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To The Symptom Projects eival pia nAatgoppa nou
otoxeUel otn SlEPEUVNON TOU «OUPNTWHATOG» OTNV
Téxvn. To «OUPNTWHA», AUTA N OKOTEWVN EpNelpia tng
Aakavikng YuxavdAuong, to yAwaooikd oupBav nou Stabétel
10 ab1aBeto (xvog Tou Npaypatikoy, To apavépwto xvog
TOU Npdyparog.

YuvepyalOpevo pe KAAAITEXVEG, EMPEANTEG, BewpnTikoUg
Kal Aoyotéxveg To The Symptom Projects yivetat €tot évag
T6nog okéWNG aAAd padi kat éva nelpapatikéd gpoépoup nou
e ekBeTLaKEG HPaCTNPLOTNTES, OTPOYYUAEG Tpdnedeg Kal
KELPEVIKEG NAPaywVEG enxelpel va dlepeuvnoel autd to
axaptoypdgnto andBepia nou givat dpwg Kal N KATaywylkn
avagopd tou onoloudnnote £pyou.

H exBeotaxn dpaotnpiétnta tou The Symptom Projects
e€eAiooetal og 6Uo ekBealakoUs KUKAoUG. Tov KUKAO
tou The symptom nou eival kupiwg etnoleg opadIkég
€kBEoELG oUyxpovng TéxvNG Kal To KUKAo tou Es-optron
rnou €ival pla oelpd ETNoLWV PWTOYPAPIKWY EKBETEWV.

Ol ekBéoelg nAalolwvovtal kaBe popd and ouvavinoelg
OUYYPAPEWY Kal and NapactAcelg NEPAPATIKAG HOUGIKAG.

Apostolis Artinos
Kostas Christopoulos

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.



/Toupmpéc

H 16¢a Tou Touplopou ivar 16iaitepa ouvdedepévn pe tnv EAAGSQ,
kabwg n EAAGSa padi pe tnv ltaAla unnp€av napadootakof
npooplopol ta&idbioy noAU nplv opyavwBel N PETAVEWTEPIKN
Blopnxavia tou touplopou. Ztov 200 albva n Blopnxavia tou
TOUPLoPOU ouvoEBNKe pe KopPikd ¢nthpata nou kabdpioav tn
pualoyvwpia tou. Ot PETakIvoELS yla TNy Uyeia, tnv ékBeon
atov NAlo Kal Tnv napapovn otn BdAacoa, oxetiotnkav 1dlaitepa
e TNV enoUAwaon acBevely Nou TaAdvioav To NPwTo Yoo Tou
200U alwva, npv yivouv tponog dlackédaong yla t (PIKPo)
peoaia té&n kat va ouvdeBouv e TIG NMANpWEVES AdELEG Slakonwy,
TNV avgnon tou eAelBepou xpdvou aAAd tautdxpova va
anoteAéoouv TpOMo unepavanAnpwong kat anonpiwong, nou
OUVSEOUV TA TOUPIOTIKA KivnTpa PE TIG EAAEIPEIG MOU NpoKUNTOUV
anoé tnv kabnpepvn {wh autwv Twv oTpwHAtwy. Metd tov
beltepo naykdopio noéAepo ta ta&idla npowbnBnkav wg Pépog
NG dinAwpatiag, eved n enavdotacn Twv PEowY PETapopds
ENEKTEIVE OTIG PALEG To Sikaiwpa tou tagidiol. O Touplopog
enétpee o€ NANBoG avBpwnwy va IKavonolnoouy TNV NEPIEPYELA
TOUG, va SleupUvouv toug opiloviég Toug Kal va SlekdIknoouv
10 Sikalwpd toug otnv kaAonépaon. Tautéxpova SPwG, TO
TaidlL kal o Touplopdg ouvdEBNKav dppnkta We Ty olkovopia
Tou Bedpatog, Pe TG NPakTikéG BeopoBeTnpévng oupnepIPopds
EUPUTEUPEVEG O€ éva aUvoAo oupBdoewy nou neplhapBavouv
10 Bedobal, ta aflobéata, th pwtoypapia, Tnv ayopd oouBevip
aAAd kal Tnv Naykooplonoinpévn olkovop(d, Nou oapwvel pe
Tov {610 Tpdno to KoAoooaio, tn Ntioveidavt, to ToepvouniA
Kal to Ntaxdou.

Efval yvwotd nwg n ouvBnkn auth oupnepIAapBAvel pia OToIXELDON
oknvoBeoia and toug evopxnoTpwTEG NG ePnelpiag. Ma va
napappdooupe Tov Mndoupay, ekel, ta kabe eidoug SoAwpata
Sivouv tnv evtUnwaon enBupLy, ol NIECELG TNV EVTUNWON
npoBéaewy, n anonAdvnon tnv evtUnwaon tng ANYNG anopaoewy-
0Ta TOUPLOTIKA KEVTPA, OTNV KATAVAAWON EPNELPIAOV KAl
OUOOWPEUONG avapvnoTIKwy, n e€aptnon SlaAletal Peg tnv
eAeuBepla, kal n eAeuBepia avalntel tv e€dptnon. Auth n
oToIXeldng oknvoBeaia kavel tov kbéopo va polddel anépavia
AnLog, neiBrnviog otig eniBuplieg kat otig 1dlotponieg Tou toupiota,

EAnida Kapapnd
Iukepia XtaBonouAou

étolpog va tov efunnpetnoel. “O aloBntikonolnpiévog KOGHO0G
efval o kKGopOG Nou Katolke{tal and toug toupioteg™.

Yhpepa, ot ténol dev duvatal va yivouv mAéov katavontol wg
autdpkelg N w¢ ta onpeia énou Bliivetal To PeyaAUtepo PEPOG
g {wng evédg avBpwnou. Molalouv NepIooOTEPO LIE NEPIOXES
PONG pE Mopwdn dpla nou xapaktnpilovtal and peuototnta. O
TOUPLopG ANOTEAEL pia onpavtiki MTtuxn TNg NayKooplonoinong,
4vtag PéPoG VoG UMOOUVOAOU plag PEYAANG Kal ETEPOYEVOUG
naykdopiag Spactnpidtntag n KivnukotnTag, nonoia nepAapBavel
enfong Tn petavaoteuon, Ty naiivvéotnon, tn dlaonopd Kat
AAAEG UNOXPEWTIKEG KABWG Kal EEAOVTIKEG HOPPEG PETAKivNONG,
H évvola tou “avikely” og oxéon pE To XWpo, TiBetal und ap-
@LofriTnon, eVOYEL Tou NpoBANpATIKoU XapakTnpa Katnyoplonol-
Noewv 6nwg To tonikd npoabloplopévo dinoAo olkodeondtng/
€MNLOKENTNG, TO onoio anoteAoloe Pacikd xapakINPIOTIKG TNG
KOWVWVIKAG 0X€0NG TOU TOUPIOTIKOU OUOTAPATOC, KaBws Kal
EVOWEL TNG XApa&ng dAAwv napdpolwy otabepwv TAUTOTIKWY
opiwv. Ol TaUTATNTEG OUVEXWS OUYKpoToUvTal, avanapdyovral
Kal avtaywvidovial 0€ GUYKEKPIPEVEG OTIYHEG Kal OUYKEKPIUEVA
pépN, S1ap€00U NMPAKTIKWY, EVowUatwy npodlaBéaewv kat AGywv.
Ot tunot tou Nepinynth, Tou NAGvnta, Tou Toupiota, Tou petavdotn,
OUHNUKVAVOUV TO NPATayHa TG HETAVEWTEPIKOTNTAG MOU UMOKIVE(Tal
and v aywvia Tou Neploplopioy Kal TG otaBepdtntag, PEXPIG
6ToU, OpWG, autd va Ppel TNV dalplovikn Tou éKppacn otnv
eNo@aAn epyacia kat oe k&Be idoug anopubpioelg otabepwv
nou avaAdpBavav tn 6éopeuon yla pia oToxXelwdn noldtntag
{wng. Katl nou ouvbéetal dueoa pe tnv okKANpn Kat ouxva
andvBpwnn ToUpLOTIKA Epyacia, unoypappifovtag ATl oL OIKOVOUIKEG
OXEOELC Kal 0l avioOTNTEC £lval autég nou kupiwg npoadlopiouv
TNV TauTdTNTd Pag otn PETAVEWTEPIKA ouvBnkn.

1 Ztykpouvt Mnaoupay (1998)
Kat ndAt pévor: n nBikn petd tn Befaidtnta, ABAva, Epacpog

/Tourism

The idea of tourism is closely linked to Greece, as Greece to-
gether with Italy were traditional travel destinations well before
the organisation of the postmodern tourism industry. In the
20th century, the tourism industry was associated with piv-
otal issues that determined its nature and character. Travelling
for health, exposing oneself to the sun and sojourning near the
sea were closely associated with recovering from illnesses that
marked the first half of the 20th century. This was before
travelling became entertainment for the (lower)-middle class-
es, before it was identified with paid vacation leaves and with
the increase of leisure time, developments which also resulted
in travelling becoming a substitute and a way of overcompen-
sating for the deficiencies in the everyday lives of these social
strata. With WWII, travel was promoted as part of diplomacy,
while the mass-transport revolution meant that the right to
travel was extended to the masses. Tourism allowed for a large
number of people to satisfy their curiosity, to broaden their
horizons and to insist on their right to live well and enjoy
themselves. At the same time however, travel and tourism were
tightly linked to the economy of the spectacle, to practices of
established behaviour ingrained in a set of conventions that
include the spectacle, tourist attractions, photographs, the
market of souvenirs and a global economy that processes the
Colosseum, Disneyland, Chernobyl and Dachau in the same
way.

It is known that this condition involves perfunctory direction
by the orchestrators of this experience. To paraphrase Bauman,
there, baits appear as desires, pressure as intent and seduction
gives the impression of making decisions; there, in the tourist
centres, where experiences are consumed and souvenirs are
accumulated, dependence melts into freedom and freedom
longs for dependence. This perfunctory direction makes the
world look completely calm, obedient to the wishes and whims
of the tourist, ready to serve. “An aestheticised world is a world
inhabited by tourists”.

