KOTOWKOUVTWY, LEANOVTIKWY GUVEALTULOVWY TOU
Seimvou. /.. The dinner is a short, freely associating narrative, outcome of the project Stairble (2005), a “failure” by convention, on the level
of the architectonic object within an everyday, even trivial, cultural context. It tells about the incident of a forced, cross-fertilized, intensified
use of some domestic event: a doorstep-entrance, a connecting spiral staircase, a dinner table-hearth. Usually they ‘re detached enough, as
topological and performative agents, but here come close, cast in a single entity, so they consolidate inside some given, restrictive dimen-
sional space. This is due to a previous, poorly stated, legal resolve (transfer, redistribution of private property in a new building construction
yet to be concluded). It equally happens also due to the anticipation for a concrete dwelling experience (a desire overflow) on behalf of its
residents, future attendants of the dinner.»



Louganis’ head, Wndrokr mpoPoAn oe kovtpa mAaké / Louganis’ head,digital projection on ply wood
Slaotdoelg Batripa / springboard’s dimensions: 1.80 x 0.30 x 0.40 p./m.

Slaotdoeg poBoAn¢: petaAntég / projection’s dimensions: variable

2014

€UYEVIKN Tapaxwpnon tou kaAAtéxvn kat tng ykaAept CAN Xplotiva AvSpoulidakn, ABrva /
courtesy of the artist and the CAN Christina Androulidaki gallery, Athens

vataoa evotabladn / natasa efstathiadi

H ardAutn cuyKEVTpWaOn otV emiteuén Tou otoxou Slatapdoostat and tnv StapecoldBnon moAAamAwY cuUBAVTWY. Ta yeyovoTa OU TO aKO-
AouBoUv cuyKpPOTOUV TO EGAATAPLO yLa TNV ATOKAAU N EVOG aB£ATOU TIESIOU KOWWVIKOTIOALTIKWY CUUMTWHATWY. «To 1988 ctoug OAUMTLAKOUG
AywVeg TG ZeoUA o Mkpeyk AOUYKAVLS, Xpuoog OAuprmiovikng tou 1984 oto Aog Avtlelec, Eekivnoe TG mpoomdBelég tou amd tov Batrpa twy 3
UETPWV OTLG KATAOVOELS Kal eTXeipnoe pia tpoomdBeta 2,5 meplotpodwv yla avanodn otpodn. Evag KOKOG UTTOAOYLOUOG E(XE WG ATTOTEAECHA
VOl XTUTIOEL KalL VOL TIEOEL AoxNnUa otV Tiiaiva. To kedpdAL tou avolée, n rioiva Badtnke pe aipa, o Aouykavig Byrke tpekAilovroag kat {aAlopévoc.
OLytatpoi tov e€étacay, £kavayv AOyo yla SLACELCN KoL TOU CUVEGTNOOV VA [N CUVEXIOEL TOV aywva SEV TOUG AKOUGE, GUVEXLOE GTOV TPOKPLUATL-
KO KoL AlYEC LEPEG aPYOTEPQ ETIOLPVE TO XPUGO. Alyoug UAVEC TIPLY Toug OAUUTTLAKOUE AYWVEG TNC Z€0UA, 0 AOUYKAVLC £HaOE OTL Elval 0pOBETIKOG
Kal HaALoTa ol ylatpoi tou gimav ot iowg vooei Ndn. MOALG eide To aipa otV mioiva, AUEowS EVNUEPWOE TOUC YLATPOUC, W OdELAE, OTL TTAOXEL
artd AIDS kal Toug pwtnoe av urmtfipxe Kivduvog poAuveng. Ekelvol tou amdvtnoav otL to aipa ftav moAu Aiyo kot Ba Staluvotav oto vepd g rit-
olvag, ondte Sev umpxe Kavevag kivbuvog yla toug urtoAoutoug aBAnTtég. Etol, kaveic Sev £pobe Tdte 0Tl 0 AOUYKAVLS EMtao)E arto Tov Lo HIV kot
ntav opodulddroc. O i8Log ékave tnv amokaAuPn to 1994. Tote OAeg oL aBANTIKEG Taupeieg (ektdC TnG Speedo) Stékoav T xopnyia Toug Kat
£Byalav Tov Aouykavig amd Tig Stadnuicslc toug, KaBotTL ftav... A\dBog £vag opoduldPIAoG Kat 0poBeTikog va poBdAAetat.» / Full concentra-
tion in order to achieve a goal is disturbed by the intervention of multiple events. The following incidents initiated the revealing of an unseen field
of sociopolitical symptoms. “In 1988, in the Olympic Games of Seoul, Greg Louganis, the golden winner of the Olympics of 1984 in Los Angeles,
started his attempts with a reverse 2.5 somersault from the 3-meter springboard. Due to a miscalculation, he wounded himself and fell clumsily in
the pool. He had a head trauma, there was blood in the water, and a dizzy Louganis left the pool tottering to his feet. The doctors examined him,
diagnosed a concussion and advised him to abandon the games. He chose otherwise, he returned to the preliminary round and, a few days later,
he won the gold medal. Several months before the Olympics, Louganis had learned that he was HIV positive; doctors even suggested that he al-
ready had the disease. As soon as he saw the blood in the pool, he duly informed the doctors of his medical condition and asked them if there has
been any risk of infecting others. They replied that the quantity of blood was minimal and instantly diluted inside the pool water, meaning that
there was no risk for the other athletes. So nobody found out then that Louganis was HIV positive or that he was in fact homosexual. He himself
made this revelation in 1994. In the wake of the news, all sports companies (except Speedo) broke their sponsorship contracts and eliminated
Louganis from their ads, since it was... wrong a homosexual, HIV positive person to be in the spotlight.”

(http://www.ageofbasketball.net/index.php?option=com_content&view=article&id=476:---i&catid=63:2010-08-11-09-46-18&Itemid=82)



dritAdo, Pndlakn ewkova, lambda print / untitled, digital image, lambda print
Slaotdoelg / dimensions: 0.9 x 0.90 p./m.

2012

gLYEVIKA Tlapaxwpnon tou KaAtéxvn / courtesy of the artist

vavtia kaAapa / nadia kalara

H ouykekppévn Pndlakn ewova mpoéku e MApAMAEUPO KO OUITTWHOTLKA KATA TN SLAPKELO UAOTIOINGNG TWV EYKATAOTACEWV ASnAoC Kat AvTi-
Swpo 10 2011. H elkOvo amOTEAECE TTAPEKKALON ULOG AUOTNPA OXESLAOTLKAG KoL EVVOLOAOYLKAC KATELBUVONG TIOU EIXE OITOKTHOEL TO UTIOAOLTTO
«OWHO SOUAELAG». MapOAO TTOU TTAPEUELVE WG «AXPNOTO APXELO» yLa OPKETO Sldotnua ota alftnTa, N EAAEWN GUVOXAG TNG LE TA UTTOAOLTTA Py QL
Sev eUMOSLoE TNV LKavoToinon tng EKMANENG, TOU ViyHATOG KOL TOU «0LOUVEISNTOU» OIMOTEAECUOTOC. AUO XPOVLA LETA, N ELKOVA OVOLGUPETAL KOLL
enavaélohoyeital, apyilel va HeTAKLVELTAL KOL VOl EVOWHATWVETAL ekoloLa Sleuplvovtag To AEAOYLO KAl TNV €KTAON TIOU KAAUTITEL N eUPUTEPN
TPOKTIKA. H “xpovikn actoxia” w¢ KpUUUEVN gUKOLpla i TIPOOTITIKY, TpoavayyEANEL KATL BabLd owkeio, aAAA TO KAVEL O HLa YAWOOO aKOMA
ayvwotn. / This specific digital image was produced alongside and incidentally during the installations Adilos and Antidoro in 2011. The image
came out as a deviation from a rigorous design and conceptual direction that the rest of the “body of work” was following. Although it remained a
“useless archive” for a long time unaccounted for, its lack of consistency with the other works did not hinder a satisfying sense of surprise, enigma
and “unconscious” accomplishment. Two years later, the image is retrieved and reevaluated, starts to move and get purposefully incorporated,
broadening the vocabulary and the range covered by the larger practice. The “time failure” as a hidden chance or perspective presages something
deeply familiar, but it does so in a language that remains still unknown.



the failure of Gaspar David Friedrih, LoAOBL og xapti / the failure of Gaspar David Friedrih, pencil on paper
Slaotdoelg / dimensions: 0.75 x 0.47 p./m.

2014

€UYEVLIKA TTapaxwpnon tou kaAAwtéxvn / courtesy of the artist

vikoc kavapeAng / nikos kanarelis

To €pyo tou Gaspar David Friedrih, evog amo toug kopudaioug ekmpoownoug Tou Feppavikol popavtiopol, «To Naudyto tng EAidag» emniong
YVwoTo wg The Polar See ) The Sea of Ice (1823-1824) amnoteAel thv avadopd oto £pyo tou N. KavapéAn. To pubikod vaudyLo Tou mayLl8eupévou
oTOV TtayeTwva Aoiou Tou anétuye va Bpel §iodo mpog Tov Bopelo NMaywpévo Qkeavo yivetat n adopur yLo Ty amokwdLkomoinon aotoxLwy
TOU TPOKUTITOUV 1 TIPOKOAOUVTAL KATA TNV GUYXPOVN OVOIAPAOTOTIKA OXeESLOOTIKN TIPAEN. OL TOANXTIAEG SOKLULAKEG EKSOXEG TTPOKAAOUV EVEO-
OKOTILKO EAEYXO YLa. TNV popdr TOU TEAKOU aImOTEAEGHOTOG, KABWG aroppintouv kdbe «ohotnta» umepBepatifovtag tnv (Sta TNV SLadkaoTikn
aAAnAouyia tng oxedLaoTikAG MPaKTIKAG. / The work by N. Kanarelis refers to The Wreck of the Hope, also known as The Polar See or The Sea of
Ice (1823-1824), a work by Gaspar David Friedrih, one of the leading artists of German romanticism. The mythical wreck of a ship trapped in the
glacier, after failing to find a passage in the ice-covered North Ocean, serves as a pretext for decoding failures that emerge or are produced during
the contemporary representative designing act. The multiple study versions give rise to an introspective control as to the form of the final result,
since they reject any “totality” outbidding the very procedural sequence of the designing practice.



XEIHAPPOG < XELLWV + pON| < pEw < OUOLAOTLKO < APOEVLKO / torrent <Winter + flow <flow <noun < male

TIOTAUOC TIOU PEEL LOVO TO XELUWVA f TTOU Snutoupyeitat petd amd Bpoxn i amd AWGoLUO TWV XLOVLWY Kol Tou Ttdyou /
river that flows only in winter or however created after rain or melted snow and ice

SLaSIKTUAKA VTOKOUUEVTA Kal avtikeipeva avtoioag / web and witnessed documents and objects

2014

€UYEVIKNA Tapaxwpnon tng duong / natural courtesy

ylavvnce karméAAoc / yannis kapellos

H mapatnpnon Kot KataSeLEn opoonULAKWY KOTAOTPODIKWY YEYOVOTWY e UTIEPPBATIKY apdLonuic Tapdyouv aUTOVOUA KoL QUTOLACLUO CUOTH-
pata. O «duokdg BavSaAlopog» untepPaivel Ta OpLa KABe TPOPAEP LUOTNTAG: «ZTO SUTIKO TUMA Tou §pOpoU Zxivou-AAemoxwpiou, otnv el8LKNn
Béon “Bappakiég”, €xel oupBel évtovn Aaomopor, and odLloABoug HelkTAG dUOoNG, AEMTOKOKKOUG KAl adpouepn, Ta omoia kaAupav peyaio
TUAMA TNG TtapaAlaknG 080U KoL TO YELTOVIKO lepo Nad tng Ayiag Mapaokeung. O §pdpuog oto TR auTd elval otevog. Eivat otn Bdon evog ka-
TakdpudOU HETWTIOU TNG AmOANENG twv Mepaveiwv, oe SUokolo avayAudo kal o€ enaodr) pe 10 OaAdoolo PETwo. T METPWHATA £IVaL TTOLKIAQL.
TNV apxn mapatneouvIaL acBecTOALBOL VIOV KATATIOVNLEVOL, KEPUATIOMEVOL E ETILGAVELEG ASUVAULWY OE ACUVEXELEG, OTN MEON amoocabpw-
uévol odLOABOL KAl 0TO TEAOG KOPPNUATA UE AOBECTOABIKA KUALOUEVO TEUAXLA, VEOYEVOUG TIEPLOSOU. H QVTIUETWTTLON TOU T(POBARATOG Elval
WSLattepa dUokoAn. To Yroupyeio Yrnodopwv, Metadopwv kat AKTuwv, Adyw TG oUVOETNG dUONG TOU TIPOPANMATOG, LETA Ao auTodia Twv
UTINPECLWYV TOU, TIPETIEL va eTUANGBEL TN emiAuong tou mpoPAnuatoc. H Mepidépeta Mehomovvroou amo Tty mpwtn HEpa BpéBnke otnv meplo-
xN. Elvat pa 8UokoAn kataotoon n omola amattel eLOIKEG LEAETEG Kal TTOAUSATIOVN AVTILETWTILOT. Oa cuvepyacBel pe tnv NepldEpela ATTIKNAG
YLOL TNV QVTLUETWITLON Tou TtpoPAApaTtoc, kabooov autd ayyilet kat tig SUo Nepidbépeleg kat amattei Slamepidepelakr mpooéyylon.» / Observing
and highlighting benchmark catastrophic events loaded with transcendent ambivalence produces autonomous and autoimmune systems. The
“natural vandalism” surpasses the limits of any predictability: “In the western section of the road Schinos-Alepochorion, in the ‘Vamvakies’ lo-
cation, there were reports of intense mudflow consisting of ophiolites of mixed nature, both fine-grained and coarse-grained ones, which have
covered a large part of the coastal road and the adjacent church of Saint Paraskevi. In this location, the road is narrow. It lies at the base of a
vertical front of a tip of Mount Gerneia, in a rugged terrain and in contact with the sea front. The rocks are varied. At first, there are limestones
intensely stressed, fragmented in weakened surfaces with discontinuities; in the middle, there are weathered ophiolites and, at the end, debris of
rolled down limestone blocks dating from the Neogene. Dealing with the problem is extremely difficult. The Ministry of Infrastructure, Transport
and Networks, due to the complex nature of the problem and after proper examination, must address the problem. Experts with the Region of
Peloponnese were on site since day one. It is a difficult situation, which requires special studies and costly measures. The Region of Peloponnese
will cooperate with the Region of Attica in order to address the problem, since it affects both regions and calls for an interregional approach.”

http://www.arcadiaportal.gr/news/autopsia-tatouli-sto-dromo-sxinou-%E2%80%93-alepoxoriou-meta-tis-katastrofes



pvnueio emBiwong, mixed media / Monument of survival, mixed media
Slaotdoelg / dimensions: 1.30. x 0.50 x 0.40 p./m.

2014

€UYEVIKNA Tlapaywpnon tou kaAAtéxvn / courtesy of the artist

Xprnotoc kwtooUAac (capten) / christos kotsoulas (capten)

‘Evag ready made otoxog tomobetnuévog otn Baon tou €xel kaAludOei-katandBel and xelpomnointeg katoapideg. Eva avtikeipevo cuuBolo,
aroLWVETaL KaBWE Ta avatpXLaoTIKA-artotponata aAAd kaBoAa teAelonotnpéva BLOAOYLIKA GVTA LaG OMOTPEMOUV VA E0TLACOUUE. 2To BLBAL0
Zev kaL n Téxvn tng tofoBoAiag o OUykev Xépplykel mapatnpei mwe «Ta BEAN cag otepouvtal euPUTNTOG BOANG yLati Sgv TEiVOUV TIVEUATIKA -
KpLa». H Slalektikr oxéon Twv SU0 ETEPOYEVWV UNXAVIOUWY TapdyeL SUTOALKES apdlonpieg petafd dbaptol kat ddpBaptou, emBiwong kot Plw-
owétnTog. H aduvauia cuvimopéng armokaAUTITEL TO XAOUO AVARESA OTOV KOGUO TNG APETHG KaL TNG vwBpodtntag. / A ready-made target placed
on its base is covered-occupied by handmade cockroaches. A symbolic object is thus devaluated, since the creepy, hideous yet fully perfected
biological beings keep us from focusing. In the book “Zen in the Art of Archery”, Eugen Herrigel points out that “Your arrows lack width of shooting
because they don’t tend spiritually far”. The dialectic relation of two heterogeneous mechanisms produces ambiguous dipoles: the perishable
and the imperishable, survival and viability. The impossibility of coexistence reveals the gap between the world of virtue and the world of sloth.



