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THE SYMPTOM PROJECTS

To The Symptom Projects eival pia nAaTgOppa cuyxpovng TEXVNG

kal BewpnTikng avalrTnong nou dpacTnPIONOIEITAl OTNV EUPUTEPN
neploxn Twv AeApwv, OTOXEUOVTAG 0T dlEPEUVNON TOU «CUMATWHATOG
oTNnV TeXVN. To «CUPNTWHA», QUTH N OKOTEIVH EMNEIPIA TNG AAKAVIKAG
Wuyavaluong, gival To YAwooikd cupBav, nou avaduel To adidBeTo ixvog
TOU MPAYHATIKOU, TO APAVEPWTO iXVOG TOU NpdypaTog. EnikevrpaveTal
€TOI OTNV aveikovikh aAfBeia Tou €pyou TNG TEXVNG Kail OxI OTIG
AnNEIKOVIOTIKEG KAl PEANIOTIKEG TOU KABNAWOEIG.

2uvepyalopevo e KAAMITEXVEG, ENIPEANTEG, APXITEKTOVEG, BecopnTIKOUG
kal AoyoTexveg To The Symptom Projects eival éva neipapaTikd pOpoup
nou e ekBeciakeg SpaoTnPIOTNTEG, OTPOYYUAEG TPANECEG KAl KEIPEVIKEG
NapaywyEg enixelpei va digpeuvinoel auTo To axapToypdgpnTo anobeua
nou gival OPwWG KAl QUTr N KATAYWYIKA avapopd ToU OnoioudrnoTe £pyou.
Méxp! onpepa ota nhaioia Tou The Symaptom Projects €xouv
npaypatonoinBei okTow ekBETEIG OUYXPOVNG TEXVNG KAI VA HEYANOG
apiBuog and ekbeoeig pwToypaPiag (KUKAOG es-optron), events
neipapaTikng pouaikng, live performances, BswpnTikcv kar AoyoTexvikcov
OUVAVTHOEWV.

AnooToAng ApTivog
KwoTtag XpioTonoulog

THE SYMPTOM PROJECTS

The Symptom Projects is a platform of contemporary art and theoretical
exploration, active in the wider Delfi area, aiming to investigate the
“symptom” in art. The “symptom”, that dark experience of lacanian
psychoanalysis, the linguistic event that disposes the non disposable
trace of the real, the unrevealed trace of the thing. It thus focuses on

the non-representational [aniconic?] truth of the art work rather than on
representational and realist fixations.

In collaboration with artists, curators, architects, theorists and authors, The
Symptom Projects is an experimental forum which -via exhibitions, round
tables and textual productions- attempts to explore this uncharted residue
which constitutes the point of origin of any artwork.

To this day, the record of The Symptom Projects numbers eight exhibitions
of contemporary art and a great number of photography exhibitions (the
es-optron cycle), several experimental music events, live performances,
theoretical and literary meetings.

Apostolis Artinos
Kostas Christopoulos
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Ano Toug KpepaoToug kANoug TnG BaBulwvag ewg oruepa, o kANog dnAwvel eva Tonio
KaTaokeuaopévo and Tov avBpwno. Evag evdidueoog xwpog avdpeca oTtn puon Kai
To kTiopa. Mia yAunTikr) ouvBeon anoTteholpevn and puoikd OTOIXEId, oTnV onoia o
avBpwnog/knnoupdg anogpacilel nwg Ba Ta TonoBetrioel kal Ba Ta kKaANIEPYNOE! wG NPOG
To eu Cnv. H évvoia Tng kaA\igpyeiag dev apopd Povo Tn yn, aAAd kal To nveupa. Kai dev
gival TuXaio OTI 0 AATIVOYEVHG OPOG YIA TOV MONTIOPO -1 KOUATOUpPA- €Xel TiG piCeg Tou
oTnv KAANIEPYEIQ TNG YNG, Og avTiBeon pe Tov eNNVIKO 0po nou oTnpifeTal otnv noAn.
H npd&n tng kaA\igpyeiag AapPaver xwpa navra o' éva npooTaTeupevo nepiBaAlov nou
avTAvakAG Tn vOOTPOMia Kal T PIAOCO®Ia Tou dnUIoupyoU Tou OTnV eKACTOTE €MNOX).
Miag kar HIAAPE YIa ENOYES, OEV HNOPOUNE va pnv avagpepBoupe oTov NEPOIKO KAMO KAl TN
peTapopa Tou and To TPIodIdoTaTo nepiPaAllov oe pia 8iodidoTaTn avanapdoTact| Tou
nou dev eival GAAn anod To nePaIko XaMi, Tnv angikovion dnAadr Tou kAnou Tng Edep peoa
ano To NPICHA TNG KOOPOANOYIKAG NPooeyyIiong Twv Mepodv.

Tnv 18éa Tou KANOU w¢ KOOHOU KAl PIKPOKOOWOU Tnv €xel ekppacel o Michel Foucault
OTO KEiPeVO Tou «ETepoToniegy. 2e avTiBeon e TNV ouTonia MOV pag NaPAnEPnel og &vav
nAaopaTikd KOOUO, O KNMNog napexel autd nou o Poukw ovopace «eTepoTomniar, dSnAadn
€va evaMakTIKO aA\a npaypaTikd nepiBaiiov:

Aev npenel va Eexvape OTI 0 KANOG, AUTM N EVTUN®WOIAKK dnpioupyia Pe IoTopia
XINAdwv eTwv, gixe otnv Avatolr) noAU Babiég kar Tpdnov Tiva ungpBéaipeg
onpaoieg. O napadooiakog NePOIKOG KAMOG NTAV €vag IEPOG XWPEOG MOU
EMNPENE VA OUVEVGVEI OTO 0pBOYVIO E0WTEPIKO TOU TECCEPA HEPN MOU
aQVTINPOCMNEUAV TA TECOEPA TUNAPATA TOU KOOHOU, £XOVTAG VAV AKOUN Mo
IEPO XWPO and Toug AAAOUG NMou ATAV 0av OPPANOG, O APANOG TOU KOTHOU
OTO K&vTpo Tou (onou RpiokoTav n Askavn kai To owvTtpifav). Kar 6An n
BAaoTnon Tou krnou gnpene va diapoipaleTal o’ auTOV TOV XWPEO, 0’ AUTO TO
€id0g pikpokoopou. Oco yia Ta xahid, anoTehouoav apxIKd avanapaoTACEIG
kAnowv. O kANog eival éva xahi 6nou o KOOHOG OAOKANPOG EMITUYXAVE! TN
OUMPBONIKT TOU TEAEIOTNTA, KAl TO XA gival va €idog KIvToU KAnou Siapugoou
Tou xwpou. O KANog gival TO HIKPOTEPO KOPHUATI TOU KOOHOU KAl OUYXPOVWG
gival n oAOTNTA Tou KOopou.!

Onwg avapepel o Gouk, n €vvoia Kal n NPAKTIKF TOU KAMOU MPOEPXETAl ANo TNV
AvaTolr), kaTd kUuplo Aoyo anod Tnv apyaia Mepaoia. ESGN\ou, kai o S1kog pag napddeicog
NPOEPXETAI ANO TNV NePOIKN AeEN pairi-daeza nou onpaivel nepikAeioTog.?2 Apa o krnog,
ano TIG ANApPyEG TOU, Eival CUVOEDEPUEVOG HE Eva OPIO, TOIXO | PPAXTN, E0TW KAl VOEPO,
OpIo TO onoio Tov §exwpilel and Tov £€5w KOOPO, dNUIOUPYWVTAG CUVONKEG OIKEIOTNTAG
Kal NpooTaciag péoa oTIg onoieg pnopei va avantuyBei kaAuTepa n Cwr) aA\G kai va
diepeuvnBei n nepatdTNTa KAl 0 BAvaTog (epdoov Ta UNIKG Tou gival wg eni TO NAgioTOV
pBapTa), n oxéon avBpwnou kai puong, n diakpion 1d1wTIKOU Kal dnudaoiou.

O knnog pnopei eniong va PeTapepBei 0TO E0WTEPIKO TOU 0IKOU WG XANI, TaneToapia,
nivakag, avln oe Bado. Aev gival Tuxaio 0TI OTIG anapxEg TNG AIoONTIKAG wg SexwpioTou
prhocopikou kKAadou Tov 18° aicva, o Immanuel Kant e§aipel Tooo Tn diapdpgpwon Tou



TOMIOU WG KAMOU OCO0 KAl TN (PUTIKI €0WTePIKN dlakoopnon (os TaneToapieg, Kopvileg
K.d.) WG unodeiypata Tou wpdaiou, e Pacn Tnv anown 6T dev Xpnoipeuav o Tinota, dev
€iXaV KAMOIO CUYKEKPIPEVO OKOMO EKTOG anod Tn Beaor| Toug kal Tnv andAaucn nou pag
napexouv.? 2APEPA pHnopoUpe va noupe OTI eNIKPATE! pia nio d1adpacTikA Anown yia Tn
AeiToupyia Tou Knnou. AvTAwvTag, Adoyou Xdplv, and To «KTiCw, KATOIKW, OKEPTOMAI» TOU
Heidegger kai gpunvetovtag To 'kTiCw' Kal wG KAANEPYW, O KANOG dev NAPEXEl HOVOV
aioBnTikA Bgaon kal andAauon €§ anooTAcswg aAAA Kal EPNAOKK PE TOV KOOHO: OTOV
KNNo dev IoXUEl HOVO TO 0PAV AN KAl TO MPATTEIV: OXI HOVO TO PATI aANA Kal TO Xepl.*

Onwg enionpaivel napandvew o Poukw, To Napadoaoiakd Nepaoikd XaAi CUVIOTA avanapd-
oTaon TOU KNMOU, HId HETATOMNION TOU €Ew NPOG TA PECA, OUXVA WE TNV idIa OTAUPOEIdN
d1dTagn pe TNV KeVTPIKA MNyn Kal Ta TECOEPA CUPPETPIKA napTepia. H petatonion
pnopoUoe va napel kal Tnv avtiBern kaTeuBuvon, ano Ta péoa npog ta £§w. Eupwnaiog
TagidiwTng otnv lMepoia Tou 19U aicova neplypagel pia TexvnTr Aidvn Tng onoiag n
eNIPpAvVeIa gixe xwpIoTel ue eAappieg pafdoug oe TunuaTa, To kabeva avBoonapTo pe
diapopeTiko €idog Aouloudicwv, MBavawg «pipnon Twv oXediwv Twv XaNwV Kal Twv
XPWHATWY TOUG O€ €va JIAPOPETIKO PETO».> TENOG, TO Nepaikd XA, ue Tov eEaiTio PUTIKO
diGkoopo, ynopei va peTapop@wdei o payikd intapevo xahi nou Ba pag petageper ekTOG
TOU 0iKOU, NAvw anod Tov Toixo, kal Ba pag enimpewel va nepinAavnBoupe avda Tov KOopo
- pépovTag padi pag TNV OIKEIOTNTA Tou dIKOU Jag KNMou, Tou dIKou pag NoANTiopou. And
€&w Peoa, kal AN npog Ta £§w.