Today, we can no longer think of places as self-sufficient; we
can no longer think of them as the setting where one experi-
ences most part of his life. They can instead be better under-

Elpida Karampa
Glykeria Stathopoulou

stood as areas with porous boundaries characterised by a sense
of fluidity. Tourism is an important aspect of globalization, part
of a subset of a larger, heterogeneous global activity or mobil-
ity which also includes migration, repatriation and dispersion
and other obligatory or voluntary forms of movement. The
notion of “belonging” in relation to place is challenged in view
of the problematic nature of categorisations such as the spa-
tially defined dualism host/visitor that was an important char-
acteristic of the social relations of the system of tourism, and
also in view of forging other similar stable boundaries in rela-
tion to identities. Identities are constantly being formed; they
reproduce and antagonise each other in specific moments and
specific places, through practical, tangible predispositions and
discourses. The imperatives of postmodernity incited by the
agony of constraint and stability are encapsulated in the ar-
chetypes of the traveller, the wanderer, the tourist and the
immigrant but only until they find demonic expression in pre-
carious labour and every deregulation of constants that ensure
a basic quality of life. This is closely linked to the often inhumane,
demanding tourist labour illustrating that our identity under
postmodernism is primarily determined by financial relationships
and inequalities.

As one of the points where the local and the global intertwine
and interact, or even as a schematic juxtaposition of the two,
tourism seems to be the ideal prism through which we can
examine various expressions of the local, the national, identity,
difference, cultural heritage, commodification and the global
circulation of people, images and capital. Tourism shapes the
field where various national, local, gendered identities and
social roles are being shaped, and performed and also a field
where the identities of spaces and local reception communities
are being redefined. Tourist destinations and attractions can
be thought of as points where certain performative acts (ad-
miring a landmark, romanticising a place etc.) are repeated
and where time is fragmented into episodes. Places are involved
in complicated networks of relationality where hosts, visitors,
buildings and objects come together in order to perform certain
representations. These destinations are often the sedimen-



()¢ éva and ta onyeia SlanAokng kat aAAnAeniépaong tou Tonikou
LE TO NAyKOOH10, N AKOHA Kal wE Plag OXNPATIKAG avIinapdabeong
TOUG, 0 TOUPIOPAG (paivetal va eivat to 1bavikd ekeivo npiopa,
p€ow Tou onoifou pnopouv va e€eTactolv SIAPOpPEG EKPAVOELG
TOU TOMIKOU, TOU UMEPTONIKOU, TNG TAUTOTNTAG, TNG £TepdTNTAG,
NG MOALTIOTIKAG KANPOVOULAG, TNG EQNOPEUPATOnoinong kat tng
naykoopIag kukAopopiag twv avBpwnwy, eikdvwv Kat kepaiaiwy.
Alapoppvel to nedio ndvw ato onoio ekppdlovral, ongasioAoyouvtal
Kat enteAovval SIAQopeG EBVIKEG, TOMIKEG, EHPUAES, EPYACIAKES
TAUTOTNTES Kal KoWwVIKof poAoL, kaBuwg kat enavanpoadlopioviat
01 TAUTHTNTES TWV XWPWV KAl TWV TOMIKWV KOWVOTATWY UNOSoXAG.
Ot touplatikoi npooplapof kat ta a§loBéata, prnopolv va BewpnBolv
WG képPot piag enavaAning emiteAeotikv Npd&ewv (o Baupaopég
evog aloBéatou, n popavtikonoinon pia tonoBeoiag k.a.) kat
TOU KATakeppatiopoU Tou xpdvou ot eneloddia. O ténol epnAékovtal
o€ noAUnAoka SiKtua oxealakdTNTag, Gnou OIKOSECTIOTEC, EMIOKEMTEG,
Ktiopata kat aviike{deva ouvbéovtal yia va enteAE00UV OpIOLIEVEG
avanapaotacels. O1npooplopol autol auxvé anoteAoulv ICNUAToyevels
OUOOWPEUOELG AUTWV TWV EMITEAETEWV.

O padikdg touplopdg Kal N avantuglakn tou kateuBuvon, éxel
SexTel MOAAEG KPLTIKEG avd Ta xpdvid Yia TIG APVNTIKEG CUVENELEG
nou €NPEPEL OTIG TOMIKEG Kolvwvieg. Enfong, nAéov Bewpeital
Sedopévo dtl o Touplopds yevikd Baoiletal otnv avriAnyn nepl
ETEPOTATWVY, ANOTEAWVTAG Kal 0 (5log napdyovta dlapdppwong
Kal KATaoKEUNG ETEPOTATWY Kal avioothtwy. Ztnv EAAGSa o
TOUplOopdG yivetal oe peydAio Babud avuAnntog we pla Hopen
OIKOVOUIKNG avdantuéng nou evBappuvetal and v Eupwnaikn
‘Evwon, evad to ¢htnpa tg npowBnong tou eAANVIKoU TouplapioU
Kal TNG avadel&ng Tou Térou Kal NG NOAITICTUKAG KANPOVOULAG
Atav kal napapével Kup{apxo otnv NoALTKA TG xwpag. H katetBuvon
OTPATNYIKWV NPowBNONG TOU TOUPIOHIOU OUVEXICEL va evepyonole(tal
o€ peyaAo Babpd petall tng kantaAlotikng aglonoinong kat
€UNopeupatonoinong tou apxaiou (kat tng cuvexoug avaotNAWoNg
Kal ENITEAECTTIKAG MNPOo0Taciag TG NOAITIOTIKAG KANPOVORIAS) Kal
¢ NpowBnong tng EAAGSag wg peBoplakng {wvng TEpYNG.

Yhpepa n EAAAGa anotelel yia akdpa pia popd évav BeAKTK
NPoopPLOWG, Péoa OpwWG kal and tnv eEwTKn elkdva nou oxnpatidel
yla noAAoUG N OIKOVOUIKA Kpion. Y& authn th ouykupia, To ghtnpa
TOU TouplopoU Bétel pla oelpd and Kpiolpa epwthyata, nou
apopolv tov Tpono pe Tov onolo oL Kuplapxeg apnynoelg
npoabiopiouv tnv NoAtikn B€on Kat avanapayouv GUYKEKPIHEVES
oxéoelg eCouaiag avapeoa otig didpopeg tonobeoiec’, dnwg
autég tou Boppd kal tou Nétou. H eppovi tg EAAGSag va
unepniooblopiletal oxeddv anokAeloTikd and to £v6ogo napeABdv
TNG Kal va pnv enevouel npoypappatikd otnv npowdnon, tnv
npoBoAn kal tnv noArtikn aglonoinon Tou oUyxpovou KAAAMTEXVIKOU,
SlavontikoU, enotnpovikoU Kal aAAou duvapikou g, JaAAov
oupBdAouv og pia popavtikonoinpévn kat yi' autd adivapn Béan,
napd otnv avAnyn piag Suvapikng CUOXETIONG e GAAEG TOMIKOTNTEG.

Me tnv eukalpia tg ékBeang, KaAoUpe otnv Applooa KAAAITEXVEG
va SouAéyouv ndvw oto Béua tou touplapoy, Bétovtag pavepd
kal AavBavovta {nthpata nou ouvdéovtal pe tnv 16€a Kal v
loTopia Tou Touplopol WG PéPOUG plag eupUtepng Blopnxaviag,
TNG MOAITIKAG KAl TNG OlKovop{ag, nou enekteivovtal og ¢nthpata

TOU TOMIKOU Kal Tou naykdopiou, g {nTApAta TautdTnTag, KOWWVIKWOVY
POAWY, avanapaoctdoewy Kat PUOIKWY N VONTIKWY KATAOKEUWV.
Ot kaAAéxveg tng ékBeong npooeyyiouv To JATNA TOU TOUPLOHOU
péoa and noikida nplopata. Méoa and kouBévteg kal lotopleg
Ta&IdIWTWV PWTiCouv To Pavopevo Tou Touplopoy an’ t okonid
TV (B1LV TWV TOUPLOTWY, TWV avadnTNoEWY, TWV EUMELPLAOV Kal
TWV TAUTOTATWY ToUG. Méow epeuvntikv dladikaaolwv (avaditnon
o€ apxela, avtinapdBeon NPOoWNIKWY KAl LOTOPIKWY aPnyNGEWY,
ENITEAEOTIKWV SPATEWY, KATAYPAPIKWY MPAKTIKWOV AAAA Kal
napadootakwv peBddwv aneikdviong katr avanapdotacng tou
pawopévou) nupodotolv pia agoppn va oudntnBei dSnpdaola éva
Bépa nou AapBdver Ao kal peyaAutepeg Slaotdoelg otnv
naykoopionoinpévn ouvBnkn pe noAAanAég endpdoelg otn {wn
pag. Xnv ékBeon, kaAAitéxveg e€etddouv Ty NMoAtopikh {wn
TWV TOUPLOTIKWV NMPOTOVTWV KAL TOV POAO QUTKV TWV AVTIKEILEVWY
OTNV KATAOKEUN TOU KOWWVIKOU, B€Touv To ATnpa Piag OXETIKA
oUyxpovng téong, authg Tng tunoAoyiag Tou “noArtikononpévou”
Touplota, éva véo dedopévo atnv ToupLoTIKA ATNoN OTO 0Moio
kaAouvtal va avtanokplBolv S1égopol popeig Tou Touplopoy.
Alepeuvolv tn lanAoki/aAAnAenibpaon Tou ToUpLopoU e EUPUAEG
“Npaypatikétnteg”, avaotoxadovral ndvw otn “oknvoBetnpévn
auBevtikdtnta,” kal tnv avaditnon autng £6w and tn vewtepikdtnta
Kal kataniavovtal pe o Bépa tou BpnokeutikoU TouplopoU Kal
Tou Ta&dltn npookuvnTA.

‘Evag and toug otéxoug tng €kBeong eival va avapwtnBoulpe ek
VEOU TO Tl €fval “Touplatikdg TONog” Kal Nwe Kal anod rnoloug
Stapoppwvetat. To ¢Atnpa Tou touplopoy dlanAéketal pe
ndunoAAoug tpdnoug e kpiolpa ¢nthpata Twv oUyXpovwy
KOWVWVIWV TNG HETAVATTEUONG, TNG Epyaociag, TG olkovopiag, Tng
Kpiong aAAd kat tng avaditnong dlapuywv. H Aupiooa bev yivetat
€6 katavontn anid wg éva yewypaPikd onpeio aAAd pag
napéxel T duvatdtnta va oToxaotoUpe Ndvw oty eI6UAAIaKGTNTA
Kal tnv anokévtpwaon. Mertviddovtag pe évav Bapuonpavto oupBoAika
téno, Toug AeAQoUG, pag napéxel tv agopun va otaboulpe
Kpltikad anévavtl ota Bewpolpeva w¢ autovonta Kal va
npoPAnpatiooupe kaBlepwpéve Kal KUplapxeg HOpQES Kal
ouoTAPATa yvwong Kat epnelpiag.

tary accumulations of these performances.