«n eVToAn» (UEPLKEG ONUELWOELS yLa TNV MEpa tou mépaoe), EUNo, SLaddavela, adppolét, keipevo / “the order” (few notes for the Day that is gone), wood,
slide, foam, text

Slaotdoelg / dimensions: petapAntég / variable

2014

£UYEVIKNA TIapaxwpnon tou kaAAtéxvn / courtesy of the artist

aAg€avOpoc Adwog / alexandros laios

To épyo e titho «H EvtoAn» avamtiooetal yUpw amod ULa OELpA «ATUXWY cUBAvVTWY». Mia ortacpévn avBootnAn Aettoupyei OxL ma we Baon
yla AouloUSia, aAAG uTtoSEXETAL KAl UTIOYPOUUIZEL TIG EANNELTTIKEG O ELG TTOANXTIAWY TIPALYLOTIKOTATWY TIOU OUITOOKOTIOUV va Tteplypdyouv-on-
UELWOOUV OTTOCTIOLOLATLKEG OTLYHEG KATA TNV SLAPKELA ULOG MEPOG. H OIMOKATACTACN TOU AKPWTNPLACHEVOU EMIMAOU avtikablotdatal pe apdlon-
pia. H ULKPOOKOTIKE ELKOVOL TOU «€EW» SLEUPUVEL TNV «E0WTEPLKA» adrynaon Tou avtikelévou. Evag oxedov akataAnmrog StaAoyog npoomabel
va SloppnéeL auTr TNV CUVEKTIKOTNTA, TV Ttapadoxn mwe N uépa éxeL mapéABeL. / The work entitled “The Order” is developed around a series of
unfortunate events”. A broken flower stand no longer serves as a stand for flowers but receives and underlines the elliptical aspects of multiple
realities, seeking to describe-note fragmentary moments in the course of a day. The restoration of the mutilated piece of furniture is replaced by
ambiguity. The microscopic image of the “outside” broadens up the “internal” narrative of the object. An almost incomprehensible dialogue tries
to break up this cohesion, the assumption that the day has passed.



#youareamom, ektUnwon oe xapti, Maotkd / #youareamom, print on paper, plastic
Slaotdoelg / dimensions: 0.21 x 0.21 p./m., 0.05 x 0.05 p./m., 1 x 1 p./m.

2014

€UYeVIKNA Tlapaxwpnon tou kaAAtéxvn / courtesy of the artist

Alva pavtikou / lina mantikou

O UNXAVIOUOG TIOPOYWYNES HOYELPLKWY UBPLSIWY EVEXEL QO UOVOC TOU TIPOPRANUATIONOUC TTou adopouv tn Stadikacia oxedlacpou. H emavo-
nuatodotnon twv olyxpovwy uBpLSiwyY, oToXeVEL OXL LOVO OTNV TTAPAYWYH EVOG TEAKOU amoteAéopaTtos, aAAd KUPlw ot dnutoupyia evog
TIOAUHOPPLKOU, avoLToU OE EPUNVELEC Kal XPrOELG HovTéAou. H audLBolia katd kal mi tnv mPdén kat n cuvOrKn Tou open source KWK
odnyouv otn Stapopdwon plag atedols popdnc meta data mou 08nyolv SLAPKWE OE EMOUEVES EEENIKTIKEG KATOOTAOELC. To £€pYO TAPAKOAOU-
B¢l kat kataypddel Tnv mapallayn piag Baoikrg cuvtayic Pwutol Omwe Stapopdwvetal HEoa amod Tt cuvexn HeTddpach Héow tou Google
translate. Méoa and AoyaptOuikn StapecoAdBnon n cuvtayf LETATPEMETAL KELUEVIKA OE Lat GAAN UTTOCTACH, ATIO TO VEO TEPLEXOUEVO avadU-
ovtal epiepya Kabnuepvd avtikeipeva Kat xpnoets. H dtadikaoia mapaAayrg tng cuvtayng cuvodeletal and pia oelpd pwtoypadLlwy Tou
Instagram, oL omtoieg oxeti{ovtal Pe TEKUAPLA SLadOPETIKWY KAl SLATIOALTIOMIKWY KATAOTACEWY Topaywyn S Pwitol. H avadelén Twv LayELpLKWV
UBPLSIWV W olyxpova TOALTIOULKA TtpoiovTa Kal N avbaipetn epunveia twv cupdpalopévwy TOUG EVaL AUTH TIOU TTOPAYEL TIG TAPEPUNVELEG
1 ta TBavd Adon. H emiodalig ouvtayr otny mepimtwon auth Sev elval pia tuxalotnta, oA pia emiktntn, oxed0V aUTOOXESLAOTIKY Tapa-
YwyLkr xetpovopia. / The mechanism of producing cooking hybrids entails by itself a sort of problematizing that pertains to the design process.
The reallocation of meaning to contemporary hybrids seeks not only to produce a final result but mainly to create a polymorphic model, open
to interpretations and uses. The doubt during the action and regarding the action as well as the condition of the open source code lead to the
fashioning of an imperfect form of metadata, which permanently lead to further evolutional states. The work follows and records the variation of
a basic cooking recipe for bread such as it is configured through continuous translating by means of the “Google translate” platform. Through the
logarithmic mediation, the recipe is textually reconverted, while curious objects and uses keep on emerging from the new context. The variation
process of the recipe is accompanied by a series of Instagram pictures, which relate to documents of different and cross-cultural conditions of
bread production. It is the presentation of cooking hybrids as contemporary cultural products and the arbitrary interpretation of their contexts
that produce misinterpretations or probable mistakes. The precarious recipe in this case does not amount to randomness, but it is an acquired,
almost self-designed production gesture.



LAV, ZUMo, Mehdvi, odLKTApeg, keipevo / LAV, wood, ink, j clamps, text
Slaotdoelg / dimensions: petaBAntég / variable

2013

€UYEVIKNA Tlapaywpnon tou kaAAtéxvn / courtesy of the artist

KwoTog prnaooavog / kostas bassanos

To épyo «LAV» oTLyHOTIZEL L0 KATAOTAON QVOUOVAG. MApaUEVEL OTO EPYOOTAPLO LETAKIVOULEVO SEELE apLOTEPA WG LTIEVOULON, WG CNUElWON
TAGL o€ SLddopa £pya xwpig kamota popdoAoyLKn 1 EVVOLOAOYLKN cuyyEveLla. ApXLkn O€a KoL TeAKA popdn Bplokovtal o acUUBaATEG TPOXLEG.
H mepintwon va pnv «ohokAnpwBei» avtikpovetal pe TG tpoUnoBeoelg mov Ba CUVTPELOUV WOTE VA TO KATAOTHOOUV «oAokAnpwpévox. O K.
MMaooAvog CUVTACOEL Uia OELPA EPWTNHATWY: WG OpileTaL To OAOKANPWEVO; MoLeg eival oL tpoUnoBEcelg TTou opil{ouv TV KavovLKOTNTA,
JLE TIOLOUG KOVOVEG OPIIETOL TO €pYO, AV OXL OO TO (610 T0 pavtaopd tou; E§ oplopol! H kataypadn and tv aAAn tg napoloag KATAoTOoNG
TOU KAl N Tapouciach Tou otnv €kBeon «ohokAnpwvel» Tnv Sladkacia Kat To KabloTtd £€pyo. MATWG TEALKA TO VAL TEKUNPLWOOULE KAL VOl ETTL-
XELPNUATOAOYCOUE TIELOTIKA YLaL TNV 0oToX(a £lval éval EYKWHLO yLa TV euotoxia; H amopia teAkd opiletat amo ta epyaleia mpoéoAndng tou
Beatr); Me mota aioBnon mAnPATNTOG KAl XOPTAOKHOU adrivoupe éva yelpa otn péon; Etol Eadpvikd! Onwg éva non finite;: avadpepopevog ota
pootelelwpéva yAurtd tou Michelangelo! / The work “LAV” marks a state of waiting. It remains in the laboratory moving as a reminder, as a
note next to various works, without any morphological or conceptual affinity. The original idea and the final form proceed in incompatible trajec-
tories. The chance that “it rests unfinished” is rejected by the conditions met to make it “finished”. K. Mpassanos draws up a series of questions:
how “finished” is defined? Which are the conditions that define normality, which are the rules that define the work, if not its own phantasm? By
definition! On the other hand, recording its present condition and presenting it in the exhibition “finishes” the process and makes it a work of art.
And one ends up wondering: do the documentation and the convincing argument for failure arise as a sort of praise for success? Is the wondering
defined by the perception organs of the spectator? With what sense of completion and saturation one leaves a meal unfinished? All of a sudden!
Like a non finite: referring to the unfinished sculptures of Michelangelo!



unfinished sympathy, ptn texvikn / unfinished sympathy, mixed media

Slaotdoelg / dimensions: petaAntég / variable (0.12 x 0.12 pw./m., 0.295x 0.21 p./m., 1 x 1.10 p./m.)
2014

evyevikn mapaxwpnon Nitra Gallery, @eccalovikn/ courtesy of Nitra Gallery, Thessaloniki

aAeéla EadomouAou / alexia xafopoulou

Mapdotaocn, adaipeon, {wypadikr ano ¢wrtoypadia kat pwroypadia and lwypadikr, NAEKTPOVIKN enefepyaoia, design, patterns, Stadope-
TIKEG TEXVLKEG, TILVEAO Kal KAWOTH, pixels i pwodiko, {wypadikd Kol KEVTNUEVA, KAWOTECG Kol GOPHEG, OAa Bepitd kat OAa Stabéatpa. Etepoyevn
ekdPAOTIKA HET TTOU 0pilouv TNV aotoyia we embiwén. H Stadpopn amnod ty adetnpio-adopun Tou €pyou PEXPL TO TEAKO £pyo TepLlypAadEeTOL
WG pLo popdomAaotikr Kot VAopopdikr) OdUooela. H eykatdotacn Unfinished Sympathy mep\auBAVEL TNV TapaywyLkr e€Epevivnon Twv oToL-
Xelwv pLag tétolog SLadpoung. Ao TNV apxLKn EMEEEPYATUEVN ELKOVA KOl TO VDO LE TO ULKPO-HOTIBO LEXPL TO TEALKO £PYO €XOUV EVOWHOTW-
Bel texvikég kat Sedopéva mou emvor|Bnkav otnv mopeia VAomoinong. H évapén- adopun e€akohouBel va umtdpyeL av Kot oTadLoKd UTTOXWPEL,
TapaxwWPWvTog th B€on tng 0’ éva amotéAeopa avOeKTIKO OTLG EKTpOTEG. / Representation, abstraction, photography-based painting and paint-
ing-based photography, electronic manipulation, design, patterns, different techniques, paintbrush and thread, pixels or mosaic, painted and
woven stuff, strings and forms: all of them legitimate, all of them available. Heterogeneous expressive means that define failure as an objective.
The course from the starting point of the work up to the final work is described as a form-fashioning and matter-fashioning Odyssey. The installa-
tion “Unfinished Sympathy” entails the productive exploration of the elements of such a journey. From the initial processed picture and the fabric
with the micro-patterns up to the final work, there are techniques and data invented in the course of realization. The starting point continues to
exist while gradually withdrawing, giving way to a result resistant to deviations.



falling standards, A48\, icoa, akpuAwko, Tawia, LoAUBL & uddopa oe kapuBa / falling standards, oil, tar, acrylics, tape, pencil & textile on canvas.
Slaotdoetg / dimensions: 1.96 x 1.16 p./m.

2013/2014

€UYEVLKN TIopoxwpnon tou kaAAwtéxvn / courtesy of the artist

vikoc owkovopeag / nikos ikonomeas

H eriloyn mapdbeong Vo SladopeTikwy ek§oxwv BEaonG Tou £pyou UTTOSELIKVUEL ULa EekABapn oTdon £vavtl TG MPAKTKAG. Ta Tuxaia yeyovo-
TAL IOV GUYKOTORATIKA TipookaAouvtal oTta £pya tou N. OLKOVOpEN GUYKPOTOUV TN YEVEGLOUPYO OTLYUN TIou KaBopilel To TENOG A TNV apxr HLOG
avtiotpodng mopeiag. MOAAATAEG UALOTIKEG KOlL TEXVIKEG ALOTOXIEG CUMTIANPWVOULV To Ttal\ piag arodavtikhg kopudwang. To emitolyo €pyo cuvo-
MAel BouPd pe To avatar Tou mou BpiokeTal oTo MATWHA. To KATPAL, OTWE AKPLBWE 0TO AVLYHATIKO €pyo Tou Théodore Géricault “Le Radeau de
la Méduse”, emaveudaviletal otnv KOAUUUEVN Ue capidla NAEKTPLKAG okoUTtaG emidavela, apBAUVOVTOG TO EPLEXOMEVO TNG abstract elkovag.
H Slaxeiplon tng tpomikdTnTOg €ival TO00 peuoTH 0O Kal Ta yeyovota ol akoAouBouv tnv ekpaleuon Twv cupnepacpudtwy. / The option of
viewing two different versions of the work suggests a clear position towards practice. The random events condescendingly invited in the works
of N. Oikonomeas constitute the generative moment that defines the end or the beginning of an inverted course. Multiple material and technical
failures amount to a declarative culmination. The mural work silently speaks with its avatar lying on the floor. Just like in the enigmatic work by
Théodore Géricault “‘Le Radeau de la Méduse’”, the tar reemerges in the surface covered with the sweepings of a vacuum cleaner, easing off the
content of the abstract picture. Managing modality is as fluid as the events that follow the drawing of conclusions.



radical resort L.t.d, §0M\o, ekTuTIWOELG O€ XapTi, Tpartélla IKEA /
radical resort L.t.d, wood, prints on paper, IKEA tables
Slaotdoelg / dimensions: petaPAntég / variable

2014

€UYEVLKNA Tapaxwpnon tou kaAAtéxvn / courtesy of the artist

ylwpyoc narnadatoc / giorgos papadatos

H «8&nktikn elpwveiar» oto €pyo “Radical resort L.t.d» mpocopoldletal péow evog Eevodoyeiou, £va upper class O€peTpo AOXETO Kal ACUVEETO UE
TOV TOTIO KaL TNV Kowwvia otnv omnoia Bpioketal. To £pyo cUVOETEL TaL adnNyNUATIKA QUTA oToLXEla e TPOTIO auBaipeTo, AVTIHATIKO, AELTOUPYLKA
NULTEAN, WOTE VA TTPOKUTITEL LA SOUR, N XPNOLOTOLRGLUN, ATOTN KAl avontn Ke Tn ittt évvola tou 6pou (dumb-sensless). To 0€0uwWPO pLag
TETOLOG OVATAPAOTACNC Elval CUVELSNTO OMWCE KAl O N 0pBOAOYIKOG TITAOG (QUETAPPAOTOC OTa EAANVIKA) TtOoU Hrmopel va evvonBel pe ditto
TPomo: «PWkA Abon A.E» n/kat «@€petpo tou pl{oomactiopol A.E». To TapASELya QTTOTIELPATOL VA KATASEEEL LAl YEVIKEV LEVN QTTOTIUNGN TWV
AOTOXWV Kal eyKOTAAEAELUUEVWY Zevia TnG dekaeTiag 1970-1980 mou kataokeuAoTnkay ota 1o anibava pépn (OAwpva kAT). H elpwveia g
&otoxng cUAANYNG avTIKATOMTPIlEL GUUBOALKA TNV TIOALTELOKA QITOTUXNEVN TIPOOTTITIKY TOUPLOTIKAG avamtuénc. / “Scathing irony” in “Radical
resort Ltd” is simulated by a hotel, an upper class resort that is irrelevant and unconnected to the locality and the society where it lies. The work
composes those narrative elements in an arbitrary, contradictory and functionally imperfect way, the result being a structure unfit for use, incon-
gruous and dumb/senseless. The oxymoron of such a representation is conscious, the same as the irrational title (untranslatable in Greek), which
can be construed both ways: “radical solution Itd” and/or “resort of radicalism Itd”. The example tries to show a generalized appreciation of the
failed and abandoned Xenia hotels of the 1970s-1980s, which were built in the most unlikely of places (such as the city of Florina). The irony of
the failed conception symbolically mirrors the governmental failure in touristic development planning.



fall from sky, yOweg pndAec, oxowi, dixtu petadopdg unahwv / Fall from sky, plaster casted balls, rope, ball carry net
Slaotdoelg / dimensions: petapAntég / variable
2014

£UYEVIKN Tapaxwpnon tou KaAAtéxvn / courtesy of the artist

vikog maradnuntplou / nikos papadimitriou

Y10 apeptkaviko football n katdktnon tou otdyou (tou téppatog) eivat Intovpevo Seutepelovoag onpaciag, kabws Baotkn embiwén Kdbe
opadag sivat n xwptkn emBoAn evtdg tng €ktacnc tou ynredou. KaBe mdoa tng unalog eivat kpiowun, oxedialetal kat afloloyeital pe 6poug
OTPATNYLKAG, LEBOSEUONC KaL EMEKTATIOUOU. 2TO artoTpomalo matxvidt tou N. Namadnuntpiou To AVTIKEIUEVO «UTAAA» OTTOKTA UV LELQKT] UTIO-
otaon, kKabott avalappavel ToAarAEC ekSoXEG vonuatodothoswy Kat xprocwv. H ¢pBaptotnta piag replicas amo yogo dnuoupyel ta Bpav-
OUOTA ULAG TIPOUEAETNUEVNC aoTo)iag. KaBe dotoxn pidn avtikaBlotdtal amnd tov ekkwdavtikd cupBoALopo tng Boupac. / In American football,
scoring a goal is a secondary objective, since the primary objective of each and every team is spatial conquest inside the terrain. Every pass of the
ball is critical, planned and evaluated in terms of strategy, methodical handling and expansionism. In the hideous game by N. Papadimitriou, the
object “ball” acquires monumentality, since it takes on multiple uses and allocated meanings. The perishable character of plaster replicas creates
the fragments of a premeditated failure. Each failed shooting is replaced by the deafening symbolism of a bomb.



drtitAo, LOAUBL, peldvL kat uhourmoyLd o xapti / untitled, graphite and colour pencils, ink on paper
Slaotdoelg / dimensions: 0.40 x 0.40 pw./m.

