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THE SYMPTOM PROIJECTS

To The Symptom Projects gival pia nAatpoépua nou otoxelUel oTn dIEPEUVNON TOU «CUUNTWUATOS» GTNV TEXVN.
To «CUMPNTWMA», AUTA N CKOTEIVA EUMNEIPIA TNG AAKAVIKAG PuxavAAUoNG, TO YAWGGCIKO cupBdAv nou d1aBéTel To
ad1dBeTO IXVOG TOU NPAYMATIKOU, TO APAVEPWTO IXVOG TOU NPAyuUaToq.

JuvepyYalOPEeVO UE KAAAITEXVEG, ENIUEANTEG, OewpPNTIKOUG KAl AoyoTéxVEG To The Symptom Projects yiveTal
€701 €vag TONog okKEWNG AAAd padi kKal €va NeipauaTiko @OPOU NMou UE EKOECIAKES SPACTNPIOTNTEG, GTPOYYU-
AEC TPANEdEC KAl KEIMEVIKESG NAPAYWYES ENIXEIPET va dlgepeuvAoel auTd TO aXapToypdpNnTo andBeua nou ival
SUWG KAl N KATAYWYIKA ava@opd Tou onoloudnnoTe €pyou.

H ekBeoiakn dpaocTnpidTnTa Tou The Symptom Projects eEeAicoeTal oe dU0 eKBeCIAKOUG KUKAOUG. Tov KUKAO
TOU The symptom nou €ival Kupiwg eTACIEG OPAdIKEG EKOECEIC CUYXPOVNG TEXVNG KAl TO KUKAO Tou Es-optron
rnou €ival yia oeIpd ETACIWV PWTOYPAPIKWY EKOECEWV.

Ol ekB€oelg NAaIoIOVOVTAl KABE popd and cuvavTACEIG CUYYPAPEWY KAl and NapacTACEIG NEIPAMATIKAG JOU-
OIKNAG.

ANocTOANG APTIVOG - KdoTag XpIoTONouAog

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

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

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

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

Apostolis Artinos - Kostas Christopoulos




>Tnv ékBeon MNapuPEC karl LeBOpPIol NOU NAPOUCIAZETAl OTO NAAICIO Tou The symptom
projects otnv Auplooa, n heBdplog viveTal KaTtavonTn ws dIABANTS, CUVEXWC METATO-
néuevo 6plo: nepiypauua A nepipepeliakn Zwvn, n onoia opilel TO XxWPo Péoa and
Mia SINAN d1adikacia NEPIAAYEWY KAl AMOKAEICHWY. MIa Hop®h YEVIKEUONG, AVAYWYAG,
OTEPEOTUMIKWY AVAYVWPICEWY KAl ETEPOKABOPICUWY. H ueBdpIog Kal N ueBOPIAKA cuv-
OrnKkn nou avanadpdyel, enicnpaivouyv €va nedio oTo onoio dev eYPIAOXWPOUV dIAKPITA
TOMoypaA®IKA onueia, avTIBETWS cUYKPOTOUV €va vonTd XWPO TOU onoiou n KUPIA AEl-
Toupyia gival va kabi1oTd opaTtd ToV dIaXwPIopd avAUESA OTO YVWOTO KAl TO AYVWOTO,
TO ANOJEKTO KAl TO PN AanodeKTO KAl KAT ENEKTACN TO AVAYVWPEICIUO KAl TO YN ava-
VVvwpiociyo. Enouévwg, n yebopiakn cuvOnkn unodeikvuel Tn didoTacn TN dIAKPIONG
KAl Ta onpeia TOMAS Nou NApeUBAAAOVTAI WOTE VA KATAOTACOUV CAPEIC TOUG vonToUG
Slaxwplououg.

|oTOPIKA, OTNV anolkionoinon TwV VEWV nNeipwv and Tn AJcn, ol JEBOPIAKEG YPAUUEG,
Ta Aeydpeva frontiers, AeiTolpyncav wg avayvwpion Tou NoAITICHEvVou KOouou opilo-
VTAC TNV €KTaon Tou €€suyeviouoU. Mépa and ekeiva ekTelvoTav o Aypiog KOGUOG, TO
AAANO. Mg auTth Tnv €vvola To frontier, otnv andAutn vonNPATIKA TOU €AdxicTonoinon,
UnodNAWVEI To P10 TOU CUMPBOAIKOU, TNG OPYAVWTIKAC cUYKPATNONG TOU cuveldnTou
KOOMOU. € AUTA TNV NEPIOXN SIAKPIVOUUE WIA TOMOAOYIKA AVTICTOIXIO UE TO OTOIXEIO
nou o Sigmund Freud ovopace oppaAd Tou oveipou. XTnv €kBeon TapupEC kKal ueBOpI-
O/ MOU NpaypaTonolgiTal NTAPdAANAd oTnV AUPIcoa KAl Toug AEAPOUG, O OUPAADS TNG
VNG, auTd TO AIVIYMATIKO AVTIKEIMEVO NOU PUAACCETAI 0TO ApxaloAoyikd Mouceio Twy
AEAP®V -ONWCE KAl 0 TONOC KABeauTdC nou AsiToupyei wg dvoua/ueTapopd-, avadel-
KVUOVTAl WC EURANPATIKO onpaivoy, onpeio avdduong TNG HEBOPIAKNG EKKPEUOTNTAC
KAl TWV CUYXPOVWY EKOOXWV NMou AdpBdAvel.

O1 AeApoi avTnxoUv dia ETEPOTOMIA. XTOV OMPAAS TNG YNG, O ONoiog euPavileTal wg
UMOAEINUA, ¢ eKTOG AsITOUpPYiag CUUBOAIONSCS, avaduovTal NMPOVOMIOKA TA XAPAKTN-
PIOTIKA TNG TAAAVTEUOUEVNG OPIAKAG TonmoAoyiag Twv peBopiwy. EKKEVTPN KAl TAUTO-
Xpova ouacionoinuévn, N NePIoxn ewTIZEl TN AEITOUPYIA KAl TNV NOAITIKA onPacia Twyv
XWPOOETKWV KAl AOYOBDETIKWY UNMOCTACIONOINCEWY, TWV ATOMWY KAl METABANTWY CUVO-
PIOKWY NEPIYPAMMATWY, TWV AVAYWYIKWY CUAAOYICHUWY NMOU KATAAAYOUV CE JIa HOopPn
avTi(paong Kal danokKAgIopoU Tou AAAou. Q¢ d1adikaoia Napaywyng onpaciag n yebodpl-
oG TEIVEI NETAPOPIKA OoTh uEBO0DSO TNG €/¢ dTormov anaywyric (reductio ad absurdum) Tng
JPICTOTEAIKNG KAI TNG EUKAEIDEIAC AOYIKAG, CUMPWVA JUE TNV onoia unopouue va doUue
und VEa NPoonTIKN Ta oplakd nedia. H anaywyn €1¢ dtono agopudTal and Tov Téno
TOU AAAOU, and pia AyvwoTn NEPIOXA TNV onoid apXIkd dexOUAoTE WS AANON, via va
anodeiEoupe oTn cuVEXEIA OTI NPOKEITAI VI ANOKAEIOUEVO ocUvoAo. O Ténog Tou AAAOU
OUVIOTA TO UAIKO Mou anoppeinTeTal wg EEVO, MIA EKTPOMN TOU CUYKPOUGCIAKOU OTOIXEIOU
Tou 1d10U, pIa eKdOXN TNG ANWONONG KAl TNG AppIBuuiag. H apxn Tou anokAsIOpevou
MEOCOU OUYKPOTEI TOV nupnva Tng uebopiou. O AANOC ival PeudNC e€ apXNC ONWCS KATA-
QACKOUME O AUTOV, €0TW KAl CUMBATIKA, via va anodei§oupe v TEAEI NWG NAPAUEVE]
avedapikdg. Aveda@ikdg o id1og, Kal 0 TONOoG Tou Kevog, KNAIda. O Ténog Tou anoTu-
MWVETAI GXNPATIKA JE TN Hop P EVOC UN EPPNVEUCIUOU dIAYPAUPEVOU YPAMMATOG NMOuU
ENITPEMEI TNV ENICTPOPNA GTNV AnAdpxn Tou Id1ou Kal oTh dianioTwon O6TI 0 AANOG €ival
EO0PAAUEVOG.

H pebodpiog anoTeAei yia cuvOAKn nou diageuyel and 1o Adyo. Aev opileTal and Tn
VYAWood, dev opyavwveTal Adnd 1o cUUPBOAIKO, and To NOpo. XTnVv NeEPIoXn TNG I0XUEI

MOVO N MAPOVTIKA avouia Tou Kupiapxou 1d1ou Kal To andAuTa AKATAAOYIOTO TNG KU-
plapxiag. ‘Eva Tunikd frontier dAAwWGOTE O0TN PHAKPA XPOVIKOTNTA TWV AMOIKIONOINCEWYV
ATAv NAVTOTE €va AOPIOTO YEWYPAPIKO onpeio, €vag TONog kabop1lduevog Yovo péoa
and Tov axvo opidovTd Tou Nou cuvoyPiZe TNV AcUVTAKTN eKBOAR Tou KOouou. O vonTdg
XWPOC TOU AMOTEAE( UIA UNXAVIKA N onoid pavepwVel To 0pIo TNG OKEYNCS KAl TNG Npa-
KTIKAG JAG, €va OPIO APNPITAAAVTEUOUEVO KAl N EPMUNVEUCIUO. O AdpXAIOAOYIKOC XWPOG
TWV AEAQWV CUVIOTA CAPEPA EvVA TETOIO OPIO KAl AEITOUPYEI WG NAPADEIVUATIKA UAIKNA
eKOOXN TNC €TepOTONIAC. ZUNPWVA HUE TIC ApXEC nou anapiBuei o Michel Foucault oto
Keiuevo Tou Of other spaces: Utopias and heterotopias (1984), n etepoTtonia YeTAEU AA-
AWV EKAANPWVETAI 6Th cUVUNAPEN OTA OPIA MIAG OPICHEVNG EKTACNG MOAAAMAWY XW-
pwvV ol onoiol eival ueta&U Toucg acuuBaTol. O AeAPOoIi, EKTOC and AIVIYUATIKO opdonuo
rnou TAuTIZel ToV TOMNO PE TO KEVTPO TOU KOGHOU, PEPOUV KAl AUTA TNV MOAAANAN Tono-
Aovia Tng cuvunap&ng. O apxaiog AATPEUTIKOG XWPOC CUVIOTA UIA MOAUPWVIKA NEPIOXN
OPNOKEUTIKWYV APIEQWOEWY NOU €ival SIACTPWUATWHEVN UE TN AOYIKA TNG ETEPOTONIKAG
CUMNUKVWONG KAl TNG eKNpoownnong. AnAadn kdBe diakpith e§ouacia, KABe dloIKNTI-
KN ovtoTNTa, diaTnpei To SIKO TNG 1EPV, TO JIKO TNG XWPO TEAETOUPVIKAG CUVOECNG UE
TO METAPUOCIKO aVAPEPOPEVO OTO OMnoio aneubuvel TIC EKKANCEIG TNG. AUTA n oUvBeTn
OUYKPOTNON AMOTEAEI MIA TUMIKA POUKWIKA €TEpOTONIA, N onoia dlakpiveTal yiad Tnv
1010iTEPN XWPIKAOTNTA TNG B£ATPIKAG OKNVAG. H d1IATAEN TNG apXaloAoyIKNG BEong TwV
AeAPWV JIABETEI AKPIRWS AUTAV TNV AEITOUPYIa TG dIEUPUPEVNG OKNVNAG ONOU CUMMNU-
KVWOVOVTAI ETEPOYEVEIC OVTOTNTEG KAl ONOU €MITEAOUVTAI CUVOETEG XWPOXPOVIKESG EV-
Béoclq.