Mass tourism and its developmental direction have received a
lot of criticism over the years for their negative impact on
local communities. It is now widely acknowledged that tourism,
itself also a factor in the formation and construction of differ-
ences and inequalities, is shaped through the notion of het-
erogeneity. In Greece, tourism is largely perceived as a way of
developing the economy which is encouraged by the European
Union, while the issue of its promotion and the elevation of
place and cultural heritage, was and still remains a central
issue in the country’s politics. The direction of tourism’s devel-
opmental strategies continues to be largely shaped by the
capitalist exploitation and commodification of the Ancient (its
constant reconstruction and performative safeguarding of
cultural heritage) and the promotion of Greece as a frontier
delectation zone.

Today, Greece is once again an attractive destination, partly
however due to its exotic image created in the minds of many
as a result of the financial crisis. Under these circumstances,
the issue of tourism raises a series of crucial questions regard-
ing the way in which dominant narratives define the country’s
political stance, reproducing specific power relations between
various ‘locations’ like North and South. Greece’s insistence on
over-defining itself almost exclusively through its glorious past
while failing to programmatically invest in its contemporary
artistic, intellectual, scientific and various other forces, most
likely plays a part in assuming a romanticised—and for this
reason weak—position in its association with different locali-
ties rather than a dynamic one.

On the occasion of this exhibition in Amfissa, we invite artists
to work on the issue of tourism, posting apparent and latent
issues linked to the notion and history of tourism as part of a
broader industry and as part of politics and of the economy.
At the same time the works in the exhibition raise broader
questions of the local and the global, identity, social roles,
representations as well as physical and mental constructs. The
participating artists approach the issue of tourism through
various prisms. Through the narrations and stories of travellers,
they shed light on the phenomenon of tourism from the tour-
ists’ perspective, their own quests, experiences and identities.
Through research, the investigation of archives, the juxtaposi-
tion of personal and historical narratives, performative acts,
recording practices but also traditional methods of illustration
and representation of the tourist phenomenon, they instigate
a public discussion of a topic that in this globalised condition
becomes more relevant by the day and affects our lives in
numerous ways. The artists in the exhibition explore the cul-
tural life of tourist products and the place and role of these
objects in the construction of the social. They posit the issue
of the relatively contemporary trend, that of the typology of
the “politically-minded” tourist, a new development in tourism
demand that the industry is called to respond to. They explore
the interrelation between tourism and gendered “realities’,
ponder once more the “staged authenticity” and its pursuit
beyond postmodernity and engage with the issue of religious
tourism and the pilgrim-traveller.

One of the aims of the exhibition is to pose the question anew:

what is a “tourist destination”, how is it formed and by whom?
The issue of tourism is intricately and in numerous ways re-
lated to crucial issues faced by present-day societies like im-
migration, labour, the economy, crisis but also the search for
a way out. Amfissa is not simply understood as a geographical
location but instead gives us the opportunity to consider no-
tions of the idyllic and decentralisation. Neighbouring the
weighty location of Delphi, it becomes an excuse for us to
stand critically opposite what is considered self-evident and
to challenge the established and dominant forms and systems
of knowledge and experience.
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A I/ t — Toupiotikég Outonieg (Il1)

KoAAdq, Wnetakd Tunwpa (Kapt MootdA) 2017

° Touristic Utopias (Ill)
| f t ( Collage, Digital Print (postal card) 2017

MixaAng Adapng
Michalis Adamis

Touplotikég Outonieg (I, 11, VII)
KoAAGq Wnetaké Tonwpa (Kapt NootdA)
2017

H oelpd Touplotikég Outonieg anoteAeital and KOAAGL TouploTika
e€lbavikeupévwy, oknvoBetnpévng aubevukdtntag “pn ténwv’,
npogpxopévwy and pia ouAdoyn 330 TonoypaPikwy Kapt NootdA,
EKTUNWWEVWY 0TN HOP®N TOU Mo SNHOPIA0UG TUNWHEVOU PWToYpa—
@lkoU format. To kaptnootaA, autd To PETIXIOTIKO AVTIKEIPEVO,
nou KAELOWVEL TNV epnelpia o€ pia eIKEVA, GUUNUKVWVEL KAl CUPPIKVVEL
TOV XWPO Kal Tov Xpovo, opidovrag éva ¢piAtpo nou Bapnwvet tnv
KOWWVIKNA, OLKOVOUIKA, EpYACLakn Npaypatikdtnta twv Tenwy, nou
yivovtal ev téAgl, ol “pn ténol” plag Nnaykooplononpévng kata—
VAAWTIKAG KoUAToUpag.

Touristic Utopias (I, Ill, VII)
Collage, digital print (postal card)
2017

The series Touristic Utopias by Michalis Adams consists of col-
lages of touristic idealised “non-places” imbued with a sense of
staged authenticity. These derive from a collection of 330 topo-
graphical postal cards, the postal card being the most popular
photographical printed format. This fetishistic object that captures
an experience in an image, condenses and shrinks space and
time, introducing a filter that blurs the social, financial and work-
ing reality of places which ultimately become the “non-places”
of a globalised consumerist culture.
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“To {¢npa tou napapével otnv pvApn ws avdpvnon tng enapng”
akouapéAa, HoAUBI kal ubatoxpwpata o€ xapt,

22,8 x 15 €k, 2017

“The residue that remains as a memory of contact”

pencil and watercolours on paper

22,8 x 15cm, 2017

Nikog ApBavitng
Nikos Arvanitis

“To i¢npa tou napapével otnv PVAPN wg avapvnon tng
enapng” 2017

15 akouapéAeg (HoAUBI kat ubatoxpwpata o xapti, Siaotdoeig 22,8
x 15 ek. Exkaoto)

Hxntikd, 5 eknopnég, didpkelag nepinou 10 Aentwyv n kdBe pia.
‘Evtuno / eyxeipidio.

0 LK, npdowno tou otkefou nepiBEAAOVTOG Tou KaAATEXVN, OUVENAIPVE
pe TG taldlwtikég tou apnynoelg tov Niko Appavitn and ta
natdika tou xpévia. Tagidia oe GAa ta prkn kal NnAGtn Tou Kéopou,
opyavwpéva e 16laitepo tpdno kal PeBodoAoyikn npoaéyylon,
TénoL eNAEYPEVOL Yia To onpaivov NOALTIKO, LOTOPIKG Kal MOATIOHIKS
TOUG neplexdpevo. Tagidla ouxvd povaxikd kat uné avii€oeg ouvBnKeG.
O XK. apnyeitat éva and ta npdopata ta{dia tou ato Bietvap
Kal polpddetal TG epnelpleg Tou, TNV €peuva NG Npostolpaciag
kat tn peBodoAoyia tou ‘Tafldevelv’, TG avakaAUPeLG Kal Tig
EVIUNWOELG ToU, kaBwg kat tn dtadikacia tng peténeita eneepyaoiag
TwV Blwpdtwy tou. O KaAATEXVNG eNSLAKEL NEPAv TNG apnynong
G TagIdlwTIKAG epnelplag va oKlaypagnoel éva apatpetiko Kal
anoonaopatiké noptpaito evog avBpwnou kabwg kal Ty epnelpia
™G enaeng padf tou. To é€pyo anoteAeitat and 15 akouapéAes, wg
SlapecoAaPnpéveg TagdlWTIKEG onpelOEel. MapdAAnAa, and tnv
NXNTIKA KAtaypaen Twv apnynoewy Tou LK kat nXnTiko kataypapikd
UAIKG, 0 KAAAITEXVNG EVOPXNOTPWVEL TOV NXNTIKO OXedLAopd Hla
OELPAG PASLOPWVIKWOV EKMOUMWV.
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“The residue that remains as a memory of contact”
2017

15 watercolours (pencil and watercolours on paper, 22,8 x 15 cm
each)

Sound-piece, 5 transmissions, aprx. 10 mins each

Publication / Manual

Ever since he was a child, Nikos Arvanitis used to be thrilled by
family friend S.K.'s narrations of journeys; journeys that spanned
hundreds of miles, meticulously and methodically organised,
journeys in places that were chosen for their significant political,
historical and cultural content. These journeys were often lone-
ly and took place under adverse circumstances. S.K. narrates one
of his recent trips to Vietnam and shares his experiences, his
research while preparing for the trip, the methodology of travel-
ling, his discoveries and his impressions, as well as the process
of processing these experiences at a later date. Beyond the
narration of the experience of travelling the artist attempts to
illustrate an abstracted and fragmented portrait of a person and
the experience of their relationship and contact. The work is
composed of 15 watercolours that act as intermediated notes
of a journey. At the same time, through the sound recording of
SK.s narrations and other recorded material, the artist puts
together the sound scape for a series of radio shows.

EVa MNavvakonoUAou
Eva Giannakopoulou

Ttnv NMAal 2
bikdvalo Bivieo

Ta video, otnv MAag 2, éxouv yuplote Katd tn Sldpkela Twv Bepvidv
pou Slakonwv otnv ABrva kat tv Kphtn. Mapouactadouv TG CUVEVTIEUEELG
TPLOV OpoYOVEWY, KaBWG Kat £va BIVIEO YUPLOPEVO AMOKAELOTIKA
and tnv Sophie Stapels, pia leppavida toupiotpia 5 eTdv. Exkivaovtag
and tnv epWINON ToU NWG kal nou évag/pia opoyovéag kGvel ToupLopd
pe ta natdld tng/tou, eEKTUAlooOVTAl NEPATEPW EPWTAKATA Kal
anavtnoelg nou apopolv OTIG KUPIAPXEG EVVOLOAGYNCELS TNG PNTPTNTag
Kat TG NatpoInTag, Toug KOWWVIKOUG Unxaviopous anodoxng kal
anokAg1opoU, T oUVBNKN Twv BLOAOYIKWV -h pN- SOpWV CUYYEVELQG
TWV OPOPUAWY (EUYapLWV OE KOWVWVIKG Kat VOIKS nAaiato. YioBetwvtag
pla SlaAektkn nepl Touptopoy wg KavovioTikd napdyovia twv Bepvadv
Slakonwy, dnploupyw éva NAaiolo avaotoxacpou avapopikd Pe tnv
Yoveikn “Slapopetikdtnta” dnou poéAoL Kal TauTOTNTEG avadelkviovtal
w¢ Bépata avoxtng kat Stapkous dlanpaypdteuong. H 16éa tou
SeUtepou video NG eykatdotaong -e§ oAokAnpou yuplopévo and
éva nevtaxpovo nadi- npoékuye dtav katd tnv SIApkela Twv Slakonwv
Hou otn Zouyla tng Kpntng, dpxioa va Kvnpatoypagw pla NeViapeAn
olkoy£vela Meppavav nou ékave dlakonég. Exoviag kivnpatoypapnoel
yla Ti¢ avaykeg Tou €pyou Natdld o€ TOUPLOTIKA PéPN, OKEPTNKA va
napaxwpnow otnv nevedxpovn Sophie tnv kdpepd pou. Xta nAaiola
plag evvoloAoyikng avadhtnong Kat Nelpapatiogol ava@opika pe
TG appionpeg dopég e€ouaiag Nou PEPEL N KAPEPA WG UNXAVIOHAG
Kataypapng, kabwg kat g “Béong” tou NnapatnpoUpevou Kal Tou
napatnpnt, npoonabw va avadei€w tnv petdfacn evog natdod
and “avuke{levo” Kivnpatoypdpnong, o napatnpnti nou xelpiletat
pia Kapepa.