2013

€UYEVIKA Tapaywpnon tou KaAAtéxvn / courtesy of the artist

viko¢ nanadomnouAoc / nikos papadopoulos

Baotkdg ouUBOALOMOG TwV Bpdxwy oTo {ev Bpaxoknmo gival n viioog, GUUBOALOUOG TIPOEPXOEVOC armd TNV YLAMWVETLKN KOoUoBewpla mept Tou
GUUMAVTOG, TOG0 0TO BoudLopd 000 Kot Tov Taolopd. H ida n lanmwvia dAAwote anoteleital anmd cUUMAEYUATA VNOLWY LECA OTO APXLTEAQYOG
(Etpnvikdg Qkeavdg). Me adopun auth tnv mapadoxn To TPIMTuXo MopoucLAleL Ao TN LA €VOL VNOL OO TLG TPELG TOU OYELS padl pe pua muéida,
arno v AA\n éva vnol o petatdmnion amod tov A§ova tou. Avapeoa Toug n Kipnon pag tanetoapiog pue Bépa €éva kuvny, 6mou oto Badog to
Bouvo dev gival GANo amo tnv kopudn evog Yabdvou kaméAou evog povayou {ev. Kowog mapavopaoTiG ToUG N £€VVoLa TOU KEVTPOU, TOU oTOXoU.
O 0TOX0G TOU KUVNYOoU, TO KEVTPO TNG TUEiSag ou kdbe hopd onUATOSOTEL TO EUELS, TO KEVTPO TWV OUOKEVTPWY KUKAWV OToU To vnol/ Bpdxog
geyAloTpd amod autous. Opwe KABe kevtplkd oTolelo €xel Ao§odpopnoeL amo tov «otdxo» tou. Ta 6e okioipata pe popd mpog to Beatr lowg
UTOSELKVUOUV 1) TLBAVOAOYOUV TOV OUGLAOTIKO OTOXO. TOXOG TToU Sev avadEPETAL OTO AMEVAVTL LOG OAAA 0TO péoa pag, otn Sk Hag Looppo-
miiaL pe To cU AV oV UGWVA [LE TNV LUMWVLKA aUTH KoopoBewpia. Autd mou epels Oa ovoudlope TOPEKKALON QTG TO OTOXO, AUTO OV 0 SUTLKOG
KOOMOG ovopAZel AANeg hopEG a-oToyxia yLa KAmoleg GAAeG koopoBewpieg mBavov va gival kat n oucia, «o &GANog otdxog». / A basic symbolism
of rocks in the Zen rock garden is the island, coming from the Japanese cosmic theory of the universe, both in Buddhism and in Taoism. For that
matter, Japan itself is made up by island groups inside an archipelago (in the Pacific Ocean). Upon this assumption, the triptych presents, on
the one hand, an island in its three views together with a compass, and, on the other hand, an island deviated from its axis. In between, there
is an imitation of upholstery depicting a hunt, where the mountain in the background is nothing but the top of a straw hat of a Zen monk. Their
common denominator is the concept of the center, of the target. The target of the hunter, the center of the compass that every time points at
“we”, the center of the concentric circles, the island/rock managing to elude them. Yet every central element deviates from its “target”. As for
the rips to the direction of the spectator, they suggest or speculate the substantial target; a target that does not refer to what is facing us but to
what is inside us, to our own balance with respect to the universe, according to this Japanese cosmic theory. What we would call deviation from
the target, what the Western world some other times calls failure (in the sense of the Greek equivalent term, which means off-target), for some
other cosmic theories may be the very essence, “the other target”.



pelikan, Seutepo B1BAio, EAUTNG, anotunwpa kapundv os xaptt / pelikan, second book, Elytis, carbon copy ink on paper

Slaotdoelg / dimensions: 0.40 x 0.30 p./m.

2005, 2011

EUYEVIKNA Tapaxwpnon tou KaAAtéxvn Kat tng ykaAepi KaAdayldv ABriva-Oscoalovikn/ courtesy of the artist and Kalfayan galleries Athens-Thessaloniki

viva mamakwvotativou / nina papaconstantinou

H Niva Mamakwvotavtivou adnyeitatl e peydAn akpiBela TNV avayvwpLon Kal QVTLLETWIILON TWV ETILUEPOUC AOTOXLWY TIOU OTLYUATIONV ThV
TIPOKTLKA TNG 0T TTPOKELMEVA €pya: «Me To MEPATHA TOU TIEPLOU 4 -5 xpovwv to £pyo Pelikan dpyloe oyd olyd va oBrvel, OxL armod KAmoLa mpo-
davn attia mou oxetiletal pe TNV mapouvoiact] Tou (€kBean otov AL, og BeppudTNTA KATL.). TOo QIOTEAECUA Elval OTIWE PaiVETAL KoL 0TO £pyo val
oBnotel evteAdwe To Kelpevo Kat va mapapeivouv pévo ot evleifelg (Laptupieg) Tou iSlou Tou KapUmov— n Hdpka tou, To Hotifo kKA. KatéAnéa
OTO CUUTTEPACUO OTL TO KOPUTIOV QUTO ATAV EAATTWHATIKO. Mou dpdavnke oAl evdladEpov To yeyovog OTL GBAOTNKE TO KEIUEVO AN TTOPEUELVE
To (xvog tou i81ou Tou kapumov! To €pyo EAUTNG, Sev €xel kaveva dpavepd eAdttwua ) Adbog. MpogkuPe WG €ERC: OMWG e OAA TOL £pYQ TNG OELPAC
QUTAC, HeTaypddw ameuBeiag mavw oto GpUANO kapurdv To BLBALO KPATWVTOC KATTOLEG OTABEPEC, KATTOLOUG KOWOVEG, VLo TIOPASELYO O XWPOG
mou katoAapBavel To Keipevo og oxéon Ue To xapti, ) n mpoondBeila/ ouvnBela va ypddw oe euBeieg ypapUéS Kot va autodlopBwvopat otav
Eedelyouv Ta ypApLOTA ATIO TO TEPLOWPLA KATT. 2T CUYKEKPLUEVN TiepimTwan, otav TeAeiwoa to BLBALo kal £Byala to pUANO KapUTTOV yia va Sw
TO QMOTUMIWHUA TOU, HOU GAVNKE OTL TO KOUWUATL TTOU KATAAAUBAVE TO Keipevo Sev ftav amoAUTwCE (010, EKAVE pLa KapmOAn aplotepd KAT. Etol
anéppuda To €pyo Kot armoddctoa va to Eavakavw. Nopilw, umtoouveldnta f Katl evieAws cuveldnTd, emeldr nBela petaypddovtag To ano tnv
apxn TaAL va EavadiaBdow to BLBALo pe éva TpoTo, kaBwe Hou dpeoe oAU, (Eival To «AGpa NPWLKO Kal TTEVOLUO yla To Xapévo avBumoloyayo
™¢ ANBaviac») To Asutepo BiBAio, ival ayvwoto, v Bupduatl oo BiBAio xpnotpomnoinoa edw. To amotéAeopa mpoékuPe amd Adbog otn
Stadkaaoia: avti va BAAw To kapumov mavw oe éva GpUANO XapTi udvo, EBaAa TO KOPUIOV KOl TO XAPTi TAVW OE €va aKOUO KOPUTOV Kol XapTi,
(kapumov-xapti, Kot TTAAL KAPUITOV-XOPTL Ao KATW), To €va mAavw oto dAAo. Etol to BIBAio amotunwOnke KAVOVIKA oTnV TPWTn embAveLla, adr-
vovtag otn Seltepn emidavela £va axvo amoTuTwud tou, to Asutepo BiBAio.» / Nina Papakonstantinos relates quite accurately how she recog-
nized and dealt with specific failures that have tarnished her practice in the works in question: “After four or five years’ time, the work Pelikan
started to die off, not for some obvious reason related to its presentation (exposure to the sun, to heat sources etc.). The obvious result is that
the text has faded away and only the indications (evidence) of the carbon paper itself —its brand, its pattern etc. — have remained. | gathered that
this particular carbon paper was defective. The fact that the text died off but the trace of the carbon paper itself stayed in place sounded to me
very interesting! The work Elytis has no apparent defect or error. It came out this way: as in all the other works of this series, | transcribe the book
directly on the carbon paper, observing some constants, some rules, e.g. concerning the space the book occupies with respect to the paper or the
attempt/habit of writing in straight lines and correct myself when the letters stand out in the margins etc. In this particular case, when | finished
the book and removed the carbon paper to look at its imprint, it seemed to me that the section occupied by the text was not perfectly straight,
that there was a bent to the left etc. So | rejected the work and decided to start over. | think that, subconsciously or in fact fully consciously, | did
so because, by engaging again in the transcription process, in a way | wanted to read the book again, given that | very much liked it. (It’s the work
“An Heroic and Funeral Chant for the Lieutenant Lost in Albania” by Odysseas Elytis.) The Second Book is unknown; | don’t remember what book
| used here. The result arose by mistake in the process: instead of putting the carbon paper solely on a book page, | put both the carbon paper
and the page on top of another couple of a carbon paper and a page (carbon paper-book paper and, again, carbon paper-book paper), the former
on top of the latter. So the book was normally imprinted on the first surface, leaving on the second surface a faint imprint, the Second Book.”



T0 dyvwoto aptotoUpynua: Dona Isabel, peiktr texvikr /

the unknown masterpiece : Dona Isabel, mixed media

Slaotdoelg / dimensions: 0.39 x 0.29 p./m.

2014

€UYEVIKN Tlapaxwpnon tou KAAATéxvn Kot Tng ykaepi Ekdpaon-rdvva Mpappatornoviou /
courtesy of the artist and Ekfrasi-Yianna Grammatopoulou gallery

APTEULC TToTapLavou / artemis potamianou

H oelpd épywv The Unknown masterpiece €xouv avadopikr Kataywyn To opwvupo BLBALo tou Ovopée vte MmaAldk Kat to [Toptpéto tou Ntoplav
lkpgu tou Ookap Oudhvt. I1o Ayvwaoto Aplotolpynia o yépog {wypddog Dpevxddep oty mpoomdbela Tou va SnLoUPYroEL TO AOAUTO aplL-
oToUpPYNUA CUVEXIZEL v « BEATLWVELY TO £pY0 TOU UEXPL TTOU KATOAARYEL OE pia oUVOeon SuoavAyvwaoTh KATAoTPEDOVTAC TO £pY0 TG WAG TOU
evw oto Moptpéto tou NtopLav MNkPEu, TO TEAELO TIOPTPETO KOTACTPEDETAL OTASLAKA SNLOUPYWVTAG EVA K EKTPWLAY ATIELKOVITOVTAC TIG AUAPTIES
TOU £LKOVIIOUEVOU. 3TN O£Lpd €pywv “The Unknown masterpiece” yvwoTtd mMOPTPETA YUVOLKWY TIOU £XOUV UELVEL TNV LOTOPLA TNE TEXVNG YLOL TNV
Twypadikr toug Se€loteyvia, amodopolvTaL KOl toTEAOUV TOV OPXLKO «KOUBA» TTOU METOAAACOETAL KOl avadnULOUPYELTAL QO KOUUATLA ETTILONG
TIOPTPETWY YVWOTWV avipwy. H teAkr ewdva mou dnuioupysitat eival eviehel pia epLaATIKA €lkOva, va «eppadpddito» ov, eva « DpavKev-
OTALV» TEPOC AMOTEAOUUEVO amtd «TEAELA» ETILUEPOUC HEAN. / The series of works “The Unknown masterpiece” originates from and refers to
the book by the same name by Honoré de Balzac, as well as The Picture of Dorian Gray by Oscar Wilde. In The Unknown Masterpiece, the old
painter Frenhofer, in his attempt to create the absolute masterpiece, goes on “improving” his painting, and ends up to an illegible composition
destroying his life’s work, while in The Picture of Dorian Gray the perfect portrait is gradually destroyed, producing a “freak” that depicts the sins
of the depicted. In the series of works “The Unknown masterpiece”, famous portraits of women having earned a place in the history of art for
their virtuosity in painting, are deconstructed and offer an initial “canvass” that is reconverted and recreated by pieces of portraits of famous
men. The picture created in the end is a nightmare image, a “hermaphrodite”, a “Frankenstein” monster composed by “perfect” integral parts.



Kopvida, enofikr| pntivn / frame, Epoxy resin

Slaotdoelg / dimensions: 0.35 x 0.25 p./m.

2002

€UYEVIKNA Tlapaywpnon tou kaAAwtéxvn / courtesy of the artist

ylavvng okaAtodc / yiannis skaltsas

To QVTIKELUEVO «KOPVITA» GUYKEVTPWVEL GUUBOALKA, LOTOPLKA, OPXLTEKTOVIKA, UGOAOYIKA, KOWWVLIOAOYLKA, TTOALTIKA, UALKOTEXVLKA, avOpwrtoho-
YIKQ, XELPWVOAKTLKA, EVVOLOAOYLKA, AQIKA, XpOovoAoyLkd, Aaoypadikd, aflohoyikd, LopdOAOYLKA, GUUTANPWUATIKA, GOPUAALOTIKA, LOUCELOKA,
TIOALTLOMLKAL KOUL TTOALTLOTLKA, SLOKOGUNTIKA, AATPEUTIKA, EE0UCLAOTIKA, OPXOLOAOYIKA, YEVEAAOYIKA, QPLOTOKPATIKA, TUTTOAOYLKA, BpnOoKEUTIKA,
KAAALTEXVIKA, TEXVOAOYIKA, QVATOPAOTOTIKA, OKPLBA KAl aKOUa piat oOAOKANpN Alota armd XopaKkTnpLoTikd. To Tipokeipevo €pyo tou . SkaAtod
UEOW HLOC EAAXLOTNG TLOpAUOpdPwaong poomadel va amapvnOei dmola tautonoinon, Wote va Slatnprost pa otdon StaAektikr]. Avalntd emi-
pova va kadpdpel tnv actoxia ¢prhoeviag tou £€pyou. / The object “frame” assembles symbolic, historic, architectural, stylistic, sociological,
political, material, anthropological, manual, conceptual, popular, chronological, folkloric, evaluative, morphological, complementary, formalistic,
museum-related, cultural, decorative, cult-related, authoritative, archeological, genealogical, aristocratic, typological, religious, artistic, techno-
logical, representative, lucrative, and a whole list of other characteristics. This work by G. Skaltsas, by means of a minimal deformation, tries to
negate any identification, for the purpose of preserving a dialectic position. He persistently seeks to frame the hosting failure of the work.
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Swings, Adotixa atpoAniag, ollkovn, oidepo, xpwia, ektunwon oe dibond / swings, latex, silicon, iron, paint, prints on dibond
Slaotdoelg / dimensions: 0.30 x 0.15 x 3.55 p./m., 0.47 x 0.31 pu./m.

2011

EUYEVIKA Ttapaywpnon tou KaAAwtexvn / courtesy of the artist

£dn omvpovu / efi spyrou

To €pyo «Swings», HEPOG TNG eykataoTtacng “Post Gravity” amoteAeital amod o KoUVLa KATOoKEVAOUEVN Ao latex atpoAniag Kot pia oelpd
dWTOYPAPIKWY VIOKOUUEVTWY. H UALKOTNTA TOU QVTIKELUEVOU avalopBAvel To pOAo uTtodoxEa VoG SUCAELTOUPYLKOU, aSUVAUOU CWHATOC,
mou xprletL voonAeiag, mou mopakUAleL, YIVETAL KATOTITPO UG OAAOLWUEVNG ELKOVAG TOU TTOPOVTOC. AvTioTolya otnv oelpd Twv performative
dWToYPAPIKWY TTAGVWY TO CWHO SOKIUATETAL LE TNV KOUVLOL OE L0 CUVEXWE AOTOXN TIPOOTIAOELA AUTO - ALWPNONG. To EMITEAECTIKO AVTIKEIMEVO
QVAHETPATAL ATEAEODOPA UE TNV CWHATIKA aduvapia, Oxt yla va KatodEpPEL TNV UTEPPRACN TwV VOUWV TNG GUCLKAG aAAd yla va katoktnOel
GUUBOALKA £VOG E0WTEPLKOG e€ayVIoUOG. / The work “Swings”, as a part of the installation “Post Gravity”, is made up by a cradle built with latex
bands meant for blood collection, and a series of photographic documents. The materiality of the object takes on the role of receptor for a dys-
functional, weak body, which needs medical treatment, which decays, and becomes the mirror of a distorted image of the present. Correspond-
ingly, in the series of the performative photo frames, the body is tested with the cradle in a continually failing attempt of self-suspension. The
performative object is unsuccessfully confronted with body weakness, not for the purpose of managing to transcend the laws of physics but of
conquering an internal purification on a symbolic level.



feats of agility no 1, puctr texvikn, Bivteo mpoBoln / feats of agility no 1, installation, video projection
Slaotdoelg / dimensions: petapAntég / variable

2014

€UYEVLKN Tapaxwpnon tou kaAhtéxvn / courtesy of the artist

YLWPYOC ToEpLwVNG / giorgos tserionis

2115 8V 0 eykataotdoelg pe Titho «Feats of agility No 1 & 2» epdaviletal to SiAnppa tng eBpavoTng Loopporiag. H emavadlanpayudteuon tng
OTITLKAG TOU EPELTIOU WG IPOTACN EVOG VEOU UVNHEIOU DEPETAL WG TO TENOG I ap)r) TOU eLAATN. Apaye TO GAVOLY O TOU OLKelou 08nyel og pia véa
olkeloTNTa; K&Be amdvinon pHeVeL EKKPEUNG WOTIOU 0 BeathG va PAEEL Yo TNV EVEEXOEVN GUUETOXT) TOU 0TO GUMTTIAV TG ELKOVAG KAl LECQL amtd
QUTO TOo TagibL va Bpet tn Sk Tou «yevéBALa yn» urtootnpileL o I. Toeplwvng. H «oplakn» avamnoapdotach O£Tel utapELlakd EpWTAATA, EVELPEL
{ntAOT OVTOAOYLKNG GUCEWG, EMOVASLATPAYHATEVETAL TLG EVVOLEG TNG CUUBLWONG KAL TNG ETEPOTNTAC, KO EPXETAL VO SOKLUACEL Toug dOBOUG,
TLG AVNOUXLEG KOL TG aywVieg pag og eva nOwkd petaBarlopevo koopo. / The two installations by the title “Feats of agility No 1 & 2” showcase
the dilemma of fragile balance. Renegotiating the perspective of ruins as a proposal for a new monument is held up as the end or the beginning
of nightmare. Does the opening up of the familiar lead to a new familiarity? Every answer stays in suspense until the spectator searches for her
eventual participation in the universe of the image and, through that journey, for her own “native land”, as G. Tserionis argues. The “borderline”
representation poses existential questions, raises ontological questions, renegotiates the concepts of living together and otherness, and comes
to test our own fears, concerns, and anxieties in a morally variable world.