[MPOKEITAI YIA MO XWPOXPOVIKA pATPA nou npoonaBei va B6€ocel npoUnoBéoelg oe €va di-
AOMACPEVO ETEPOXPOVIKO Nedio, dNAAdN o €va cUOCTNUA MOU ANOIKIONOIEl TOV NAPEA-
OOVTIKO KAI TOV NAPOVTIKO XPOVO, 1I0pUOVTAG EVA XWPOXPOVIKO MPWTOKOAAO KUPIAPXIAG
oUN@PWVA JE TO onoio To NAPeABOV vouluonoleiTal and Tn d1aKPITH eEOUCIa TOU YVWOTI-
KOU AVTIKEINEVOU TNC APXAIOAOYIAG KAl ToOPOdOTEITAI and To €BVIKO pAVTACIAKO KAl TO
AUTIKO JoVvTEAO nyepoviac. O1 AeA@oi Kal 0 oupaldg TNG yng diadpapaTidouv To poAo
eVOC AIVIVUATIKOU AVTIKEINEVOU TO 0Noio NEPIccATEPO anoppodd Napd EKNEPMNEI VON-
MOTA: CUYKPOTOUV HIA OUMBOAIKA QOPTICUEVN YEWYPAPIKA CAPJAVON N onoid AanolkIo-
nolei vonuaTikA TO NapoV TEAWVTAG MECA ANd Th cAyAVN TNG ANOPAKPNG XWPOXPOVIKAG
TNC I®pUoNng, TOU MEMAOU TNG APXAIOAOYIKAC YVWONG KAl TOU andKPUPOU XAPAKTAPA TNG
puBoAoyiag. Onwg 0 OUPAAOG TOU OVEIPOU, €TCI O OEAPIKOG OUPAAOG AMOTEAEL MIa UNn
EPMNVEUCIUN NEPIOXA TNG ONOIAC O NPAYUATIKOG NUPAVAS anoucidlel and To cUPPBOAIKO
neodypauua nou yag napadideTal cnuyepa. MetagppdlovTtag Tov Slavoj Zizek, 6a Aéyaue
OTI N PAAAIKA HOP PN TOU OPJPAAOU TNG VNG AEITOUPYET WS AandAUTOG KATOXOG TNG B€ong
TOU KEVOU, WG UNEPTATN andneipd NANPWONG TOU VONUATIKOU XAOUATOC TOU KOGHOU KAl
unepBaTikdg eyyunting Tng diappd®ng Tou. OI AEAPOI YAG anokKaAUunTouv p1IloonacTIKA
TNV id1a TNV KEVOTNTA TNG CUYKPATNONG TOU KEVTPOU KAl TNG AdIAAEINTNG EpyACiag oTnNV
onoia enidideTal, napdyovTag dIAPopIKA (APeEVOC KEVTPIKA KAl APETEPOU EKKEVTOA)
unokeiyeva. Me autiAv Tnv €vvola 8a Aéyaue, cuvOEovTAG Th CUAAOYIOTIKA Tou Zizek
JE ekeivn Tou Foucault, T n eTepoTonia Twv AEAPWYV cuvioTaTdl aKPIBWS o€ auTd TO
OUMBOAIKO d1aPopIKO unxaviouo.

TNV NApAdeIyUATIKA TOMNOAOYIKA CAUAVON NMOU CUYKPOTEITAl JE 10€0A0YIKOUG dpoug
KAl OoTn OUVEXelIa dlapopPwVeEl SIAPOPIKES TAUTIOEIG, AVAYWYEG KAl XWPOXPOVIKEG
EKTPOMEC Ol OMOIEG CUVTEIVOUV 0TNV eyKABidpuon evdg KUPIAPXOU CUCTAPATOC dIAKPI-
CEWV KAl SIAoTPWHATWONG, avayvwpeiloUPe UId avTIoToIXia TNG Wop NS nou o Foucault
ovouddlel eTELOTONIQ EKTOOMAC KAl N ONOId CUVICTATAI OTOV KATAKEPMATIONO KAl 0TN



Vouldonoinon evog HOVTEAOU MOAUBPAUCHATIKNAG cuvUnapéng. H eTtepoTonia, opicuEvn
WG €va oUoTNPA avoiydaTog-KAgIoiuaTog nou enIBAAAEI TOV ANOKAEIOHUO EVW TAUTO-
Xpova eniTpénel Tn AaBpaia didoxion KAl KUKAOQOPId, JNOPE( va yivel avTIANATA €3W
WG KevO Kupiapxo onuaivov. TéTola €ival avapgiBoAa n nepintwon Twv AgApwv. To
AVOMA TNG MEPIOXAC KAl UOVO ONPATODOTEI TNV €VVOId TNG KEVTPIKOTNTAG KAl EyKABIoTA
TNV 18€a evog unoBeTIKOU onueiou avagopdc nou cuppdnTel To vonua. O oupaidg TNG
yN¢G (To avTIKEIuEVO-CUPPBOAO) Kal To dvoud AeApoi (n neploxN-cUUPBOAO) anoTeAoUV Tn
METWVUMIKA UAIKN EKOOXN HIAG XWPOXPOVIKAG IOEOAOYIAG MOU AVvayYEAAEI TOV MOAAANAA
IEQAPXIKO -1I0TOPIKO, YEWYPAPIKO, KAM-, ACUUMETPO ENUEPIOUO TOU KOGUOU KAl EMIVOE(
adidkona TPANoUC VOUIONOINONG TOU CUYKEKPIMEVOU eNUePIoUoU. BeBaiwg, und auth
TNV €vvold, 0 OJPAAOC TNG VNG AKPOBATEI CUYKPOUGCIAKA: and Th Pid EKNPOCWNEI TNV
andAuTN NOAITIOUIKA €nivonon Tou AUTIKOU KEVTPOU (KAl TNG €VVOIAC TNG KEVTPIKOTN-
TAC €V YEVEI) KAl and Tnv AAAN eEUNNPETEI TNV NEPIPEPEIAKN POUAVTIKA EVATEVION TOU
oUYXPOVOU UMNOKEIUEVOU EMNICNPAIVOVTAG TN XAWdN andoTAoN Nou XwPidel TO onuePIVO
anod Tov apxaio KOoWo Kal TovidovTag To HEYEBOG TNG eV AOYW KATAOKEUNG. ENopévwg,
TO SeAPIKO onpaivov ouvioTd €va augpionuo nedio, ToNKO KAl TAUTOXPOVA KAOOAIKO,
€NiKAIPO KAl NAPWXNUEVO, ENIOPACTIKO KAl adpaVvEG: €va Kupiapxo Kevd onuaivov To
onoio eniTeAei oe SIAPOPETIKA CUYKEIMEVA VOUIUOMNOIMVTAC AVOUOIOYEVEIC ONUAGIEG.
Edw, TO enapxiakd dpxaloAoyikd eUpnuad evog AAAOTE BpNOKeUTIKOU (Kal MOAITIKOU)
enikevTpou unouvnuaTtidel €évav puboAoyikd apBbpwuévo KOOUO O onoiog NapdTl EXEl
nap€ABel opioTIKA eEakoAoubei va pével eNiKAIPog WG NPog Tov TPONo UE Tov ornoio
KaTaokeUale KUpiapxa VOAUATA.

Enavepxoduevol oTnyv €vvola Tng yebopiou, Ba Nnp&nel va oNUEINCOUME OTI GE AUTAV TNV
OPIAKN TONOAOYIa OUCIACTIKA avadelkvUeTal n didoTaon TNG adIAKPITNG KATATAENG OTN
VEVIKA KATNyopia TNG pn avayvwpeloigétntag. OTIONNOTE gunNinTel 0TN HEBOPIAKNA CUV-
Ornkn anoBdAAel Tov 1816TUNG TOU KAl evTiBeTal og €va AUOP@PO CUVEXEC Kaxunoyiag
Kal exBpdTnTAC. 'Eva cuvexég To onoio cuckoTideTal and To NENAO TNG AndAsIPNG TwV
IQIOTATWY KAl TNG APOPICTIKAG EVTAENG OTNV €EOUOIWTIKA KATNYOPIA TOU ANEIANTIKOU.
H pebodplioc de cuvioTd onueio Tou TOMOU €iTE YEWYPAPIKA CAPAVON, AVTIOETWS CuU-
VKPOTEITAI WG TONOAOYIKO ONPAiVOV GE JId OXNUATIKA donA Mou enicnuaivel Ta 6pia
TNG ocuvA@elag Kal TNG dlaxwplouoU. H uebdplog NpooIKovouEei €va Xwpo nou avadule-
TAl WG CUAANYN Napd WG QUOIKNA MPAYMATIKOTNTA: CUAAANBAVETAl vONTIKA, voeiTal, dev
UPIioTATAl WS PUOIKA ovTOTNTA. AKOUA KAl w¢ TETOIA ONWS napapével diapedyouca
Kal avagaiveTdl gévo Tn oTiypun Tng €€dpBpwong Tng. OTav péoa and uia diadikacia
OUYKPOUOCEWYV, KOIVWVIKAG AVNOUXIAC KAl MOAITIKWV TOMWY NPAYUATONOIoOUVTAl vonua-
TIKEG METATOMICEIC MOU analToUuv Kal napdyouv PeEBOPIaKESG cuvOnkeg unapéng. Katd
auTov Tov TPoNno n pebopiakn npolndBeon apnivel €va opadTd iXvog Kal €Tol YiveTal
KATAANNTA. H OUYKEKPIMEVN KATAOTATIKN ouvOnkn, dnAadn n avayvwpion péoa anod
TNV avAaduon TwWV ANOKAEICHEVWY UNMOKEIMEVWY (Ta onoia diaipouvTal and TO CWUA TOU
‘I810U), oNUATOdOTEl TOV OPIAKO XWPO. Ta ev Adyw unokeiueva de digpxovTal yé€ca and
MIO QOUKWIKNA €TEPOTOMIA TNG Kpiong énou enITEAEITAl UIa SlAdOToWHATWHEVN dlafa-
TAPIA TEAETA EVOWUATWONG, AAAd cuvendyeTal €va oplakd onPeio Nou opBWVETAl WG
epnddio Kal eniTeAel pia adidkonn diadikacia didonaong Kal anoxwpliopou. O Yuxava-
AUTAG Massimo Recalcati onueiwvel o1o Keipevd Tou To MoAITIKO UPOC TG napdvoiac
(MTQ. AKng MaBpINAidng, Zuyxpova OguaTa, 103, 2008), «[...] TO NAPAVOIKO Uicog eival
Mia MOAITIKA AVTIMETWNION TNG APPIOUUIAg, n onoia eNISIWKEI TNV XEIPOUPYIKA eEAAEIPA
TNG. MNa 1o Adyo auTo, 0 exBpdC Npénel va NPooAdBEl TO XAPAKTNPEIOTIKA TOU ANOAUTWG
dlaPopPETIKOU, Tou aAAodanou, Tou E€vou. [...] AuTd oTo onoio Teivel TO NOAITIKO UPOG
NG napdvolag eival va Eexwpioel pIdikd 101010 and To AANO PETATPENOVTAG TO AAAO
o€ Téno uiag duocoiwvng andAauonc and Tnv onoia 1o 1010 KAAEITAI va NPOoCTATEUDEI.