Xtnv MNAad 2,
Sikdvalo video, 2017

On the Beach 2,
two-channel video, 2017

On the Beach 2
two-channel video

The videos ‘on the Beach 2" were shot during my summer holidays
in Athens and Crete. They are composed of interviews of three
same-sex parents and a video shot by five-year-old German tour-
ist Sophie Stapels. The starting point of the work is the question
of how and where does a same-sex parent spend their holidays
with their children. The answers and questions further risen revolve
around the prevailing conceptualisations of motherhood and fa-
therhood, society’s inclusion and exclusion mechanisms and the
condition of family structures—biological or not—in same sex
couples in a social and legal context. Adopting an argument that
considers tourism a normative factor of summer holidays, | create
a context for rethinking parental “difference” where roles and
identities become subjects of open and constant negotiation. The
idea for the second video of the installation—shot in its entirety
by a five-year-old child—came about when | started filming a
German family of five on holidays in the area of Sougia in Crete
while I was there on vacation myself. Having already filmed children
for that same work in various tourist destinations | decided to give
my camera over to five-year-old Sophie. In the context of a con-
ceptual search and process of experimentation regarding the
ambiguous power structures of the camera as a recording mech-
anism, the respective positions of the observer and the observed,
| attempt to show the shift that takes place when a child stops
being the “object” of filming and becomes the observer operating
a camera.
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Jtov {okio tou DNA, 2017,
napaxwpnon tou kaAAitexvn kat tng ykaAepl Nitra

Under DNA's shade, 2017,
image courtesy of the artist and Nitra Gallery.

Oe6b6wpog ZapelponouAog
Theodoros Zafeiropoulos

Ttov iokio tou DNA
4 tetpaywvikd A 345 kuPikd ekatootd xvoUdt and oteyvwirpla
poUxwy, nAéEn tadxag. 2017

To UAIKS andpplppa oUAAEXBnke e€oAokANpou and to Eevodoxelo
AxiAAelov otnv Opoévola tng ABhvag oto didotnpa petagu 1 louviou
¢wg 15 XentepBpiou 2017. Mepiodog “High Season” yia thv
neploxn tng ABnvag otov Touplotikd kKAAdo kabwg ta teAeutala
xpévia Bewpeital évag and toug noio NoAUCUXvacTouG TOUPLOTIKOUG
NPoOpPLopOUG NayKoOP{WE Kal NPOOEAKUEL TEPATTIO APLOPO ENIOKENTWV.
H €evodoxelakn @iAofevia analtel oe kabBnpepvn Bdon va
npaypatonotovvral NoAAanA£G NAUCELG Kal OTeEyvVWHata tng
HaToBAKNG pe anotéAeopa va npokUntel kdBe popd pla pikpn
noodtnta xvoudlol NPookKoAANpévn 0To (IATPO TOU pNxavikou
oteyvwinplou. Ta vwdn unoAgippata nAUoNG Kal oTeyVmHATOS
KALVO-OKENAOPATWY Kal NETOETWV anoteAouvtal kuplwg and
BapBakepég Kal oUVBETIKEG HIKPO {VEG KAl avanopeUKTA OUYK-
patoUv DNA and xIAladeg xproTeg - toupioteg nou plAogevhBnkav
otnv enixelpnon Katd tnv oUYKeKpLpEVN xpovikh nepiodo. To xvoudt
nou anoteAel to éoxato undAelpa aviAlou oTeyvapatog oia-
TNPel 0To NepLexdPEVO TOU owpatidia kat UNnoAeidpata oapkikng
padag, Tpixeg, Alnog Kal CUPNUKVAVEL éva YeveTikd apxeio adpato
HE YUPVO oBaApo. To UAIKG pEow TNG TeXVIKNG NAEENG felting-
to6xag Hetagoppwvetal oe PaAAwn engdvela/ ugavtd. H véa
UALN undotaon pnopel Tpa va xpnotgonotnBei w¢ okiaotpo
E0WTEPIKOU XWPOU, Hla TéVIa ECWTEPIKAG HOVO XPNONG Kabwg
efval abUvapn va avtipetwniosl TG eEWTEPIKES KAILATOAOYIKES
ouvBnkeg. Ta oevtdvia twv Eevodoxelwv elval katadikaopéva va
pnv douv NOTé tov NALO.

Under DNA’s shade
4 square meters or 345 cubic meters of lint collected from tumble
dryers. Felting, 2017

The material in the work of Theodoros Zafeiropoulos was col-
lected in its entirety from Achillion Hotel in the area of Omonia
between the 1st of June and the 15th of September 2017. This
period is considered to be “High Season” for the tourist sector
in Athens which has become in recent years one of the most
bustling tourist destinations, attracting large numbers of visitors.
Hotel hospitality entails multiple daily launderings of sheets,
which also results in the production of a small quantity of lint
that is found attached onto the filter of the tumble dryer. The
fibrous residue of washing and drying sheets and towels consists
mostly of cotton and synthetic micro-fibres and inevitably collects
the DNA of the thousands of visitors that stayed in the hotel
during the summer period. The lint that is the ultimate waste
product of this drying process holds on to particles shed off by
the human body, hair as well as fat and condenses this genetic
archive that is invisible to the bare eye. Using the felting meth-
od of knitting this material is transformed into a woollen surface
/ embroidery which in turn can now be used as an interior sun-
shade, a canopy for indoor use only, as it cannot handle external
weather conditions. Hotel sheets are doomed to stay out of the
sun.

NMota lwavvidou
Yiota loannidou

PostPorn, 2017

To Postporn ival pia ouAoyh anoonaopatwy eWToypaPlwy Kat
Kelévwv nou npaypatedetal to ghtnpa tg ndbovoPAewiag péoa and
10 npiopa tou noAwtiotikou touplopol. Mia pwtoypagia and éva
Sikaotnplo oto Detroit nou ¢aivetal BopPapdiopévo evid anAwg
éxouv apalpeBel ta noAUtpa UAIKE Tou and CUAAEKTEG HETAAAwWY
(HETa-PopvTIKN oUVBNKN) Kal and éva epENWEVO TOUPIOTIKG BEPETPO
o¢ pia Aipvn tng Appeviag (peta-ooBleTiki ouvBnkn). Ot pwtoypapieg
elval anoondopata and ta&idia tng lwavvibou oToug OUYKEKPILEVOUG
Ténoug e agoppn tnv uAonoinon kdanotwv nNpotlekt. To Postporn
npaypatevetat tnv €vvola thg avanapdotaong TG “OlKOVOUIKNAG-
NOAITIKAG kplong” Kal twv napaydpevwy “epetniwv” péoa and pia
QUTOKPLTIKA NPOoogyylon. AUTokpLtiki and Ty dnown &t oL NOALTLOTIKOf
Tagd1teg/entokénte eUkoAa nayidelovtal oe NSOVOBAEMTIKEG N
OUTONIKEG avaAUOELS Kal avanapactdoelg Tou ekAoToTe TOMnou A tng
KOWWVIKNAG Npaypatikdtntag.

PostPorn, eykatdotaon,
blaotdoeig petaBAntég, 2017

Neinel to ayyAikd

PostPorn, 2017

Postporn is a collection of fragments of photographs and texts
that deals with the issue of voyeurism through the prism of cul-
tural tourism. A photograph from a Detroit courthouse that looks
like it has been bombed while what has really happened is that
metal collectors have removed all its precious parts (post-Fordist
condition) and a derelict tourist resort in an Armenian lake setting
(post-Soviet condition). The photographs are fragments of loan-
nidou’s visits to these places on the occasion of past projects.
“Postporn” deals with the concept of the representation of the
financial-political crisis and the resulting “ruins” through a self-
critical approach. Self-critical in the sense that cultural travellers/
visitors are easily trapped in voyeuristic or utopian analyses and
representations of the current place or social reality.
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Sitting on my laps lift my shirt up
2017, spray, oil on wood, 120 x 83 cm
image courtesy of artist

Nikog KavapéAng
Nikos Kanarelis

Angel, 2017, Adéi og kapBd, 30 x 24 ek

Sitting on my laps lift my shirt up,

2017, onpél, Adét o€ kapBd, 120 x 83 ek

Cactus, 2017, Addt oe kapPd, 30 x 20 ex

Hotel Xenia, 2017, Adéi og kapBd, 27 x 20 ek

The distance, 2017, Ad61 oe kapfd, 30 x 20 ek

The lighthouse of Nafplion, 2017, Adé: og kapfd, 30 x 24 ex

Ta lwypagika £pya nou napouctalet otnv ékBeon o Nikog KavapéAng
“‘avtlypdgouy” otiypiétuna ox0Ang, avayvwpioles Kat KovoTtonesg
elkoveG Tagdlou. Ot nivakeg aonpdpaupol Gpépouv Ty alpd Tng
pwrtoypapiag, pikpoi oe dtdotacn (pépouv T ouvtopia TG Ypapng
Twv nAavédlwv {wypagwy. Avdpeca toug, pla yuvaika pe paytd/
€0MPOUXO, Hla lkdvVa nou Pplokel kavelg o€ kaBe dApNoup Slakonwv.
‘Opwg, n elkdva autng tng yuvaikag dev eival pia apxeTunikin TOUPLOTIKA
€lkOva, pla apxeTunikn eikdva yia To yuvaikeio guAo. To noptpeto
autng tng yuvaikag énwg to napouctddel o KavapeAng, avtioTpEPeL
HE TIG AENTOPEPEIEG TOU OAQ TA Napandavw. LTEKEL UNEPUEYEDES
avapeoa ota pikpda ottyptdtund nou To NEPLOTOIXICouY, ENOKIAZovTag
Ta kat ekpradoviag to PAEUPa pag npog autd. H yuvaika éxel to
nPOowWNO TNG KAAUPHEVO pE TNV pHnAouda TG, o€ pia SipopoUpevn
xelpovopia. To Ugpaopa nou KaAUMTeL 1o NPAowNo TtNG NApAnépneL
o€ pnoUpka Kal épxetat o avtiBeon pe v yUpvia Tou oWpatog
Nou OTEKEL MPOKANTIKG O€ ia 0TAon Nou €fval UNoTaktikn aAAd kat
Tautéxpova eNBETIKN £T0L ONWG Pag NPOKAAE( og PETwNIKA oUyKpouan
HE TNV NaBnTIKGTNTA Tou. TN 0UvBEoN TwV EIKAVWV NoU pag Napouotddel
o KavapéAng dlatapdooetal n acpaAng pag Bé(a)on anévavt otnv
EHNELP{a TWV QVIIKEIIEVWV KAl TWVY UNOKEWHEVWV.