ATOMIC ELECTRIC POWER IS HERE
A PEACETIME DREAM COME TRUE...

00 this guiet New Engan
[Overatd by the ivesoro

adioa / poster: “The golden age of advertising- the 60s” (taschen)

atomic electric power, akpuliko o kapuBa / fatomic electric power, acrylic on camvas
Slaotdoelg / dimensions: 2.00 x 1.40 p./m.

2012-13

€UYEVIKN Tlapaxwpnon tou kaAAtéxvn kat THE APARTMENT gallery, ABrva. /

courtesy of the artist and THE APARTMENT gallery, Athens

KwoTo¢ TowAng / kostas tsolis

H adioa ékave tnv epdavion tng tnv dekaetia touv 1960 yia va Stadpnuioet Tnv iSpucn evdg epyocTtaciou mapaywyrng NAEKTPLKAC EVEPYELAG OTO
Rowe, MA twv HMA. H Apeptkr uTtodéxetat OpLapBeUTIKA TNV TTUPNVLKI EVEPYELA WE Kia KOWVOTOUA, acdalr], olkohoyikr, $Onvr| kol tpocodo-
dopa mtpoorttikr]. To etUANLOKO TOTIIO GUUTANPWVEL TNV ALoloSo&ia yla pia VEQ LEPAL OTNV EVEPYELOKN EMAPKELQ, YOANVN KOL TTAYKOGULO ELPAVN.
Alya xpovia apyotepa oAOKANPEN N avOpwmotnTa £YWVE HAPTUPAG TWV OAEDPLWY CUVETIELWV TIOU EMEDEPAV T TTUPNVLKA OTIAQ, OL KATOLOKEU Q-
OTIKEG AOTOX(EG KOL TOL ALTUXAUOTA OTOUC QTOULKOUC avTdpaoTthpeg o oAOKANpo tov mAavAth. H {wypadikr petadopd tou K. TowAn upvel thv
apdBolia. H «Sleypappévn-ripopulayuévn» Lwypadikd elkova BploKETOL UMPOOTA HOC WS avauvnon Twv Aabwv rou épyxovtal. / The poster
first appears in the 1960s for advertising a new-built nuclear power plant in Rowe, MA in USA. America triumphantly welcomes nuclear energy
as an innovative, safe, ecological, cheap, and profitable prospect. The idyllic landscape is completed by optimism for a brand new day in energy
supply, tranquility, and world peace. A few years later, all of humanity witnesses the catastrophic results of nuclear arms, construction failures
and accidents in atomic reactors across the planet. The pictorial metaphor by K. Tsolis praises doubt. The pictorially “deleted-protected” image
lies in front of us as a reminder of coming mistakes.



UEPLKEG POPEC OVELPEUOUAL TIWS TO EXw EAVOKTIOEL KOl TWG TWPA Eival artépdnto, véov /
some times | dream that | have rebuild it and that now it is impregnable, neon lights
Slaotdoelg / dimensions: 2.50 x 0.40 p./m.

2014

€UYEVIKNA Tlapaywpnon tou kaAAtéxvn / courtesy of the artist

Hapw daoouAr / maro fasouli

To épyo “Home Sweet Home” otnv apxikf tou gkdoxr, to 2010, MAPOUCLACTNKE HECO OE pLa omnAld oto mAaiolo tng ékBeong «Oaong ev
Q0GOEL 0TO ZKIPWVELD Mouoeio MoAuxpovdmoulou. Katd tnv petadopd tou, €va TUAKO TOU KATAoTPAPNKE. AUTO TO eMel0OSL0 amotéleos
™V adopun yla pa pikpr amokdAudn, éva Aektikd opdaApa ov n tuxn Bondnoe wote va epudavioTel £va véo €pyo audionpo, kabwg otL
€MIOVPEL QUTH N v emypadn givat iowg 6, TL mpoomdbnoe va arokpUPeL N apxikh. O Stavontikdg SLaxwpLoUOG Tou péoa armd To £Ew, TTapPEXEL
v audidpopun aocddAela plog TautdXPOVNG AMoéEVwonc-cowaoTPEDELC. EVal «0pLaKkO» ONnUELO TIOU OAVIKA ECWKAELEL TNV OLKELOTNTA TOU
ktiopatog. ‘Eva AekTiko lapsus, pla avarmiénon Tou VORUATOC, OTOLKELQ LKAVA VLol VO OTTOCTEPIO0UV KABE olkelomolnTiky vonuatodotnon. /
The work “Home Sweet Home” in its original version, in 2010, was presented in a cave, as a part of the exhibition “Oasis in Oasis” in Skironio
Museum Polychronopoulos. During transportation, it was partially destroyed. This incident led to a small revelation, a lapsus linguae; thanks to
chance, a new, ambivalent work emerged, since this new title maybe elicits what the initial one tried to withhold. The intellectual separation of
the inside from the outside offers the bidirectional safety of a simultaneous alienation-introversion. A “borderline” point, which ideally includes
the familiarity of the building. A lapsus linguae, a bouncing of meaning, elements that are able to remove any familiarizing meaning allocation.



n avdaipetn Siaraén Twv NPAyUATWY, TAKTOTIOLNUEVO AUOTNPA OE UIKPEG OUABES, TTPOG Kade Kateuduvon,
Mdppapo, §0No, yuoli, oibepo, puldxapto, TaoTPAKLA, XaPTi, PWTOTUTIES, Xaptotawia /

the arbitrary order of things, neatly rigor in small groups, to any direction,

Marble, wood, glass, iron, ricepaper, clips, paper, photocopies, masking tape

Slaotdoelg / dimensions: petaBAntég /variable

2014

£UYEVLIKNA Tlapaxwpnon tou KoAtéxvn kot tng MNkaAept Iedva Touvta / courtesy of the artist and gallery lleana Tounta

dnuntenc poutpnc / dimitris foutris

H eykatdotaon e€akolouBel va Bploketal og pia LETEWPN KATAOTAON OXeSLAoOU, 0€ GuveXN pon Kal eE€AEN avapeoa otnv adetnpia Kot oTtnv
oAokAnpwaon tnG. Aivel tnv aicBnon otL Bpioketal oe pia evdidpeon ddaon, avamtiooovtag £T0L LA OxECN LE TO «VOAOKANPWTO». H XwpLknA
QVATTUEN TWV QVTIKELUEVWY TIOU TNV amapTi{ouv-eUTEAWY BLOUNXAVIKWY UAKWVY OMwG: Hdppapo, EVAo, yuoli, oidepo, puloxapto, mMaoTPAKL,
xapti, dwrotuTtieg, xaptotawio-KoUBAAGVE UVNELOKOTNTO KOL CUYKEVTPWVOVTAL WG adopun yla €va kawoupylo €pyo. Ot ewyeveig mapdyo-
VTEC, OTIWE TO ONUELWA KATIOLOU, UITOPOUV AUESA VO avaTpéPouv Tnv (Lo Tou TRV Sour, amokaAUTTTovTag £T0L 6TOV B€0TH LA TILO KOVTLVH TIPO-
oéyylon/ mapatipnon oU avampooapUOlEL GUVEXWE TNV EVVOLA TNG ‘0PXLKNG OGS . ATTOTUTIWVETAL OTOV XWPO HLa kataypadn tng Stadkaciag,
Mila CUVEXWE AVAVEWCLUN TIPOOTIABOELA TTPOTEYYLONG Tou TeAKoU otdxou. / The installation continues to be in a suspended state of design, in a
continuous flow and evolution between the beginning and its completion. It gives the feeling of being in an intermediate phase, thus developing
a relation to the “uncompleted”. The spatial development of the objects that constitute it-worthless industrial materials such as: marble, wood,
glass, iron, rice-paper, clips, paper, photocopies, paper tape-produces monumentality, while the assembled objects give rise to a new work. The
external factors, such as the note of someone, can directly overturn its own structure, thus revealing to the spectator a nearer approach/obser-
vation, which continually readjusts the concept of the “original idea”. A recording of the process is imprinted on the space, an ever-renewable
attempt to approach the final objective.



SutAwvovrtag tov ywpo SutAwvovtag o xpovo otn MeydAn Apkto, urnpouvtlog, PndLokEG EKTUTIWOELS /

folding space folding time in Ursa Major, bronze, digital prints

Slaotdoelg / dimensions: petapAntég / variable

2014

€UYEVIKN Tlapaxwpnon tou kaAAtéxvn kat tng ykaAepi Elika, ABriva / courtesy of the artist and Elika gallery, Athens

navteAng xavdpnc / pantelis chandris

Tov xeluwva tou 2012 o M. Xavdprg ekTUMwoe pLa oelpd pwtoypadlwy Stdotacnc A4 mou armelkoviZay Eva GUYKEKPLUEVO TR O TOU VUKTEPLVOU
oupaviou BOAoU Ue Kupilapxo aoTEPLOPS auToV TG MeydAng Apktou oe SLAPOPETIKEG XPOVIKEG OTLYHEC. OL EKTUTIWOELS Kapdltowbnkav mpo-
XELPA O€ €val TLAVEA Kot AANEG amAd adEBnkav yla Kapo Eexaopueveg pall pe AAAeg dwtoypadies Kal GNUELWOELS TTAVW OE Vo OXESLAOTHPLO.
AUTO £iXe oav aMOTEAECHA OL YWVIEG AAAA KOL OL TIAEUPEC TWV EKTUTIWOEWVY VA APXLO0UV VA KUPTWVOUV TIPOG TNV ECWTEPLKH TIEPLOXI TOUG KAl VOl
CUUTIEPLDEPOVTAL E EVA YAUTITIKO TPOTIO, TIPOTEIVOVTAG £va KOVOUPLO TPOTIO B£00NG TN ATELKOVIIOMEVNG TIEPLOXNG. TO CUYKEKPLUEVO GUUPAV
0€ GUVSUAOUO LLE TOV OXESLAOKO KAL TNV KOTAOKEUN HLAG OELPAC METAAALKWY SOUWV «ATOTUTIWOEY LA VEQ, OTEPEOCKOTILKN OTTTIKY, T(POodEPO-
VTaC 0TO0 Beatr SUVNTIKN EMOMTELX TWV CNUELWVY TTOU CUYKPOTOUV TOV A0TEPLOMO amo StadopeTikd onueia. / In the winter of 2012, P. Chandris
printed a series of photographs (A4 size), which depicted a specific part of the night sky in various moments in time, with the Great Bear being the
predominant constellation. The prints were clipped on a panel, while others were just left in oblivion for some time, on a designer stand together
with other photos and notes. As a result of that, the angles and the sides of the prints started to bend inwards and behave in a sculptural manner,
suggesting a new way of looking at the depicted region. This incident, combined with designing and constructing a series of metallic structures,
left the “imprint” of a new, stereoscopic view, enabling the spectator to supervise the signs making up this constellation from various points.



0 AAé§avbpog AeApuoulog kat ot 80 YpuoOuuyeg, Uelkth TexVikn / Alexandros Delmouzos & 80 May beetle, mixed media

Slaotdoelg / dimensions: petapAntég / variable

2014

EUYEVIKN TIapaxwpnon tou KaAAtéxvn o€ cuvepyaoia pe TG ykahepi a.andonopoulou.art, ABrjva kat Zriva ABavaotddou, Oscoalovikn
/ courtesy of the artist in collaboration with a.antonopoulou.art gallery, Athens and Zina Athanassiadou gallery, Thessaloniki

aAg€avOdpoc PuyxouAnc / alexandros psychoulis

AUo acUvdeTa yeyovota PeTaly AAAwV:

1. «....va EAKUOWOL TPOoNAUTOUG £1G Aeyopeva BpnoKeUTIKA §OYUHATA, TOUTESTL TNV abeiay, Le Ta omola evepyoUpeva eival acuppifactog n
SLaTRPNOLG TNG TOALTIKA G TALEWG, SLEATKOVTEG O,TL Sev UTIAPXEL BEOG, OTL N Bpnokeio amoTeAEL TNV APVNOLY TNG OKEPEWS, (...) OTL 0 Av-Bpwrog
ednpoupyndn uTo TUBAKWY, OTL 0 BEDC Elval Eva ayyoupt, OTL N TTATPLg Elve TOPVN KAl OTPly-YAd UNTPLA Kal N Bpnokeio LAoTPWTTOG, KOL TOV OKO-
TIOV TWV €V PEPEL KaTwpBwaoav pooeAKUCAVTES £LG Tag Sofaciag Tavtag MOANOUG,...». AOoTIAcHUA artd TO KATNYopnTAPLO TN «Aikng tou Nau-
TIAloU», TwV AeyOpevwyY «ABElkwv Tou BoAou» Ttou éyve oto NadmALo To 1914. Avdueoa oToug KatnyopoUevouc eivat o AAéEavSpog AeApuollog
0PAUATLOTAC AL aywyos oo tnv AUdLooa, ELKOCLOKTAXPOVOC TOTE SleuBuvTi Tou Anpotikol NapBevaywyeiou BoAou, evog mpwTtomopLakou
yla TV emoyr tou ekmatdeutnpiou veavidwv. H veapr nAwkia tou SteuBuvtou, ot péBodot Stdaokaliog aAAd Kupiwg n xprnon tg SNUOTKAG SnuL-
olpyNoQaV e UTIOKIVNON TNG EKKANOLAG PeyAAo okAvEaAo 0TV Kowwvia tou BoAou pe amotéAeopa to Biato KAeloLo Tou. To EAANVIKO YAWGGLKO
7TNUA, OL TIOALTIKEG KOL KOWWVLIKEG TOU TIPOEKTAOELG BPIOKETAL OTO TILO KPIOLO onUEio Tou.

2. Ze éva kouPd amoBnkevw Ta odrmia Aepdvia ou EPTouv armd To §EVIpo pe okomd va ta Badw otav TeEAelwow TV €peuva yla to Napbeva-
Ywyelo Tou BoAou. Ze Alyeg pépeg N Sucoopia €xeL TPOTEAKVOEL OAEG TLG XPUOOUUYEG TNG TEPLOXNG. MOTE Sev eixa pavtaoTel OTL Ta amioTevTA
XPWHOTA TOUG elval amoTéAeopa pag onatpikng dtatpodns. Opyavwvw Eva TIPOXELPO eKTPOdEIO LUE CATILO AXXAVLKA LETOEY TWV OMOLWV Kat
£va ayyoupL. / Two unrelated incidents, among others:

1. “...to attract proselytes to the aforesaid religious dogmas, that is, to atheism, whose practice is incompatible with preserving the political
order, who preach that there is no God, that the religion is the negation of thought, (...) that man was created by apes, that God is a cucumber,
that motherland is a whore and a foster mother and a shrew, and that religion is a whoremaster; and they did partly accomplish their cause after
having attracted many people to those doctrines...”. Excerpt from the indictment in the “Trial of Nafplion” that took place in 1914, an affair widely
known as the “Case of Atheists of Volos”. One of the accused was the 28 year-old Alexandros Delmouzos, a visionary pedagogue from Amphissa,
then director of the Municipal Girl’s School of Volos, an innovative educational institution for its time. The young age of the director, the teaching
methods and, above all, the use of the demotic Greek gave rise to a huge scandal, on the instigation of the Church, which led to the violent shut-
ting down of the school. The Greek language debate, with all its sociopolitical implications, was then at its most crucial point.