H auln: évag akoun evlidpuecog Xwpog avapeoa oTn ¢puon kal Tov oiko. Evag krnog.
2Upgpava pe Tov Apn KwvoTavTividn, «n apyiTekTovikn ogpeilel va xTiCer doxeia {wngy»: kal
TO «aANBIVO» XTIOTO eKKIVEI ANd TO AXTIOTO, TOUG UNaAiBpIoug, «HETARATIKOUGH, EVBIANECOUG

XWPOouG:®

H aulr onou yUpw TnNG -f Npog To &va Pepog TnG- apadidlovTtal ol KAEIoTOI
xwpol, sival navra o PBaocikog nuprvag. Anhadn, o unaibpiog xwpog, o
OPYAVWHEVOG KAl KATAOKEUAOUEVOG ETOI (OTE va ival kal auTdg doxeio {wr|g
Kl VA NPOOpEPEI AVEDN, Xapd Kal uyeia. O EEOKENOG XWPOG YIa va dEXETAI TO
Pwg Kal Tov Ao kal TN Bppn TNG eEAANVIKAG ATPHOO(aIPAG, MAAKOOTPWHEVOG
Kal puUTEPEVOG Kal Aouloudiaopévog. MNaTi o EAAnvag, énou xTilel, puTelel
KIOAQG, OMou opBcvel KATAOKEUEG TEXVNTEG, NAVTA TIG SEVEI KAI TIG OTEPEWVEI
Kdl JE TO pUCIKO OToIXEIO.”

©a pnopoUoaps va €NeKTEIVOUPE AUTA TNV danown: o avBpwnog, onou xTiel, puTeLEl
KIGAAG. 210 nepPadl, oTo Pnalkovi, aTnNV Aulr), OToV KAMo.

Otav onpwéeig Tnv kaykehonopTta kal Bpebeig oe pia pikpr 6acn p€oa oTov aoTIKO 10TO,
oTav diafeig To KaTw P anod Tov dpduo ot eva evdIdpeco KaBeoTwg avapeoa oTo dnuoaio
KAl TO 1I0IWTIKO, avApeod oTo dpOpo Kal TO OniTl, OTAV AKOUOEIG AvAEKTa TITRiopaTa
MOUNIGV Kal avBpmMIVEG PwVEG, OTAV O PUAAWOCIEG PISOUV TIG EUEPYETIKEG OKIEG TOUG KAl
pooxofoAfoouv Ta puTda Kal Ta aven..., TOTe 0 KANOG AsIToupysl wg Népacpa ano évav
KOopo o' évav dN\ov. EnavepxdpaoTe oTnv €vvola Tng eTepoToniag yia va avadeifoupe
auTr Tn duvaToTNTA PETATOMIONG OTO XWPEO, OTO XPOVO, 0T oKewn, oTn {wr:

Ag ndpoupe, oav pia sikdéva nou pnopsi va Bonbrjosl oTnv Katavonon Tou
METAPATIKOU XAPAKTAPA TNG €TEPOTOMNIAG, TNV €IKOVA evdg eviIdpecou
XWPEOoU nou onuadelel To népacpa and eva xwpo oe évav dlho. TouTog o
evdiapeocog xwpog Ba sival To katwpM. OTav To diafaivoups BpiokdpacTe
ano eva CUYKEKPIPEVO TOMo e 181aiTepo kaBeoTwg os evav dMo. Mnopoupe



£TOI NEPVAVTAG TO KATWPAI va BpIoKkOPacTe and eva dnpocio Xwpo O Evav
1IBILOTIKO, anod evav IEPO OE VAV KOOWIKO, ano evav unaibpio os evav kKAsIoTO,
ano Tnv ndAn oTn puon K.0.K.»8

‘Onwg enionuaivel o 2Taupog 2Taupidng, «OTav To KATWPA ekpuUAieTal oe cuvopo,
TOTE NPOPAVWG XAvel Tov PHeTAPaTiKO TOU XapakTrpay», eunodifel Ye Eva PJOVOOT|HAVTO
Kal oplako Tpono Tn digheuorn), opobeTei pia anoAuTn exBpodTnTa, pia andiuTtn diapopd
avapeoa oTo péoa kal To £Ew.? AvTiBeTa, To KaTw@N Asitoupyei wg TONog digAsuong,
PEUCTOTNTAG, AVAYVWPIONG TNG dIapopdg, duvaToTnTAg HETABAONG ANd TOV £va XWPO
oTov dN\ov. AeIToupyei wg NEPACHA, pe Tn onpacia nou anedwaoe oTov 0po n Rosalind
Krauss, ypdpovTag yia Tig KAOANITEXVIKEG NAPEUPATEIG OTO APEPIKAVIKO TOMIO: EITE WG
PpPAyHa eiTe wg diodog Aeiroupyei TeAika naifovrag pe Toug opiCovTeg Tou PAEPPATOG
pag nou dlapkawg aMalouv e€aitiag Tou [kal] og 0dnyouv og piav AAAN avTiAnyn yia Tnv
eTEPOTNTA TNG PUONG Kal yia T Bgon cou anévavTi Tng»."°

Ano £&w peoa kal Tavanalv. Exhapfavovrag tTnv néAn wg pia ouvBeon and 1810TIKOUG
KAl dNMOCIOUG XWPOUG, ECWTEPIKOUG KI EEWTEPIKOUG, OKEPTAKAPE OTI O KAMOG eival
pia 18avikr) ouvBrkn woTe va enavanpocdlopicoups TIG OXECEIG Hag pe To nepiPailoy,
va dnuioupyrnooups katwgphia kal nepdopata. O kaAiTéxveg Tou Symptom Project
KaAoUvTal va avadeiEouv oUyXPOVEG NPOCEYYIOEIG yia TOV Krno. ANOTENECHA AUTHG TNG
OKEWNG eival To «€§w», dNAAdr) 0 KAMNOG, VA NMAPOUCIACTE WG EVA «PETT» KAI OF KANNITEXVEG
va dnuioupyrnoouy, ye faon Tnv 18€a Tou Xahioy, €pya nou Ba NnapouciacTouy GTo NAAAIO
VOOOKOWEIO TNG Appiooag. And Tnv AMAn, €pya nou napadooiakd ekTiBevral «evrdg
TV TEIXWV» MPOTEIVOUPE VA NAPOUCIACTOUV O AUAEG, KAMOUG KAl NAPKA TNG NOANG TNG
Appiooag pe Baon navra n oxeon avBpwnou/kAnou. ETol yia npadTn popd To Symptom
Project Ba avoixBei o OGAn Tnv NOAN, divovTag oToug KATOIKOUG KAl TOUG EMICKENTEG TN
duvaroTnTa piag véag BEaong kal ouvavTnong pe NoAG ano Ta ekBepaTa peoa oTov 10T
™G kaBnuepivrg Toug Cwrn|g kal kab’ OAn T Aeiroupyia TngG ékBeong.

®ain Znka
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Ever since the hanging gardens of Babylon, the garden is a sign of a human-made land-
scape. An interim space between nature and structure. A sculptural composition consisting
of natural elements, where decisions need to be made about how to place these elements
to advantage and how to cultivate them in order to achieve a good life (eu zen). Culture
does not relate only to the earth but also to the mind. It is interesting that the Latin-based
term has its roots in cultivation, whereas the Greek term politismos derives from the ancient
Greek polis. The act of cultivating always occurs within a protected environment which re-
flects the mentality and the philosophy of its creator and his/her historical period. In this
context, one has to acknowledge the original influence of the Persian garden as well as its
two-dimensional representation in the form of the Persian carpet, both depicting the gar-
den of Eden from the point of view of Persian cosmology.

The idea of the garden as cosmos and microcosm, has been put forth by Michel Foucault
in his essay “Heterotopias”. As opposed to a utopia which alludes to a fictional world, a gar-
den constitutes what Foucault calls a "heterotopia”, in other words an alternative yet actual
environment:

We must not forget that in the Orient the garden, an astonishing creation that
is now a thousand years old, had very deep and seemingly superimposed
meanings. The traditional garden of the Persians was a sacred space that was
supposed to bring together inside its rectangle four parts representing the
four parts of the world, with a space still more sacred than the others that
were like an umbilicus, the navel of the world at its center (the basin and water
fountain were there); and all the vegetation of the garden was supposed to
come together in this space, in this sort of microcosm. As for carpets, they were
originally reproductions of gardens (the garden is a rug onto which the whole
world comes to enact its symbolic perfection, and the rug is a sort of garden
that can move across space). The garden is the smallest parcel of the world and
then it is the totality of the world."

As Foucault mentions in the above passage, the concept and practice of a garden has its
roots in the East, mainly in ancient Persia. Even our term for paradise derives from the Per-
sian word pairi-daeza which means an enclosed space.? Therefore, from its very origins, the
garden is associated with a limit, a wall or a fence, even if only virtual, a limit which distin-
guishes it from the outer world, creating conditions of intimacy and protection within which
life can thrive, finitude and death can be investigated (since its materials tend to be perish-
able), the relation between humans and nature can be examined, the distinction between
private and public set and challenged.

The garden can also move into the interior of a house as carpet, wallpaper, painting, flower
arrangement. It is not mere coincidence that when Aesthetics arose as a separate philo-
sophical branch in the 18" century, Immanuel Kant praised both the configuration of the
landscape as a garden and the foliage-based interior decoration (on wallpaper, picture
frames etc.) as paradigms of the beautiful, based on the view that they had no use, they



served no specific purpose other than being a delight to sight alone.® Today we can argue
that a more interactive view about the garden'’s function prevails. Drawing, for example, on
Heidegger's “building, dwelling, thinking” and interpreting ‘building’ also as ‘cultivating’,
the garden does not provide only aesthetic viewing and pleasure at a distance but also
involvement with/in the world: a garden is not just about looking but also about acting; it
involves not just the eye but also the hand.*

As Foucault points out, the traditional Persian carpet is a representation of a garden, a dis-
placement from the exterior to the interior, often keeping the same cross pattern with a cen-
tral fountain and four symmetrical quadrants. The displacement could also occur in the op-
posite direction, from inside to outside: a European traveler in 19* century Persia describes
a pool which had been divided by switches or rods into compartments, each strewn with a
different type of flower, probably “imitating carpet patterns and colors in other media”.® Fi-
nally, the Persian carpet, with its exquisite vegetal and floral designs, could be transformed
into a magical flying carpet which would transport us beyond our home, over the wall, and
allow us to wander around the world with the security and familiarity provided by our own
garden, our own culture. From outside to inside, and again to the outside.