Angel, 2017, oil on canvas, 30 x 24 cm

Sitting on my laps lift my shirt up,

2017, spray, oil on wood,

Cactus, 2017, oil on canvas, 30 x 20 cm

Hotel Xenia, 2077, oil on canvas, 27 x 20 cm

The distance, 2017, oil on canvas, 30 x 20 cm

The lighthouse of Nauplion, 2077, oil on canvas, 30 x 24 cm

In his works on show Nikos Kanarelis “copies” moments of rest,
commonplace and recognisable holiday images. His black and
white paintings carry the allure of photography and due to their
small size they resemble the quick gesture- drawing feel of the
paintings one finds in flea-markets. One of the works depicts a
woman in her knickers or bikini, an image one often comes across
in holiday photograph albums. This image however, is neither an
archetypal image of a tourist nor an archetypal image of the
female sex. Through all its detail, this woman's portrait turns the
above on its head: It dwarfs and overshadows the snapshot-like
images surrounding it, demanding our gaze and attention. In a
pose that is hard to decipher, the woman hides her face behind
her shirt. The fabric covering her face resembles a burka and as
such it comes in stark contrast to her naked, defiant body, which
assumes a position that is submissive and confrontational at the
same time challenging the viewer to face up to his own passivity.
Kanarelis's composition of images disrupts our safe experience of
objects as well as subjects.

Neinel to EAAnvIKG
Tribesmen
lambda prints, 10x15cm, 2017

AnéotoAog Kapaotepyiou
Apostolos Karastergiou

18ayevig kat texvoupynparta,
lambda prints 10x15cm, 2017

O Andotolog Kapaotepyiou eival kaAAitéxvng kat Blonopidetat
epyadopevog atov dnpdolo Topéa ws {wypdpog avtlypdpwy oTo
Noptopatikd Mouaogio ABnvdv. Ot undAAnAot tou pouaoeiou, Hépog
TOU NOAITIOTIKOU pnxaviopoy, diénovtal and toug Kavoveg, To
UNNPEDLAKO TUMIKG, TIG VO0-EQYAOLAKEG OXEOELG KAl CUHNEPLPOPEG,.
H 16iaitepn auth opdda dnpooiwv unaAAniwv avupetwnilovtal
0To €pyo, Tou Kapaotepylou, o€ Pia avtloTpopn WG avIlKe{Pevo
napatipnaong avBpwnoAoyikou evdiapépovog. Onwg o avBpwnoAdyog
HAKPIVV PUAWDV Kal opddwy, Nou HEAETA Toug avBpwnoug Kal Tig
Kolwvieg toug, o Kapaotepylou yivetal o {dlog to aviikelpevo tng
avBpwnoAoyikng €peuvag. O KaAAITtéxvng entteAwvtag to podAo Tou
WG To NapatnpoUpevo «eibog» Tou kaAALtéxvn-dnpdotlou undAAnAou
TNG NOALTIOTIKAG KAl TOUPLOTIKAG Blopnxaviag, napouctddel pia oelpd
aUTO-NOPTPETWY PEDA OTO epyactakd Tou nepiBarAov.

Tribesman and artifacts,
lambda prints 10x15cm, 2017

Apostolos Karastergiou is an artist. He makes a living working in
the public sector as a painter of reproductions in the Epigraphic
and Numismatic Museum of Athens. The museum’s employees,
part of the cultural mechanism, are governed by rules, depart-
mental codes of conduct, workplace behaviour and relationships.
In a reversed process, this particular group of public sector em-
ployees becomes in the work of Karastergiou an object of an-
thropological interest and observation. Like the far-away tribes
and groups, like the people and their respective societies that
form the anthropologist’s object of study, Karastergiou becomes
himself the object of anthropological research. Performing his
role as the observed “species” of the artist-public sector em-
ployee in the culture and tourism industry, he presents a series
of self-portraits taken in his workplace environment
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TRANS CULTURISM: A LAUNDRY, (H MIOYTAAA), 2017
Juvepydtng: EuBupia AnpuntpakonoUAou

TRANS CULTURISM: LAUNDRY, 2017

Collaborator: Euthymia Dimitrakopoulou

Znong Kotuwvng
Zissis kotionis

TRANS CULTURISM: AN EMOTIONAL GRAMMAR
Juvepydtng: EvBupia AnuntpakonoUAou

Ol eNKPATELEG TWV APXALOAOYIKWV Xwpwv gival ouvabpoioelg
YEWAOYIKAG UANG, MOU TEKHNPLWVOUY OPYAVWOELS Kal NeBapxieg tng
{wng kovoTATWY, Mou dev undpxouv Nid. Ta ekBethpla twv Mouoeiwv
avadlopyavivouy Ta UALKA TEKHAPLA TWV APXALOAOYIKWY XWPWY O
VEEG €KBEDIAKEG OIATALELG, E TOUG OUVIAKTIKOUG Kavoves KAmnolag
ENOTNHOVIKAG apxeloBEéTnong KABe popd.

Yto épyo TRANS CULTURISM: AN EMOTIONAL GRAMMAR n
epnelpia diapovig otov apxatoAoyikd xwpo tou NeoAlBikou Alpnviou
Sloxetevetal o€ éva assemblage UAKGV Tekpnplwy Kal avanapaotiogwy.
H ypappatikn tou assemblage dev anotunwvel pla “avikelevikn”
dlata&n tng yewAoyIkng UANG exel €Ew. E6W, evolapépel n {wtikonoinon
(animation) tng yewAoYIKAG UANG péoa and to Slapolpacpd tou
ouvaloBnpatog avapeoa otig SIAAUEVEG 0pyavwOELG TNG {WNG Kal
TNV NPOPBANPATIKA UNOKEWEVIKOTNTA TOU onpieplvoy entokéntn. Etot,
enave€etddovtal ouvonTiKA ot NePLoxEG tng eundBelag (empathy)
Kkat tng evouvaioBnong (Einfulung). Ze avtinapaBoAn pe ta emoticons,
nou efval kwdika onpaivovta evédg dedopévou ouvaloBnpatog kabe
@opd, ta AiBva Bpavopata eival ouVteAEOTEG plag epnaBnTikig
OXEONG, PE avolxtd To ouvaloBnpatikd tg onpavopevo.
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TRANS CULTURISM: AN EMOTIONAL GRAMMAR
Collaborator: Euthymia Dimitrakopoulou

The territories of archaeological sites are geological gatherings
that document organizations and disciplines of community life
which are no longer there. Museum aparatus reorganize the ma-
terial evidence of archaeological sites into new displays, with the
editorial rules of a scientific archive each time. In the project
TRANS CULTURISM: AN EMOTIONAL GRAMMAR the experience
of extended staying in the archaeological site of the Neolithic
Dimini is channeled into an assemblage of material documents
and representations. The grammar of the assemblage does not
imply an “objective” layout of the geological matter out there.
Here, it is interesting to animate geological matter through the
sharing of the emotion between the dissolved organizations of
life and the problematic subjectivity of the present visitor. Thus,
the notions of compassion and empathy (Einfulung) are reviewed
briefly. In contrast to the emoticons, which are codes of significa-
tion of a given emotion at a time, the stone fragments are factors
of an empathetic relationship, open to its emotional significations.

Navog Koupog
Panos Kouros

Mikp6 apxeio épywv oe Bepivég ekBéoelg (2017)

Bella ciao (2013, 2017).

Ahpog AeApwyv / the Symptom Projects, Toupiopde. MNaAid
Noookopeio Augiooag, 2017.

Love for Beginnings is not Fascination for Origins
(2014, o €&ENEN).

Archaeological Dialogues

Athens History Museum, 2014.

Mpog Thvo (2014).

16pupa Tnviakou lMoArtiopiod, Mpdg TAvo, 2014.
Approximation Exercises for 3 (2013).

Mykonos Biennale, Crisis and Paganism, 2013.

Holidays in Greece (2012).

Studio Visits, Berlin, Holidays in Greece. 2012.

The Laws of Hospitality (2012).

Out of the Box Intermedia, Un/Inhabited project KaAArtexvikol
JtaBuol AXKT Yépag — Mukévou, 2012

To pikpd apxeio €pywv o€ Bepvég ekBéoelg (2017) ouvdéel €pya e
Ta onoia ouppeTeixa oe NEPLOSIKEG EKBETELG TEXVNG MOU opyavmBnkav
o€ napaBeplotikolg ténoug M avagépovtal oe autous. 2To apxeio
nepltAapBavetal to Bella ciao (2013, 2017). To tpayoudy, oe pla
EKTEAEON KAAAITEXVWV Nou avaxwpouv and tnv Zikivo to 2013,
avapetadidetal péoa kal £§w and to ktiplo tng ékBeang ‘Touplopog
otnv Augplooa to 2017.

Bella ciao, video still, 2017

Small archive of works in summer exhibitions (2017)

Bella ciao (2013, 2017).

Municipality of Delphi / the Symptom Projects, Tourism.

Old Hospital of Amfissa, 2017.

Love for Beginnings is not Fascination for Origins
(2014, in progress).

Archaeological Dialogues

Athens History Museum, 2014.

Bound for Tinos (2014).

Tinos Cultural Foundation, Bound for Tinos, 2074.
Approximation Exercises for 3 (2013).

Mykonos Biennale, Crisis and Paganism, 2013.

Holidays in Greece (2012).

Studio Visits, Berlin, Holidays in Greece. 2012.

The Laws of Hospitality (2012).