2. In a bucket, | store rotten lemons that fall from a tree so that | bury them when I finish my research about the Girl’s School of Volos. Within a
few days, the stink has attracted all the maybeetles from around the place. | have never imagined that their incredible colors are the result of a
cepticemic diet. | organize an improvised maybeetle farm with rotten vegetables, among which a cucumber.



relocating of a futuristic house - local dispute, video / relocating of a futuristic house - local dispute, video
Sudpkela / duration: 11’
€UYEVIKNA Tlapaywpnon twv errands / courtesy of errands

opada errands / group errands

H evaoxoAnon twv Errands €MIKEVIPWVETAL O EYKATOAELUUEVEG TIEPUTTWOELG TTOU KATEANEQY EEXAOUEVEC, TMAPAUEANUEVEG, KATECTPAUMUEVEC,
AMAPATAPNTEG, TTOU amétuxav i Bewpolvtal outsiders, XwpPoL, KOVOETT, AVTIKEIUEVA, TIPAKTLKEG KAl Opdpata ou Bewpolvtatl eKTdC TG Tipay-
MaTKOTNTAG, TOU CUVNOLOUEVOU, EKTOG TOU «TIWGE TOL TIPAYHATA YivovTal cUVABWEY, EKTOG TPAKTLKAG, EKTOG AeLlToupyiag. AUTO €lval TTOU TaL KAVEL
TIOALTIKA: TIPOTELVOUV VEOUG TPOTIOUC YLA. TO TTWE TA TIPAYMATO TIPEMEL va elval, va yivovtal fj va eldwBoulv. Alvovtag StadopeTikég AUOELS, AeL-
TOUPYWVTAC LLE AUTOVOHO TPOTIO, AVEEAPTNTA, H TIPOTEIVOVTAC LOLWTLKEG 1) AUTOOXESLEC EPEUPETELG LECQ OTTO KEVA KAL N AELTOUPYLKEG TIAEUPEC
TOU GUOTAMOTOC, OUTEC OL TIEPUTTWOELG cuvoilouv éva (860G KPLTIKAC OE OTLONTIOTE KATECTNEVO (KOWWVIKO, TIOALTLKO, APXLTEKTOVLKO K.a.). Me
Ta T(POTLEKT TOUG £0TLAloUV Kot tpoomadolv va avalwvtavéPouv aUTA T EYKOTAAELUMEVA OVTIKEILEVA, XWPOUG, TIPOKTIKEC TIOU, AOTUYXA-
VOVTaG va eVowUaTwBoUV Kal va avantuxBolv 6to cUoTnua, KAteAngayv adela ToOPALA LA UTTOOXOUEVNG OAAAYHC, OPALOTA TIOU N arotuxia
Toug ta petétpee oe outorieg. / The Errands group is concerned with and focus on abandoned cases that have ended up forgotten, neglected,
destroyed, unobserved, failed or held outsiders; spaces, concepts, objects, practices, and visions considered to be out of reality, out of the ordi-
nary, out of the “the way of doing things”, out of practice, out of service. This is what makes them political: they suggest new ways for how things
have to be, to be done or seen. By giving different solutions, operating autonomously, independently, or by suggesting private or impromptu
inventions in gaps and non functional aspects of the system, these initiatives epitomize a kind of critique to anything established (social, political,
architectural etc.). Through their projects, the group focuses on and tries to revive those abandoned objects, spaces and practices, which, upon
the failure of being integrated and developed inside the system, have ended up empty shells of a promised change, visions whose failure turned
them to utopias.



personalive, performance / personalive, performance

Sidpketa / duration: 20-30°

2014

EUYEVIKNA TIapaywpnon t¢ opddag KangarooCourt / courtesy of KangarooCourt

opada KangarooCourt / group KangarooCourt

Mo toug KangarooCourt n actoyia dev eival oUTe éva adLEE0do oUTE £vag akOUn oTaBUOG yLa TO SPOUO TTPOG TNV ETILTUXLA, AAAA ULO TTOpayW-
YIKn, avatpentikn Suvaun. Ol emUEPOUG LoTopieg Bacilovtal 0€ MPOoWTIKA BLWHATA A0TOXIAG KOt TTAPOUCLAlovTaL AdaLpETIKA TTPOG XAPLY TNG
olkovopiag kat tng tépwng. H performance avtipetwmnilel katd LETWTO T aotoxia omoudaloviag Tnv, BewpnTKOAOYWVTAG 1 AKOUO KO KOAALEP-
YWVTAG TNV IE OKOTIO va SOKLUACTEL KaL va emavanpoobloplotel érota alnyopia / petadopd kat pebodoloyia yia autriv. Me Slaitepn €udaon
OTNV TOLSAYWYLKH, OL UTIO SOKLLOCL0 AOKAOELG- SLAAOYOL AMOTEAOUV aVTAVOKAACELS TNG SUVANG TNG LOTOXLOG EVTOG TOU KOWWVLKOTIOALTLKOU KOl
ocuvatloOnuatikol mAatciou oto onoio pabaivoups, Stbdokoupe kat Spoupe (perform). / For KangarooCourt, failure is neither an impasse nor
yet another stop in the path to success, but a productive, subversive power. The individual stories are based on personal experiences of failure
and presented abstractly for the sake of frugality and delight. The performance directly confronts failure by studying it, theorizing or even culti-
vating it with the purpose of testing and redefining any relevant allegory, metaphor or methodology. With a particular emphasis on pedagogy,
the exercises-dialogues under test mirror the power of failure inside the sociopolitical and emotional frame where we learn, teach and perform.



navw aptotepa / top left

eykatdoraon / Installment No. 1 (2010)

€yKOTEOTNUEVO O€ éva tapdBupo oo eminedo tou Spopou oto Thormghlens
TWUAN 16 oto Mnépykev, NopBnyia / installed in a street-level window at
Thormghlens gate 16 in Bergen, Norway

ue épya twv / with works by Dawn Johnston, Erin Perry, Anja Ulset, Borghild
& Sveinung Rudjord Unneland

ndavw Seéia / top right

eykatdoraon / Installment No. 8 (2012)

Eykateotnuévo oto emninedo tou §pdpou o€ KAUATLOTIKO tapdBupo khouBi
oto 107 East 2nd Street, Néa Yopkn, o€ meploxr mou mpoimnpée €pyo Tou
Claes Oldenburg «To Katdotnua» (1961) / Installed in the street-level air
conditioner window cage at 107 East 2nd Street, New York City; the former
site of Claes Oldenburg’s The Store (1961)

ue €pya twv / with works by Katie Bethune-Leamen, The islandic Love Cor-
poration, Kurt Johannessen, MOTAC

Lewis &Taggart

Katw apiotepa / bottom left

eykardotaon / Installment No. 10 (2012)

EYKOTEOTNEVO OTO ECWTEPLKO TIPWNV aTeALE Tou Tadeusz Kantor otnv KpakoBia,
MNoAwvia, otnv ulica Sienna 7/5 / installed within the former atelier of Tadeusz
Kantor in Krakdw, Poland, at ulica Sienna 7/5

ue €pya twv / with works by Shayne Ehman, Pedro Gomez-Egana, Brandon La-
belle, Karen Nikgol, Wojtek Szaszor & Joanna Klass

Kkdtw Seéua / bottom right

eykatdotaon / Installment No. 11 (2013)

EYKATEOTNUEVO O €va Tpwnv avBorwAeio oto Kolonnadenstr. 20 otn Aswpia,
leppavia / installed in a former flower shop at Kolonnadenstr. 20 in Leipzig,
Germany

ue €pya twv / with works by Steven Brekelmans, Hannah Heilmann, Antje Ma-
jewski & Olivier Guesselé Garai, Aptav Olthaar

BERGEN KOMMUNE

To Museum of Longing and Failure (MOLAF) givat éva TELPpAUATIKO HOUCELD, adLlEpWUEVO OTNV EKBECN KAl GUAAOYN HLIKPWV YAUTITWY TTOU EVOAP-
KWVOUV €VVOLEG TTOBOU Kal amotuyiag. Me 6pUTEC Tou TO KAAALTEXVIKO S{Supo Twv Lewis & Taggart, to MOLAF Slapopdwvetal péoa amnod oAAe-
TLAAANAEG TTPOOKANOELG P0G SLeBVE(G KOAATEXVEG KOl KOAEKTIBEG, INTWVTAG TOUG Vo oUVELOHEPOUV €pya Ta omoia Ba SnpLoupyrioouV £XovTag
QTTOKAELOTIKA KOTA VOU TLG BEUATIKES TTOU AItaloXOAOUV TO Houoeio. Ao To €10¢ (Spuaorg tou, To 2010, To MOLAF €xeL epdaviotel oto Mmépykey,
v Komeyxayn, tn Néa Yopkn, to Ntooov Zitt, tnv KpakoBia, tn Aswdia kat to Tpovtxdiu. H mapoucioon Tou pouceiou aAAGTEL Kot TPOCapUOTE-
TOL OTO OUYKELMEVO TOU, EVW N HOVLUN cUANOyH| Tou TieptAapBavel mevivta nepimou €pya téxvne. To MOLAF Bploketal 0to oTddLo TG mPoeToL-
paoiog evog apxeiou mou Ba eival TPoottod 6To Koo amo TI§ apxEG tou 2015. / The Museum of Longing and Failure (MOLAF) is an experimental
museum dedicated to the exhibition and collection of small sculptural works that embody notions of longing and failure. Founded and operated
by the Norway-based artist duo Lewis & Taggart, the MOLAF takes shape through ongoing invitations to international artists and collectives, who
are asked to contribute works created specifically with the museum’s thematic concern in mind. Since its inception in 2010, the MOLAF has made
appearances in Bergen, Copenhagen, New York City, Dawson City, Krakow, Leipzig, and Trondheim. The presentation of the museum changes and
adapts in response to its context, and as its permanent collection nears fifty artworks, the MOLAF is currently preparing to establish a publicly
accessible archive, which will be launched in early 2015.

www. molaf.org
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failure
by theodoros zafeiropoulos

In a thematic register this exhibition explores the term “failure”. It is centered on localizing and producing symptomatic examples that
speak for the evaluation of the artistic practice (work) as “doomed” not to meet a premeditated, desired or sought-for target. The partic-
ipating artists were invited by the yardstick of the pluralistic contribution of thinking and problematizing about both the genealogy of the
work and their proper stance on practice. A prime concern has been to assemble unexpected studying versions able to cover and broaden
the spectrum of the field outlined by the term “failure”.

The main context of this exhibition is to elucidate and showcase the intrinsic and extrinsic factors that affect the conception, the design,
and the materialization of the work of Art and the Architecture. The reasons that may lead to any kind of off-target/failure are, for the
most part, interwoven with the phase, the level, the adequacy and the intentional direction of design, the random factors that arose or
arise in failure, with possible shortages or omissions during the construction-materialization as well as the further or subsequent use,
non less than with some dysfunctions and arbitrary shifts of meaning areas, epistemological misunderstandings and erroneous formula-
tions. But, above all, the results of any dysfunction are drawn through introspective observation and conceptualized as a mechanism -a
construction- of a collecting depositor? (space), within which any emerging factor has to be decoded, validated and archived, according
to a methodology of relational disposition. The main objective here is to approach the conceptual elements that produce or dissimulate
similarities, with the further purpose of discovering real affinities between artworks (construed as examples) and surrounding events.
“I see the similar”, in the Aristotelian version?, means that | apprehend the “identical” inside in and regardless of the “difference”, for the
further purpose of correlating or schematizing a new meaning. Thus, the semantic benefit is inseparable from the categorical assimilation
through which it is schematized, as far as it remains trapped in the conflict of the “identical” and the “different”, although it is the rough
draft, as a request for information by means of the “notion”.

Between the two poles of subjective success and failure lies a space able to host potentially productive activities, within which the par-
adoxical rules and the eventual doctrines are rejected. Descartes® recognized two different axiological substances, res cogitans and res
extensa, which basically correspond to the relation subject-object, signifier-signified. The off-target/failure is joined together with notions
such as “mistake”, “error”, “incomplete”, “unfinished”, while it defines moments of thinking that elude consensus, making choices in favor
of the multiplication of questions instead that of answers. The abstract and, simultaneously, multiple possibilities offered by the moni-
toring of the process sequence is further reinforced by the problems and obstacles of physical materialization*, maintaining a perpetual
struggle with ideas, hylomorphism, representation and support of every norm and definition, since to manage materiality is a major
hindrance with regard to definite decision-making and, by extension, any kind of teleological constructability. One seeks for useful and
efficient criteria, able to judge the success or failure of a situation, which are characterized on their own as a new condition -“an important
work”- while they maybe serve as the major -already codified- factor of reflection. Under this generalizing pronunciation, off-target/fail-
ure comes forth as a “special” function, which, on one occasion, would operate as a “non-return check valve” and, on another occasion,
under a more specialized consideration, would individually be the “new” work.

The failed promises that, in the name of evolution, were proposed as “the avant-garde myths” (“To be an artist is to fail as no other dare to
fail” as S. Beckett put it) lead us to realize -in arts- how apparently impossible is to be absolutely certain about the extent, the safety and
the stability of the eventual working surface. This historic and widely used quote schematizes for us here two important aspects: courage
as a (visual) condition to treat failure, and the invited (artistic) occupation as failure through the conventional attitude that art and failure
cannot be considered separately. The American sociologist R. Sennett calls “a great taboo of modernity” the failure of a society to achieve
success and progress; correspondingly, the futility of Sisyphus’s punishment -as self-assertion- lies in the quest for liberation and dignity
through the affirmation of the absurd as a recurrent failure. While in rationalistic theory success is considered to be the overvalued good,
in post-war Art and Architecture, doubt has embraced experimentation, encouraging a line of thinking that “risk” is to be recognized as
a viable strategy.

The role of the creator in this “un-stable” working environment is to respond to the need for creation or to creation according to a definite
series of general guidelines (prescriptions), which sometimes preexist (meaning that she is obliged to follow them) and sometimes are
presented in the course of materialization (mainly as imponderable factors). The ensuing product, program or creation must be function-
al and, simultaneously, quite flexible, so that it can at any moment be reconstructed and modified on an unexpected eventuality, as a
response to something given or amidst a possible failed application. Thus, the creator makes use of a mechanism of “intentional assump-
tion”*, being receptive to eventual conditions that step in the content of her object. She is receptive to behave in an active and yet risky
way during the process of producing her work, without getting absorbed or crashed by the work. This intention, the way Wittgenstein ©
elineated it, utilizes the sign in thought. The intention seems to interpret, to give the definite interpretation. It does not give yet another
sign but something Other. Through that spectrum, the off-target/failure comes forth as an insatiable material, which puts to risk all of the
activities, the desire for autarchy, self-affirmation and self-validation.

The subject faces the “entropy” of the process and struggles to let the truth of the event play out, unfold any of its random or conscious
aspects, in the prospect of either encapsulating or staging a network of conclusions. It wants to include “aspects of problematizing” in
words, forms, structures and meanings, without restricting its powers unilaterally through the suppressive violence of representations.
The subject of foundation (the potential creator) searches for structures with the purpose of allowing its constructions (Art, Architecture,
poem, thought, economy, form of government) to ally with forces that have catalyzing effects in the course of moving from the non-ex-
isted to the existed, from the familiar to the unfamiliar, and from the idea to the spatial conception. It risks coming closer to what poses



the greatest threat to them, for the purpose of facing the totality of the process sequence in a way that any step can take into account,
control, and lend an ear to any form of contingency. Jacques Ranciére’ describes the occupation with art as a way of intellectual emanci-
pation, laying great emphasis on the catalyzing duality creator-spectator. “To be a spectator does not constitute a passive condition that
ought to be transformed into activity. It is our usual condition. We learn and teach, act and know as spectators too, since every moment
we relate what we see with to what we have not seen and said yet (the ineffable).”

The off-target/failure as a formulated condition thus becomes visible by shifting the center of gravity from the idiosyncratic position of
the artist to the artwork itself, from the relation between the artwork with its spectator and the internal analysis of the artwork, to the
potential “truth” it entails. It is a condition that leaves aside “the Aristotelian notion of Reality”?, by avoiding revelatory or intuitive ontol-
ogies. Taking distances from the target is achieved through adopting the attitude of a biologist par excellence, who cannot stop wondering
about the bearer of thinking and, as the case may be, for the nature of practice itself. The subjectivity of “aiming at a target” is attributed,
according to the exquisite analysis by Ricceur, to the idea of “categorical transgression”, a process that enables us to enrich the deviation
implied in the process of transposition. In other words, there is a continuous referral of the signified, which is nonetheless produced
due to its differentiation from other signifieds. The traits that could establish the meaning of off-target/failure can be considered to be
absolutely “absent” in case they constitute declaratory components. The consequence, according to Derrida®, is that we can never, in any
case of an imp-pass, have an established and definable present meaning. The relations of interaction by the yardstick of such a condition
of alteration, which analyze individual parts of the work and unavoidably enter into its content, are those that shape the sequence, and,
above all, provide clues for the “mechanisms involved”. A. Badiou, seeking for an ontological determination of the “being of the event”?,
postulates a theory of “multiplicity” that is heterogeneous with regard to the one that justifies being as being. This position reveals that
the event is the very nodal point through which we ensure that all things are not mathematizable*. What “happens” now as a managing
weakness forms a fold between the ecstatic unfolding and the intensive continuum, a theoretical position suggesting that an event is
literally an un-founded multiplicity; the abandonment of the foundation makes it a purely random supplement.

The works for which we stand by, with reflections on such a complicated handling, do not produce only logically consistent conclusions
but also hybrid models that simulate the invited off-target/failure. The simulation (of failures) is one of the most important and powerful
methods, used in researches on designing and monitoring the operation of complex processes and systems. According to R.E. Shannon??,
simulation is defined as the process of designing the model of a real system and experimenting with that model. They aim to understand
the behavior of the system and/or evaluate alternative strategies for its operation, i.e. results arising from the change of the system as
a whole or its way of self-healing. Its mechanism (autopoiesis) refers to the self-reproduction or autopoetic organization of the system,
which the Chilean biologists H. Maturana and F. Varela® have described as the most inherent process of uninterrupted reproduction,
being in fact a product of evolutionary cellular (biochemical) relations and variations. Each act (as the beginning of practice) is depended
on the inscribed in the “DNA of practice” ways the creator acts, on inherent socio-biological limitations, and on the technical means of
assistance she has conquered so that she supports them.