The courtyard: one more in-between space, between nature and building. A garden. Ac-
cording to Aris Konstantinidis, “architecture ought to build vessels of life”; and the “truly”
built springs from the unbuilt, the outdoor, transitional, mediating spaces:*

The courtyard around which -or towards which- closed spaces are arrayed, is
always the basic nucleus. That is, an outdoor space organized and structured
so as to also constitute a vessel of life, providing comfort, joy and health. An
open-air space which can receive the light and the sun and the heat of the
Greek climate and environment, paved and planted and blooming. For wher-
ever a Greek builds, he also plants; wherever he raises artificial constructions,
he always ties them down to the natural elements.’

We could extend this view: wherever a human being builds, s/he also plants. On the win-
dows-sill, the balcony, the courtyard, the garden.

When you push the gate and enter a small oasis within the urban fabric, when you cross
the threshold from the street into an interim state between public and private, between the
street and the house, when you hear the mingled sounds of birdsong and human voice,
when the foliage throws its salutary shade and the plants and flowers exude their aroma ...,
then the garden functions as a passage from one world to another. We may return to the
concept of "heterotopia” in order to bring out the possibility of displacement in space and
time, in thought and life:

Let us take, as an image which may help us understand the transitional char-
acter of heterotopia, the image of an in-between space which marks the pas-
sage from one space to another. This in-between space shall be the threshold.
When we cross it, we find ourselves from a specific place with distinctive con-
ditions into another. By crossing the threshold we can thus relocate from a
public space to a private one, from a sacred to a secular, from an outdoor to an
interior, from city to nature, and so on.®

As Stavros Stavridis points out, “when the threshold degenerates into a border, then it ob-
viously loses its transitional character”, it impedes the possibility of passage in a univocal
and liminal way, it marks an absolute hostility, an absolute difference between inner and



outer.” On the contrary, a threshold functions as a locus of passage, of fluidity, recognition
of difference, possibility of transition from one space to another. It functions as a passage,
in the sense that Rosalind Krauss gave to this term when writing on large-scale artistic in-
terventions in the American landscape: “whether barrier or throughway, their function is to
tease the horizons of our gaze, causing them to change constantly, leading us to a different
perception of the alterity of nature and of our place in it".'°

From outside to inside and vice versa. Taking as a starting point the city as a synthesis of
private and public spaces, interior and exterior, we thought that the garden is the ideal con-
dition whereby to reconsider our relation to the environment, to create thresholds and pas-
sages. The artists participating in Symptom Project 9 were asked to propose and highlight
new approaches to the garden. One aspect of this consideration was that the ‘outside’ -that
is, the garden- was to be presented as an ‘inside’; so that based on the idea of the carpet,
artists would create works that were to be exhibited inside the old hospital of Amfissa. On
the other hand, we suggested that works that are traditionally exhibited ‘within the walls’
be presented in courtyards, gardens and parks of the town of Amfissa, always within the
context of the human/garden relationship. It is thus for the first time that Symptom Project
opens up onto the whole city, giving the opportunity to both inhabitants and visitors to gain
a new perspective on their surroundings and to come into contact with several artworks
within the fabric of everyday life, throughout the duration of the exhibition.

Fay Zika
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«O aBnvaikog Biaoog ... orjuepa oTnV NOAN 0AG HE TO £PYO .....kAM.», Bupdpal and pikpog
vVa aKOUYETAI Ano TO PEYAPWVO eVOG NEPIMAAVWHEVOU AQUTOKIVATOU OTOUG SPOPOUG TNG
ENAPXIAKNAG NOANG Mou peydAwoa. Aywvia kal O€0G yia KATI NoU EPXETAl and Jakpid aAAa
gival kal enuiopevo napdAMnia. Alokolo opwg va epbeig os dueon enaen padi Tou. Tig
id1eg OKEWEIG Ekava GTAV yIa KAMOIA XPOVIa ENICKENTOMOUV TNV Apgiooa yia To Symptom
Project, QuTeg TIg (popEG OPWG anod Tnv avTingpa oxOn. Avrika Twpa ki eyw o evav «Bia-
oo». O1BeaTeg napepevav woTdoo APavTol.

Mpokerrar yia éva diaypovikd npoPAnua, nou evroniCeTar 0xI HOVO oTnv napandvw cuvor-
Kn aA\G o yevikdTepn oxeon KaANiTexvn kal BeaTr otn xwpa pag. Kanwg €Tor npogkuye
n 1d¢a Tou PeTIvoU You Symptom Project, wg pia npdTacn AUong oTIg Napandve OKEWYEIG.
Na Ryer n €ékBeon anod Toug Toixoug Tou NAAAIOU VOCOKOWEIOU TNG ApgIiooag Kal va na-
POUCIACTOUV £pya O€ IDIWTIKEG AUAEG, OE KrNMOuUG Kal AANOUG XWPOUG TNG NOANG, Onwg ol
okaleg Tou Ayiou NikoAdou iy o kAnog Tou Apxaioloyikou Mouaoeiou. Na dnpioupynBei
pia CUpwon PeTa&U Twv KAANITEXVGV KAl TwV KaToikwv. NapdAAnAa or BeaTég/eniokenTeg
V@ PMOUV KI EKEIVOI O€ IOTOPIKA ONiTIA TNG NOANG nou mBavov va pnv gixav noTe auTr) Tny
eukaipia (oikia AAEEavdpou Aehpoulou, onhapynyou Auofouvicotn kAn). Epeve Opwg ke-
vogG o napadooiakd ekBeciakdg xwpog. 2e oulnTroeig nou eixape pe Tn ain ZAka -ouv-g-
nipeAnTpIa Tng €kBeong- anogpacioape &1 epdoov Ta €pya Pyaivouv oToug KrNoug, va
(PEPOUPE KAl TOV KNMO pETA, yvwpilovTag nwg auTd exel CUPPE ICTOPIKA PE TN YEvvnon
TOU NePOIKOU XaAioU nou dev gival dANo napd n HETAPOPA TOU KAMOU OTOV ECWTEPIKO
XWPO.

2KEPTOPEVOI TA NAPANAVW KATAANEAUE OTO PeTIVO TiTAO TnG ékBeong Ekdoxeg Tou Kkn)-
nou pe Tov unoTImtho Ano €§w péoa ki and péoa €§w. Me pia olvBeon 33 kaANiITexvoov
OTOXEVUOUHE OE &vav NOUXO nepinaTo Tou BeaTr) y€oa 0TOUG SPOUOUG KAl TO COKAKIA TNG
Ap@iooag, piag kai n noin diatnpei akopn NoANd I0TOPIKG APXITEKTOVAPATA PE ANpoodo-
KNTEG AUAEG, aAAG Kal O OUYXPOVEG KAANITEXVIKEG EKDOXEG TOU XANOU OTO ECWTEPIKO TOU
ekBeoiakoU xwpou.

Nikog Manadénoulog
EikaoTikog/ouv-gmipehnTrg Tou The Symptom Projects #9



“The Athenian theater company...in your city today...performing the play...", | do remem-
ber, ever since | was a young boy growing up in a provincial city, the touring theatre com-
panies announcing their arrival through a loudspeaker fixed onto a car travelling slowly
through the streets. These noisy announcements were accompanied by an atmosphere
of awe, suspense and excitement for something renowned coming from afar, which at the
same time was hard to come into close contact with.

Visiting Amfissa for the Symptom Project in recent years, has given rise to similar thoughts,
albeit from the opposite perspective. | was now also part of a “touring company”. The audi-
ence however was still nowhere to be seen.

This is a timeless problem that afflicts not just the Symptom exhibition series but also the
relationship between artists and the public in our country at large. The proposal for this
year's 9th Symptom Project came about as an attempt to offer a solution to this very prob-
lem. The idea was to take the show out of the old hospital of Amfissa that usually serves as
the project’s principal exhibition space and to present works in private courtyards and gar-
dens as well as in other spaces around the city, like the stairs of the church of Saint Nicolas
or the garden of the Archaeological Museum. Aiming to bring together the artists and the
residents of the city, the exhibition also focuses on inviting the audience to visit a number
of Amfissa’s historic houses, places they might not have had the opportunity to visit in the
past, (the House of Alexandros Delmouzos and the house of Chieftain Diovouniotis among
others).

As a result of this we now faced the problem of the main exhibition space remaining empty.
Talking this over with Fay Zika, the exhibition’s co-curator, we decided that since the works
would be taken out into the gardens, the garden should be brought inside. This was a deci-
sion backed with the knowledge of the historical precedent of the Persian rugs and carpets
that encapsulate the garden being brought into the interior.

We decided on Versions of the Garden as this year's exhibition title giving it the subtitle
From the inside out and from the outside in. Presenting works by 33 artists we aim to create
a peaceful walk along the streets of Amfissa, where the audience can explore the city’s
historic architecture that is still manifest in numerous buildings and their unexpected court-
yards. Alongside this we aim to create yet another walk that continues onto the contempo-
rary artistic versions of the carpet on display in the interior of the exhibition space, the old
Hospital.