Out of the Box Intermedia, Un/Inhabited project Athens School of
Fine Arts Hydra ® Mykonos annexes, 2012

Small archive of works in summer exhibitions (2017) links works
with which | participated in periodical art exhibitions, organized
in summer vacation places. Bella Ciao (2013, 2017) is part of
the archive. The song, performed by a group of artists departing
from Sikinos in 2013, is transmitted inside and outside the
venue of Tourism exhibition in Amphissa in 2017.
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Mapia NaAou
Maria Lalou

Skafte Aymo-Boot
Skafte Aymo-Boot

ANTIMONUMENTS
1964-2013

To €pyo [UN] FINISHED tng eikaotikol Mapiag AdAou kal tou
apxitéktova Skafte Aymo-Boot eival pia peAétn/apxeio ndvw ota
avoAokAnpwrta akivnta tg ABnvag. To pavépevo autig tng 1bidtunng,
0€ EKKPEPATNTA APXITEKTOVIKAG, TOU ateAgiwTtou ktnpiou, elval
ouvdedepévo e Tnv Lotopia tng olyxpovng 6épnong tng ABnvag
Kat avadelkvUel JnThpata nou agopouv TN GUOLOYVWHIa tng aUyxpovng
EAAGSag. Ot okeAetol autol, eival onpadia Twv agavwv KoWVwVIKWY,
OIKOVOUIK(V KAl MOALTIKWY S0PMV nou opidouv TNy GUOIKA elkdva
NG NOANG Kal TIG OXEOELG TWV UMNOKEIPEVWY Nou agopolv oo Tov
1blwtikd Toug Pio doo kal tn oxéon Toug He To dnpoato xwpo. Ot
AITEG POPHES TOUG NapaAAnAidovTal e TIG APXETUNIKEG APXITEKTOVIKEG
KAQOOIKEG OOPIEG MOU €XOUV TAUTIOTEL piE TO EAANVIKS €v60E0 NapeABdv
Kkal tnv atyAn tng eMnvikétntag. Qg éva aAio eidog (avtypvnpeiwy
(PAVEPWVOUV TOUG KAVOVEG, TOUG KavovIopoUg Kal TG ayKUAWOELG
nou S1€NouV TNV NOAITIOTIKA NOAITIKA TNG XWPag pag kat 4,t auth
avadelkvUel. Tautdxpova pwtiCouv 6oa oUyKPOToUV TN PUCIOYVWHIa
TOU VEOEAANVA, autd nou avilpetwnidel kaBnpepvd aAAd kat autd
MoU 0pYaV(VOUV TNV Tautdtntd tou otn Bacn evog Kataotatikol
pUBoU nou ouvdéetal Pe T «dlaftepn» EAANVIKA Nepintwon, autn
nou 0to NapeABOv Tautiotnke PE TO MOALTIOTIKG TNG pEYaAEio kat
0To Napdv pe TN oaynvn TG kpIoNg Kal TNG KATaoTpoPng.

the 7th floor installation view of the work _ _ _ _/_ _ _ _
[UNJFINISHED - 2013

photo credits: Pavlos Fysakis Maria Lalou, Courtesy of Maria
Lalou ® Skafte Aymo-Boot

EAAnvikA Aeldvta?

ANTIMONUMENTS
1964-2013

The work [UN] FINISHED by visual artist Maria Lalou and architect
Skafte Aymo-Boot is an archive/study of the unfinished buildings
of Athens. The phenomenon of this peculiar, suspended architec-
ture of the unfinished building, is closely associated with the
history of how Athens was built and brings to the fore issues in-
tegral to the nature and characteristics of contemporary Greece.
These skeletons are signs of the unseen social, financial and
political structures that define the city’'s image and the relation-
ships between people, in their private lives as well as with public
space. A parallel is drawn between the buildings’ simple forms and
the archetypal classical architectural structures associated with
the golden Greek past and the glory of Greek culture. As a type
of anti-monuments these buildings illustrate the rules and regula-
tions as well as the rigidity that characterises our country’s cul-
tural policy. At the same time they shed light onto the elements
that shape the nature of the contemporary Greek man: Not only
the daily struggles but also the characteristics of a sense of
identity shaped through the “peculiar” Greek case: identified in the
past with its cultural greatness and in the present with the allure
of the financial crisis and ensuing socio-political destruction.
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Natdoa Mmda
Natasa Biza

How to re-model a pavilion from German to Greek, 2016

Apoppn yia to épyo tng Natdoag Mnild otdbnke éva €yypapo
niotonoinong tng BpdPeucng e To xpuad PETAAALO TOU aypoTikoU
ouvetalplopou g Mépnnooag g Mépou yia napaywyn eUAAwWY
kanvou, otnv AleBvn EkBeon tou Zav ®pavoioko to 1915 (Panama
Pacific International Exposition), To onofo n KaAArtéxvng Bpnke
anoBnkeupévo otnv naAd kowdtnta g Mdpnnooag. H AleBvig
¢kBeon otnv onola ouppeteixav 24 kpdtn, anoteAoloe £va Kate€oxnv
TOUPLOTIKS Kal EMNopIkd yeyovds TG eNoxng kat Slopyavabnke yia
va yloptaotei to dvolypa tng dlwpuyag tou Mavapd, Pe npookekANpEVOUG
NPOCWNIKOTNTEG ONwg o Nkpdxap MneA, o Tépag Evuooy, o Xapu
®opvt, ka. H Mnld kdvovtag épeuva oe apxela kat evronidovrag
LOTOPIKOUG NOU €X0UV HEAETNCEL TNV CUYKEKPIEVN £KBEON, avakAAuWe
nwe apxikd, oev eixe npoypappatiotel va népet pépog n EAAGSa. H
leppavia akUpwaoe th oUPPETOXN TNG Adyw TNG évapEng tou A’
Maykoopiou MoAépou kat aArdlovtag tn Nnpdooyn Tou NEPINTEPOU
and jugendstil o€ veokAaaoikd, petétpeay to Meppaviké nepintepo
og EAANVIKG. H €peuva tng Mmida tnv 0dnynoe oto va avakaAUyel
nw¢ autd nou £énalfe onpavtikd poAo yia t ouppeToxn tng EAAGSag
otn 61eBvn €kBeon, eival 6t dwpnBnke and th xwpa, v 6N
avtaAAGypatog, pia eviunwolakn ouAAoyn ekpayeiwv apxaiwy
ayaApdatwv. To €pyo How to re-model a pavilion from German to
Greek, anoteAeitar and éva BiAlo oto onoio cupnAékovtal ot loTopleg
TOU EAANVIKOU MEPINTEPOU, N PETATPONA TOU and YEPHAvVIKO, N
yewaiddwpn dwped and v EAAGSa, kabwg kat pia oglpd pwto-
YPAPLOV Nou Npoékuyayv anod tnv €peuva tng KAAATEXvIdag.
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Interior of the Greek Pavilion

Oa apnooupe auth tn Aedvta ) va v
Eavaypdoupe?

How to re-model a pavilion from German to Greek, 2016

Natasa Biza's work was occasioned by the certified record of an
award received by the agricultural union of Marpissa, on the island
of Paros, in the Panama Pacific International Exposition of 1915.
Discovered by the artist stored in the old community of the area,
it was awarded to the union for the production of tobacco leaves.
Organised to celebrate the opening of the Panama Canal, the
International Exposition was the principal touristic and commercial
event of the time. It boasted 24 national participations and was
attended among others by Graham Bell, Thomas Edison and
Harry Ford. Researching various records and locating historians
that have studied the Exposition, Biza discovered that originally
Greece was not among the participating countries. Due to the
break out of WWI Germany withdrew its participation, and by alter-
ing its facade from jugendstil to neoclassical its pavilion was
transformed from German into Greek. Biza's research led her to
the discovery that a major factor behind the participation of Greece
in the exhibition was the country’s donation—in return for its
selection—of animpressive collection of ancient statue casts. The
work How to re-model a pavilion from German to Greek, consists
of a book that brings together the stories of the greek pavilion,
its transformation, Greece’s generous donation, as well as a series
of photographs that the artist came across during her research.

21



22

PaAAoU Mavayiwtou
Rallou Panagiotou

Kalypso (Volume Il), video, 2016
Mouoikih oUvBeon Apng Xia@ag

‘Eva touplotikd Bépetpo tou 1970 to onolo aneubuvdtav katd

KUplo Adyo oe Bopeloeupwnaloug ToupioTeG Kal A€ltoUpynoe yla
20 xpdvia nplv TNV EYKATAAELPn Kat napakpn tou, kabwg kat pla
anopovwpévn e€oxikn katolkia epnAékovtal otnv agnynon tou
video Kalypso (Volume II).

To Bivteo anoTUNMVEL pid TONOYPAPIKA KAl APXITEKTOVIKN Sladpopn
Mou NPOCOHOLAZEL pe TN PEB0OO TNG TEXVIKNG EEAOKNONG TNG PVAUNG
(memory palace) evw akoUyovtal geAonolnpéva AoyoTexviKa
anoondopata and to épyo “Suzanne and the Pacific’, tou Jean
Giraudoux, éva kefpevo Slanpaypdteuong twv apxEtunwy nou BEtel
n totopia tou Popvaciva Kpouoou. Ta avtikeipeva nou napouatdlovrat
oto video énwg ta payld kat ta PapBakepd t-shirts ouvdéovral
HE OUYKEKPLUEVA LOTOPIKE, KOWWVIKA Kal NOAITIOHIKA oupppaldpeva,
kaBwg kataokeuddovtav padikd otnv EAAGda tn dekaetia tou 80
WG @BNvA aviiypapa twv PEVPATWY VEWTEPIKOTNTAG and Ta kévipa
ToU eEWTEPIKOU KAl XpNaLonoloUvtal wg pia PVeid otn XpwHATIKA
Kal YAwoooAoyIKA Toug UBPISIKA peTappaacn.

PaAAou Mavayiwtou, Kalypso Volume |,
2016, Bivteo (still), image courtesy of the artist and Bernier/Eliadis

Rallou Panagiotou, Kalypso Volume I,
video (still), 2016, image courtesy of the artist

Kalypso (Volume Il), video, 2016
Musical composition Aris Siafas

A 1970's tourist resort oriented primarily towards north-Europe-
an tourists in business for 20 years before its abandonment and
subsequent decay and a remote holiday house form part of the
narrative of the video work Kalypso (Volume II).

The video illustrates a topographical, architectural route drawing
a parallel with the memory palace memory enhancement tech-
nique. At the same time versified literary excerpts from Jean
Giraudoux's work Suzanne and the Pacific, a text that negotiates
the archetypes in the Robinson Crusoe story, are set to music.
Mass produced in Greece in the 80’s as cheap reproductions of
modern trends abroad, objects like the swimsuits and cotton
t-shirts that make an appearance in the video, are linked to
particular historical, social and cultural contexts. As such they
give a nod to their chromatic and linguistic hybrid translation.