Paraphrasing Walter Benjamin: the criteria for evaluating conclusions are produced by a “here and now” and are “coincidental” - i.e.
they can be interpreted only “dynamically” and not based on stable parameters. Therefore, each activity of supplementing has great
importance in the description of the event, since it emerges during experience under the form of an “intuitive re-action” or as a form of
momentary or intuitive appreciation of an important “truth”. In the case of a conventional fold, a double theory of multiplicities is postu-
lated, a theory inherited from the theory of Bergson, where an event is always the divergence between two heterogeneous multiplicities.
In both these cases, conflicts and resistances are solved not due to knowledge itself but due to the fact that this knowledge facilitates a
special experience during which “conflicts acquire meaning”4, take on a consistent and organized form, which at the end enables their
free evolution and, thus, their solution. It follows that the operation of one of the powers of the mind has to be inhibited so that another
one is put in motion or, in a more conventional formulation, that more sensitive sensory organs, able to perceive the singular moment
where things enter a more variable trajectory, get activated. A. Camus, from the point of view of literature, considers the irrationality of
the above duality in the sense of the contradictory, of the illogical. He sees logic not in the thinker but in the one who feels logically, linking
it up to the teleological notion of suicide as a redemptive outlet of purifying completion.

The narrative function of failures regulates and normalizes the “march of description” of any form of weakness that interrupts/pervades
practice. As M. Heidegger suggests, °“It is not a matter of assimilating understanding and interpretation to a particular ideal of knowledge
which is itself only a degeneration of understanding that has strayed into the legitimate grasping what is objectively present in its essential
unintelligibility.” The dire necessity of formulating specific but also alternative proposals for shifting from the obvious reality to another
-which will instill life to ruins and claim a deliberate switch and an erudite deviation from the target- calls for an all-embracing consider-
ation of problems, which surpasses the otherwise necessary impression of the failures that have caused them, as an intellectual digging
up for unearthing a “new finding”. Besides, in the depths of any construction of anything “built”, there is this primitive desire to “trace”
a new path, as a beginning, an unrolling or a winding. At the exact opposite, the eventuality of a conscious lack of target (off-target), as
an area-version of process in-sequence (with regard to the “ongoing activities”), moves into the domain of judging the result through an
empirical appreciation that monitors and records events under way, in a time parallel to the time of the production/elicitation process
of the work. It is delineated as a parallel universe, able to reveal and function as a communication channel for grasping the duality of the
terms “failure-success”.

The basic matter in hand is to explain the simultaneous changes taken place in the “continuity of the human activity”*¢, the resistance
of structures in the frame of a fluid practice, the relation between activity and interaction, in localizing the powers of inaction and trans-
formation of forms. According to a Hegelian reading of the anthropological practice of Bourdieu'’, the analysis of praxis is moving from



recording, describing the empirically concrete, the immediate given to the primary experience (the sensory perception of the whole)
towards an abstraction, as a negation of the sensory immediacy in the formation of abstract concepts, which apprehend universal types,
inevitable laws laid down for all individual cases, and shapes as “mutilated” sequences. The movement is completed through a compo-
sition, as a reflecting representation of the internal nexus of the studied object and of the unity of its various parts; as a closedown of
uncertainty in a unifying apprehension of the determinations and the inevitable laws that govern every phenomenon as a whole. Through
that prism, we can discern some similarities with the psychoanalytic function of symbolism and even resort to references to the work by
numerous scholars, whose interventions open the way of connecting Lacan with the political/politics of practice; a space that reveals the
nature of a straitened field, which remains for the most part a “no man’s land”, since this field is absolutely self-referential and seeks for
outlets on the inside, through working around to questions by analyzing internal conflicts.

By focusing both theoretically and practically on the meaning of off-target/failure, this exhibition and the relevant conference will attempt
to formulate alternative, unexpected ways of opening up finite states with regard to the production of visual and architectural works.
The sought for shifting®® lies not in handling but in producing a virtual “kind” of target/objective. Any “kind” of off-target/failure is dealt
with in the same frame along with brevity, surprise, dissimulation, enigma, wit, antithesis and all the other handlings serving the same
objective. The shifting achieved makes them infinitely necessary through a continuous reduction and explanation of every “targeted met-
aphor”® and every total of similarities, which, both at a textual and a practical level, will be the “tool” that will ensure our access to the
distinction of certain conclusions inside the duality “empirical knowledge” and “metaphorical dilemma”. The above questions, indicative
of the complexity and vari-formity of art, reveal that the artistic practice constitutes a complicated field of applying heteroclite forces, the
crossbreeding of which creates each time the particular “atmosphere” of a work. This collection and showcase of visual representations,
mediations, fiction?® and juxtapositions will attempt to examine and define this duality, by bringing off/target-failure in the center of in-
terest as a perspective for an expanded productive process.

1. Ithink that the term “depositor” here is very near to the term “toponomology” introduced by Derrida. This term includes the complicated relation of the archive
to the place where it is kept and the authority, the power. This relation describes the intersection of “topological”, “place”, “law”, “substrate” and “authority”, during
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2. P.Ricceur, The rule of metaphor, transl. K. Papagiorgis, Kritiki, Athens 1998, p. 562-563.
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6. L. Wittgenstein, Philosophical Grammar, op. cit., p. 89.
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opment of all types of formal, necessary, deductive reasoning’ (1898), and Bertrand Russell: ‘Pure mathematics is the class of all propositions of the form ‘p implies
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See R. L. Wilder, Evolution of mathematical concepts, Koutsoumpos, Athens 1986, p. 127-128.
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18. P.Ricceur, The rule of metaphor, op. cit., p. 76.

19. Ibid, p. 553.

20. Ibid, p. 17: “By linking fiction and redescription in this way, we restore the full depth of meaning to Aristotle’s discovery in the Poetics, which was that the
poiésis of language arises out of the connection between muthos and mimésis. From this conjunction of fiction and redescription | conclude that the ‘place’ of
metaphor, its most intimate and ultimate abode, is neither the name, nor the sentence, nor even discourse, but the copula of the verb to be. The metaphorical ‘is’
at once signifies both ‘is not” and ‘is like If this is really so, we are allowed to speak of metaphorical truth, but in an equally ‘tensive’ sense of the word ‘truth’”



the night of the work
by apostolis artinos

The work is always coming, in the locus of a Real, which is elicited in its materiality and contemplated in the constellation of its signs;
a deposited material, constituted in the event of its linguistic exemption, of a secret discourse that raises both the order of things and
the horizon of their linguistic diversions. But how does the polyvalence of this material become manageable? How the fuzziness and the
uncharted character of its expressivity are controlled? And where the creative intention gets involved? The order of the workshop? Its
gestures? The creator is the representative of this order, yet of this disorder too. A borderline delivered to mental work and the disclosure
of the material, to its dark origins, to the night that tests it. The status of creation is always tested in the claims it raises on this material,
no less than in their subsequent failures; for it is the Real of the material that exhausts the creator’s intention, diverting her to the trend
of her singular truth. The material always speaks by itself, i.e. it speaks a language that lies outside the perspective of the work, when the
work is the fixation of the material, its structural and formal outward show.

The work is a perversion of the thing, but the Real of its materiality defies its perversion. Materiality is a naked experience, the “thing
in itself”, not an elsewhere but a here and now, an imperative immediacy imposed on space and delivered disproportionally. An inter-
nal unity that also constitutes its metaphysical purity, since it is difficult to be circum-scribed outside the conditions that it itself raises
and preserves; a singularity indifferent to having its temporality historicized/formalized, persisting in its own unhistorical horizon and
repressing any possibility of its conceptualization. A thus non transparent totality, which is also inscribed as a wound inside language, a
wound that the metaphorical and metonymical function comes to heal on the repoussé body of its modulated surface. Yet we are already
inside the metaphysics of materiality, which also brings its morphological difference; a difference disposable and available to the other,
since it also takes in her own gestures, her own trace, her desperate effort to invade the core of this structure. Thus, materiality not only
preserves its interiority but also opens up to the allocation of its meaning, to a desire not belonging to its original conscience, but it is a
movement coming from the outside and excites the internal testing of the material; a testing that exhausts it, bringing it to its limits; but
also, simultaneously, it is a praxis that reveals it, inscribing it to the finality of its meaning; to a meaning that does not belong to but is
inscribed, delivered. Matter as a linguistic event that disposes and opens up to its own weakness. This gesture is a gesture of technicality
that delivers the relief of the world to its constructive truth. Yet those inscriptions are not the violence of the work, they preexist. They do
not consume the materiality of the Real, its singular integrity, they just open up its stylistic character. An opening up that we could also
recognize as a natural reception of the other. An oscillation, in the Hegelian sense of this term, which extends the dimension of materiality
to the uneven size of its ideas. Thus, the otherness of materiality is not only recognized in its tautological inclusion but also in the minimal
void of its rupture. A traumatic surface, the way all identical surfaces are, which wells out through the dismantling of its continuity, a
desire for those autographic writings of the other. Thus, materiality, remaining in the Sameness of its locus, is disposable in language, in
its metaphors and its metonymies, in what Levinas would call exteriority, available to the other that envelops the locus of the same. The
otherness of the material is not an irreducible otherness but an interiority breached by the workings of the Outside. Otherwise, it would
be an indisposed matter, an unlivable world, violence beyond experience; yet it is a body opposed and at the same time disposed and
available, interiority breached in the limits of discourse and lived experience.

The defending yielding of the material establishes an environment of relations and workings that defines no sovereignty but only a merci-
less dialectic. A dissymmetry of signs recognized in their repressed position and their resumption in front of the threshold of the other. The
loss of sovereignty inside this status of repression also raises a series of events that make desire go astray and divert its discourse. There is
an event lurking in every structure and remains non-localized even in this instantaneous and unanticipated moment of its manifestation.
A moment generated in rupture, which perturbs normality and its established meaning. The center that is usually hit is the expressivity of
materiality, its established type setting. A fixed perception that also prescribes the horizon of our gestures. Of those gestures of the work
coming not so much to ram the core structure of materiality but to open up its naturality, in the possibility of another eccentricity, of an-
other moment of reference. The clarity of the work confronts the considerations of the sensorial and the imaginary. Sensory approaches
having to detect a field that constitutes doubt, is the very core of doubt. This parasitic nature of the thing, which diverts language to more
and more improbable situations. An error inscribed integrally in the locus of narration and the scene of the poetic. Thus, the material
“becomes” work, since it is attained in the discourse of its creator. Previously, it is the non-interpreted, the empty sign of creation, the
impossible foundation of its reflection. The creative process evolves when the silence of this material is left to the illuminating principle of
the creator, when it is inscribed in the scene of meaning and unfolded in its historical structures. Yet the enclosure of materiality does not
allow the artist to have a universal perception of the thing, that’s why the artistic intention is a blind gesture, a game with the dark matter
of the world, with its indisposed meaning. In this null horizon the signs of art are signs that exhibit their nudity, their semantic weakness;
for that, they are signs of an origin, of an original, inaugural and thus impossible conscience. Therefore, all become language, disposable
in language, momentary excursions, morphological weaknesses, all of them products of this event crisis, its apparentness, the work that
shows crisis, its signs, its semiotic depth; hence the unthinkable of its meaning and the otherness of its expression. For it is the work of
a borderline game, the meaning of non meaning, the expression of the non-expressed, the discourse of a natural duration that silently
comes about as discourse, the surplus discourse of the work, a discourse that predominates, that is not of this world and, for that, it testi-
fies for the world, exhibits its silence, which is no longer silence but an internal experience, another language, a language inside language
and thus a chief stratagem, a secret announcement of simulations. The more the material resists, the more the expressive language of the
work deepens, for it accumulates a sign on top of another sign, a super-exhaustion where the tracing goes deeper and the trace of the
thing becomes an illegible trace. Nonetheless, it is there that the work suddenly loses its power and becomes a refined form of the loss,
oblivion of its original field, even if this presence, at the very end, is nothing but the impossible trace of its retreat.



Assuming its material, the work also carries this very material, yet it stocks up the otherness of its idea. It is the operation of a mutuality,
by all accounts difficult, which perforates the two structures, the one of the creative intention and the one of the material, composing
the example of an intermediate in the void of this hole, a form of void in void. This hybrid thought-form of the work, a form between sky
and earth, as Heidegger would say, aestheticizes its groundbreaking genetic gesture. Already since the beginning of the 20th century,
the world of art assumes what Claude Lévi-Strauss would name “bricolage” in The Savage Mind. An ocular opening up, at first, which
localizes and also assumes its technical surroundings in a game-like disposition. An instrumental perversion, which perverts the uses of
means and retraces the horizon of things. A juncture where the artist exhibits not so much its initial intention in her expressive praxis,
but her chancing upon her materials. A borrowed discourse that carries out language, its signified circulation, and loses the centrality of
its reference, its intellectual bearing. The work, in all its contortions, assumes now its elations under various names. Metonymies that
are not recognized anywhere but in the traces of their original names. A centri-less ec-centricity that communicates different sources of
meaning and shoulders their operation. A synthetic gesture that recomposes the unity of the mythological and the intellectual, deposing
its formal weakness. The very core of structure being not menaced, it is the language, this all-of-the-sudden of the world, which perturbs
its limits and exhibits their endurance.

Thus, the sovereignty of the work is a sovereignty that commands nothing, yet it is not commanded. An imperceptible writing that carries
difference, the differing and escaping trace of the thing, which is no longer its own will, but its negligence, its attracting trend. The chain-
ing of those shifts deposits a reserve of morphological co-motions, which also becomes the original zone of the work, the archaeology
of its laboratory. The more this reserve is accumulated, the more powerful the gestures of the work become. This operation, uncharted
and always non-interpreted, constitutes an interior that mixes the creative intentions with the event raisings of the material. A field of
flashing maneuvers that articulates meanings and silences, decreases and developments, reductions and inductions. The environment of
an economy of ruptures that innovates inside the body of materiality, carrying not the absoluteness of a meaning but only the praxis of
its possibility. In this praxis where the far-reaching writing of the work is not linear but passes through many strictures and many twists. A
blind writing - yet writing it is - which is invited and passing through its finality. Attributed to chance, though, not to technique. A creative
intention is established in its material referentiality as long as it retrieves its apathy, its in-transparence in the empire of things. Here too,
the rule of the game is proven to be the game itself. The repressed returns, in other form, the challenges invite and withdraw, signals
emerge and submerge, thought-forms are prefigured and escaping. Yet nothing is saved in the evolution of this cosmic desolation, only
the availability of the form, its passage from one to another, a minimal conscience of life that does not fall asleep. A wandering from
meaning to non-meaning and back; it is there that the philosophical meaning of art, its unfounded foundation, its non-localizable trace in
the evidence of the world gets recognized.

At the very end, nothing rests in the world; only a palimpsest, an exhausted surface of inscriptions that recomposes and rips off its text.
On the other hand, this text always remains a mute text, captive of its original fixations. Nonetheless, what initiates this story is something
beyond that story. An indomitable beyond that watches over all the gestures of the world and all its secret totalities. It is the moment of
its desire that becomes the moment of creation. A beyond inscribed and pronounced in its earthen trace. This carving on the rock by P.
Celan. The tracings are always deep tracings, captive of their desire and, for that, lost markings. Tracings that do not mark, that do not
possess but only pass through, transfuse emptiness, slide, and leave their traces. The trace does not divert, the trace is diversion itself. An
instantaneous, flashing moment that traverses the body of the Real and envelops in its materiality all the otherness of the world.
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exhibition «Afresh, A New Generation Of Greek Artists» and in 16th Biennial of
Young Artists from Europe and the Mediterranean «Errors Allowed”» in Ancona,
Italy with group PER SE.

Lives and works in Athens.

www.vasilisgerodimos.wordpress.com

Born in 1977. He studied at the School of Fine Arts of Tinos and the Athens
School of Fine Arts (ASFA). He has presented his work in more than 20 group
exhibitions in Greece and abroad. The main body of his work consists of large in
situ installations, for which he often uses materials he finds on site. He has been
collaborating with numerous choreographers and directors.

Lives and works in Athens.

www.gyparakis.com

Born in 1962. He studied at the School of Fine Arts, Aristotle University of Thes-
saloniki and graphic design at Vakalo, School for Applied Arts. He received a
3-year post-graduate artistic research scholarship from the State Scholarship
Foundation (IKY) in the Athens School of Fine Arts (ASFA). He has presented 6
solo shows and has participated in more than 100 group exhibitions in Greece
and abroad, including the XLVI Venice Biennale, the Sculpture Triennale, in Osa-
ka Japan, the 5th Biennale for Young Artists in Marseille. He has designed sets
and costumes for various film and theatre projects and has co-curated educa-
tional art exhibits, architectural shows and festivals. He is an Assistant Professor
of Visual Arts at the School of Architecture of the National Technical University
of Athens.

Lives and works in Athens.

Born in 1964. He studied architecture at the Aristotle University, Thessaloniki
and at the Berlage Institute Amsterdam (along with Kenneth Frampton’s Oth-
er Moderns research project). First prize, 1993, at the Europan 3 international
competition for a large urban square/ garage infrastructure ensemble for Cite
Meyrin, Geneva, Switzerland. Worked for Tefchos Art and Architecture Review,
Athens, 1992-94. Own practice since1996, focused on urban study case mat-
ters, small scale projects both as total dwelling environments and experimental
furniture prototypes, among them several built and published (Venice Biennale
2004, Greek Pavilion Paradigmata , SMCA Biennale 1, Thessaloniki 2007 and
elsewhere). Since 2003 and up to 2011 has lectured and taught architecture
studio at the School of Architecture, University of Thessaly, Greece. Co-curated
the exhibition Weak Monuments ( SMCA Biennale 2, Thessaloniki 2009). He is
currently (2013-) conducting his PhD research, a critical inquiry for the architec-
tural project as an essayist form.