Nikos Papadopoulos
Artist / co-curator The Symptom Projects #9






IavOn AyyeAioyAou | lanthi Aggelioglou

2Uvolo/ ZupPBav | Sum/Happening | 2018

Ypaopata pappéva og kapaponavo, 120 x 210 k. | Fabrics stitched on canvas, 120 x 210 cm

To {nToupevo auTng TNG pyaciag eival To Nwg Heca
OTO €PYO PMOpPEl va UNAPXEl EVa ECWTEPIKO CUCTNHA
nou e&ghicoeTal o akoAouBia, dnwg OTAV KATI yEVVIE-
Tal yEoa anod KATI GANO, OTOIXEIO Nou oXeTiCeTal Ape-
oa Pe Tn puon kai Tn dnuioupyia Tng Cwng. To €pyo
dnuioupyeiTal og pgpn, onou To KAbe pgpog npoino-
Betel To GMo. ‘O, T agaipsiTal anod To NPWTo PEPOS/
SupBav anoTelei Ta UNIKG ToUu ENOPEVOU PHEPOUG/ZUU-
BavTog, dnuioupywvTtag kai Ta duo padli éva Zuvolo.
AuTr n epyacia Napanéunel o€ 0PYaAVICHOUG Mou gival
€va oUVOAO anod AeITOUPYIKEG DOWEG, OI OMNOIEG CUVOE-
ovTal avanéonaoTta PeTa&u Toug, oxnuaTiCovrag eva
eviaio {wvTavo ov nou pnopei va eidwbei wg pia pova-
da (6hov). Onwg eivar éva kKUTTAPO NOU avanapayeTal
dIEKNEPAILVOVTAG PIa CUYKEKPIPEVN akohouBia yeyo-
VOTwV KaTda Tn S1dpkeia Twv onoiwv dinAacialel To
nepIEXOHEVO TOU KAl OTn cuvexela diaipeital. AuTog o
KUKAOG, gival o BAcikdg PnXaviopog pe Tov onoio OAa
Ta gufia ovra avanapdyovTal.

The purpose of this project is to examine how there
can exist within the work an internal system that de-
velops into a sequence. | draw a parallel between this
sequence and the way in which something is born out
of something else, a process closely linked to nature
and the creation of life.

The work is created in parts. Each part is a prerequisite
for another part. What is subtracted from the first part/
Happening becomes the material for the next one/
Happening. Both of these parts create a Sum.

The project references organisms that are themselves
a sum of operational structures inextricably linked to
each other; structures that form a unified living crea-
ture that can be seen as one unit (whole).

The project is similar to a cell that reproduces follow-
ing a specific sequence of events during which its con-
tents are doubled before it divides.

This cycle is the principal reproductive mechanism of
all living beings.



ANEEav8pog AAekidng | Alexandros Alekidis

2TNV WTOYPAPIKA evoTNTa «H pnTéPa TNG PNTEPAG
HOU» Ta avTIKEiPJeVa KAl Ol XWPOol pEoa anod Tn ywvia
B¢aong kal AqWNG PETATPEMNOVTAI OE APNYNTEG TWV
avapvnoswv pou. Ta okoTeivd dwpdTia Tou ndvew
opdpou, N NaIdIKr) KOUKAG TNG PNTEPAG POU, TO Oa-
AOVI 6rnou n pUTOHOPQMIKA TaAneToapia dnuIoupyei
£va Xwpo olkeio yia cuvaBpoioeig, ¢oTw Weudaiobn-
olakd, kaBowg kal Ta NadIKA pou auTokOAMNTa Sexa-
opéva oTo nahio Aeukod ICOAa, ekppalouv Tov KOOHO
pE€oa oTov onoio peydAwoa. Koivdg napovopaoTng
OAWV TwV OTIYPGWV TAv NAvTa ) yiayid you. H kabn-
pepivoTnTa nAéov nepiopileTal oTto Xwpo Tng Kouli-
vag pe To nahio EUAivo vrouAdni, dnou exouv oTolfa-
XTEl T anapaitnTa, To &vrovo BpnoKeuTIKO OToIXEIO
nou To SIOKOCHEI KAl TO (POUPVO TOTEHPIKA VA TOV (Pd-
TiCel. PeaNiopog kal kaBnpepivoTnTa CUVUNAPXOULV e
TO «KPUPO» NapeNBOV TAUTOXPOVa OTOV iDI0 XWPEO.

AmiTAo | Untitled | 2017

Anod Tn oeipa H untépa tng untépag pou, C-print, 19 x 29 ek.
From the series My mother’s mother, C-print, 19 x 29 cm

In the group of photographs titled My mother’s moth-
er, the objects and spaces depicted are transformed
through the camera angle into the narrators of my
memories. The dark rooms of the first floor, my moth-
er's childhood doll, the living room where the wall-
paper with the phytomorphic motifs creates a space
perfect for gatherings, albeit illusory, as well as my col-
lection of stickers forgotten in the old white Izola note-
book, bear testament to the world that | was brought
up into. All these “/moments” had as their common de-
nominator my grandmother. Daily life is now restricted
to the area of the kitchen where essentials are pilled
onto the old wooden chest of drawers, where the tone
is set by religious adornments and where the space is
lit in a totemic shape by the oven light. Realism and
everyday reality co-exist with the “secret” past, at the
same time, in the same space.



ApTepig BaoilonouAou | Artemis Vasilopoulou

Avayvwoeig Tou £pyou Tou I. Xeipwva O Mduog (otddio y), 2018, Spdion (nxnTikdg oXeBIaoPOS), YPAPIKEG
napTiToupes (xapTd plotter 20 x 0.42p). HynTikdg oxediaouds: Tdoog ToaAandaTng.

Readings of the work of G. Chimonas, The Wedding, (part C), 2018, performance (sound design), graphic
scores (plotter sheets of paper 20 x 0.42 m). Sound design by Tassos Tsalapatis.

>Ttnv ekBeon napoucialetal To TpiTO OTAdIO TOU £p-
you Avayvwoeig Tou gpyou Tou I. Xeipwva O duog.
210 BelTePO OTADIO TOU £PYOU EXEI YiVEl N Avixveuon
TOU XWPEOU TNG avAyvwong PECwW TNG CUVAVTNONG
U0 NapdMnAwv eppnveitv Tou Kelpévou. EkdnAcBn)-
KE HEOA ano owpaTikh dpaon Padiopatog Tou evog
EPHNVEUTH Kal TNV NXNTIKI) €PUNVEIG TOU NEPIEXOUE-
vou and Tov aMo. H enipaveia ypaprg §edinAwBnke
OTO £8aPOG KAl MOTIOTNKE We vepd yia va anoTunwbei
TO IXVOG TNG OUVEUPEDNG TwV dUO EPHUNVEUTWVY TOU
kelpévou. To Ppeypévo XapTi NIGVE- UNOXWPEI OTa
onueia ano énou nepvdel- CUPETAl TO NEAPA Kal Anod
TNV PEUCTH| ENIPAVEIA TOU XaPTIOU NpofaANouv oneg,
avoiypaTta, didkeva, evOIAPETOl XwWPOI, OKICIHNATA,
anokaAUNTovTag pia d1IaTeENTN €MPAVEI MOU EMIXEI-
PEI VO (PAVEPWOEI TN ClwNNPEN NEPIOX TNG AVAYVw-
ong. O1 enipaAveieg AUTEG NAPAYOUV €va VEO OUVOAO
YPAPIK®V NApTITOUPWY, TO OMNOI0 EPUNVEVUETAl NXNTI-
K& oTo TpiTo oTddio. AnoTedolv To «xaAi» NAvw OTO
Onoio 0 PHoUCIKOG dnuioupyei Eva NxNTIKO Tomio.

The exhibition presents the third part of the work
Readings of the work of G. Chimonas, The Wedding.
The second part traces the space of these readings
by bringing together two parallel interpretations of
the text. The piece came to life in the shape of a walk
conducted by one of the performers and a sound in-
terpretation of the text by the other. The writing sur-
face unfolded on the floor and was watered in order
to capture the trace of the encounter between the two
interpreters. The wet paper melted and receded in the
areas where the performer’s foot had been dragged
through. Holes, cuts, tears and in-between spaces
emerged from the fluid surface of the paper revealing
a perforated surface which in turn attempts to unveil
the silent territory of the act of reading. These surfac-
es produce a new sum of graphic scores interpreted
through sound in the work’s third part. They consist
of the background onto which the musician creates a
soundscape.



Mévvu MNkéka | Penny Geka

AmiTAo | Untitled | 2018

KAwoTég oe BapPakepd xapTi, 28 x 38 ek. | Threads on cotton paper, 28 x 38 cm

2Ta €pya HOU Twv TEAEUTAIwV XpOvwv npooeyyiw
N ypa®n kai Tn diadikacia Tng avayvwong Je eIKa-
OTIKO TPOMO. ZEKIVGVTAG and TNV NPWTAPXIKH €vvoid
TOU ypdeelv, nou onuaivel xapalw KATI PE aAlXHNPO
epyaleio og okAnpr| enipaveia, aAAd Kal Ta nepigpnua
quipus Twv lvkag, kevtdw ndvw os BapPakepd xap-
TIA ONPEIa KAl YPAPPEG NMOU UnaiviooovTal YPAWPaTa
Kal AeEeIg, oav TIG NPWTEG NPOonAabEeIEg YPAPAG Twv
naidicov. Me apoppr) Tnv ékBeon Ekdoxeg Tou krjnou
ouvUu@ava ypageg Kal AouAoUdia anoTuMNwVOVTAg
OTO XAPTi TO OTPIYIHO TwV PUANWY, TIG EVAAAAYEG Kal
TNV noikiNia Twv dladpopwy, HEoa and Ta NeEPACHa-
Ta TG KAwoTAG kal Tn AaBupivBwdn SikTuwon Tng.
ETol peAéTnoa Ta puTA evOg PIAOEEVOU KRNMou oTnNV
Avdpo. AyidokAnua, appnapodpileg, yiaoepid, yepavia
Kal MKPodAPpVEG Kal &va cwpd AT pUTA, apwUaTa
AVAKATEPEVA [E HUPWDIEG KAl HXOUG, TO Bpoiopa Twv
@UNwv, Ta TQT IKIa nou dev KOIPOUVTAl avacupo-
VTAG PVAHEG anod ToV E0WTEPIKO KAMO, &vav Krrno nou
ano naidi oveIPEUOHOUV...

In my works of recent years | address writing and the
process of reading. Taking as my starting point the prin-
cipal notion of writing, taken to mean scoring some-
thing onto a hard surface with a sharp tool, but also
the famous Quipu of the Inkas, | embroider onto cot-
ton paper marks and lines that stand in for letters and
words resembling children'’s first attempts at writing.
On the occasion of the exhibition Garden variations |
embroidered together different kinds of writing and
flowers capturing onto the paper the twisting of the
leaves, the alternations and variations of the thread’s
route and its labyrinthine network going through the
paper. This is how | came to study the plants of a hos-
pitable garden on the island of Andros. Honeysuck-
les, apple geraniums, jasmine trees, geraniums and
oleanders among so many other plants, scents mixed
together with odours and sounds, the rustle of leaves,
the sleepless cicadas dragging up memories of the in-
ternal garden, a garden that I've been dreaming about
since | was a child...