Mdvog ZkAaBevitng. ES6w kdnote otdBnke yia Alyo o kaAAitéxvng lMNdvog XkAaBevitng, eykatdotaon,
blaotdoei petapAntég, 2017

Mavog IkAaBevitng
Panos Sklavenitis

How to be seen (and heard) #2

“H ékBeon pag noté bev NBeAe va eknpoownAoel Tnv abnvaikn téxvn.
AMot npénet va to kdvouv autd. Edv ot dvBpwnol bev aiobdvovtal 6t
eknpoownolvtal 6w, Téte Ba npénet va okeptouv yiati bev akolyovrat.”
Andonaopa and ouvévteuEn e tov KaAAtexvikd SleuBuvtn tng
documenta 14 (Deutschlandfunk Kultur, 14 Maiou 2017).

To {htnpa tng autonpoPoAng tou KarAttéxvn, ol dpol, Ta péoa Kat
ol Beopof nou eykabidplouv To NOAITIOTIKG KUPOG, KaBwg Kal ot
S1apopol Pnxaviopol Kat oTpatnylkég yla Ty andktnon ehApng
anaoxoAolv Tov MNavo ZkAaBevitn. Zto épyo How to be seen (and
heard) #2, 0 kaMitéxvng exkivel €va povopepn SlaAoyo/andvinon
HE Tov KaAAtexviké SleuBuvth tng 61eBvoug ékBeong olyxpovng
téxvng documenta 14 nou polpdotnke petafy ABrnvag kal KaoeA
v dvol&n kat o kaAokaipt tou 2017. O LkAaBevitng, petanndiveag
TIG KATEOTNPEVEG 060UG KAl NApAPETPOUG TNG BEGHIKAG KATOXUPWONG
NG a&fag, Kataokeuddel péow aubalpeaiiv Kat Napanonoewy Ty
S1KN Tou UoTEpoPNpia Kat pvnpelonoinon, n onoia WS, NV UNopwvtag
€V TEAN va TautonolnBel, euNePLEXEL TAUTOXPOVA KAL TNV UMOVOHEUON
¢ Mia nopnwdng autodlapnpion aArd pe adlvapn anevbuvon,
nou anoteAeftal and pia oelpd Spdoewy OXETIKA avWEEANG Kal
PATaing €K Twv NPoTépwy autonpoBoAng, axoAldZouy peta&l AGAAwv
TNV EAANVIKA NMOALTIOTIKA MOALTIKA Kat Tnv aduvapia npowdnong g
oUYXpovNng KAAATEXVIKAG Napaywyng kabwg kat tnv apgBupia tou
{6lou Tou kaAAitéxvn va ouvblaAexBel pe ta noAUnAoka oxeolakd
Kpithpla agloAdynong kat npowonong nou BETeL To NayKOOULONOINPEVO
nedio tng téxvng.

Panos Sklavenitis, Here stood for a little while the artist Panos Sklavenitis,

installation, dimensions variable, 2017

How to be seen (and heard) #2

“Our exhibition never meant to represent the athenian art scene. This
is the responsibility of others. If people feel they are not being ade-
quately represented here, then they should think about why they are
not being heard.”

Excerpt from an interview with the artistic director of documenta 14
(Deutschlandfunk Kultur, 14th of May 2017).

Panos Sklavenitis is interested in the issue of the artist’s self-
promotion, the terms, the means and the institutions that es-
tablish cultural status and value, and the various mechanisms
and strategies for the gaining of fame. In the work How to be
seen (and heard) #2 the artist initiates a unilateral dialogue/
answer to the artistic director of documenta 14, the interna-
tional contemporary art exhibition which was split between
Athens and Kassel in the spring of 2017. Circumventing the
established routes and parameters of the institutional consolida-
tion of value, Sklavenitis arbitrarily attempts to construct his
own posthumous fame and memorialisation. Manipulating the
truth but failing to subsequently cover his tracks he simultane-
ously undermines his efforts. His pompous but overall weak
self-advertising which consists of a series of events of an a
priori relatively pointless self-promotion comment among other
things, on the greek cultural policy and inability to promote
contemporary artistic production as well as on the artist's am-
bivalence to enter into dialogue with the complicated relational
criteria of evaluation and endorsement set forth by the globalised
field of art.
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Kwvotavtivog XatdnvikoAGou
Constantinos Hadzinikolaou

KepdaAia

DAY Super 8 petaypappévo e Ynelakd Bivteo, aonpduaupo,
xwplG Axo. Aidpkela: nepinou 3 Aentd. 2017

Oupavég AouoPritg

YkAnpddeto BiBAio. 2017

To XentépBpn tou 2007, ENOKEPTNKA TO 0TPATONESO CUYKEVTPWONG
tou AouoPitg padi pe tnv AyyeAikn. Enotpépovtag, n AyyeAikn,
nou efxe xAoeL 6AN TNV OIKOYEVELA TNG eKEl, anokolunBnke oto
Aew@opeio. Aéka xpdvia apydtepa, to XentépPfpn tou 2017,
Kivnpatoypdpnoa to Mouaeio AeApv. Aev EEpw av undpxel pla
undyela 0Tod Nou va ouvoEEL TOoug HU0 XWPOUS, WOTOO0, TNV WPa
nou giApapa to pikpd dyaipa evég KopltoloU nou xapoyeAoUos,
avayvwploa oto npéowno Tou tn pikpn Lépa, tn Bela tng AyyeAKAg,
nou néBave otoug BaAdpoug. Ki 6tav niya oto dwpAto He tn
Yoplyya, Bupnbnka nwg v eixa 6l va netdel otov oupavéd Tou
AouaoBitg, koltwvrag and YnAd to otpatdnedo, tpopaypévn, avikavn
va BupnBei to ypipo tng.

Neddvta

Heads

Digital video transferred from Super 8 film, black-and-white, no
sound. Duration: aprx. 3 mins, 2017

Sky Auschwitz

Hardcover book, 2017

In September 2007 | visited the concentration camp at Auschwitz
together with Angeliki. On our way back, Angeliki, who had lost
her entire family at Auschwitz fell asleep on the bus. Ten years
later, in September 2017, | filmed the Delphi Museum. | do not
know if there exists a subterranean tunnel linking these two
places, nevertheless, as | was filming the small statue of a smil-
ing girl | recognised in her face young Sarah, Angeliki's aunt who
died in the chambers. And when | went into the room with the
Sphinx, I remembered that | had seen her flying in the Auschwitz
Sky, looking down at the camp, terrified, unable to recall her
riddle.

Ivw BapBapitn
Ino Varvariti/

Mavvng AeAaypappdtikag
Yiannis Delagrammatikas

the willingness to revisit,
£1KAOTIKO-gpeUVNTIKG Npdtdekt oe e§€AIEN

To €pyo twv vy BapPapitn kal MNéavvn Aedaypappatika the willing-
ness to revisit €ival éva €lKaoTIkG-epeUVNTIKG NPOTLEKT OE €EEALEN.
AnoteAe( pla 16100uyKpaclakn Kataypapn avapvnoTKWY AVTKEIHEVWY
-souvenir- and tv EAAASa otig unaiBpleg ayopég tou BepoAivou.
Mouoelaka kepapikd avtiypaga ayye{wy, anoppnoelg ayaApdtwy,
Kapt NootdA kat pwtoypaples/ dApunoup tagdlv ouvBetouv ta
€UPNHATA PIag avoIXTNG EMNTEAEOTIKAG OUAAEKTIKNG epnelpiag. To
naddpl, w¢ XWPog dlanpaypdteuons, avtaAAaywy, avanaviexwy
5100TAUPWOEWV AVTIKEIPEVWY Kal avBpnwy anoteAel To npoowpivd
onpelo ouvavinong Lotoplwv nou dlanAékovtat. Apnynoelg nou
HETWVUHIKA pnopolv va avacuvBéoouv Npoownikég SladpopE,
TONoug Kat avapvnaoelg aAAd kal noAtiotika kat Beopika nAaiola. Ta
XQPAKTINPLOTIKA OTAVT YEPETa KapTnootdA kat ot ndykol Pe apxaia
avtiypapa é€w oxeddv and kaBe apxaloAoyikd xwpo kal NnapabepLoTikd
pépog anoteAolv avandonaoto KOpPATL Tng oknvoBeoiag kal twv
NPAKTIKWY MPOCEYYLONG TWV TOUPLOTWV. LAPEPA BATEL OUYKEKPILEVWV
DEK opidovtal pntd ot 6pol eKHETAAEUONG TNG NOAITIOTIKAG KANPOVORIAG,
n xoprynon adelwv GwIoYpAPNong, KIVAHAToYpAPnong, napaxwpnong
APXALOAOYIKV KL LOTOPIKIV XWPWV Yia EKONAWTELS KAl yla oroladAnote
AAAN xprion. Ano tv dAAn e€etadovtal Ta avapvnotikd wg avukeipeva
Mou oUVTAooOoULV pild NPOCwWIKA avIiAnyn tng lotopiag kal tou ténou,
WG anodelktkd otoixe{a petakivnong 16wy kal epnelptwv. Méoo ta
QVTIKE(JEVA €XOUV ENNPEACEL KAl SIAHOPPWOEL HIA OTEPEOTUMIKA
B¢aon tou AAAou, NG00 e€WTIKOMOLOUY KAl POHAVTIKOMOLOUV TNV
€1KOVA TOU TOMOU Kal TwV apxalotntwv aAAd kal and thv dAAn néco
éxouv oUupBAAEL otnv NpowBNOoN Kal otnv avantu€n Tou Touplopoy
Kal Kataokeun Tng “eAAnvikétntag’;

the willingness to revisit,
EIKAOTIKG-EPELVNTIKG MPOTLeKT O €EEAIEN

the willingness to revisit,
research-art project in progress

the willingness to revisit,
research-art project in progress

The work of Ino Varvariti and Yiannis Delagrammatikas ‘the willing-
ness to revisit', is a research-art project in progress. It consists of
an idiosyncratic record of souvenirs from Greece found in various
flea markets in Berlin. Ceramic museum copies of vessels, statue
replicas, postal cards and photograph albums of trips are all finds
of an open performative experience of collecting. The flea market
as a space of negotiation and exchange, an unpredictable meet-
ing point of objects and people, becomes the temporary melting
pot of various stories; narratives that can metonymically bring to
life personal journeys, places, memories but also cultural and in-
stitutional contexts. The distinctive postal card stands and the
staged-looking stalls selling ancient statue reproductions one finds
in archaeological sites and holiday destinations, form an integral
part of tourist attraction practices. Nowadays there are laws that
set the terms and conditions that govern the exploitation of cul-
tural heritage, including the allocation of permits to photograph
and film and to use archaeological sites for various events. At the
same time the project explores these souvenirs as objects that
illustrate a personal understanding of history and locality as evi-
dence of the shifting of ideas and experiences. To what extent
have these objects influenced and shaped a stereotypical view of
the Other? To what extent do they exoticise and romanticise
antiquities and representations of places? And on the other hand,
how significant a part have they played in the promotion and
development of tourism and the construction of “Greekness™?
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Greek Olive: Greek art highlights.
video still, 2017

Nelnel To EAANVIKG

KavecS

Kwotng tapuAdkng
Kostis Stafylakakis

Bava KootayiéAa
Vana Kostagiola

Greek Olive: Greek art highlights. Video, 2017

«H Greek Olive npoogépel pla povadikn eukalpia va e€epeuvnoete
Ta povondtia g oUyxpovng eAANVIKNAG Téxvng. H d1eBvng ékBeon
Documental4 pag PonBnoe va Solpe aAAldg T oxéon avapeoa
otn néAn, Ta owpata kat ta dikalwpatd pag. H opdda tg Greek
Olive, e€elbikeupévn og unnpeoteg city & art strolling, éxel oxedidoel
yla 0ag Hovadikég ladpopég ato xdptn TNg oUyxpovng EAANVIKAG
téxvng, Tig Greek Olive Strolls.»