‘ETol, TO 1810 apuveTal kAdvovTag adlian€épaoTo To oUvopod TOU, EVW N Au@IBupia deixvel

avTiBeTa 611 Ta cUvopa (METAEU piAou Kal exBpou) eival avaykaiwg dianAekdueva.» O
FaBpIinAidng avagpepduevog oTny gpyacia Tou Carl Schmitt ene&nyei oto nepiBwplo
TNG JETAPPAONG TOU KeIPEvou Tou Recalcati, «H pebdpiog eival kaBauTtd €vag auotn-
PAG opIouAG NOU ToU ENITPENEI Vva evToniocel Tov exBpd wg aAAodand. Edw xdveTal To
ZATNPA Nou eveipel o Fornari OXeTIKA JE TNV NAPAVOIKN AEITOUPYia TNG eXBPATNTAC WG
EAAEIMMATIKAC gpyaaciag Tou névOouc. Ynd To pwe TG Yuxavdiuong, o exOpdg eival
ndvw an’ oAa €va dvoud ToU UMOKEIYEVOU, dpa €vacg EEVOC EVTEANG EOWTEPIKOC OTO
unokeigevo. Agv gival TUXAio MOU TO KPATOC €V KPATEI N TO EC0WTEPIKO EEVO £0QPOC
anoteAouv dUo and Toucg MO EPNVEUCHUEVOUC pPoUdIKoUG 0pIcUoUC TOU OCUVEISATOU.
Y€ AUTA TNV NPOONTIKA, N NBIKA TNG YPuxavdAuong eniBAAAel va doUue 1o JATNUA TOU
exBpoUl w¢g &va ZATNA 6X1 TO0O0 eEWTEPIKOU KaBopiouoU, dpa opiwyv, AAAd au@IOuuiac.»

Q¢ ek TOUTOU, N PEBSPIog dopeiTal KATA avaAovia Tng dAAng¢ oknvric (Der andere
Schauplatz) Tng NnpwiyNg YUXavaAuTIKNG TonoAoyiag Tou Freud, wg BeaTplkn €TEpO-
Tonia, w¢ MeETATAONIoON N onoia unnPeTei TNV eKOPAPATION TOU NUPAVA MOU CUYKPOTE(
TIG OUYXPOVEC TAUTOTNTEG, MIA Neploxn énou avadueTal NAPADEIVHATIKA N AppIOupia
TOU OUYXPOVOU MOAITIOMIKOU VONUATOG KAl TWV KATABOAWY TOU KAl N dvNOUXia avanAn-
PWOoNG TOU KevoU nou gupavidetal pioonacTikA JEoa anod TIC PWYHES TNG KUpiapxng
apnynong.



In the exhibition Rims and Frontiers, presented in the context of The symptom projects
in Amfissa, the frontier is understood as a disputed, constantly shifting and displaceable
limit; a circumscription or peripheral zone which defines space through a double process of
inclusions and exclusions. A form of generalization, reduction, of stereotypical recognitions
and hetero-determinations. The frontier and the borderline condition it reproduces
highlight a field in which there are no distinct topographical points. The frontier constitutes
a conceivable space whose primary function is to make visible the separation between
the known and the unknown, the acceptable and the unacceptable, and therefore the
recognizable and the unrecognizable. It solely emphasizes the dimension of distinction
and the intersection points inserted in order to make clear the conceivable separations.

In a historical perspective, boundary lines, the so-called frontiers and the colonization
of new continents by the West served as a recognition of the civilized world, defining
the extent of legitimate humanity. Beyond that point lay the wild world, the Other. In
this sense, the frontier, in an ultimate minimization of meaning, indicates the limit of the
symbolic and the organizational constitution of the conscious world. Here we distinguish a
topological equivalence with the element that Sigmund Freud called the navel (umbilicus)
of the dream. In the exhibition Rims and frontiers which is held in Amfissa and Delphi, the
navel of the earth, this enigmatic object kept in the Archaeological Museum of Delphi -just
as the place itself that serves as a name/transference-, emerge as an iconic signifier, a
point of emergence for the pending frontier and the current versions it is taking.

Delphi reflects a heterotopia. The navel of the earth which appears as a residue, as
inoperative symbolism, acts as a privileged emergency point for characteristics of limit
topology. At once ec-centric and substantialised, the area illuminates the operation and
the political importance of spatial and discoursive substantialisations, of their variable
boundary circumscriptions, and of reductive reflections that result in a form of contradiction
and exclusion of the Other. As a process, the frontier metaphorically tends towards the
method of reductio ad absurdum of the Euclidean and Aristotelian logic, according to
which we can see the borderline fields in a new perspective. The reductio ad absurdum
commences from the place of the Other, from an unknown area which we initially accept
as true, so as to subsequently prove that it is an excluded set. The place of the Other is
the material which is negated as foreign; a diversion of the inner confrontational element
of Sameself, a version of repulsion and ambivalence. The principle of the excluded middle
forms the core of the frontier. The other is false from the outset, but we conventionally
affirm to it in order finally to prove that it remains unattainable. He himself is unattainable,
and his place is empty, a spot. His place is outlined in the form of an uninterpretable,
crossed-out letter that allows a return to one’s own origin, concluding that the other is
wrong.

The frontier is a condition which escapes from discourse. It is neither defined by language
nor organized by the symbolic, by the Law. Inside its own area only the present lawlessness
of sovereignty applies and the utterly unaccountable domination. Furthermore, a typical
frontier in the long temporality of colonization was always an indistinct geographical
marker, a place defined only through the faint horizon that summarized the disorderly
exit of the world. Its virtual space constitutes a mechanics which indicates the limit of
our thinking and practice, an uninterpretable and uneven border. The archaeological site
of Delphi constitutes such a limit today and acts as an exemplary physical version of
heterotopia. According to the principles listed by Michel Foucault in his text Of other spaces:

Utopias and heterotopias (1984), the heterotopia is fulfilled, among other factors, by the
coexistence within the limits of a certain area of multiple spaces which are incompatible.
Delphi, besides the enigmatic landmark that identifies the location as the centre of the
world, bears this manifold topology of coexistence. The ancient religious space constitutes
a polyphonic region for dedications, layered with the logic of heterotopic condensation
and representation. Hence each distinct power, each administrative entity, maintains its
own sanctuary, its own ritual space connected to the metaphysical referential to which
their pleas are addressed. This complex formation is a typical Foucauldian heterotopia,
distinguished by the particular spatiality of the theatrical scene. The layout of the site of
Delphi retains the exact function of the expanded scene where heterogeneous entities are
condensed and where complex spatiotemporal insertions perform.

It is a space-time clause that attempts to set conditions in a split heterochronic field, i.e.
a system that colonizes past and present time, founding a protocol of spatiotemporal
sovereignty according to which the past is legitimized by the distinct power of the
subject of archaeology and powered by the national imaginary and the Western model
of hegemony. Delphi and the centre of the world animate an enigmatic object which
absorbs rather than emits meaning; a symbolically charged geographical marking that
conceptually colonises the present acting through the seduction of distant space-time
constitution, through the veil of archaeological knowledge and the occult character of
mythology. Just as the navel of the dream, the Delphic navel is an uninterpretable area
whose real core is absent from the symbolic program as we know it today. Transcribing
Slavoj Zizek, we would say that the phallic shape of the navel of the earth operates as the
absolute holder of the position of the gap, a supreme attempt to fill in the gap of meaning
as well as transcendental guarantor of the suture of the world. Delphi radically reveals the
very emptiness of the constitution of the centre and its uninterrupted task of producing
differential subjects (both central/major and peripheral/minor). In this sense we would say,
connecting Zizek’s reasoning to that of Foucault, that the Delphic heterotopia is precisely
this kind of symbolic differential mechanism.

In the exemplary topological markings —which are formed in ideological terms and then
configure reductive differential identifications and spatiotemporal aberrations which
contribute to the establishment of a sovereign system of discrimination and stratification—
we recognize an equivalence of form to what Foucault calls heterotopia of deviation,
which fragments and legitimates a model of multi-fragmented coexistence. Heterotopia,
defined as an opening and closing system that imposes exclusion while allowing
clandestine crossings and movements, can be seen here as an empty master signifier.
Such is undoubtedly the case of Delphi. The region’s name alone signifies the concept of
centrality and installs the idea of a hypothetical reference point that quilts the meaning.
The navel of the earth (the object-symbol) and the name Delphi (the area-symbol) are the
metonymic physical version of a spatiotemporal ideology that announces the variously
hierarchical —in terms of history, geography, etc.— asymmetrical division of the world
and incessantly invents ways of legitimising that division. Of course, in this sense, the
navel of the earth attempts a precarious balance: on the one it represents the absolute
Western cultural invention of the centre (and the concept of centrality in general), and
on the other it promotes a romantic contemplation of the modern subject, highlighting
the chaotic distance that divides the present from the ancient world and emphasizing
the magnitude of this construction. Therefore, the Delphic signifier is an ambivalent field,
both local and universal, timely and outdated, influential and inert; a sovereign empty
signifier which performs in different contexts, legitimizing diverse meanings. Here, the



provincial archaeological find of a former religious (and political) epicentre corroborates a
mythologically articulated world which, although definitively obsolete, still remains topical
in terms of how it constructed dominant meanings.

Returning to the concept of the border, we must note that in this limit topology essentially
highlights the dimension of indiscriminate classification in the general category of non-
recognition. Everything that falls within the border condition sheds its specificity and goes
into an amorphous continuum of suspicion and hostility: a continuum obscured under
the veil that erases all qualities and arbitrarily classifies everything under the all-levelling
category of ‘sinister’. The frontier is not a point in place or a geographical marker; instead,
it is constituted as a topological signifier in a schematic structure that underscores the
limits of relevance and separation. The frontier denotes a space that emerges as a concept
rather than a physical reality: it is perceived intellectually—it does not exist as a physical
entity. Even as such, it still remains latent and emerges only at the time of its abolition:
when a process of conflicts, social unrest and political change generates conceptual shifts
that require and produce border conditions of existence. It is in this way that the border
condition leaves a visible trace and thus becomes comprehensible. This statutory condition,
namely the emergence and recognition of excluded subjects (which are divided by the
body itself), marks the boundary area. These subjects do not go through a Foucauldian
heterotopia of crisis where a stratified rite of passage is performed; what is implied here
is a breaking point which stands as an obstacle and performs a continuous process of
breakdown and separation. The psychoanalyst Massimo Recalcati notes in his text Lo stile
politico della paranoia: “[...] paranoid hatred is a political response to ambivalence, which
seeks to eliminate it by surgery. For this reason, the enemy must take on the characteristics
of something completely different, alien, foreign. [...] What the political tone of paranoia
tends to do is to fundamentally distinguish the Same by the Other, turning the Other into
a sinister pleasure against which the Self is called upon to seek protection. Thus the Self
makes its boundary impenetrable, whereas ambivalence, on the contrary, shows that the
borders (between friend and enemy) are necessarily interrelated.” Gavrielides, the Greek
translator of Recalcati’s text, referring to the work of Carl Schmitt adds an explanatory
note: ‘The frontier is in itself a strict definition that allows one to identify the enemy as a
foreigner. What is lost here is the issue raised by Fornari on the paranoid mode of hostility
as a deficient work of mourning. In the light of psychoanalysis, the enemy is above all a
name of the subject, and thus a stranger totally internal to the subject. No wonder the
state within a state or the inner foreign territory are two of the most inspired Freudian
definitions of the unconscious. In this perspective, the ethics of psychoanalysis demands
that we see the enemy not so much as a question of external determination, and hence of
limits, but as a question of ambivalence.”