MNowpyog Nunapakng | Giorgos Gyparakis

Plant Blindness*

2016, §UNo, kapudigg, diaoTdaoeig peTaPAnTeg | 2016, wood, walnut trees, dimensions variable

1962  TevvrBnka og ANOpPOVWHPEVO TOTE ONITI e £va
OTPEPHA KNMO.

1982  ‘Eyive o KNog oikodoun, Ta devdpa Enecav.
1986  Qurteltnke n kKapudid OTOV AKAAUMTO TOU
olkongdou nou diapopPwbnKe ek vEou Oe Krno.

2014 KoéBerai To eva Tng kAadi (n pion).

Tnv avoi§n puTtpwvouv and kaTw Tng déka and Ta
Kapudia Tng.

2015 H kapudia €xel ¢pTdaoesl nA\éov oTnv Tapdtoa
kal BAenel kar naM Tn B£a Tng BdAacocag. H Bga oTo
AukaPBnTTo Kal TNV AkponoAn €xel navTehawg xabei anod
VEQ OIKIOTIKG ouvola. Exw nAéov oTov yAaoTpoknno
pou 10 pikpeg Kapudigg.

2016  2tov 9 eTwv yAaoTpdknno pou akolouBw
avTioTpopn nopsia.

Evio péxpr Twpa peydAwva TG YAAOTPEG yia va
avanTtuooovTal Ta QUTA, N ENNeIYn XWPOUu Hou
eniPdaNel avTiBetn nopeia.

Na pikpaivew oTadiakd Tig yAaoTpeg khadsuovTag Tig
piCeg kai Ta kKAadId.

1962 | was born in an isolated house surrounded by
an acre of land.

1982  The garden became a construction site. The
trees fell.

1986 A walnut tree was planted in the middle of the
plot's uncovered space that was once again turned into
a garden.

2014  One branch of the tree was cut (half the tree).
In the spring, ten of its walnuts sprung up in the ground
beneath.

2015  The walnut tree had reached the roof terrace
and once again looked out onto the sea. In new residen-
tial groups of buildings views towards Lycabettus Hill
and the Acropolis existed no more. In my pot garden |
now had ten little walnut trees.

2016  In my pot garden of nine years | follow a re-
verse course. While up to now | moved from smaller to
larger pots in order to allow the plants room to grow the
lack of space necessitates a different course of action. |
now gradually move the plants to smaller pots, pruning
their roots and branches.

*O opog “Plant Blindness” (TupAdTnTa anévavt oTa @uTd)
enivor|Bnke ané Toug Apepikavoug Botavoldyoug Wandersee
& Schlusser 1o 1998 yia va nepiypawer Tn ducavaloya pikpn
unoAnwn nou anolapfdavouv Ta GUTA and Tov oUYXPOVO
avBpwno oe oxgon pe Tn onoudaidtnTd Toug wg {wvTavov
OPYAVIOU®V.

*The term “Plant Blindness” was coined by the American bo-
tanologists Wandersee & Schlusser in 1998 to describe the dis-
proportionately low esteem held for plants by contemporary
man in relation to their significance as living organisms.



MdapOa AnuntponouUAou | Martha Dimitropoulou

To neuko, peocoyeiakdg PAACTOG, e TO PETOIVI KAl
TIG OKIEG Tou, opilel To Rio Tou ddacoug. MapaTnp-
VTAG TNV wpIidavon Twv NeuKoBeAdvey, OKEQTOUNAOTE
ndavew oto dinolo Mévvnon- Avayévvnon, kaBawg o Tpo-
nog nou anoppinTovTal oTo £3agog kaTaokeualel
€va (PUCIKO XaMi. 2TO £€pyo oI NeukoPeNOVeG peTaTpe-
novTal og NEWTN UAN «U(avongy, HIHOUKHEVEG TO OXE-
d10 TNg aneikoviong Tou xahiou oTov nivaka Madonna
Tou Hans Holbein. Mia napdnAn apriynon Tou -
pepou, Aoinoy, yia Tn yonTeia nou e&énepnav Ta xeipo-
noinTa xahid otnv Eupcnn kaTd Tov 150 aicova, ala
kai oTov idio Tov Holbein. To naBog Tou auTod yia Ta
XaNid ATav avaloyou peyeBoug pe TO EIKAOTIKO, TAU-
TonoiwvTag Tov {wypdpo e Eva CUYKEKPIPEVO TUMO
xahiwv. ETor odnynBnkape oTnv ovopaoia Tou gidoug
xahiwv oe «Holbein oTul». H oknvi Tng npooeuxng
yia 1o Beio Bpepog nou diadpapaTifeTarl pe €IKACTIKO
opiCovta To XaN OTO OUYKEKPIPEVO €PYO, PAG dnui-
oupYei cuvelppoUg yia TIG NATPIdEG TNG AaTpeiag Kal
TOUG TOMOUG TNG NPOTEUXNG:

Holbein | 2018
MeukoPeloveg, 115x 165 x 5 ex. | Pine needles, 115x 165 x5 cm

The pine tree, with its Mediterranean roots, its resin
and its shadows defines the life of the forest. Observ-
ing the maturation of the pine needles as the trees
shed them to form a natural carpet we meditate on the
binary of Birth-Rebirth. In the work presented, the pine
needles become the raw material for a particular type
of "weaving” which mimics the carpet in Hans Holbe-
in's Madonna. Dimitropoulou sets up a narrative of the
ephemeral, drawing on the allure of the handmade
carpets that came to be extremely popular in Europe
in the 15th century. Holbein's passion for the carpets
he came to be identified with, was only rivalled by his
artistic passion and it was this personal fascination that
led to them being named the “Holbein Carpets”. The
scene of kneeling before baby Jesus that takes place
against the carpet backdrop gives rise to associations
with places of worship and devotion.



©e06dwpog Zagpelponoulog | Theodoros Zafeiropoulos

O ioki10Gg TnG oukidg | The Shade of the Fig Tree | 2018
AlaoTaoeig peTaPAnTtég. Euyevikr) napaxwpnon Nitra Gallery ABriva- ©scoalovikn
Dimensions variable. Courtesy of Nitra Gallery Athens-Thessaloniki

AvaokaleUw Ta KAadId TnNg oukidg. Av eNeya NpwTog
Tnv €idnon o1 Ta oUKa TNG XPOVIAG €iXaV wPIPACE! PE
€NeYaV OUKOMAVTN KAl MNWG XWVw TN PUTN HOU OTNV
1B10TIKY) Coon Tov GANAwv. H kaANigpyeia TNG ouKiAg
gnaiCe onpavTiko polo oTnv diaTpogr) Tou nAnBu-
opoU, anotedwvTtag Baocikod e§aywyipo npoiodv. Mpiv
Tov B’ MM avrinpoowneue 10 20% Tng aiag Twv
eEayopevwy aypoTIKwV MNPOIOVTWY. 2Tn ouyXpovn
EA\GBa eyive eicaywyr] HOOXEUPATWY anod Tnv nepi-
oxn Tng 2pupvng To 1908, Ta onoia poipacTnkav oe
aypoTeg TG Meoonviag. Adyw TnG UYPnNANG NEPIEKTI-
KOTNTAG TOUG O (PUTIKEG IVEG, TA OUKA PNOPOUV va
dwoouv Tn Auon os avBpwnoug nou TaAaimwpouvTal
ano duokolhioTnTa. H dypia oukia (appevooukid) ei-
val d&vdpo povoiko, 10T ol Ta&iavBieg Tou nepigxouv
Kal apoevika kal BnAukd avon. 2tnv apyaiotnTa TaI-
Cav Ta oikooiTa (wa pe ouka. ETol npoékuwe n eTu-
HOAOYIK) Ouyyevela Twv AeEEwv OUKO Kal OUKMTI. H
€NAr PE TO YAAQ TNG OUKIAG dNUIOUPYEI MOAU €vTovn
payoupa.

I root around in the branches of the fig tree. If | was the
first to deliver the news of the ripe figs they called me
a liar; they said | shouldn’t stick my nose into some-
one else’s business. Growing figs played an important
role in the nutrition of the population while it was also
a principal export. Prior to WWII figs made up a con-
siderable percentage (around 20%) of the value of
exported agricultural products. In modern Greece, in
1908, cuttings were imported from the area of Smyr-
na and were later distributed to farmers in the area of
Messinia.

Due to their high content of natural fibres figs can be
very useful to people with constipation issues. The wild
fig tree is a monocotyledonous tree with its inflores-
cence carrying both male and female flowers. In an-
cient times they used to feed figs to pets. This resulted
in the etymological kinship of the words fig and liver in
modern Greek.

Coming in contact with the milk of the fig tree can re-
sult in intense itching.



Mavvng ©g0dwpodnoulog | Yiannis Theodoropoulos

BA&novTag TIG €IKOVEG AQUTEG e TNV andoTacn Oeka
XPOvwv, viBw va nepinyoupal ota didgopa dwpa-
TIO TOU OMITIOU JOU, avaKaAUNTOVTAG Opopga Tomid
o€ DIAPOPETIKEG YwVieG, NAVTOTE anevavTi, aAAd Kal
TAUTOXPOVA OAV MPOEKTACN TOU OWHATOG pou. To
XaAi nou &pepa and éva Ta&idl oto lonaxadv, To oiko-
YEVEIAKO XA, (PWTICHEVO [E AMOYEUNPATIVO (PWG, EVAG
HIKPOG KpUPOG Napadeioog, évag avBiopgvog kAnog
Hakpud ano Ta PAsgpaTa Twv nepacTikav. Evag k-
nog nou pag KpaTdael SECHIOUG and Tov €Ew KOTHO.

Amiss | 2008

ExktUnwon inkjet oe xapTi fine art, 60 x 53 ex. | Inkjet print on fine art paper, 60 x 53 cm

Looking at these images at the distance of ten years |
feel as if | am touring the various rooms of my home
discovering beautiful landscapes in its different cor-
ners; Facing my own body, always, but at the same
time as an extension of it.

The rug | brought back from Ispahan, the family carpet
lit by the afternoon sun, a small hidden paradise, a gar-
den in full bloom away from the looks of passer-by’s;
a garden that holds us captive, away from the world
outside.