Lives and works in Athens.

www.arbitcitygroup.com

Born in 1986. She studied at the Athens School of Fine Arts (ASFA). She has
presented 1 solo show in Athens and has participated in more than 10 group ex-
hibitions in Greece and abroad. As a member of the Arbit City Group she partic-
ipated to the 4th Athens Biennial as well as the XV Biennale de la Méditerranée
in Thessaloniki.

Lives and works in Athens.

www.kalaranadia.blogspot.gr

Born in Athens. She studied at the School of Fine Arts, Aristotle University of
Thessaloniki. Postgraduate studies at the School of Art and Design (MA), Univer-
sity of East London. She holds a PhD from the University of Thessaly, department
of Architecture, entitled Temporal Strategies in the Work of Robert Smithson.
She has presented 9 solo shows and has participated in more than 30 group
exhibitions in Greece and abroad. Since 2012 she is a lecturer in Visual Arts at
the Aristotle University of Thessaloniki. she taught Visual Arts at the University
of Thessaly, University of Patras, Departments of Architecture and at the post-
graduate program of studies at NTUA, Department of Architecture (2012-13).
She has taught in international workshops of art and architecture (UIA, Istanbul,
Centre of Mediterranean Architecture, Crete, AOO Projects, Greece).

Lives and works in Athens and Thessaloniki.

Born in 1975. He studied at the Athens School of Fine Arts (ASFA). Postgradu-
ate studies M.F.A. ASFA. He has presented 3 solo shows and has participated in
many group exhibitions in Greece and abroad.

Lives and works in Athens.



kartéAAog yravvng / kapellos giannis

FevwiBnke to 1976. Imoudaoe {wypadiky otn Ixohp Kohwv Texvwv tou
Aplototeleiou Mavemotnpiov Oecoalovikng KoL XAPOKTIKA 0TNV AvwTdtn
SxoAn KoAwv Texvwv (AZKT). ExeL CUUMETAOXEL Ot TEPLOOOTEPEG amo 10
OHaSIKEG ekBEoelg otnv EANGSA Kol 0To €€WTEPLKO. ALBAOKEL ELKAOTIKA OTN
Snuoola kat otnv LWtk ekmaideuon.

ZeL kaL epyaletal otnv ABrva.

KwtooVAag xpriotog (capten) / kotsoulas christos (capten)

levwiBnke 1o 1968. ZmolSace otn ZXoAl NOUTIKWV AOKIHWVY Kol 0TV
Avwtdtn ZxoAr) KaAwv Texvwv (AZKT). MeTamtuxtokég omoudEg otnv Avwtatn
AtakAadikr ZxoAr NMoAépou. EXeL mpayUATOTOLROEL 2 ATOWIKEG EKDETELG KaL EXEL
OUUUETAOXEL O TIEPLOOOTEPEG amo 30 opadikég ekBéoelg otnv EANGSa. Exel
TN Bel amo tov Mpoedpo tng EAANVIKAG Anpokpatiog Pe To Xpuod Staupod Tou
Taypatog tng TG KaL £XEL ATOCTIACEL EMALVO arto To Mevikd Emiteleio EOBviKAG
Apuvag. Exet Statedéoel AELWHATIKOG Tou MoAeptkol NautikoU kat KuBepvitng
oto Qkeavoypadikd NAYTIAOS.

ZeL kaL epyadetal otnv ABrva.

Aduog aAé§avdpog / laios alexandros

levvnOnke 1o 1979. Imoudace otnv Avwtdtn ZxoArl KoAwv Texvwv (AZKT).
MEeTanmtuxLlokéG omoudeg  otig Elkaotikég Téxveg, AIKT. EXEL OUMUETAOYEL OE
nieploodtepeg amnd 20 opadikég ekBEoelg otnv EANASQ KOl EEWTEPLKO.

ZeL kaL epyaieTal otnv ABrva.

pavtikou Aiva / mantikou lina

levwiBnke to 1987. Imoudace otn ZXOAA APXLTEKTOVWY MNXOVIKWY TOU
MNavemotnuiov Oscoaliag. MeTAmMTUXLAKEG OTIOUSEG 0T ZXOAR APXLTEKTOVWY
Mnxavikwv oto E.M.M. Exel ouppetdoxel oe 6 oMadkéG ekBEoELS otV
EAGSa kot e€wtepko. Exel amoomdoel unotpodia anod to 16pupa Kpatkwy
YriotpodLwv. Alatnpel apyLTEKTOVIKO ypadeio otnv ABrva KaL £XEL CUMUETAOXEL
otn XV Mruievale Néwv Anpoupywv Eupwring kat Meooyeiou to 2011.

Zel kaL epyaletal otnv ABrva.

punoacodvog kwotag / bassanos kostas

levvnOnke to 1961. Imovdaoe Mumtikn otnv Accademia di Belle Arti di Bolo-
gna, ltakia. Metarttuylakég oroudeg otn Mumtikr oto Winchester School of Art
Kot S18aktoptkd ato University of Southampton, AyyAia. Exel mpaypatonotioet
7 OTOULKEG EKDECELG KL EXEL CUUUETAOXEL OE TEPLOCOTEPECG Ao 30 OHASLKES
ekB€oelg otnv EAAGSa kat oto e€wteptkd. Addokel Mumtikf otn ZxoAn KaAwv
Texvwv tou Mavemotnpiov lwavvivwy.

ZeL KaL epyaleTal otnv ABrva.

§adomnoUAou aleia / xafopoulou alexia

levviBnke to 1965. Imoudaoe Nopikr Kot Zwypadik otn IxoAr KaAwv
Texvwv Ttou Aplototeheiov Mavermotnpiov Oecoalovikng. METAMTUXLOKES
omnoudég MFA, Central Saint Martin’s College of Art & Design oto Aovdivo. Exet
T(PAYLOTOTIOOEL 4 QTOULKEG EKDECELG KOl €XEL CUUUETAOXEL OE TIEPLOCOTEPEG
and 40 opadikég ekBéoelg otnv EANGSA KoL 0TO €§WTEPLKO. EXEL OMOOTIAOEL
BpaBeia, emaivoug kat avabéoelg moapaywyng €pywv oe Snudoloug Kat
LBLWTKOUG XWwpoug oe I8pupata kat lvotitovta dnwg to Mouoegio Opuaipa,
2nd Beijing Biennale k.a.

ZeL kaL epyadetal otn Osooalovikn.

otkovopéag vikog / ikonomeas nikos

levwriBnke 1o 1980. Zmoudooe lotopia Téxvng kot Apxatoloyio oto
MNavemotipo KpAtng kat Ewkaotikd otnv Kpatiky Akadnpia Kadwv Texvav
tou NtUooelvtopd. EXEL TMPOYUATOMOLNOEL 2 OTOULKEG €KOECELG Kal €XEL
CUUUETAOXEL O€ TIEPLOCOTEPEG O 30 opadikég ekBECELG 0TO eWTEPLKO. ExEL
QIOOTIACEL EMAIVOUG OTWE Tov akadnuaikd titho tou master student and tov
Georg Herold kat Bpafeia 6mwg to Feldstédrke International Reisestipendium.
ZeL kaL epyaletal oto Ntioehvtopd kat oto HpdkAgto Kprtng.

nanaddtog yuwpyog / papadatos giorgos

levvnBOnke to 1969. Inovdace otnv Akadnuia KoAwv Texvwv tng Pwung. Exet
T(PAYLOTOTIOLOEL 6 QTOULKEG EKDECELG KOl EXEL CUUUETAOXEL O TIEPLOCOTEPEG
anod 70 opadikég ekBéoelg otnv EAGda kal oto e€wteptko. Exel amoomndost
BpoaBeia, emaivoug kat avabécelg moapaywyng €pywv oe Snudoloug Kat
LWTIKOUG XWwpoug o 18pupata kat lvotitouta 6mwg to ABrjva by Art, The 21st
Tokyo Video Festival ,Toklo, kat £xel cupUEeTAOXEL o€ residencies onwg Nordisk
Kunstarsenter Dalsasen, Dale i Sunnfjord, NopBnyia kat Centre Internation-
al Couvent des Récollets, Mapiot pe umotpodia tou WpUupatog Volume. Eival
15puTIkd péNog tng Lo and behold.

ZeL KaL epyadetal otnv ABrva.

Born 1976. He studied painting at the School of Fine Arts, Aristotle University of
Thessaloniki and printmaking at the Athens School of Fine Arts (ASFA). He par-
ticipated in more than 10 group exhibitions in Greece and abroad. He teaches
visual arts in private and public elementary and secondary schools.

Lives and works in Athens.

www.capten.gr

Born in 1968. He studied at the Hellenic Naval Academy and the Athens School
of Fine Arts (ASFA). Ranked from the Hellenic Naval Academy and graduated
from the Supreme Joint War College. He has presented 2 solo shows and has
participated in more than 30 group exhibitions in Greece. He was honoured by
the President of the Greek Republic with the Golden Cross of the Order of Merit
and praised by the Chief of Defence Staff. He served as Navy officer and Gover-
nor of Oceanographic vessel NAUTILUS.

Lives and works in Athens.

www.alexandroslaios.com

Born in 1979. He studied at the Athens School of Fine Arts (ASFA). Postgraduate
studies M.F.A. ASFA. He has participated in more than 20 group exhibitions in
Greece and abroad.

Lives and works in Athens.

Born in 1987. She studied at the department of Architecture at the University of
Thessaly. Postgraduate studies at the department of Architecture at the National
Technological University of Athens. She has participated in 6 group exhibitions in
Greece and abroad. She has awarded a scholarship from the State Scholarships
Foundation. She works as a freelance architect in Athens and has participated in
the XV Biennial of Young Artists from Europe and Mediterranean in 2011.

Lives and works in Athens.

www.bassanos.gr

Born in 1961. He studied Sculpture at Accademia di Belle Arti di Bologna (Italy).
Postgraduate studies in Sculpture at Winchester school of Art (UK) and PhD from
University of Southampton (UK). He has presented 7 solo shows and has par-
ticipated in more than 30 group exhibitions in Greece and abroad. He teaches
Sculpture at the School of Fine Arts at the University of loannina (GR).

Lives and works in Athens.

Born in 1965. She studied Law and later Painting at the School of Fine Arts of
the Aristotle University of Thessaloniki. Postgraduate studies MFA, Central Saint
Martins College of Art and Design of London. She has presented 4 solo shows
and has participated in more than 40 group exhibitions in Greece and abroad.
She has received grants, awards and commissions in public and private spaces
from Foundations and Institutions such as the Frissiras Museum, Athens, the
2nd Beijing Biennale.

Lives and works in Thessaloniki.

Born in 1980. He studied art history & archaeology at the University of Crete
and Visual arts at the Kunstakademie Dusseldorf. He has presented 2 solo shows
and has participated in more than 30 group exhibitions abroad. He has received
grants as the academic grant of master student by Georg Herold and awards as
the Feldstarke International travel award.

Lives and works in Dusseldorf and Crete.

www.giorgospapadatos.com

Born in 1969. He studied at the Fine Arts Academy of Rome. He has presented 6
solo shows and has participated in more than 70 group exhibitions in Greece and
abroad. He has received grants, awards and commissions in public and private
spaces from Foundations and Institutions such as Athens by Art, the 21st To-
kyo Video Festival, he participated in residencies such as Nordisk Kunstarsenter
Dalsasen, Dale i Sunnfjord, Norway, 2005 and Centre International Couvent des
Récollets, Paris, with grant by the Volume Foundation. He is a founding member
of Lo and behold.

Lives and works in Athens.



nanakwvotavtivou viva / papaconstantinou nina

levwnOnke to 1968. Imoudace EAAnvik ®Duloloyia oto Kamodlotplako
MNavemotipo otnv ABrva kat Ewkaotika (Visual Arts: Drawing) oto Camber-
well College of Arts oto Aovdivo. Exel mpayUaTOnolioeL 5 aTopkéG ekBETELG
KOl €XEL OUUETAOXEL OE TIEPLOCOTEPEG Ao 50 opadikég ekBEoelg otnv EANASa
KoL ESWTEPLKO.

Zel kaL epyaletal otnv ABrva.

nanadnuntpiov vikog / papadimitriou nikos

levvriBnke 1o 1971. Smovdace {wypadikh KAl XAPAKTIKY 0TV Avwtatn EXoAn
Kohwv Texvwv tng ABrvag (AZKT). Metarmttuxiakég ortoudég MA in Visual Com-
munication oto Kent Institute of Art & Design, AyyAla. ExeL mpayUATOMOLRCEL
12 aTOpIKEG EKDETELG KA £XEL CUMUETAOXEL O€ TIEPLOOOTEPEG ad 100 OpASIKES
ekBéoelg otnv EAMGSa kat e€wtepikd. Exel amoomndoel Bpafeia, emaivoug kat
avoB£0EL TTapAYWYNG €PYWV OE SNUOCLOUG Kol BLWTIKOUG XWPOUS OMwE Ta
gevoboyxeia Intercontinental, Periscope, Twenty One k.a. Artd to 2002 518AoKeL
ota TEl ABrvag. To 2012-13 dibate wg emiokentng kabnyntrg oto Konkuk Uni-
versity Tng N. Kop€ac. Exet emipeAnBei kat cuveriueAnBel 6 ELKAOTIKEG EKDETELG
KOLL CUVEPYAOTNKE OF TIOPAYWYEG HE TNV ZNTa opdda cUYXPOVoU XopoU yla To
deoTBAA ABnvwv Embalpou. Eivat tdputikd pélog tng Lo and behold.

ZeL kaL epyadetal otnv ABrva.

notaptavou aptepig / potamianou artemis

levwnBnke to 1975. Imoldace otnv Avwrtatn IxoAn KoAwv Texvwv tng
ABrvag (AZKT). Metamtuylakeég omoudég, MA Staffordshire University. Exet
TPAYLOTOTOLOEL 18 ATOULKEG EKDECELG KAl EXEL OUMUETAOEL OE TIEPLOCOTEPEG
artd 90 opadikég ekBEaeLg otnv EAMASa Ko wTteptkod. Exel avaldfetl avabeoelg
TOPAYWYNG €PYWV O€ SNUOCLOUG KAl BLWTIKOUG XWPOUG ot  ISpupata Kot
Ilvotitouta 6nwc to Tensta Kulturhus, StokxoAun, the BIDA - Biennale of Spain
K.a. EXEL cUPPETAOXEL oTnV 1n Biennale tng O@sooalovikng, otn BIDA - Biennale
¢ lonaviog ( EA\nvikry Ekmpoowninon), 3n MrmievdAe tng ABrivag, otn Bien-
nale Internazionale Dell’ Arte Contemporanea, QAwpevtia, oto International
Young Art 2002: Sotheby’s Amsterdam, Sotheby’s Tel Aviv, Sotheby’s Moscow,
oto Open 2012, Bevetia, K.a. Exel empeAnBel meploootepeg anod 40 ekBEoeLg
avapeoa toug twv Joseph Kosuth, Joseph Beuys, tou Damien Hirst, tou Terry
Atkinson, k.a.Exel emiong emupelnBei to Art Athina Contemporaries to 2013 kot
2014 kot givat AteuB0vtpLa tou Platform Project @ Art Athina. AlSdoket ota TEI
ABnvwv, eival padlodwvikn mapaywyog oto Art Therapy oto Beton 7 art radio
KOl GUVTAKTNG TWV ELKOOTIKWY 0To GRA Review.

ZeL kAL epyaletal otnv ABrva.

okaAtodg yiavvng / skaltsas yiannis

levvriBnke to 1968. Imoudaoe otnv Avwrtatn ZxoArn KoAwv Texvwv tng ABrvag
(AZKT). ZupmAnpwpatikég omoudég oto School of Visual Arts, Néa Yopkn kat
Akademie der Bildenden Kunste, Movayo. Exel mpaypatonoloeL 3 ATOMUIKES
€KOEOELG KOL £XEL CUMUETAOXEL OE TIEPLOOOTEPEG AItO 50 OASIKEG EKBETELG OTNV
EMGSa kat e€wteptkd. Alddokel wg Emikoupog Kabnyntrg otnv A.Z.K.T.

ZeL kaL epyadetal otnv ABrva.

onupou £én / spyrou efi

FevvriBnke to 1976 otnv Kumpo. Znovdace otnv Avwtatn 2xohf KaAwv Texvwv
™¢ ABrvag (AZKT). Metamtuxlaké omoudeg otig Elkaotikég Téxveg, AIKT.
Master of Arts in Performance and Design, Central St. Martin’s, University of
London kat Bachelor of Arts in Mass Media & Communication, University of
Indianapolis. Exel mpaypatonotioel 1 atouikr) €kBeon Kal €XEL CUMUETAOYEL
o€ TiePLoooTepeg amd 20 opadikég ekBEoelg otnv EANGSa kat e§wteptkd. Exel
anoomndoel, BpaBeia, emaivoug kat avaBEceLg mTapaywyng Epywv o€ SnUOcLoug
Kol LSLWTLKOUG XxWwpoug ot 18pupata kat lvotitouta 6nwg to Yrioupyeio Nawdeiog
Kumpou kat to 16pupa A.l. AeBévn, Polyeco S.A.

Zel kaL epyaletal otnv ABrva.