Therefore, the frontier is constructed similarly to the other scene (Der andere Schauplatz)
of Freud’s early psychoanalytical topology, as a theatrical heterotopia, as a displacement
which serves the acting out of the core that constitutes contemporary identities; a territory
where the ambivalence of modern cultural meaning and its roots emerges in its most
exemplary form, and the concern over filling the gap emerges through the ruptures of the
dominant narrative.
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H Sdoun Tn¢ napaTnpnong €ival yia cnPeiwon yia Tnv
TOonoAoyia Tou BAEUUATOG, TNV Aavayvwpion Tou Ané-
VAVTI KAl TN VONTIKA cUVOECN TOU XWEOU, TOU XPO-
VOU Kal TWV OKOMIKWV AVTIKEINEVWY Nou BpickovTal
U€oa og auTég TIC dlaoTdoelg. To Tonio yUpw and 1o
Mouceio Twv AEAQ®V KAl TO EPEINWHEVO AIBOKTIOTO
MaBiAAiov AeiToUpyNoE wG NEPIYPAPUA VIA TNV KATA-
OKeUN evAg dIAAOYOU VIA Th OXECN NAPATNENTA Kal
napAaTNPOUPEVOU, YEWYPAPIKWY KAl ONTIKWV KAIUA-
KWV, PUCIKOU Kal KTIoToU nepiBdAAovTog. H yeiTvia-
on Kal n anéoTaon, To oIKeio Kal To AAAo, n Tonikn
6éon ava@opdc Kal To okonikd nNedio, OXETIKOMOIN-
Onkav kal d1aTdxOnkav cg avaloyia ye Tn BeaTpIkn
OKNVA KAl 6€ cuvdApTnon JE TIC NPOBANUATIKEG Nou
O€TEl N I0TOPIKA CNUAGIA KAl N CUYXPOVIKA cuvOn-
KN TwV AgeAQWV. To BAEPUA ENITEAECE CUUPWVA UE
Sedopéveg NAPAPETPOUG Nou odnAyncav oTn dia-
dikaoia npoocdiopicuoU TNG €Ewyevoug ovToTNTAG
pé€oa and To NPWTOKOAAO TOU avag@opikoU nediou
Kal Tng enonteiag. To €pyo avanTuxOnke yéoca anod
TN cUvBeon HIAG OEIPAG ETEPOYEVWV AVTIKEINEVWV:
UNPIOKEC AMEIKOVIOEIC TNG €PNPEPNG enéuBaocng

OTO EPEINWUEVO NEPINTEPO, SOPUPOPIKES KATAYPA-
Q&G and THAPATA TNG NEPIOXNG, EKPAYEIQ MOU AMOTU-
NWVOUV GTOIXEID TOU TOMiou, TENAXIA And YEWAOYIKO
UAIKO. OAa auTd eykaBioTavTal und Tnv npolndébeon
uIag ouvBeTng d1adIKaciag ekToniopoU nou AauRd-
VEI XWPA OTO 1I8pUPATIKO NeEPIBAAAOV TOU Apxalo-
AoyikoU Becpou. Ta didgopa oTddia avayvwpiong
TOU XWPEOU KAl TWV OCNUACINV Tou, 0nwg n diadpoun
nou €kavayv ol dUo KAAAITEXVEG KAl N ENIMEAATPIA PE
agpeTnpia Tny ABAva Kal npoopicud Toug AeA@oug,
ol oTAoEIg Kal Ta €unddia nou NapePPARONKav Kal
KaBoploav Tov pubud, To eUPoG TNG dPACTNPIOTNTAG
KAl TV AOYWV TOUG, AanoTeAOUV AVANOMEUKTO Kdal
avandonacTo KOMPATI TOU €pYyOuU. ZnPaivoucda oTIy-
U AuTAC TNg nopeiag unnp&e n aunxavia pnpooTtd
oTn ouvOnAKN €NITAPNONG TOU PNXaviopoU OAGCIKAG
ac@dAegiag nou diaTnpei B€on dinAa oTo EPEINWPEVO
KTiopa. AUTA N NPICUATIKA cuvdpBpwaon napaTifeTal
TOOO OTO OXETIKO €kBepa nou napouacidlouv ol Api-
oTeidNg AvTovdg Kal METpog Mwpng oTo ApXaloAoyi-
k6 Mouceio Twv AeA@wV GO Kal 6TO Oplakd opaTod
iXvoc¢ nou dpnoav 6To NAPATNPENTAPIO.

AploTeidng AvTovdg kal MéTpog Mwpng, H doun Tng napatipnong, 2015
KaTaokeun véou UAIKOU NPog Napathpnon anod To EPEINWPEVO NEPINTEPO KAI TO HOUCEIO TWV AEAPWV
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O OpiZovrac Tou Nikou ApRavitn anoTeAgital and
enTd yudAiva doxeia TonoBeTnpéva ndvw o€ 104-
P1Oua HMETAAAIKA unooTnpiypata. Avdueocd Toug
undpxouv cuvdéoelic and NAACTIKO cwAnva. AuTod
TO KAEIOTO OUCTNPA CUYKOIVWVOUVTWY SOXEiwV Ei-
VAl 0aV JIa HOKETA NMOU AneIKOVIZel TN UNXAVIKA TOU
udpopodpou opidovTa. ZUPPWVA PE TNV KATACKEUN
0a npénel va pavTacToUPE TIG YUAAEG WG AIUVEG KAl
TOUG CWAAVEG WG UMNOVEIEG POEG KAl NnyEG. To oU-
oTnpa nepiéxel vepd. H oTdBun Tou vepoU eival oTa-
Oepn, JIATPEXEI TO AVTIKEINEVO oxnuaTidovTag €va
QAIVOUEVIKA dIaKeEKOUUEVO opidovTa. O TOPEG Kal
Td oTevd nepdopaTta dev epnodidouv Tn pon. MNapdTi
Ta doxeia €xouv SIAPOPETIKA OXAPATA KAl UEVEDN,
TO Uypd oToixeio dnuloupyei Pia eubeia ypauun. O

Nikog avTAei Tnv 1I600TABUIKA AoyIKA and éva naial-
OTEPO OUOTITAO €pyo Tou EuTuxn MaTtooupdkn (2011)
TO onoio anoTeAouvTtav and supebeicec Balacco-
vpapieg. H petaypapn Twv OaAaccoypa@i®wVv OE
doxeia ouvioTd pia evdla@épouca peTaTtdnion: Ta
ZwypapIkd ready-made (01 EPACITEXVIKEG EAQIOYPA-
@ieg nou cuvapudlel o Matooupdkng oTto Horizon
#6) petatpénovTtal €3w oe Biounxavikd Rdala. Ta
Bdala dnpioupyoUv €va auToTEAEG cUCTNUA TO Oonoio
SIAKPIVETAI VIO TOUG ACUVEXEIG CUVEIPMIKOUG UETA-
OXNPATIOCPOUG, TNV NEPIXAPAKWON TOU XWPEOU KAl TNV
enavaAnnTikA dopn Nou Napanéunel oTn AOYIKA TNG
AQKAVIKAG TonoAovyiag: Tny oplakdéTnTa TNG dIACXI-
oNngG, TN CUVEXela PYéEoa oTnv Toun, TNV enavainyn,
TNV €NICTPOMNA.

Nikog ApBavitng, OpiZovTag, 2015
FuaAi, cidepo, AdoTIXO, VEPO
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H ywvia Twv ouiAnTayv ival To cnueio 6To onoio pno-
pei kaveiq va PIAfcel eAelBepa. Mnopei va otabei
6pOlog ndvw oe €va pIkpd BAOpo —udviua Tono-
OeTNUEVO €KEI— KAl va dIATUNWOEI €vaV OTOXACUO.
O TOMNIKOG NPOCdIoPICUOG OTN CUYKEKPIYEVN MNEPI-
nTwon &g onpaTodoTel Th GUMPBOANR dUo TEUVOPEVWY
CUVTETAYUEVWY, AAAd onoladnmnoTe neploxn eival
aplepwuévn oTnv gAelBepn oulAia. H eniochnuavon
EVOG TETOIOU XWPOU ONAWVEI OTI DEV UPIOTATAI EAEU-
Oepia Adyou und KAVOVIKEC CUVONKEG yI' auTd Kal
npoUnoTiBeTal pia €101kA doun nou Ba eniTpéPel Tnv
dpBpwon Tou. AIdUOPP®VETAI €TCI PIO AvAyVwPEIioI-
UN APXITEKTOVIKA TUNOAoyia oTnv onoia oTo eE§Ng Ba
CUVTEAEITAI N NPAEN TNG eAeUBepPNg ouIAiag. H eAeu-
Oepia Tou Adyou viveTal hia BeaTpIKA HETAPOPA TNG
aAnBelag, evd o Ténog énou cupPaivel OGNwg Kal n
unodoun nou Tnv de&IVETAI CUYKPOTOUV €va cUaTn-
Ma, MIa X@EoBEeTIKN cUuBacn cUNQWVA JE TNV onoid

NEOXWPOUHE O AVAYVWPICEIC Kal dlakpiocelg. H eni-
TEAECTIKA AgITOUupyia TWV UNOSOUWYV KABEAUTWY PE
TN og1pd TNG unoBaocTtdlel TNV eKOPAUATION TNG OWI-
ANTIKAG NPAENG Kal uNodExeTal Yia ogipd and niTo-
VIGHOUG, XEIPOVOMIEG KAl MPOCWIIAKEG IBIOTNTEG.

To Speakers’ corner Tou KwoTA avaKaAgi TNV NMOAITI-
OMIKA OTIYyUNA TNG JIEKSIKNONG Tou eAeUBepou Adyou
Onwg auTn avaduBbnke péoa and TIC CUAANOVIKEG dia-
papTupieg oto Hyde Park Tou Aovdivou To delTeEpPO
u1od Tou 190U alwva. AuTh n oTiyun enave&etdleTal
edw wg ekdoxn unegpandAauong: Pia ekdOXN mou
KaTéAaBe Tnv opIAia dnuloupywvTag €va véo Tpono
anevbuvong KAl KATAOKeUAOoE TNV Nenoibnon Tng pe-
TaBiBaong Tng aAnBelag oTov akpoaTn-AAAo, Eva di-
aKUBeUMa Nou pEVEI NAVTOTE EKKPEUEG. H ywvId Tou
OMIANTA CUVICTA PId HEBOPIAKA TOMOAOYIA TNG PWVNAG
6nou o noundg anoAapBdvel Tny Npd&n TnG opIAiag
KAl 0 OEKTNG &€ d1aB€Tel TN duvaTOTNTA UNODOXAG.

KwoThg BeAwvng, Speakers’ corner, 2015
=UAO, KUBOI ypaviTn, OpEIXaAKOG
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310 apxeio Tou PEAANOVTOG de Ba €xel onuacia To
AKPIBEG NepleXOUEVO, TO OXAUA, TO XPWUA, OUTE
akOpa n a&ia TwV UAACCONEVWY AVTIKEIMEVWY. @a
egival 6Aa donpa. ©a unopoUce KAVEIG va Nel Nwg
TO €pyo Tn¢ Mdkug BAacoconouUAou eival yeAAovTo-
AoVIKO. TIPOKEITAI VIO MIO AUTOTEAN €KOeon WUIKPAG
KAipakag. Téoo To @opUdT 60O KAl TO NEPIEXOUEVO
NapAnEUNouUV o€ Pid TAEIVOUIKA AOYIKNA. AENTOKAUW-
péva yuyiva avTikeigeva gival TonoBeTnuéva ndvw
og AeUKA PeETAAAIKG pdopla. Ta pdgia otnpilovTal
ndvw oe KABeTeG pdyeg. ©a pnopoUoe va pavTaocTel

Kaveic auTd 1o NAEyua cav évav kavvaBo. Kal ndvw
oTov KavvaBo BpiokeTal TOonoOeTNPEVN PIad GUAAOYNA.
Me 10 Eival 6Aa donpa n MNdku Tovilel TNV enITEAECN
TOU ONUAivovTog €KBeon KAl TOU CNPAiVOVTOG ApXEio
napoucidlovTag pia napdtaén and pn avayvwpiol-
MO UAIKO. H napdTa&n kaBeauTn Kal N uNxavikn Tng
nPoOnkng, To NAPAAANAOYPAUMO CXAUA TNG EYKATA-
OTAONG KAl N AEUKOTNTA TNG, napanéunouy oe oBdvn.
Ta duopa yuyiva nou gival dlataypéva KaTtd JAKog
TwV 0pIdOVTIWV ENIPAVEIDV AEITOUPYOUV WG KNAIDES
Ol 0noieg SIACTIKTEG ANA®VOVTAI NAVW OTO BAEUUA.