Itis upto-all of us torefuse o pay the debt
msfillecim oue minds as muchyas i out bank accuu_pts, oWk

7

Greek Olive: Greek art highlights. Video, 2017

“Greek Olive offers a unique opportunity to discover Greek con-
temporary art. The international exhibition Documenta 14 helped
us see the relationship between the city, our bodies and our rights
under a different light. Specialising in city & art strolling services,
the Greek Olive team, has designed especially for you unique strolls
spanning the art map of contemporary greek art, Greek Olive
Strolls.”

[Mevkog, 1977, kovdtoi-taBépva.
H 1, n A, n MnéA kat ot ndnieg (pwtoypaepies tou ')

Pefkos, 1977, Shepherds hut - hungout.
I, L,Belle and the ducks (photographs from G.L.'s archive).

O1 apxitéktoveg tng PdaAawvag
A Whale’s architects

Ta§idevovtag xavoupe to Néto
Aidypappa yia tnv opiAia tou Povipiyo ®epvdvied Mipdvta

O1 apxitéktoveg tng PdAavag elval éva ypapelo apXITEKTOVIKAG
pe €6peg otnv ABrva kal otig Bpu&éAeg, to onofo oxediddel kat
Kataokeuddel ktiopata kal aviikelgeva eved napdAAnia Sie€ayel
€peuva endvw aTn XpNon Kal Ty napaywyn toug. OLxwpot HEAETOvTal
WG YEVWATOPEG KABNPEPIVAV CUPBAVTWY PECW TNG NUKVAG OUVEEDNG
kivnong, ontukng NnpdoAnyYng Kat tng NANBUVTIKAG XpoNgG TOU XWPOU.
Aappdvovtag undyn tov avBpwnoyevin xapaktnpa g napaywyng
TWV KUOPATWY KAl T onpacia Twv TEXVIKWY KATAoKEUAG wG BAoIkEG
YVWOELG yIA TNV KOWWVIKA 0lKovopia kal tov noAttiopd, n opdda
unootnpidel tn dlaonopd tng eAeubépiag epyaociag oxedidlovrag
Kat kataokeuddovtag Kipla kal npwtdtuna avtikelpieva o€ ouvepyaoia
pE eEEISIKEUPEVOUG TEXVITEG Kal pyaotnpla/PloTexvieg HIKPNG
KAfpakag. Ma to €pyo Ta§ldevovtag xavoupe to Néto: Aidypappa
yia tnv opiA{a tou Povtpiyo @epvdvied Mipdvta, ol apXITEKTOVES
g PaAaivag e€etalouv (VOOTAAYIKA) OIKOYEVEIAKES PWTOYPAPIES
napaBeptopoy otn vhco . tou Alyaiou, oTiG apxég tng dekaetiag
Tou ‘70 Kal napdAAnAa pe tnv npda@atn KpLuki PeAETn tou Povipiyo
Depvavied Mipdvta yia tov padikd touplopd, npoonabolv va
KaTavonaoouv Nwg oL LoTopIKo{ peTaoxnpatiopol SiETpe€av Ty pikpn
(kal peydAn) Tonikn pag otopia: nwg aAAagave ta onftia pag kat
Ta QVIIKEIPEVa, Ol EN-OKEWELG Pag OTn yn Kat To Vepod.

Travelling we lose sight of the South:
A Diagram of Rodrigo Ferndndez Miranda’s talk.

A Whale's architects is an architectural practice based in Athens
and Brussels which designs and constructs buildings and objects
while it also carries out research on their use and output. Spac-
es are studied as the birthplace of everyday events through their
densely linking of traffic, visual perception and plurality in use of
space. Taking into account the man-made aspect of the buildings’
production and the significance of their technical characteristics
as basic knowledge on social economy and culture, the team
supports the dispersion of the freedom of work by designing and
constructing buildings and original objects in collaboration with
expert craftsmen and workshops / light industries. For the work
“Travelling we lose sight of the South: A Diagram of Rodrigo
Fernandez Miranda’s talk”, A Whale's architects (nostalgically)
examine holiday family photographs taken on the island S in the
Aegean in the beginning of the 70's. Drawing a parallel with
Rodrigo Fernadndez Miranda'’s recent critical study on mass tour-
ism, they attempt to comprehend the way in which historical
transformations run through our small (and big) local history:
how things have changed, our homes as well as objects; our
visits to and thoughts on earth and water.
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EuBipng O¢ou
Efthimis Theou

HAéktpa AyyeAonoUAou
llektra Angelopoulou

Mia &iaAe§n 'Hmag Advapng
performance Bedtpou/apxaioAoyiag, BeAiypddi, 2017

Y10 Bivteo Mia &1aAe€n ‘Hrag Advapng , ot kaAAitéxveg EuBUpng
©¢ou kat HAéktpa AyyeAonoUAou xpnalponololv peBoboAoyieg
npogpxOpeves and tnv aloBntnplakn apxatoAoyia, tnv eBvoypapia
Kal tn Bewpia tou xwpou, yla va Béoouv {nTtApata oxeTkd pe TG
€VVOLEG TOU 1BIWTIKOU, TOU SNPGOLOU, TOU TOMIKOU Kal UNEPTOMIKOU.
EvaAdayég peta&l tonoBeoiwv Kal YEWYPAPIKWY MEPLOXWV
xpnaotgonolodvtal yla va apggioBntnBei n enikpatoloa xpnon evolwy
6nwe n kpion, o vétog, aAAd kat to ¢atnpa tng weudaiobnong evog
OHOYEVOMOINKEVOU KOOHOMOALTIOHOU.

Mia 1dAeén Hriag Advapng
performance Bedtpou/apxatoloyiag, BeAypddi, 2017

A Soft Power Lecture
Theater and archaeology performance, Belgrade, 2017

H Aeddvta pe to v tido eival diapopetikn ,
t kpatdpe?

A Soft Power Lecture
performance theater/archaeology, Belgrade, 2017

In the video The Oberhausen Manifesto, the artists Efthymis
Theou and llektra Aggelopoulou using methodologies deriving from
sensory archaeology, ethnography and spatial theory, raise issues
of domesticity, interior, exterior, private and public with the aim
to challenge our ideas about the local and translocal, public space
and public claims. Interchanges between localities and geographies
are used to question the mainstream abuse of notions such as
crisis, the south but also to question the illusion of a homogenized
cosmopolitanism.

Aysenur Babuna

Mntépa AiosvoUp: O epxopdg tou Meaoia
Bivteo, idpkela nepinou 10 Aentd./ 2017

Tnv 6exkdtn dydon pépa tou Zapndyv tou €toug 1438, n pepiviotpla
MouaoouApava aktiBiotpla kal npéofelpa diaBpnokeutikol diaidyou
Kat noArtikng AioevoUp Mnapnouva, épepe aTov KOGHO TOV UNOOXOHEVO
Meaoofa. Ze avtiBeon pe tov naAid Meaoia tng xplotiaviking napadoong,
0 v€oG autog Meaalag, gUolv OXETIKIOTNG, okonelel va Bacioel tny
Unap&n tou o antd tekunpla. Etol, Eexiva pe tn Mntépa Aloevoup
1o lepd tagidl npookuvApatog. MepMAQVWEVEG OE XPIOTIAVIKEG
€KKANGIEG Kal povaothpla, IoAapikd Tepévn Kal Bpnokeutikd navnyvpla
e€epeuvolyv Kal napatnpoulv diépopa Bpnokeutika ddyuata, pe
0TOX0 TNV A vadhTNoN NVEURATIKWY anavtnoswy oe ouyxpova adié€oda.
Metda and ™ cUAAOYN YVWOEWV Kal EUNEPLOV and to ta&idl, o véog
Meooliag, pe tn BonBela tng Mntépag Aioevolp, Ba dnploupynoel
éva uBpiblo Bpnokelwv kal Ba avaknpugel Ty Spuon evog eUEAIKTOU
56ypatog plag véag enoxng. AkoAouBvtag to véo tou d6ypa, o
Meooiag oUvtopa Ba eival étoog va evwael kat va KUBEpVATEL TNV
AvBpwnétnta kat va Autpoet Toug avBpwnoug. KATA TA ®AINOMENA,
H XQTHPIA EQTALE.

Mntépa AioevoUp: O epxopds tou Meooia
Bivteo, bidpkela nepinou 10 Aentd./ 2017

Mother Aysenur: The Messiah is Coming,
video, aprx. 107/ 2017

Mother Aysenur: The Messiah is Coming,
video, aprx. 107/ 2017

On the eighteenth day of Saban in the year 1438, the feminist,
Muslim activist Aysenur Babuna, also an ambassador of interfaith
dialogue and politics, introduced to the world the promised Mes-
siah. Contrary to the old Messiah of the Christian tradition, this
new Messiah, relativist by nature, aims to base his existence on
concrete evidence. He thus embarks with Mother Aysenur upon a
Holy journey of pilgrimage. Wandering through christian churches
and monasteries, islamic mosques and religious fairs, they explore
and observe several religious dogmas in a search for spiritual
answers to the predicaments of the present. Through the gather-
ing of knowledge and experiences, the new Messiah, with the help
of Mother Aysenur will declare the foundation of a flexible dogma
of a new era. Following his new dogma, the Messiah will soon be
ready to unite, govern and redeem mankind.

TO ALL APPEARANCES, SALVATION HAS COME.
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