AiCn KaAAiyd | Lizzie Calligas

AmiTAo | Untitled | 2014

Ano Tn oeipd HuegpoAodyio krinou, kKApPouvo kar akpUAIKA g XapTi oakoUAag pavaikou, 66 x 55 ex.
From the Garden Journal series, charcoal and acrylics on grocery store paper bag, 66 x 55 cm

To HuegpoAdyio knnou &ekivnoe To kalokaipl Tou
2014 oTov KNNo pPou OTIG 2NETOeG. XPNOIKOMNoIw yia
enipavela xapTid and oakoUAeg Tou pavapn, yiati pe
eVOIQPEPEI TO XPWHA KAl N avePaAn enipaveid Toug.
AouleUw pe KApPouvo, Aonpo akpuAIKO Kal Xpowua
oe okoveG. H npoBeor pou eival va kavw pia ogipa-
nuepPoloylo- kabe kalokaipl nou Ppiokopal kel

Garden Journal began in the summer of 2014 in my
garden on the island of Spetses. | use paper from gro-
cery store bags because | am interested in its colour
and uneven surface. | work with charcoal, white acrylics
and powder colour.

My intention is to complete a series of works -a jour-
nal- every summer | spend there.



EUn KaAoynponouAou | Evi Kalogiropoulou

He told them someone will remember us | 2018
Anoonaopa video, diapkeia 4:15” | Video still, duration 4:15”

To Bivreo He told them someone will remember us ei-
vai yupiopevo ota Pupoodeweia Chouwara Tng ndAng
®eC, Mapoko. Ta ouykekpipéva gival Ta nalaioTepa
TOU KOOHOU eV 01 epyaTeg eneepydalovTal To depua
pe Tov id1o Tpono €dw Kal aiwves. Aoulelouv og no-
AUy pwpeg deapeveg nou xwpiCovral og KATNYOPIES
avdloya pe Ta xpwpata nou Pdagouv To ekAoTOTE
deppa. MNa wpeg enegepyalovral Ta deppaTa Kal Ta
BubiCouv oTig deEapeveg kavovTag enavalapPavo-
Heveg, SIapOPETIKEG KIVAOEIG. EvaANakTIKA opuddpevn
ano To pnNTo «n Cwn gival &vag KNMog, gival Jia eUKal-
pia, Nou pnopeig va KaANIEPYNOEIG OnOpouUg, HNOPEIg
va PeYAAWOEIG TPIavTapUAAa, dAa eSapTavTal anod
€0evan, 00 AUTOV TO XWPO EPYATIAG VA PETAPPA-
CeTal Og £&vav «KNMO» NOU NPOCQEPETAl YI' AUTOCUYKE-
VTPwaor) - cUNoYIopo. H eikova auTr Ba pnopouce va
anoTeAéoel pia gukaipia yia avabsdwpnon, avtinapa-
BETOVTAG TNV EMIJOVT), TNV UNOKPOVT KAI TNV ECWTEPIK
npepia otnv nAnBopa Twv duTikev ayabv nou iowg
Kal va anodeikvUovTal NePITTA.

The video He told them someone will remember us
is shot in the Chouara Tannery in Fez, Morocco, one
of the oldest tanneries in the world. Chouara workers
have been processing leather in the same way for cen-
turies. They work in colourful tanks that are separated
according to the different colours used. The workers
process the pieces of leather for hours dipping them
into the tanks in various, repeating motions. Driven by
a saying that says: “Life is a garden, it is an opportu-
nity, you can cultivate seeds, you can grow flowers, it
is all up to you" | started looking at this place of work
as a "garden” ideal for concentration and contempla-
tion. This image could potentially be an opportunity
for reconsidering things by confronting perseverance,
patience and internal peacefulness with the plethora
of western goods that might be proving to be unnec-
essary.



XpnoTtog KaAoynpog | Christos Kalogiros

AmiTAo | Untitled | 2018
MoAURI kai Euhopnoyia oe xapTi, 50 x 40 ex. | Pencil and colored pencil on paper, 50 x 40 cm

H apkouda yiverar n agopun yia
va dnpioupynBei To Sikd pou XaNi.
Eva xahi kokkivo To onoio npoo-
Bidel xNidr), x\idn oxedov xolu-
YOUVTIQVH| O€ €KEIVOV MOU KUKAO-
@opei enavw Tou. Eva (wvravo
HETATPEMNETAI O OIAKOOUNTIKO,
«AXPNOTO» QVTIKEIUEVO MPOG €ni-
dei€n nhouTou, epnepigxovTag oTn
B¢aor) Tou TOov nodvo, Tn Pia kal
To BavaTo. 2’ auTo To apkoudévio
pou xaAi TonoBeta pia delTepn
apkoUda, oTaTikr Kar eniBANTIKY
auTh TN popd, n onoia noiNTIKA
unokaBIoTd Tov NpaypaTiko XPEn-
oTn Tou, dnAadn Tov avBpwno. To
XaAi pou dev gival napd n agpopun
yla va piAfow yia npd&eig avBpco-
MIVEG MOU PAG NAPANEUNOUV TNV
aveu Noyou Bia angvavTi ota {wa.
Apkouda: Butng kar Bupa padi.

It is the bear that triggers the crea-
tion of my carpet; a red carpet that
transfuses anyone who steps on it
with an almost Hollywood-like-lav-
ishness. An animal is transformed
into an embellishment, a “useless”
object used as a signifier of wealth,
entailing pain, violence and death
in the process of its viewing. On
this bear-like carpet of mine | po-
sition a second bear -static and im-
posing this time- which poetically
stands in for man, the carpet’s real
user. The carpet provides a plat-
form from which to address human
actions that reference the unre-
quired violence towards animals.
The bear: Victim and offender in
one.




S@pa nou anoTelei KOPPATI Tou nePIBANOVTOG Tou,
r oe oxgon aMnAenidpaong pe To nepiPailov Tou-
owpa nou opilel To nepIPAMov Yeca oTo onoio eni-
Biwvel, evey TauToxpova kaBopileTal and auTto: cwua
nou npooAapfaver nAinpogopia, nou Tnv enegepyale-
Tai, nou Tnv petafolilel, nou Tnv enavadioxetevel. To
£pyo Human Hair, owpa- keipevo, diafaletarl oupgpuva
HE TQ VONUATA MOU £XOUHE NPOCOWOE! OTA KOPUATIA TOU.

ZavOn KwoToppifou | Xanthie Kostorizou

Human Hair | 2009

AvBpwniveg Tpixeg, diaoTacelg petalAnTeg | Human hair, dimensions variable

Abody thatis a part of its environment or interacts with
it. A body that determines the environment in which it
exists while at the same time it is also determined by it.
A body that takes in information, processes it, metabo-
lises it, and ultimately re-channels it.

The work Human Hair body-text is to be read in ac-
cordance with the meanings ascribed to its different
parts.



Avva Adokapn | Anna Lascari

Under your feet and over your head | 2018

=UMo kai okowvi, diacTdoeig peTaPAnTég | Wood and rope, dimensions variable

X X X X

H (o) auAdpxng kar Oxi - 0 AuNapXNG aPOTEVIKO - EMi-
TeAel BpaoTnPIOTNTEG Nou npokUNTOouV and e@re-
POUG KOVOVEG KAMOIOU ACUVEXOUG MaixVvidlou, HIag
avakolouBng ioTopiag ev e€eifel, ye yvoon TG uno
OpPOUG KuplapXiag TG oTn ouvBrkn Tng auAng. Apxn
Tou naixvidlou gival n YETATPOMNM PEPOUG TOU KNMou
O dia anpoconeAacTn NepPIoyr, NPOMUAaYHEVN and
Ta AvoiypaTa nou eniTpenouv Ta PAEPpATa nNpog Ta
€€w. Kriopata opBwvovrar kai avanpoadiopiCovTal
DIOPKWG OE IO PEUCTN ACUVEXEID KAl YKPeWiCovTal
ypNyopoTeEpa anod 1o natnua evog delete. ONOkANpa
olkodopnpaTa peTaToniCovTal, PEYAAWVOUV Kal Wi-
KpPaivouv oUppwva e Tn Kivnon TnG. H auAdpyng eni-
Tnpei Ta dpwpeva oe OO TO XWPO AANG CUPETEXE
enilekTIkA. «Nai, BEhw». Zei p¢oa oTo pavdua Tng pn
opATOTNTAG, HETATPENOVTAG AVA NACA OTIYU TO [N
opaTd Og 0paTd, TO ANpoconéAacTo oe npooPdacipo.
Xwpig command. Hide game. H kupiapyxia Tou dAAou
oTnVv aulr). Retreat. Micw oTIg PUANWOIEG.

X X X X

The chamberlain (female) - and not the chamberlain
male - with full knowledge of her conditional rule over
the court under the present circumstances performs
tasks that result from the short-lived rules of a frag-
mented game, of a discrepant narrative in progress.
The starting point of the game is the configuration of
the garden into an unapproachable area, made secure
from the openings that allow glimpses to the outside.
Buildings are erected all the time. They are constantly
re-signified in a fluid discontinuity. They are demol-
ished faster than it is to press the delete key. Entire
built structures are displaced, and grow or shrink in
accordance with the chamberlain’s move. She super-
vises the goings-on in the entire space but only par-
ticipates herself at her discretion. “Yes, | want to". She
exists within the folds of invisibility, transforming the
visible into something invisible and the inaccessible
into something accessible at any given time. Without
pressing the command key. Hide game. The other’s
rule over the court. Retreat. Back into hiding in the
bushes.



Avdpéag AupnepadTog | Andreas Lyberatos

ZniTia ka1 TpiavtagulAa | Houses and Roses | 2006
MéTaN\o kar pIKTEG TexVIKEG, 27 x 57 x 50 ek. | Metal and mixed media, 27 x 57 x 50 cm

Méoa oTov Kevd akaAunTo Xwpo, nou opileTal ano
NEPIYPAUPATA PECOTOIXILV EVOG AOTIKOU I0TOU, ETOI
ONw¢ Ta AVAKAAel N PvAPN PAG, MIO PIKPR NoAITeia
avanTuooeTal, ano §UAiva onitakia napadooiakng
HoppoAoyiag, e OAa Ta OTevd KAl TA OPOMAKIA TNG.
Tpiavtagpula napeiopplouv avdpecd Toug Kal
nAnppuUpiCouv Ta NAvTa, avagopd oTnNV SUVAPIKY TNG
PUONG KAl TNV PETAPOPPWTIKN TNG IKavoTnTa. Mia
NONITEIC YEHATN TPIAVTAPUAAQ.

Within the empty space that is defined by the outlines
of the semi detached houses in the urban tissue, as
these are recalled in memory, a small town is devel-
oped. It consists of small houses boasting a traditional
morphology, complete with alleyways and small pas-
sageways. Roses creep in between them and surge
through everything, a clear reference to nature’s mo-
mentum and its transformative potential. A town full of
roses.