Ndku BAaocconouUAou, OAa gival donpa, 2014

Pdapia, AeukdG NNASG
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To BAEuua napakoAoubei TI¢ duo KaTeubUvoelg —Ta
duo dkpa Tou TpanelioU— MPAYUATOMOIWVTAG MIA
eAdxiotn kivhon. OAa BpiokovTal ce €vav eviaio
XWPO 6nou Ba uynopoUce KAVEIG va KOITAZEI TNV Zwh
va nailel eve o idlog eToludlel To Bpadivd yelua.
Ta pnaAdkia xoponndouUv Kal KuAouv, pOAvouv oTIG
AdKpEeG Tou dwpaTiou. To Tpanédl Tou ping pong eival
KAAUMMPEVO and €va oTIANVO UnAg UAIKS. H upn gival
gUXAPICTN KAl AKOUWMOUWE Ndvw Tou Ta npdyuaTd
pag. Maiape Aiyeg QOPES —eyW® KAUIa- KAl TO KAAO-
Kaipl TeAeiwoe ypryopa. H Zwn anopdcioce va ¢TId-

Eel éva €pyo nou dlatTnpei TNy aiocBnon Tou ping pong,
TNV Nnapoucia Tou peydAou TpanelioV HECA GTOV EVI-
aio XWPo. BpAke HeEPIKA KOPMUATIO NOAUAIOUAEVIO OE
UNAE XpWHA, NAPOUOIO JE EKEIVO TOU Tpaneldiou, XU-
TEUOE KATI EAATTWHATIKA MIATA GE OPEIXAAKO, NAPO-
Jola Pe eKeiva nMou €ixe Bpel KANOTE GE MIa ayopd,
TA TONOBETNOE OTIG EYKONEG PIAG ANOTUXNUEVNG KA -
TAOKEUNG KANolou akoUpaoTou enivonTtn. To yAunTod
Jolddel ye TeXvoAoyiko Tonio. Eival icwg €va ixvog,
O,TIanépeive and Ta NPWIVA uNPooTd oTNV anépavTn
6€a Tng BAAaocoag.

Zwn NapnouAvtdkn, Ping eyeball’s pong, 2015
OpeixaAkog, aAoupivio, cidepo, MoAUaIBUAEVIO
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To Nightly built | eival pia ceipd and KouudTia eAa-
PPOCKUPODOEUATOG, THAPATA cof3d NMou cuykpaTou-
vTal and PETAAAIKA UNOCTNPIVHATA —KAI XUTEUMEVOI
ydavTlol nou pgoidZouv e vixia, Jia KATAOKEUN Mou O
KAAAITEXVNG €MNIVONCE €K TWV UCTEPWYV. MpwTa Nnpbe
n EAQVIKA CcuvAVTNON TOU HPE eKEivVA TA HIKPOOW-
Ja KoppdTia. Bp€Bnke avTiyéTwnog ue Bpavcuarta
OKOPMNICHEVA, KOMMATIA TNG id1a¢ TNG NOANG. H evép-
veId Toug akTIvoBoAoUce cav oBdévn. MeTEpEPE AuTn
TNV EVEPYEIQ OTO METAAAIKO UAIKSO OTIABWVOVTACG TO.
AnoondouaTta JIag CUVEXOUEVNG IoTopiag nou o€
0éAnoce va apnynBei.' HBeAe pdvo va apnrcel Ta uno-
AgiPpaTa TNG UNOJOUNAG Va unalvixBouv To avapepo-
MEVO oUVOAO oTO onoio undyovTtav. TO TOIMEVTEVIO
@dopa TNG NOANg dxvide Kal ol Toixol EAlwvayv péoa
oTnh Bepivi uypacia. KabBwg nepnatolce KATI akoU-
OTNKE Nicw Tou. Auo Tpida TENAXIA €iXAV ANOCNACTE(
and Tov TOIXo TOU NApAKEeiyeVoU KTiopaTog. Eva and

auTd napalAiyo Ba eixe BpeOei OTIG HUTEG TWV NOSIWV
TOU.'/ECKUWYE va TO ONKWOEI —-avNoUXNOE NWG av €ne-
PTE €va AKOPA eKeivn Tn oTiyun 6a Tov xTunouce
oTO KEPAAI. Koita&e To UAIKS. ‘HTav eAappU Kal Ka-
AunTtéTav and éva PpaAakd oTpwpa okovng. ‘Ecupe
TNV NaAdpn Tou SIAPETPIKA OTNV enipdvela. Eviwoe
oav va npoonabouce va avoi&el kKAnola JucTNPIW-
dn nUAN. To éva avTi Tou 6Aou, oKEPTNKE. Mdalee Ta
Tpia TeEpdxIa oTnv TodvTa Tou. MeTd Biag xwpouoav.
Aiyo nio KATw oTapdTNoE. EVIWOE KOUPAGHEVOG KAl
0 OYKOG TOV €uNddIZE VA NEPNATAGEI. ZUVEXICE MEXPI
Nnou £PTACE OTO KATWMAI TOU GniTIoU TOU.

Kal TéNog, éneita and noAAEG eEnynoelg, o YAUNTNG
6a ocupnAnpwve: «Eunpdg pou otekdTav o nola
avAaiynTtn pia 18€a oykwdng Kal dxapn. Asv E€pw
akpIBWg T ATay, dev pnopouca va Tn dlakpivw, €va
VEPOG nou dpxile anpdBAenTa va xpwuaTileTal (Kal
noiog €ine oTI N 13€a dev €xel Xpwua), TOCO UE ava-
OTATWVE.»

©eddwpog MNavvakng, Nightly built I, 2014
EAQQPOOKUPODENA, XUTEUUEVO AAOUMIVIO, MAACTIKO
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SUAAEYEl AenTaicOnTa aAvVTIKEIPEVA, TO ouvnBilel.
KaBwg diaoxidel Tnv nOAN Tuxaivel cuxvd va RBpebei
OE AYOPEC. TNV NPAYHATIKOTNTA KAVEI UMOAOYICI-
UEG NapaKAPYEIG YIa va nepdoel yEoa and Ta oTevd
SpoudKia KAl va KoITAEEl NPpocneEPVOVTAC ypnyopd
TOUG NAYKOUG. AUTA n ouvnBeia dev Tng anoond noAu
Xpovo. Exel TNV 1IKAvOTNTA va SIAKPIVEI TA WIKPA no-
AUTIHG NpdyuaTa dixwg va Pd&el. Koitddel ye évraon
BaditovTag, dixwg va oTAPATACEL TIG NEPICCOTEPEGQ
Qopéc de BAEnel TiNoTa KAlvoUpyIo OTIC MUKVES na-
PATAEEIC TWV NAYKWY, TWV PAPIWOV KAl TwV Nneodpo-
MiwV Kal cuvexilel akABeKTN TNV nopeia TNG. QoTdco
av @avei KATI 181aiTEPO, MIa EEXwPIOTA NPOocOAKn
J€oa oTo cwpd, To NapaTnpei auéowg. Mepvouv Ta
JdTIa TNG Ndvw and Tnv enipdvela Tou NPAyuaTog,
unoAoyilel Tov OykKo Tou, akdéua Kal TIG ab€aTeqg
NMAEUPEC TOou, eKTINA TO €1d1KO Bdpog, anoTiud TIg

AVTAVAKAJOEIG KAl unoBgTel TNV upn. Ta EexwploTd
AvTIKEIPeVa SlIakpivovTal akOPa Kal KpUUUEVa PEoa
oTh okovn. ETol kKal auth n Zuyapid.'ETol KAl N JIKpN
@paykokota. H Audia TonoBg€tnoe ndvw ota duo
ok€An TN Juyapidc éva auyd Kal TNV TAPIXEUMEVN
KOTA. Ta duo auTd avTiNnpoowneUouv €va onolodn-
note eUyog OMUOIWV N CUVOEOUEVWY HOPPWYV, KATA
NEOEKTACN KAl EVVOIWV. H YPAPPIKOTNTA TNG OXECONC
METAEU TOUG AUPICRNTEITAI OTOV TITAO TOU €pyou, O
onoiog eniTovidel Tnv acTdBela YeTA&U Aanapxng Kal
EMNIYOVIKOTNTAG. MPOKEITAI YIA Ui HETAPOPA OXETIKA
ME TN PEUCTOTNTA TWV VONUATIKOV AAANAOUXIWY, TIC
AAANAOENIKAAUYPEIG KAl Th BOAWON TWV opiwy, yia TO
adig€odo Twv TAIVOUIKWY UNOCTACIONOINCEWY Kal
TNV NAPOodIKOTNTA TWV MONTICUIKWOV/OVTOAOYIK®V
KABOPICUWV.

Audia Aaunaociva, H kéTa ékave To auyod i To auyd Tnv kéTa;, 2013

Zuyaplid, auyo, TApIXEUPEVN KOTA
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AUTEC Ol AenTEG METAAAIKEG pdBdol eival NTUccO-
MEVEG. AvanTuooovTal Kal cupnTucoovTal. To KUplo
OMWG XAPAKTNPIOTIKO TOUG eival Nnwg poldlouv e
TnAgokonia. Auo avTikeigyeva Ta onoia diabétouv
Jia TnAeokonikn d1dcTacn. Tnv NPAydaTikoTNTa N
HOP@OAOYIa TOUG MIAG HETA@OPIKA YIa TNV andoTaocn
KAl TO BAEPMPA. H TNAECKOMIKOTNTA ETUPOAOYIKA oN-
Jaivel Tn cuvdpTtnon Twyv dUo —Tn B€aon €€ anooTd-
CEWG— KAl Napanéunel oTn Aakavikn TonoAoyia Kal
oTN XWPOOETIKA S1ATAEN TNC EEWTEPIKNAG OVTAOTNTAG,
ToUu AAAou. To AAANo eival €va avTIKEINEVO TO onoio
AVTIOTOIXEl TNV EAAEIPN KAl OTNV ECWTEPIKEUPEVN
Sl1a@opd, OTO EKKEVTPO OTOIXEIOU TOU idlou. AuTO TO

AVvTIKEINEVO BpiokeTal ndvTa o€ andoTacon YECA OTO
okoniko nedio. ZuvioTd €va ANOPAKPUCHUEVO onuEio
TO OMnoio NnapakoAouBoUue cav KOUKKI®A HEcA GToV
onTIKO 0pifovTa. H KOUKKI®a pag KaBnAwvel Kal TQu-
TOXPOoVva pag evoxAei, To BAéupa dev nalvel va Tnv
akoAouBei, n KOUKKIda BpiokeTal yéca oTo BAEUUQ,
cav BA&BN Tou aupiIBAncTposldouqg. AuTAv napatn-
poUME KAl pag viveTal gupovn 10€a. lowg anoTeAel
Jia onn avdaduong Twv aduvaTtoTATwV. OI KATAOKEUEG
TNG ANTWC OUVICTOUV EKOOXEC MIAC TETOIAC AOYIKNAG.
AANOTE NApAnéunouv ce JIONTPEG KAl KEPAIEG, AA-
AOTE O€ CUCTAPATA NAPOXNG N EKBOANC. ZuyKpoTOoUV
€vav KOOHO and AIVIVHATIKEG UNXAVIKESG OIAUECOAA-
Bnoeig.

AnT® KdTtTtou, Non verbal communication, 2015

ATOAAI
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O MavwAng Mnapnoudong oTIG ApX€C TG OEKAETIAG
TOoU 'O0 akoAouBnoe pe akpifBela To €ékpuBuo nveu-
Ja TNG €noxng. Me elpwvikn d1d0eon kal d1ATNPW-
VTAG TNV KPITIKA andoTacn nou ATAV avaykaia yia
Va NPocdwWaoel OTO €PYO TO CUCTNHATIKOG, Napddo&o
UpOog Nou Tov SIaKPIivel, NnapakoAouBbnoe oTevd Kal
and NOAAANAEG OKOMIEG eKeivn TNV nNepiodo. DwTo-
VPAPNOoE OKUAADIKA TAKTOMOINUEVA KAl €TOIMA va
unodexToUV Ta NANON TwV SIACKESACTWY, PWTOYPA-
PNOE UNXAVAPATA AUTOMATNG avAAnyng, wToypd-
PNoe ypageia, opoiwg Kal Tpaneldikég Bupidecg. Mia
TETOla €IKOVA €ival KAl AQUTA NMoU NapouacidleTal 3.