ToEPLLVNG YLWPYOG / tserionis giorgos

levvriBnke to 1967. Smovdace otn IXoAri Bakald Kot otov Optho Téxvng Kat
Docodiag. EXeL TpayHATOMOLOEL 15 ATOpLKEG EKDECELG KAl XEL GULETAOXEL
oe TEPLocotePeg amd 30 opadikég ekBéoelg otnv EAAGSQ kal €§WTEPLKO.
ALSAOKEL KEPAMLKN Kat YAUTTTIKY 0To KEOEA AIABASH, Kol OX€6L0 KOOUOTOG
oto |.E.K MOKUME. Exet emupeAnBei Tig ekBéoelg: «Unexpected Expedition» -
Remap 2009, «Descending Utopia-New Realities» - About,2012, «The distant
relative of a blind man» About,2012, «The Cabinet»-Remap 4,2013, «Save»-
gevodoyxeio Nivbapoc,2013. Eivat péhog tng opnddag Provo Principles.

ZeL kaL epyadetal otnv ABrva.

towAng kwotag / tsolis kostas

levvriBnke otnv ABrva to 1964. Imoudace otn Zxohn KaAwv Texvwv tou
AMO kat otn ZxoAn Mpadkwv Texvwv Kat Atakoopuntikwv Edappoywv twv TEI
ABrvag. Exel mpayuatomnotioel 10 atoptkég eKOECELS KAl £XEL CUMUETAOXEL O
nieploodtepeg and 80 opadikég ekBEoelg otnv EANGSA KOl 0TO €EWTEPLKO pE
onpavtkotepeg Tg: No Country For A Young Man - Bpu&éheg, BéAylo, 4n Bien-
nale tng ABrivag, NEWTOPIA - Mechelen BéAyto, «Mpoaoeyyioelg EANAnvikotnTag»,
Anpotikr) MwvakoBrikn ABrva, Falum -ZtokxdAun, Zoundia ,BpuééAieg, BéAyio,
Xl India Triennale, Néo AeAxi IvSia k.a. Abdokel wg Ebkd Epyactnplokd
ASaKTIKO Mpoowrikd otnv AZKT. Elvat péhog tng Ewkaotikig Opddag KatdAnn.
ZeL kaL epyaletal otnv ABrva.

www.ninapapaconstantinou.gr

Born in 1968. She studied Greek Literature in Athens University and Visual Arts:
Drawing in Camberwell College of Arts in London. She has presented 5 solo
shows and has participated in more than 50 group exhibitions in Greece and
abroad.

Lives and works in Athens.

www.nikospapadimitriou.com

Born in 1971. He studied painting and printmaking at the Athens School of Fine
Arts. Postgraduate studies MA in Visual Communication at Kent Institute of Art
& Design, England. He has presented 12 solo shows and has participated in
more than 100 group exhibitions in Greece and abroad. He has received grants,
awards and commissions in public and private spaces such as Athens Interconti-
nental, Periscope, and Twenty One hotels. Since 2002 he is teaching at Techno-
logical Educational Institute of Athens and in 2012-13 he was invited as a visiting
professor at Konkuk University in South Korea. He has curated and co-curated 6
exhibitions and collaborated in productions with Zita Dance Company as a visual
fellow artist. He is a founding member of Lo and behold.

Lives and works in Athens.

www.artemispotamianou.com

Born in 1975. She studied at the Athens School of Fine Arts (ASFA). Post gradu-
ate studies, MA Staffordshire University. She has presented 18 solo shows and
has participated in more than 90 group exhibitions in Greece and abroad. She
has received commissions in public and private spaces from Foundations and
Institutions such as Tensta Kulturhus, Stockholm, the BIDA - Biennale of Spain
etc. She participated to the 1st Biennale of Thessalonica, the BIDA - Biennale of
Spain, 3rd Athens Biennale, Biennale Internazionale Dell’ Arte Contemporanea
- Florence, International Young Art 2002: Sotheby’s Amsterdam, Sotheby’s Tel
Aviv, Sotheby’s Moscow, Open 2012 - Venice etc. She curated more than 40 ex-
hibitions among which Joseph Kosuth, Damien Hirst, Joseph Beuys, Terry Atkin-
son, etc. She also curated Art Athina Contempories to 2013 and 2014 and she is
the Director of Platform Project @ Art Athina. She teaches at the Technological
Educational Institution of Athens, she is radio producer in Art Therapy at Beton
7 art radio and visual arts editor at GRA Review.

Lives and works in Athens.

Born in 1968. He studied at the Athens School of Fine Arts (ASFA). Addition-
al studies at School of Visual Arts and New York and Akademie der Bildenden
Kunste, Munchen. He has presented 3 solo shows and has participated in more
than 50 group exhibitions in Greece and abroad. He is an assistant professor at
AS.FA.

Lives and works in Athens.

www.efispyrou.com

Born in Cyprus, 1976. She studied at the Athens School of Fine Arts (ASFA). Post-
graduate studies M.F.A. ASFA. MA in Performance and Design Central St. Mar-
tins, University of London, BA in Fine Arts, Athens School of Fine Arts, and BA
in Mass Media and Communication Studies, University of Indianapolis. She has
presented 1 solo show and has participated in more than 20 group exhibitions in
Greece and abroad. She has received grants, awards and commissions in public
and private spaces from Foundations and Institutions such as the Ministry of
Culture of Cyprus and A.G Leventis Foundation, Polyeco S.A .

Lives and works in Athens.

www.tserionisgiorgos.blogspot.com

Born in 1967. He studied at Vakalo School of graphic arts and at the School of
Art and Philosophy. He has presented 15 solo shows and has participated in
more than 30 group exhibitions in Greece and abroad. He teaches pottery and
sculpture at KETHEA DIAVASSI and jewellery design at MOKUME College. He cu-
rated the following exhibitions: Unexpected Expedition-Remap 2009, «Descend-
ing Utopia-New Realities»-About, 2012, «The distant relative of a blind man»-
About, 2012, «The Cabinet»-Remap 4, 2013, «Save»-Pindaros Hotel, 2013).
Member of the artist run group Provo Principles.

Lives and works in Athens.

www.theapartment.gr

Born in Athens in 1964. He studied at the School of Fine Arts, Aristotle University
of Thessaloniki. He has presented 10 solo shows and has participated in more
than 80 group exhibitions in Greece and abroad most important: No Country For
A Young Man Brussels, Belgium, 4th biennale Athens, NEWTOPIA Mechelen
Belgium, «Approaches on Greekness», Municipal Gallery, Athens, Athens, Fa-
lun, Sweden, Brussels, Belgium, XIll India Triennale , New Delhi etc. He teaches
drawing and painting at Athens School of Fine Arts (ASFA). Member of the art
group Katalipsi.

Lives and works in Athens.



$aocoul pdpw / fasouli maro

FevvriBnke to 1980. movdaoe otnv Avwrtatn Zxohn KoAwv Texvwv thg ABrvag
(AZKT). Metamtuxtakeg omoudég otig ElkaoTtikeg TéExveg, AZKT. EXEL CUMUETAOYEL
0€ TIEPLOOOTEPEG Ao 20 OpaSIKEG eKBETELG 0TV EANGSQ Kal e€WTEPLKO.

Zel kaL epyaletal otnv ABrva.

doutpng dnuAtpng / foutris dimitris

FevviBnke 10 1972. smovdaoe otn ZXoAr) Kohwv Texvwv tou AMO. METAMTULAKES
omoud£g oto Mavermothpo tou AvatoAtkol Aovdivou (UEL) érou odokAnpwoe
Ko tn Atdaktoptkr Tou StatpiBr (Exédto Kaw Wndiakn Emoxn — Wndrako Zxédo
Kat H Quowotnta Tng Avamapaywyng) to 2002 pe umotpodia tou IKY. Exel
TIPOYLATOTIOLOEL 3 ATOULKEG EKDETELG KOL EXEL CUUUETAOXEL OE TIEPLOCOTEPES
arno 30 opadikég ekBEoelg otnv EAAGSa kat oto e€wteptkd onwg: New Contem-
poraries 2003, Aovéivo kat Cornerhouse, Mdavtoeotep, 1st Glasgow Internation-
al, Kuenstlerhaus, Biévvn, untoyndidtnta yia to 40 BpaPeio AEITE, 1n kat 3n
MruevdAe g ABrvag, EBvikd Mouaoeio ZUyxpovng Téxvng - EMET kat Kpatiko
Mouoeio 2Uyxpovng Téxvng otn Oecoalovikn. Exel amoomdosl avabioelg
TIPAYWYNG €pywV O€ BLWTIKOUG XWwpoug og I5pupata kat lvotitouta 6nwg to
AEZTE kot 1o €evodoxeio Ivtepkovtvévtal. Eival péNog tnG ELKACTIKAG OpASaG
Under Construction.

ZeL kaL epyadetal otnv ABrva.

xavdpng ravtelig / chandris pantelis

FevvriBnke to 1963. Imovdaoe otnv Avwrtatn Zxohn KoAwv Texvwv tng ABrvag
(AZKT). ‘ExeL mpaypatomnotioel 12 aTtoULKEG EKDECELG KL EXEL CUUUETAOXEL OE
nieplocdtepeg and 90 opadikég ekBEoelg otnv EAAGSa Kot 0To e§wTEPLKO. EXEL
anoomndocel, Bpafeia, emaivoug kat avabBEceLg Tapaywyng Epywv o€ SnUocLoug
Kot SLwTkoug xwpoug oe I6pUpata kat Ivotitolta o6nwg tv Yrmotpodia
Ecwteptkol —18pupa Kpatikwv Yrotpoduwy, 1o BpaBeio 16pUpatog Mavvn &
Zwn¢ Zrupomouhou. BpaBeio A.LLC.A yia to €pyo Ens Solum k.o Albdokel
otnv A.Z.KT.

ZeL kaL epyadetal otnv ABrva.

YuxoUAng aré§avdpog / psychoulis alexandros

levwnBnke to 1966. Imoudace otnv Avwrtatn IxoAn KoAwv Texvwv tng
ABrvag (AZKT). ‘Exel mpaypotonoljoel 21 aTOpIKEG Kol EXEL OUUUETAOXEL OF
nieploodtepeg and 90 opadikég ekBeoelg otnv EAMGSa kat oto e€wteptkd. ExeL
anoondoel BpaBeia, enaivoug kat avabeoelg mapaywyng Epywv oe SnUOcLoug
Kol LBLWTLIKOUG Xwpoug o€ 18pUpata kat lvotitovta énwg: 1997 Bpapeio BEN-
ESSE yla 1o £€pyo «Black Box» otnv 47n Biennale tng Bevetiag, 2005 BpaBeio
«Art Athina 2 EMZT» yia to épyo «Katappdktng», «Art Athina» Contemporary
Art Fair 2005. EmieAntiko €pyo: 2013 YMOMPOIONTA, 2012 LOGOTHERAPY,
2008 Territual PAOU, 2007 AudBatpo, Biptlivia, 1999 Magic Software. Eivat
Ka®nyntrg Téxvng kat Texvohoyiag oto TUAMA APXITEKTOVWY MNXOVIKWY TOU
Mavemotnpiov Osoooliag.

ZeL Ka epyaletal otnv ABriva kat oto Boho.

errands

H opdda apXITEKTOVWY — ELKOOTIKWY TIOU QmMapTiletal amd Toug =ayopdpn
Zado, Ntwva Zoodia, Marmd Niva, OgodwpomnouAo Anurten, Kouddkn Mwpyo,
Mavoudy IAGv, Zapavtomovhou ANEELa kat Tolydpa Mapio €xeL CUUUETAOXEL
o€ TeploodTtepeg and 10 opadikég ekBEoelg otnv EAAGSA Kol eEWTEPLKO, OTWE
7n MruevaAe ApyLTEKTOVIKAG Tou 2d&o Mdoulo (2007), oelpd AKTIZTO SArchA,
BuZavtvo Mouoeio (2008), 2n Mriievdhe tng ABrvag (2009), «Oegputr Katoxn»-
Kap&apUAn (2010), 1n Design MrmievaAe-KwvotavtivouroAn (2012), «Chi con-
trolla i controllori»- Gallery Clou, Ragusa, ItaAia (2013) k.a.

kangarooCourt

H opdda KangarooCourt cuotd®nke tnv avolgn tou 2010 otn Oeooalovikn
and toug: Anufitpn Apehaduwtn, Zipo Bén, Oikuuro Nkovvtlo, EAeva KoukoAn,
lopdavn Namaddénoudo, Nava Zaxivn kat lwavva Ztpatdylou. Eival pia opada
TIOU OTOXO TNG €XEL TNV Tapoucioon SpAcewv, OMOU CUVSLAAEyoVTaL Kot
AettoupyoUv w¢ cuykowwvouvta Soxeia Stddpopa ekdpactikd péoa kat €idn
TEXVNG (ELKOOTLKA, AOYOTEXVIQ, TAPOAOTATIKEG TEXVEG, LOUCLKA).

Ta péAn tng opadag fouv kat epydlovrtal o ABriva, Ogcoalovikn kat Aovsivo.

lewis and taggart

Ou Andrew Taggart and Chloe Lewis givat éva Kavadikd KAAATEXVLKO VIOUETO
mou et koL epydletal oto Bergen tng NopBnyiag. To €pyo toug éxeL mpdodata
ektebel o Kunstverein Aewia , Volt, Bergen MAatdoppa StokxoAun , Performa
Néa Yopkn, NoPlace Oco)o kat to Kévtpo 2Uyxpovng Téxvng, BapooBia. To 2010,
é\apav ouvepyatikd MFA amo to Mnépykev Academy of Art and Design, 6mou
UEXPL ONUEPA SLEACKOUV WG ETILOKETTEG KAONyNTEC.

www.marofasouli.com

Born in 1980. She studied at the Athens School of Fine Arts (ASFA). Postgraduate
studies M.F.A. ASFA. She has participated in more than 20 group exhibitions in
Greece and abroad.

Lives and works in Athens.

www.dimitrisfoutris.info

Born in 1972. He studied at the School of Fine Arts, Aristotle University of Thes-
saloniki. Postgraduate studies (MA) in Fine Arts and Professional Doctorate in
Fine Arts (Drawing and the Digital Era — Digital Drawing and the Physicality of
the Reproduction), at the University Of East London with the support of a State
Foundation Scholarship (IKY). He has presented 3 solo shows and has participat-
ed in more than 30 group exhibitions both locally and internationally, including
New Contemporaries 2003 in London & Cornerhouse , Manchester, 1st Glasgow
International, Kuenstlerhaus, Vienna, Nominated for the 4th Deste prize in Ath-
ens, 1st and 3rd Athens Biennial, National Museum Of Contemporary Art in Ath-
ens and The State Museum Of Contemporary Art in Thessaloniki. He took com-
missions in private spaces from Foundations and Institutions such as DESTE and
The Intercontinental Hotel. He is a member of the art group Under Construction.
Lives and works in Athens.

www.pantelischandris.blogspot.gr

Born in 1963. He studied at the Athens School of Fine Arts (ASFA). He has pre-
sented 12 solo shows and has participated in more than 90 group exhibitions in
Greece and abroad. He has received grants, awards and commissions in public
and private spaces from Foundations and Institutions such as Scholarship from
State Scholarships Foundation, awarded the first prize by the Yannis and Zoi Spy-
ropoulos Foundation, awarded the first prize by A.I.C.A (International Art Critics
Association, Hellenic Section) for the exhibition Ens Solum. He teaches at the
Athens School of Fine Arts.

Lives and works in Athens.

www.psychoulis.blogspot.com

Born in 1966. He studied at the Athens School of Fine Arts (ASFA). He has pre-
sented 21 solo shows and has participated in more than 90 group exhibitions
in Greece and abroad. In 1997, he was awarded the Benesse Prize for his work
«Black Box», in the 47th Venice Bienniale, 2005, «Art Athina 2 EMXT» Award,
«Art Athina» Contemporary Art Fair 2005. Curatorial activity (selection): 2013
By-products, 2012 LOGOTHERAPY, 2008 Territual PAOU, 2007 Amphitheatre Vir-
ginia, 1999 Magic Software. He is Professor of Art and Technology at the Archi-
tecture Department of the University of Thessaly, Greece.

Lives and works in Athens & Volos.

www.errands.gr

The group of architects and artists consists of Xagorari Zafo, Ntona Sofia, Nina
Pappa, Theodoropoulos Dimitris, Koufaki Giorgos, llan Manouach, Sarantopou-
lou Alexia and Tsigara Maria has participated in more than 10 group exhibitions
in Greece and abroad, such as the 7th Sao Paulo Bienal of Architecture (2007),
the series UNBUILT by SArchA, Byzantine Museum, the 2nd Athens Biennale
(2009) and the 1st Istanbul Design Biennial (2012), the exhibition «Chi controlla
i controllori» in Gallery Clou, Ragusa, Italy (2013).

www.kangaroocourtgroup.blogspot.gr

The group KangarooCourt was founded in the beginning of 2010 in Thessaloni-
ki, Greece. The group consists of Dimitris Ameladiotis, Filippos Gountzos, Elena
Koukoli, lordanis Papadopoulos, Nana Sachini, loanna Stratoglou and Simos Veis.
KangarooCourt group’s actions critically comment on «the limits of (re)presenta-
tion, the utterant body, the aestheticised speech», as they unfold in the frames
of the art, as well as in the general social realm.

Group’s members live and work in Athens, Thessaloniki and London.

www.lewisandtaggart.com

Lewis & Taggart (Andrew Taggart and Chloe Lewis) are a Canadian artist duo
based in Bergen, Norway. Their work has most recently exhibited at Kunstverein
Leipzig (DE); Volt, Bergen (NO); Platform Stockholm (SE); Performa, New York
(USA); NoPlace, Oslo (NO); and the Centre for Contemporary Art, Warsaw (PL).
In 2010, they received a collaborative MFA from the Bergen Academy of Art and
Design, where they are currently guest teachers.
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