A¢conoiva MeipapoyAou | Despina Meimaroglou

War and Peace | 2018

XelponoinTo xaAi oxediaopévo and Tnv KAANITEXVIOA Kal UPATUEVO anod napadoaciakoug Texviteg otnv lvdia
Handmade rug designed by the artist and woven by traditional craftsmen in India

Apr 62018

Dear Despina,

Greetings of the day..!!

Thanks for the query. We would be
glad to convert your art piece into a
rug. Please send us the picture of your
art piece that you would like to get
made in a rug along with the details.
And we shall provide you with the
further details about the production
possibility.

Best Regards

Aakash Malpani

Apr7

Dear Despina

Greetings of the day..!!

The picture is great.

We would love to convert this picture
in the rug. My only concern is about the
picture of the person in this art piece.
I need to talk to my designer about

if this picture can come with details. |
shall update you about it along with
the quotation and delivery time in my
next mail.

Apr 18

Dear Aakash,

Please let me know whether you
downloaded the image | sent you via
Wetransfer

All Best,

Despina

H yuvaika nou aneikoviCetal 1o XaNi,
npodopuyag oTnv €pnpo, okenalel pe
€va KOKKIVO Navi Toug vekpoUg TNG
(AvTiyovn) ... To npwToTUno “kape”
ouvelaPa an’ eubeiag ano Tnv 0Bdvn
NG TNAedpaong éva Ppddu npiv
MEPIKOUG PNVEG, evid napakolouBoloa
Ta yeyovoTa oTig diebveig e1droels.

The woman depicted on the rug, is a
refugee in the desert covers with a red
cloth her dead (Antigone) ... The orig-
inal frame came directly from the televi-
sion screen one night a few months
ago while | was watching events in
international news.




Mdapw MixaAlakakou | Maro Michalakakos
XaAi anoé kokkivo BeAoudo # 3 fj La condition humaine (revisited)

Red velvet carpet # 3 or La condition humaine (revisited)
XaNi ano kokkivo BeAoudo SIaKeKOPPEVO, OE ANOOTACEIG ETAPANTEG
Red velvet carpet in fragments, distance between fragments variable

Mepikd peTpa PeAoudo EupIopEvo Pe gppovn Kal XEl-
poupyika gpyaleia. O UPAVTIKOG IOTOG PE UNOXPEW-
VEI VA OTAPATAOCW TNV «EKOKAPN», TNV anokdAuyn.
Me avaykdalel va avTikpiow To Tehog Kal va To oePa-
oTtw. Av diangpaow Tov 10TO Ba okiow To Upaopa. To
enavalapPavopevo poTifo TNG HAOKAG- VEKPOKEPA-
MG navw oTo kOkkivo Behoudo BupiCel Tn Aswpopo
™G Ad§ag oTto XdAuyouvT. YnawviooeTar npoowneia
nou popdpe oTnv KabnuepivéTnTa. H pdoka pnopsi
va Yivel vekpokepalry 6co CoUpE... apkei va enihe-
Eoupe evav weudn eauTtod. Eival ki auTdg evag Tpo-
nog va &epuUyous ano Tov UPAVTIKO I0TO HECA OTOV
onoio gipaocTe OAol icol. H eykaTtdoTaon €xel cageig
Kal APeoeg avagpopeg oty eSouaia, Tn duvapn, aAa
KAl TNV AVAyKAOTIKI OIKEIOTNTA NOU UNdpXel AvAPeoa
ot Ceor) kai To Bavaro.

A couple of metres of velvet obsessively shaved with
surgical instruments. The weaving web forces me to
put a stop to the excavation and to the unveiling; It
makes me not only face the end but also respect it.
If I go through the web | will most definitely tear the
fabric. The repeating pattern of the mask-skull on the
red velvet reminds me of Hollywood's Glory Avenue.
The suggestion is that often in our everyday lives we
put on facades. All it takes for the mask to turn into a
skull while one is still alive is to choose a false self. This
is also a way to escape the weaving web caught within
which we are all equal. The installation makes direct as
well as indirect references to power and authority as
well as to the necessary intimacy that exists between
life and death.



NéTpog Mnaroiapng | Petros Batsiaris

O yikog | The Yikos | 2016

EykaTtdoTaon pe kihipia, diaotaoeig petaPAnTeg | Installation with kilims, dimensions variable

Ta xaNid kail Ta KINigia €xouv cav Bacikd cuoTaTikod
HEOQ TOUG va AUOOUV PBIWTIKEG avAyKeg Pe UNIKNA al-
oBavTIKOTNTA, Va EKPPACOUV Eva GUANOYIKO KOIVOTI-
KO Bicwopa noAUTIpO Kal péoa ot diadikacia autona-
paywyng Toug va unodextolv Tn Rabida enikovwvia
Kal TIGg aAAANAeMISpAoEIg Twv avBpwncov.

Xwpig va ené\Ber kapid Bia, Ta xahia Ta&idevouy, oe
OAN TN YEWYPAPIa, anod TA NPO-KANITANIOTIKA XPOovia
akdpa pEXpP! onpepa, Senepvave Ta oUVoPa, HETAVA-
oTevouv Kal KoUBaAave NAvw Toug To NOAUTIHO OWHA
™G ouvunapgng.

H peTaPaMopevn 1810Tunn in situ eykatdoTacn nou
EeKIvagl ano TNV apyeTUMNIKr) SOr| ToU YIKOU -yvapl-
MNg kaTaokeung ota onitia Tng KipdAou kar o1 Hovo-
METATPENETAI ANO €va KAT apxnV NUKVO OWMa, ano
anAr) cucowpeuon dedopévwy os duvapikd diaokop-
niopo, o capeig Béoeig kal pIAodoei va ouppeTéxel
M€ TOUG KATOIKOUG Kal EMNICKENTEG, OE Wi MOAUTIUN
PO YV OEWY, AVAUVIOEWY, NAPACTACEWY EPNEIPICOV
KAl OXECEWV.

A principal characteristic of kilims and rugs is their
dedication to confronting basic living needs through
material sensitivity. What is more, carpets and rugs
express a precious collective and communal experi-
ence, and through the process of their self-production
welcome in-depth communication and interaction
between individuals. From pre-capitalist years to the
present day, without resorting to any kind of violence,
carpets travel across the entire geography of the world,
they transgress borders, they immigrate, and they car-
ry onto them the precious body of cohabitation and
coexistence. The peculiar and ever-changing in situ
installation that has its starting point in the archetypal
structure of the “yikos"”, a familiar construction in the
houses of the island of Kimolos among other places, is
transformed through what is first and foremost a dense
body, from a simple accumulation of data to a dynamic
dispersal in specific positions. The installation, along-
side the visitors and the island’s local inhabitants, aims
to take part in a precious flow of knowledge, memo-
ries, experiences and relationships.



O TiTAog Tou £€pyou pou eival pia ppaon and To BifAio
‘First and Last Notebooks’ Tng Zipodv Bed. H kaBnpe-
PIVOTNTA PAG NEPICTPEPETAl, OUVEIDNTA 1) Un, YUpw
ano Tov aevao OToXAoPd Mou agopd TIG EpUNVeieg
TnG andoTacng anod Tnv dnoyn Tou XWEOU KAl Tou
XPOvou.Yno To npioya Tng noAueninedng voepr|g anel-
koviong, n Bdlaocoa evavel kal TauToxpova xwpilel
TONOUG pHakpivougs. Napoio nou n Balacoa wg évvoia
dev gxel Opia, n ouvBeon Tng eIKOVAG TNG KiveiTal og
QPKETEG KAIMAKEG, MPOKAAWVTAG pia aioBnon ot oe
kaTakAUCel. 2 pia og1pd and eneEepyaopeveg eIKOVEG
Tng BaAaooag, Ta KUPATA KAl N aTEPPOVN, AveniThOeu-
TN diadoxr| Toug agrvouv ixvn avapvhoewy Kai Eava-
BubiCovral otnv appo. Or BIapopeTIKEG AUTEG AVTIAR-
WEIG TNG andoTaong Kal OAEG o1 OVAdIKEG APNYOEIG
npaypaTetovTal Bépata TauTdTNTAG, HETAVAOTEUONG,
Ta&idiou kar cuvaioBnuaTikAg eyyuTNTAG.

Pavia MnéN\ou | Rania Bellou

A movement as Immobility | 2017
ExkTUnwon oe TepepBalikd noAuaiBulévio PETP - (puA\o aloupiviou, 1.25 m x 100 m
Euyevikn napayxwpnon Twv Kalfayan Galleries, ABrjva - ©sooalovikn

Print on polyethylene terephthalate PETP -metallized film, 1.25 m x 100 m

Courtesy Kalfayan Galleries, Athens - Thessaloniki

A phrase taken by Simone Weil's ‘First and Last Note-
books' is the title of my artwork.

Our everyday life revolves around constantly thinking
in terms of the spatial and temporal interpretations of
distance; whether consciously or not. In the layered
imagery, places apart are connected and at the same
time separated by the sea.

While the notion of the sea has no exact boundaries,
its visible composition advances on several scales,
leaving you overwhelmed. In a series of visually edit-
ed images of the sea, the waves and their endless, ef-
fortless succession, leave traces of memories and sink
back into the sand.

Those different perceptions of distance and all the
unique narratives, speak to the themes of identity, mi-
gration, journey and emotional closeness.



Natdaoa Mmila | Natasa Biza

2x&€d1o0 pUTeUONG | Planting plan | 2014

Apxeio, eykaTtdoTaon | Archive, installation

H avaokaepr) omnv apyaia ayopd tng ABrivag Eekivn-
oe and Tnv Apepikavikn 2xoAr Khaoikwv 2nouddv
To 1931. EkTOG and To npoypappa TnG avaokagpng,
n 2xoAr €6ece wg OTOXO TN CUVOAIKH avacuoTacon
Tou apxalohoyikou xwpou Tn dekaeTia Tou 1950,
HEOW TNG ANoKATACTAGCNG TNG apxaiag XAwpidag pe
evdnuika otnv EAA\&da puTtd. AlanioTdvovTag oTov
Krno Tnv Unap&n vewv JETAVAOTEUTIKGV (PUTWV £Ka-
va TauTonoinon wg Npog To OVoUd Kal TNV KaTaywyn
TOUG KAl NpaypaTonoinoa pia 8paaon oTo XWwPo, To-
noBeTwvTag NAAKEG pe Ta ovOPATd TOUG KAl divovTag
TOUG ETOI TNV TAUTOTNTA Mou Toug €Aeine. EninAgoy,
apoU ECTEINA HIA ENICTOAr OTOV ONPEPIVO dieubuvTn
™G APEPIKAVIKNG 2XOANG, {NTWVTAG TN Yyvun Tou
OXETIKA Pe To CATNua, €kava TIG cuvakoAouBeg na-
pepPaoeig oto BiPAio Garden Lore of Ancient Athens
(American School of Classical Studies at Athens 1963).
AouleUovTag pe TO ApXeio APEPIKAVIKNG 2ZXOANG HE
anaoxoAnoav {NTAPATA NOU apoPOUV TNV I0XU Twv
Beopwv kal TIG NONITIKEG diakpiong, apxeloBeTnong
Kal TAUTOMNOINONG NOU AUTOI UIOBETOUV.