‘Evacg d1ddpopog oTPWHEVOS ME NPACIVO NMAACTIKO

TANNTA KAl Ap@inAseupa nepifaiAiduevog and oel-
P€G Bupidwyv. To wxpd KITPIVO xXpwHa Twv Bupidwv
0g oUVOUAGCHO UE TO HOVATOVO NPACIVO dnuioupyouv

Jia aiocbnon ikTepou. NMPOKeITAl yia Pia eEAIPETIKA
anédoon TOU YPAPEIOKPATIKOU WnavdA, gia unoé-
KWPA EKPNKTIKA €kdoxN, n onoia avadeixbnke o€
onpaivouca alioOnTIKA TNG EAANVIKAG KaBNuePIvoTN-
TaG. Ol XWPEOI NoU anoTunwvel 0 MavwAng €ival oTiy-
WEg, eival wnpd KouudTia Tng 1oTopiag. O1 eIKOVEG
TOU KATOoPOWVOoUV va eyKAwRBicouv TNV NnepIppEouca
ATUOOPAIPA KAl PAVEPWVOUV UE EUXEPEIA TN OKEYN
TOU QPWTOYPAPOU. TN CUYKEKPIYMEVN NEPINTWON, O
OTIYMIAIOG EYKAWRICHOG HEoa and TO pWTOYPAPIKO
KAgioTPO TeAEiTAl UNG TO POVIMWS NAapdv capdovio
QAEYUA MouU JIATPEXEI TNV NMPAKTIKA TOU. H TAKTIKO-
TNTA TNG AIBOUGCAC, N APXEIAKA TEKTOVIKA TOU XWEOU,
eival gia pdpoa: €éva dIapKES GAATCGO Nou ClyoTpa-
VYOUDBIETAI KPATWVTAG TO {00 OTO EYRATAPIO TNG €nI-
@AIVOUEVNG VOUINOTNTAG.

MavdAng Mnapnouong, Xwpig TiTAo, 2001

EkTUnwon lambda
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O1XeAidec (AP-AE) eival évag avacToxaouog yia Tov
XWPO TNG AvAyVwoNng nou npokUunTel and Tnv avTi-
napaBoAn TNG oXedIACTIKAG AOYVIKAG Tou lepuavou
JOVTEPVIOTA TUnoypd@ou Jan Tschichold kal Twv
APNYNUATIKWOV SIEPWTACEWY TOU HETADOMICHUOU OTN
AoyoTexvid. Me To CUYKEKPIUEVO €pyo o MNMdvvng ava-
AoyileTal TO XWPO TG ceAIdAg o cuvAPTNoN PE TO
XWPO TNG AoyoTexviag. O Maurice Blanchot und tnv
ENNPEIO TOU onoiou dnploupynBnke auTtd 1O €pyo,
AOXOANONKE pe TN AsiToupyia Twv AEEEwV GTN YAWO-
oa Kal aveDEIEE TN ONPAGia TOU KOPUOU TOU KEINEVOU
—&vavTl TWV ENIMEPOUC YAWOCCIKWY OTOIXEIWV— OTN
dlapdépewon Tou vonpaTtog. Ta épia Tng oeAidag,

n TonoAoyia Tng avAyvwong Kal TNG YPAPNg Kal n
OUOXETION TOU KEIJEVOU, TOU NAAIGIOU KAl TOU NEPI-
Owpiou nou To NePIBAAAOUY, VivovTal UId HETAPOPA
yia Tov TpOMno Pe Tov onoio gykaBioctaTal, yodpeTal
KAl eNAaveyypA@eTal To vonua otov KOouo. H ceAida
3w avadueTal wg Nedio SOKIPNWY KAl UAIKA unodoxn
nou dnuioupyel MOAAANAEG enipAVEIEG ANMOBNAKEU-
ONG KAl CUVEMNAYOUEVEG IOTOPIKEC OIACTPWMUATW-
o€lG. Ta UNOKEIPEVA TNG YPAPAG, TNG APAyNong Kal
NG avdAyvwong akpoBaTtolyv oth nebdplo autou Tou
KOPMaTIoU and XapTi, TO NAPACKAVIO TG oeAIdag i
OTNV A0PATN OKNVOYPAPIKA UNXAVIKA TwV napaypd-
QWV KAl TWV d1acTNPATWV.

Mdvvng NMNanaddénoulog, ZeAideg (AP-AE), 2013

Yuwitunia

NMAPY®EZXZ KAl MEOOPIOI



MAPY®EZXZ KAl MEOOPIOI

To Noupepo 5 unnp&e 1o N0 NETUXNUEVO and OAOUG
TOUG KWOIKOUG yI’ auTo Kal eNIKPATNOE. Ta TEAeUTAia
xpovia napdyetal otnv Ivdokiva. Ta névrte npwTa
OMWG ERyalve oTn AUTIKA Tepuavia kal 6oca KoupdTia
€xouv Peivel and TOTE eival CANEPA CUAAEKTIKA KAl N
a&ia Toug avekTignTn. O HETAAAIKOG OKEAETOG, TO dlI-
atpnTo nepiBAnua, To Bapuévo KiTpIvo KAAuupa, oAa
ouvTeivouv TNV a&en€paoTn QIVETCA KAl TN dIAXPO-
VIKOTNTA ToU. ZUUBOAO KaBiepwuévo GTn cuveidnon
TOoU cUyxpovou avBpwnou, To Nouuepo 5 gival ¢pu-
OIKA unéoTaoN, YEYOVOG aVEEITNAO, EVTUNWHEVO VIA
navTa géoa oTo BAEPUA. TNV AUBEVTIKA TOU EKDOXN
T0 5 cuvodeudTav and KaBpEnTn yecaiou peyEBoug.
Enpdkelto via kaBpéntn dINANG oYewg: dianepa-
T76¢ and Tn pia NAsupd, XwPIc eniocTpwon apyupou,
oav KoIvo T¢AuI, eV and TNV AAAN AeIToupyoUoe WG
kdTonTpo. O1I KaBpénTeg SINAAG OWewWG €ixav POAIG
KUKAo@Qopnoegl aAAd eixav diadoBei noAu ypryopa.
XpnoigonoloUvTayv KUPIiwG 8 XWPOoug Onou UNnpxe

avdykn yia abéatn napatipnon, eniBAeyn A HEAETN
onoloudnnoTe avTikelyévou. QoTéco To Nouuepo 5
TOV MEPIEIXE OTN CUOKEUAGIA YIa AOYO (QAIVOUEVIKA
aveEAynTto. Mg Tov KaIpd ACPAAWG EYIVE KATAvVON-
76 OTI AuTO TO NPACOETO ATAV TO NPAYMATIKO NMAgO-
VEKTNUA TOU npoidvTog. O kaBpéntng dINARG dWng
npokaAei To Aeyduevo ghosting, yia axvi avtavd-
KAQon nou dnpioupyel TNV evTUnwon TnG oKIAG Tou
AVAKAWUEVOU AVTIKEINEVOU. ANAAdA PIa pACUATIKA
eIkOva nou napeuBAAAeTAl avAUESA GTOV KABPEPTN
KAl OTO €idWA0. ZAPEPT, NMOU Ol KOBPENTEG ENICTPW-
ong apyuUpou KaTtapyouvTal yia Adyoug dnpdoiag
UYEIQg, TO 5 KUKAOPOpPEI oTNV ayopd PJe To BondnTikd
€i®WAO TOU, €va aAVTIKEIYEVO OUOIO N CUVAQEG TOU
npowTtoTunou. To 5 €/dwAo, EUNOPIKA OVOUAGIia nou
£xel kaBiepwBei nia, eival To andéAuTto eEApTNPA TNG
MNOAUMOPPIKAG oxdong. Kal To KUpldTEPO, d1ATNPEI TO
id10 KiTpIVO Xpwua ue To NoUpepo 5 Tou epyocTaciou
NG AUTIKNAG Mepuaviag.

KwoTtag Taxndaldng, Ghosting number 5, 2015
=UAo, Upacua, NAACTIKA HepBPAVN, Nicod, XpWPa, pnTivn
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O1 OveEIPONWANRCEIC EVOC UOVAXIKOU MEQINATNTI €ival
uia ogipd dpdoewyv KAl £€va apxeio Nou acxoAouvTal
ME TOUG oUyxpovoug TPOMOUG Kal TNV 10TOPIKOTNTA
NG nepinAdvnong. MpdkKeITal yia PJia avacToxXaoTl-
KN MPAKTIKA nou B€Tel wg KUPIo dlakUBeuud TNG TN
Slgpelvnon TOU VOAPATOG KAl TWV KATABOAWY nou
TN OUYKPOTOoUV. H cuykekpipévn digpelvnon Eeki-
vd JE €PEUVA NNYWV KAl avAkKAnon d1adpouwy nou
npayuatonoincav otnv EAAGSa o1l Adpdog Byron,
Gustave Flaubert, Hugo von Hofmannsthal kal Martin
Heidegger kal €€epeuvd niBavd ixvn nou denoav
nicw Toug o€ NePIOXEG dnwg ol AeA@oi, n ABrAva, To
KwpuUkelo AvTpo, 0 AKPOoKOPIVOOQ.

To €pyo €ival opyavwuévo o€ evOTNTEG Ol OMOIEG
AVTIOTOIXOUV O& Ke@AAala Tou BIRAiou Tou Jean-
Jacques Rousseau OveiponwAnoei¢ evog Lovaxikou
nepinarntri. KdBe ke@dAaio apopd pia diadpoun Kai
OXETICETAI ME PIA OUYKEKPIUEVN avalnATnon. Mpdkel-

TAl YIO PIa CUVOAKN KATd TNV onoia TO UMNOKEINEVO
TNG A@AYNoNG CUVOEETAI WE TO TOMNIO KAl MPAyPATO-
nolei yia d1adIkacia avayvwpiong Kal TauTiong. AUTh
N ouvONAKN OVTOAOYIKAG WETATONIONG Npo&evei éva
dvolyua Tng avlpwnivng Katavonong Kal TNG EUNEl-
piag, dnAadn €va dvolyua otov Tpono TEAECNG TNG
Zwng. O1 TonoBecieg nou eniAéyovTal gival €iTe ap-
XOAIOAOYIKOI XWPO!I €iTE ONPEIA TNG KABNPEPIVOTNTAG
O€ ENAPXIAKEG MEPIOXEC N aTNV NOAN. AANOTE pno-
pei va eival akOPa KAl JId NEPIOPICHEVN VEWYPADIKA
6éon, 6nwg éva Bpdxog i pia onnAid. H aicOnTtnpiakn
avTiAnyn Tou Toniou oe cuvdUAGCHO JE TN MEAETN KAl
TNV NEPINYNON, CUVIGTOUV TOV MUPAVA TNG MPAKTIKAG.
H epeuvATpia eoTidlel oTnv avdduon Tou BAEUUATOG
KAl TNV anoKPIon TOU CWPATOC KATA Th d1dAoXIoN Xw-
PIKWV EKTACEWV KAl OTN CUVEXEIA eMITEAEl dpdoeIg
eni TONOU Kal cuyypd@el €va Keipevo ocUvBeTO TO
onoio diatnpei ZwnENA TN CWPATIKA JVAN.

XapikAgia Xdpn, OvelponwAACEI§ EVOG HovaxikoU nepinatnti: AeAgoi, 2009-2015
DdwToypapia, oxédia, eNTonieg dPACEIS, APXEIAKO UAIKO
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>e €va Keiyevo via 1o Aakavikd BAEuua, o Jacques
Alain Miller oxoAidlovtag Tn @aivouevoAoyia Tng
avTiAnyng Tou Merleau-Ponty, onueivel: «Auto rnou
eival w¢ ue BAEner. [...] Aev npdKeITAl HOVO VIA TO
OTIauTO NOU €ival PwG KME KOITAEI, AAAG eival akpIBWS
auTd nou gival ewe nou Pe BAENEI, Kal yia auTo, via
Va JE KOITAEI 0 AANOG, XWPIG va JE BAENElI HECW EVOG
JaTioU, dpkei To pwg va xdoel Tn diagpdveld Tou, ap-
KEl va akTIVORBOAEl, apKei va KaBpe@Tilel, apkei pia
avTavdkAaon, apkei va dwaoel yévvnon, oTo Bd6og,
oe pPia adla@dvela Kal og Pia KNAIda NpoKeIugvou
o0 AANOGC va pe KoITAel» Evd aAAoU CUPNANPWVEL,
«AANANG KATI aAAACel OTav, uéoa oTo Nedio Tou AAAOU
WG PWTOG, eppavideTal n KNAida nou, oTo BABOG, €XeEl
a&ia BAEUPATOC Nou PEpeTal NAVW OTO UNOKEIUEVO.
[...] Kai eival yia autd nou o Aakdv unopei va nel: o ni-
vakag eival yéoa oT1o PATH AAANG ey gipal yEca GToV
nivaka. [...] H idia n AeiToupyia Tng KNAidag eival va

£10AYEl TO UNOKEIUeEVO PEoa oTo BE€apa Tou KOOUOU,
va TO €l0dyel Héoa OTOV Nivakd, Kal, oplakd, va To
KAVEI va yivel KNAISa.»

O KwvoTtavTivog XaTtZnvikoAdou Ue To GIAM EX napa-
KOAoUBEei Tnv nopeia Tou pwTOG ECA CE pIa aiBou-
oa. To owg nepvdel and 1a napdbupa kal diaypd-
@el pia andéoTtaon ndvw oto ddnedo, nepiAoulel Ta
nAakidia, To NAaicio Tou napabupou. AuTd TO PWG,
TNG cUVTOMNG WA NMUKVAG Talviag Tou KwvoTavTivou,
eival and eKeiva Nou Pag KoOITOUV KAl JAC MEPIEXOUV.
And ekeiva nou cav kKNAida opBwvovTal JEca oThv
KépNn Tou PaTioU Kal pag petatoniouv oe évav VEO
XWPO, 0€ €va JIECTAAPEVO OPIO: PHAG EYXEOUV OTNV
TonoAovia evog nediou eEwTEPIKOU Nou KATA TPOMO
P100NACTIKO HAG ECWTEPIKEUEl, PMAG EYKOAMNWVEI,
Jag nayidevel HEcA OTNV EKTUPAWTIKA AduPn evog
oKomnikoU onueiou nou dev €xel B€ua, diatnpei pévo
TNV UNVWTIKA 1I6XU TOU NOAWMEVOU PWTOG.

KwvoTtavTivog XatZnvikoAdou, EX, 2013
YnpionoinPévo @IAY colnep 8
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Ta kepid, N €AAXICTN UAIKA JOP®N APIEPWUATOG,
E€XOUV EMITEAECEI VIO EKATOVTADEG XPOVIA CGE CUM-
BOAIKO €ninedo: ToO AENTOKAUWMEVO KEPI OTEKEI WG
KATAAoOINO, apxéyovo apparatus nou AsiToupyei avTi
NG Kablepwuévng Buciag. To ene€epyacuévo npo-
0V TNG MEAICOCAG, PE TN XAPAKTNPICTIKA ZeOTA, {wi-
KA OCMN, unopei va BewpnBei JETWVUMIKA HOP®PN N
UETEEEANIEN TNC avBpwnobuciag kal Tng Buaciag Tou
wou. Ta KepId O0TO BPNOKEUTIKO CUYKEIMEVO UMO-
oTnpidouv TEAETOUPYIKA TNV MPOCEUXN, TNG divouv
UAIKO anoTunwua. ‘Eva anotunwpa nou oTo TEAOG
TOU ekKKANGCIdouaTog pével we evandBeon Kal cuo-
OWPEUMEVO IXVOG TNG METAQUOIKAG OKEWNG. AuTO
TO IXVOG NEPICUAAEYEI O KWoTAG KAl TO METANAABEI
EVTACOCOVTAC TO OE PIA VEA NAACTIKOTNTA KAl KUPTWG
og Jia avavewpévn gvvoloAdynon. O1 SIaPOPETIKEG
OUVOPMUOYEG KEPIWYV MOU €XEl KATA KAIPOUg dnuloup-
YACEI ouyKkpoToUv pia dladikacia avacToxacpou
nAvw oTo cUYXPOVOo vONUa TNG EKKOCUIKEUONG. EKei-
VO TO onoio B€Ael va KAVEI ENPAVEG N CUYKEKPIME-
vn gpyacia eival To népacua anod Tn Bgoyovia kal Tn

OPNOKEUTIKA UNXAVIKA, OTN VEWTEPIKA SOPR Kal Th
AOYIKA TOU povTepVIoUoU. ZUUPwva Pe Tov idlo, «H
VEWTEPIKOTNTA, ONWEG KAl N NOAITICHIKA TNG €KPAV-
on, O MOVTEPVIOMOG, €ival €upopTol Npoonabeiwyv
avacuoTaong Kdanolag oAdTnTag, dAAoTe Péoa and
TAa MEYAAQ 1I8€0A0OYIKA apnynpaTta kal dAAote and
TIC ouvexeic naiivdpounoeig kKal Ta ddveia and To
napeAbov. QoTdéc0o, Pia TETola OAOTNTA €ival NAEovV
aduvaTo va avacuykpoTnBei. EUAoya, o1 KAAAITEXVI-
KEC ANONEIPEG TOU UOVTEPVIOUOU deV KATOpOBwaoav
napd va enavacuvd€oouV Tov KOCGHUO TNV OAOTNTA
TOU, AAANQ pE gMPAVEIC auTh TN PopPd TIG CUPPAPEG,
TA onNMEia TIG eENAvVAacuUyKOAANoNG A TnG KANwWG AToa-
ANC ENAVATAKTOMNOINCAG TOU.»

Mia TE€Tola eupavA enavaTakTonoinon enixeipei €dw
0 KwaoTag, yia pia akdpn gopd, o€ Pid akopa diago-
PETIKA AAAG napeppepn ekdoxn. Mia ekdOxXN TAKTO-
noinong OPNOKEUTIKWY UNOAEINUATWY KAl EI0AYWYNAG
TOUG O€ PIa NAVTOTE aTeAn ueTdRaon, G Yia cuvon-
KN akaTdoTaTnNg HEBOPIAKOTNTAG.

KwoTtag Xpioténoulog, Xwpig TiTAo, 2015
Xpnoipyonoinuéva Kepid, Gidepo
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Aristide Antonas and Petros Moris, The structure of observation, 2015
Construction of new material for observation from the ruined pavilion and the museum of Delphi

The structure of observation is a note on the topology of the gaze, the recognition of the one across and the
mental connection of space, time and the scopic objects within these dimensions. The landscape around the
Museum of Delphi and the ruins of the stone-built Pavilion served as the outline for constructing a dialogue
about the relation between observer and observed, geographic and visual scales, natural and manmade environ-
ment. Proximity and distance, the familiar and the Other, the local point of reference and the scopic field were
all relativised and arranged in proportion to the theatrical stage and in conjunction with the questions posed
by the historical significance and the synchronic condition of Delphi. The gaze performed according to set pa-
rameters which led to the process of defining the extraneous entity through the protocol of supervision of the
referential field. The project evolved through the synthesis of a series of disparate objects: digital images from
the ephemeral work on the ruined pavilion, satellite records from parts of the region, casts taken from elements
of the landscape, samples of geological material. All these are installed under the condition of a complex process
of displacement which takes place in the institutionalised context of the archaeological site. The various stages
of exploration of the site and its meanings, just as the journey made by the two artists and the curator from
Athens to Delphi, the stopovers and the obstacles that occurred and determined the pace and the span of their
discourse and activities — all these constitute an inevitable and integral part of the project. A key moment in
this course was the awkwardness before the condition of surveillance of the forest security unit which keeps an
observation point next to the ruined building. This prismatic assemblage is shown both in the exhibit presented
by Aristide Antonas and Petros Moris at the Archaeological Museum of Delphi and in the marginally visible trace
they left on the observatory.

Nikos Arvanitis, Horizon, 2015

Glass, iron, rubber, water

The Horizon of Nikos Arvanitis comprises seven glass containers mounted each on a metal stand and intercon-
nected by plastic tubes. This closed system of communicating vessels is like a model that shows the mechanics
of aquifers. According to this structure, we must picture the jars as lakes and the tubes as underground flows and
springs. The system contains water. The level of water is the same everywhere, running across the entire system
and forming a seemingly broken horizon. The cuts and narrow passages do not hinder the flow. Although the
vessels are of different sizes and shapes, the fluid forms a straight line. Nikos borrows this equilevel logic from
an earlier work of Eftychis Patsourakis with the same title (2011), which was made using pre-existing seascape
paintings. The transcription of seascapes into vessels represents an interesting shift: here the painted ready-
mades (the amateur seascapes assembled by Patsourakis in Horizon #6) are turned into industrial containers.
The containers make up a self-contained system characterised by discontinuous associative transmutations, the
delineation of space and a repetitive structure that references the logic of Lacanian topology: the liminality of
traversing, continuity through the cut, repetition, return.

Kostis Velonis, Speakers’ corner, 2015
Wood, blocks of granite, bronze

A speakers’ corner is a spot where one can talk freely. One can step onto a small pedestal permanently set there
and present a thought. The spatial designation in the case in hand does not point to a specific set of coordinates
but to any site dedicated to free speech. The demarcation of such a site suggests that freedom of speech does
not exist under normal conditions, hence a special structure is provided to allow free speech to be articulated.
Thus arises a recognizable architectural typology where free speech can henceforth be performed. Freedom
of speech becomes a theatrical metaphor of the truth, while the site where it occurs and the infrastructure that
hosts it comprise a system, a spatial contract through which we proceed to acknowledgements and distinc-
tions. Inits turn, the performative aspect of the infrastructure itself supports the dramatisation of speaking and
receives a series of intonations, gestures and prosodic qualities.

The Speakers’ corner of Kostis recalls the cultural moment of the struggle for free speech as it arose from the
public demonstrations at London’s Hyde Park in the second half of the 19th century. This moment is re-examined
here as a version of surplus-jouissance: a version which took over speech by devising a new type of address and
promoted the conviction of conveying the truth to the listener-Other — a claim that always remains irresolute.
The speakers’ corner constitutes a liminal topology of the voice, whereby the transmitter enjoys the act of speak-
ing while the recipient is unable to receive it.

Paky Vlassopoulou, It is all white, 2014
Shelves, white clay

In the archive of the future the exact contents will not matter, and nor will the shape, the colour or even the value
of the archived items. Everything will be white. One could say that the work of Paky Vlassopoulou is futurologi-
cal. It is a self-contained, small-scale display whose format and content reflect a logic of classification. Delicate
plaster objects are placed on white metal shelves mounted on vertical rails, in a pattern that could be imagined
as a grid on which a collection is arranged. In /t is all white Paky emphasises the performance of the signifier
exhibition and the signifier archive by presenting an array of non-recognisable material. The layout itself and the
mechanics of the showcase, the rectangular shape of the installation and its whiteness — all these elements sug-
gest a screen. The shapeless plaster casts arranged along the horizontal surfaces function like blots scattered
on the gaze.

Zoe Giabouldaki, Pink eyeball’s pong, 2015
Bronze, aluminium, iron, polyethylene

The gaze moves only minimally as it follows the two directions, towards the table’s both ends. Every-thing is in
a single space, where one could watch Zoe playing as one prepares dinner. The balls bounce and roll away to
the ends of the room. The ping pong table is covered with a shiny blue material. The texture is pleasant, and we
leave our stuff on it. We played a few times —not me— and the summer ended quickly. Zoe decided to create
a work to preserve the feeling of ping pong, the presence of the large table in the open-plan space. She found
some pieces of blue polythene similar to that on the table, cast some defective brass plates like the ones she
had once found in an open market, and fitted them into the slots of some tireless inventor’s failed construction.
The sculpture looks like a technological landscape. It may be a trace, what is left from the mornings before the
vast view of the sea.

Theodoros Giannakis, Nightly built I, 2014
Lightweight concrete, cast aluminium, plastic

Nightly built | is a series of pieces of lightweight concrete, chunks of plaster held together by metal supports
and cast hooks that look like claws — a construction that the artist devised at a later stage. First came his sud-
den encounter with those small pieces. He came across these scattered fragments, pieces of the city itself. Their
energy radiated like a monitor. He transferred this energy to the metal by polishing it. Excerpts from an ongoing
story he did not want to tell; he only wanted to let these remnants of infrastructure to hint at the whole of which
they were part. The concrete spectrum of the city was steaming and the walls melted in the summer dampness.
As he walked, he heard a noise behind him. Two or three pieces had fallen off the wall of the building, one of them
almost in front of his toes. He bent down to pick it up, worrying that if one more piece were to fall right then it
could hit his head. He looked at the material. It was soft and covered with a soft layer of powder. He ran his palm
diagonally across the surface. He felt as if he was trying to open some mysterious gate. The part instead of the
whole, he thought. He put the three pieces in his bag; they barely fitted in it. After a while he stopped. He felt
tired, and the bulk made walking difficult. He went on until he reached the door to his house.

Finally, after many explanations the sculptor would add: “There was this bulky and ungainly idea standing before
my in an insolent pose. | didn’t know what it was exactly, | couldn’t make it out; it was a cloud that suddenly
started to acquire colour (and who says that ideas have no colour), and it upset me so much.”

Lydia Dambassina, Which came first, the chicken or the egg?, 2013
Scale, egg, stuffed chicken

She has this habit of collecting fine, delicate objects. As she walks in the city she often chances upon open
markets. In fact, she makes deliberate detours through the narrow lanes to take a quick look at the stalls as she
walks by. It’s not a time-consuming habit; she has this ability to discern small, valuable things without searching.
She just looks intently as she walks, without stopping. Most times she sees nothing new in the packed displays
on stalls, shelves and pavements so she walks on. Yet if something special should appear, an outstanding new
addition to the heap, she notices at once. As her gaze scans the surface of the object she calculates its volume,
even its invisible sides, estimates the specific gravity, evaluates the reflections and imagines the texture. Special
objects stand out, even when covered with dust. So it was with this balance scale, and so it was with the little
guinea fowl. Lydia placed an egg on one side of the scale and the stuffed fowl on the other. These two objects
represent any pair of identical or linked forms — or, by extension, concepts. The linearity of the relation between
the two is questioned by the title of the work which points to the irresolution between origin and descent. It is
a metaphor about the fluidity of conceptual sequences, about overlaps and blurred boundaries, about the im-
passe of taxonomical precepts and the transience of cultur-al/ontological pronouncements.



Lito Kattou, Non verbal communication, 2015
Steel

These thin metal rods are collapsible. They can be lengthened and shortened. Yet their main feature is that they
look like telescopes: two objects with a telescopic dimension. In effect their morphology speaks metaphorically
about distance and the gaze. The etymology of telescopic, looking from a distance, points to Lacanian topol-
ogy and the position of the external entity — the Other. The Other is an object which corresponds to lack and
internalised difference, to the eccentric element of the self. This object is always at a distance within the scopic
field, constituting a remote point that we see as a dot within the visual horizon. This dot is at once arresting
and annoying, and the gaze never stops following it; the dot is in the gaze, like a blemish on the retina. We keep
watching it and it becomes an obsession. It may constitute an opening for the emergence of impossibilities. The
constructions of Lito are versions of such a logic, alluding sometimes to telescopes and antennas and sometimes
to sys-tems of supply or expulsion. They make up a world of enigmatic mechanical mediations.

Manolis Baboussis, Untitled, 2001
Lambda print

In the early ’O00s Manolis Baboussis followed closely the irregular spirit of that time. In an ironic mood, and keep-
ing the critical distance necessary for his work to have his typically systematic and paradoxical style, he moni-
tored that period closely and from multiple viewpoints. He photographed popular-music night clubs all tidied
up and ready to receive the throngs of revellers; he photographed ATMs and offices; and he photographed bank
vaults like the one we see here: a corridor lined with green vinyl and framed by rows of vaults on both sides. The
pale yellow of the vaults combines with the dull green to create an impression of jaundice. This is a masterly
rendering of bureaucratic banality, a subtly explosive version of what became the prevalent aesthetic of Greek
everyday reality. The spaces snapped by Baboussis are moments, vivid parts of history. His images manage to
capture the am-bience and clearly reveal the photographer’s thoughts. In the case in hand the momentary cap-
ture through the shutter takes place under the artist’s ever-present sardonic phlegm. The neatness of the room
and the archival layout of the space are a farce: a permanently out-of-tune accompaniment which is sang sotto
voce to the march of superficial legality.

Yannis Papadopoulos, Pages (L-R), 2013
Relief print

Pages (L-R) is a reflection on the reading space that results from a juxtaposition of the design approach of the
German modernist typographer Jan Tschichold and the narrative quests of post-structuralism in literature. In
this work Yannis reflects on the space of the page in relation to the space of literature. Maurice Blanchot, under
whose influence this word was made, looked into the function of words in the language and highlighted the im-
portance of the corpus of the text —as opposed to individual linguistic elements— in the formulation of meaning.
The boundaries of the page, the topology of reading and writing and the correlation of the text, the boundaries
and the margins around it become a metaphor for the way in which the meaning is established, written and
rewritten in the world. The page here emerges as a testing field and a receptor that creates multiple storage
surfaces and the resultant historical layers. The subjects who write, narrate and read are balanced on the border
of this piece of paper, behind the stage of the page or in the invisible mechanics of the stage-set of par-agraphs
and spaces.

Kostas Sahpazis, Ghosting number 5, 2015
Wood, fabric, film, pitch, paint, resin

Number 5 was the most successful of all models and so it prevailed. In recent years it is made in Indochina.
Originally, however, it was made in West Germany and any examples surviving from that time are now priceless
collector’s items. The metal frame, the perforated shell, the yellow cover, all these contribute to its unique finesse
and timelessness. Established as a symbol in the conscience of today’s man, Number 5 is a tangible presence, an
indelible event forever imprinted onto the gaze. In its original version, Number 5 came with a medium-sized mir-
ror. It was a one-way mirror, transparent on the one side, like plain glass without a silver coating, and reflective on
the other. One-way mirrors had just been introduced, but caught on quickly. They were used mainly where there
was a need for unseen observation, surveillance or study of something. Yet it was included in the packaging of
Number 5 for some seemingly inexplicable reason. Of course, over time it was realised that this extra item was
in fact the true advantage of the product. An one-way mirror produces the so-called ghosting, a faint reflection
that gives the impression of a shadow of the reflected object — a spectral image that comes between the mir-
ror and the object. Now that silver-coated mirrors are phased out on health grounds, number 5 is sold with its
auxiliary reflection, an object identical or similar to the original. 5 reflection, as per its established trade name, is

the absolute accoutrement of polymporphic fission. Above all, it still comes in the same yellow colour as the old
Number 5 from the West-German factory.

Hariklia Hari, Réveries du promeneur solitaire: Delphi, 2009-2015
Photography, drawings, performance, archival material

The Reveries of a solitary walker is a series of actions and an archive about the contemporary ways and the
historicity of wandering. It is a reflective exercise whose main objective is to explore the meaning and the roots
that make it up. This specific exploration begins by going back to the sources and recalling the journeys made
in Greece by Lord Byron, Gustave Flaubert, Hugo von Hofmannsthal and Martin Heidegger and looking for any
traces they may have left behind in places like Delphi, Athens, the Korykian Cave or Acrocorinth.

The project is divided into units that correspond to the chapters in Jean-Jacques Rousseau’s Réveries du prome-
neur solitaire. Each chapter is about a specific journey and a specific quest whereby the narrator becomes asso-
ciated with the landscape and carries out a process of recognition and identification. This condition of ontologi-
cal shifting helps to open up human understanding and experience, i.e. open up the way in which life is lived. The
selected places are either archaeological sites or everyday locations in the countryside or the city. Sometimes
it can be a specific geographical position such as rock or a cave. The sensory perception of the landscape in
combination with studying and touring make up the core of the practice. The researcher focuses on the gaze and
the response of the body as it crosses an expanse of space, after which she performs actions in situ and writes a
complex text which preserves the bodily memory intact.

Constantinos Hadzinikolaou, EX, 2013
Digitized super 8 film

In a text about the Lacanian gaze, Jacques Alain Miller, commenting on Merleau-Ponty’s phenomenology of
perception, notes: “That which is light sees me. [...] It is not just that that which is light sees me but it is precisely
that which is light looks at me, so for the Other to look at me without seeing through an eye it suffices that light
sheds its translucence, that it radiates, that it mirrors, that it gives birth, deep down, to an opacity and a stain
so that the Other can look at me.” And elsewhere he adds, “something changes when, in the field of the Other
as light, a stain appears which has the value of a gaze directed at the subject. [...] And this is why Lacan can say:
the painting is in the eye, but | am in the painting. [...] the operation proper to this stain, is to bring the subject
himself into the spectacle of the world, to bring him into the picture, and at the limit, to turn him into a stain.”
In his film EX Constantinos Hadzinikolaou follows the course of light in a room. The light comes in through the
windows and traces a distance on the floor, drenching the floor tiles and the frame of the window. This light in
the short but densely packed film of Constantinos is of the kind that looks at us and contains us; of the kind that
rises like a stain in our retina and moves us to a new space, an expanded frontier; it brings us into the topology
of an external field that internalises us in a radical way, engulfs and traps us in the dazzle of a viewpoint that has
no subject, only retaining the hypnotic pow-er of polarised light.

Kostas Christopoulos, Untitled, 2015
Used candles, iron

Candles, the minimum tangible form of votive offering, have performed on a symbolic level for hundreds of
years: the slender candle stands as a relic, a primordial apparatus that takes the place of the usual sacrifice.
This processed product of bees with its characteristic warm, animal smell can be seen as a metonymic form
or an evolution of the sacrifice of humans or animals. In a religious context candles offer ritualistic support to
prayer, giving it a tangible imprint. At the end of Mass this imprint remains as residue, as the accumulated trace
of metaphysical thought. It is this trace that Kostas collects and remoulds into a new form and, above all, a new
conceptualisation. The various assemblages of candles he has made over time constitute a process of reflection
on the current meaning of secularisation. What this project wishes to demonstrate is the passage from theogony
and religious mechanics to the modernist structure and the logic of modernism. As he says, “Modernity and its
cultural manifestation, modernism, are full of attempts at restoring some totality, sometimes through major
ideological narratives and sometimes through constant regressions and loans from the past. Yet such a totality
can no longer be restored. Not surprisingly, when modernism’s artistic attempts did manage to reassemble the
world in its entirety, this time the seams were obvious — the joints were it was patched back together, the traces
of its somewhat clumsy tidy-up.”

It is such an obvious tidy-up that Kostas attempts here once again, in yet another different but similar version.
A tidy-up of religious remnants and their introduction into an always imperfect transition, a condition of untidy
liminality.
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