The excavation of the Ancient Agora of Athens was
initiated by the American School of Classical Studies
in 1931. During the 1950's, besides the excavation
programme, the School set as its principal aim the
complete reconfiguration of the archaeological space
through the restoration of the ancient flora by cultivat-
ing plants indigenous to Greece. Upon discovering
the existence of new migratory plants in the garden
| identified their names and origins and organised an
action in the area, creating plaques that carried their
names, giving them back their identity that was lack-
ing. What is more, following a letter | sent to the pres-
ent director of the American School wanting to get his
opinion on the matter | made the following concomi-
tant interventions in the book Garden Lore of Ancient
Athens (American School of Classical Studies at Ath-
ens 1963). Working with the archive of the American
School | looked closely at issues that have to do with
the power of institutions and discriminatory politics,
archiving and the processes of identification that they
employ.



EpxopaoTe avTipgTwnol pe pia peyaleiwdn 1dea. Mia
18€a Mou &yyuTal og KATI AUAO aAAG TAUTOXPOVA UNI-
KO, NpaypaTiko, puaikod. Me {wny. Evag krnog ¢pravel
oe péyebog peyaluTepo an’ &1 pnopei va culhafel
o avBpanivog voug. H avaykn opwg va Tov €xoupe
HE€oa oTO oniTi KaTtagépvel va Tov neplopier kal va
Tov oupnigCel. Evag napdadeicog apxilel va gugavi-
Cetal péow TnG NAEENG. H pvnun apyiCer va e§aobevei.
To yahi &edinAdwveTtal kaAunTovrag 6Aa Ta kevad. To
anoTUNwPA Tou, TA iXVn TOU KAl TA UNOAEIPPATA TOU
Bpiokovrar ndvw oe kpleg Papieg enipdveieg anokop-
peveg and nepifdMov (eoTo, oikeio, nou avaPAulel
ano gpovTida.

KpioTi MnouTtodi | Christie Boutsai

ATiTAO | Untitled | 2018
Fuwog pe ixvn xahicwv, 49 x 31,5 ek. | Plaster and fragments of rugs, 49 x 31,5 cm

We are confronted with a magnificent idea. It is an
idea that lies within something immaterial that is at the
same time physical, palpable and real. It is also natural
and full of life. A garden reaches a size that is impos-
sible for the human mind to grasp. The need however
to include it into our homes manages to contain and
confine it.

A paradise starts to emerge through weaving. Memory
begins to fade.

The rug unfolds covering all gaps. Its imprint, its traces
and its remnants are to be found on cold, heavy surfac-
es completely cut off from a warm, caring and homely
environment.



EAévn MuAwvad | EAévny MuAwva

Inpadia copiag kal napakpng | Signs of wisdom and decadence | 2018

EykaTtdoTaon piktaov uhikawv | Mixed media Installation

Mvoopipn kal Aunnper] n sikoéva nou avripeTwnifoups
oTig napalieg. MNa va pnopgow va avreSw T ppikn
nou pou MPOo&evel N €IKOVA AUTH NMPOCPEUYW OTNV
KaTaypagn. AuTr) pou enITPENEl va PETAPPACW TA
ouvTpipdia TG avBpdnivng kabnuepivoTnTag oe
agpnpenUeva oxNHATA Kal XPWHATA NOU NAUOUV €0TW
yia Aiyo va pe ayavakToUv. H poAuvon Tng Mdavag g
Beixvel dyvola kal oAokANpwTIKA napakun. Moialer pe
auTokTovia.

BAénw TN uon kar eomialw ota noikINdoXNHa, eENo-
obpeva kAapid Tng @IoTikiag. MvovTal oupfolo co-
piag kal opop@iag. O anpdonTeg YAUNTIKEG POPUEG
evog CovTavoU opyaviopou pe cuvenaipvouyv. Ti Toug
NPOTPENEI va NAPOULV Ta oxNpaTa autd; Apadialw Ta
KOPPEVA KAOPIG YUPW POU, Ta Napatnew Kal Ta Bau-
palw. Eivar 0Aa povadika alMa kal napopoia. Zeuya-
povouv, xopeuouv, ouvopiholv. Or cuvduacpoi ival
ave€avrAnTol. Eipar anogaoiopévn va ta diatnpriow.

The sight of the shores lined with plastic debris is fami-
lar and sad. | pick up my camera and record what | see.
This process allows me to transform the human debris
into abstract forms and colors momentarily relieving
my frustration. The pollution of Mother Earth shows ig-
norance and wholesale decadence. It feels very much
like suicide.

| turn to nature and | focus on the contorted branch-
es of the pistachio trees around me. They become a
symbol of wisdom and beauty. The unlikely sculptural
forms assumed by a living organism fascinate me.
What prompts them to take those unusual shapes? |
arrange and rearrange the cut branches, | study them
and | admire them. They are all unique yet they are
similar. They pair up, they dance, they communicate
with each other. The combinations are inexhaustible. |
am determined to preserve them.



Karepiva Manalron | Katerina Papazisi

Transmutation | 2014

Alfablok (eEhagppopneTo), coPdg, 23 x 30 x 60 k. | Alfablok (aerated concrete block) plaster, 23 x 30 x 60 cm

H odpka, To anwBnpévo Tou duTikoU NoNImiopoU.
H ¢puUon, To «aA\o» Tou aoTikou nepiBaA\ovTog.

To €pyo avagpepeTal og pia (pavTaciakn) HeTAAagN
Tou avBpaniva dopnpévou nepifadANovTog oe capka.
To odwpa okaliCel To UNIKO SnpIoupyeVTAg pia eIKOVa
TOU £auTOU TOU Kal TNG dpdong Tou, piag diafpwong
€K TV €ow. H oapkikn unooTaon Tou avBpwnou, ¢g
HEPOG eVOG KOOHOU Tov onoio dev pnopsei va eleyEel,
Tov Tpopalel. H quon kpuPetal, pnalwveral, os évav
paTaio aywva va kAeloTei £§w, eved givarl O,Ti undpxel
péoa. Qouokavel, EexelliCel, KaTaTPWE! TIG SOPES Kal
Ta Opia, avreniTiBeTal i anAd ouveyiCel va yeTapop-
@wveTtal onwg Cei.

The flesh, what western civilization repressed best.
Nature, the «Other» of the urban environment.

The work refers to the imaginary mutation of the man-
made environment into flesh. The body carves into the
material creating an image of itself and of its actions
in what is an act of corrosion from within. Man’s fleshy
substance, seen as part of a world that he can not con-
trol scares him. Nature is concealed, hidden away in
a vain attempt to be kept outside when in reality it is
what is already on the inside. It swells and overflows,
devouring structures and borders; it fights back; it
constantly changes as it goes through life.



TepeCa ManapixaAn | Tereza Papamichali

In Splendor| 2018
Nrpa, §UAo, 50 x 50 ek. | Threads and wood, 50 x 50 cm
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To épyo ‘In Splendor’ eival pia kaTaokeur) nou Ael-
TOUpPYEl WG KEeiPevo, XAPTNG, HOPPr -Eva AUTOVONO
oUOTNHA, &vag PNXaviopog 1 pia ovrotnTa. ESepeu-
VGVTAG TO HOVTEPVO KAl TA OpId TOU POPUANICUOU
Kal TNG agaipeong, avTAwvTag Opwg Kal avanapa-
OTATIKA OToIxeia, BepaTikég kal cupBoNiopoUg, To
€pyo eival pia dokiun UKV Kal agriynoewy. To ‘In
Splendor’ eivar pia aicbnTnpiakn kar dSopikr NPooey-
yion Slapgopgpupevn ano avagpopeg oe BepaTikeg na-
padooiakayv tapisserie kal apyaiwv avabnuaTikoy,
ouvdualovtag TNV Ugavaon Je TNV YAUNTIKA Kal Tnv
EIKAOTIKA £YKATACTAON.

MNapdMnAa, oe ouvepyaoia pe TNV €IKACTIKO-EKNAI-
deuTikd BoUAa AaokalonoUlou kai pia opada pa-
BnTwv Tng, pia oeipd and PIKPOYAUNTA €pya TOug
eVTaXOnKe wG CUVEKEIQ KAl AVTANOKPIOT), O HIA EYKA-
TAOTAON OTOUG KNMOUG.

The work ‘In Splendor’ is a structure that functions as
a text, a map, a figure - an autonomous system, a de-
vice or an entity.Exploring the modern and the limits
of formalism and abstraction, but also drawing on rep-
resentational elements, themes and symbolisms, the
work is an essay of materials and narratives.In Splen-
dor'is a tactile and structured approach shaped by ref-
erencing themes of traditional tapisserie and ancient
votive offerings, combining weaving with sculpture
and installation.

Alongside, in collaboration with the artist-educator
Voula Daskalopoulou and a group of her students,

a series of their small sculptures was incorporated, as
a continuation and a response, in an installation in the
gardens.



P¢va Nanaonupou | Rena Papaspyrou

AoTepiopoi | Constellations | 2002
Eikoveg wngpiakd oxediaopéveg, endvw og oKAvapIoPevn pwaodaikr) nAdka (Aentopépeia)
Digitally designed images on scanned mosaic tile (detail)

«...NMONAEG €IKOVEG, €IKOVEG NAPNAAAIES, I0WG PANIOTA
EIKOVEG WUXONOYIKA apXaiKeES.
Gaston Bachelard, H noinTikr Tou xepou

O évaoTpog oupavog gival To NPGTO Nedio Nou O av-
Bponivog voug/Wuxiopog npoonabnoe va opyavaoel
pavTaoiakd kal, KaTd Cuvénela va oikelonoinBei pe € |
K OV e G. ETol pe pia anAr vonTr) cUvOeon Twv onpeiwy
TV AOTPWV PHETAEU TOUG, O VUXTEPIVOG OUPAVOG, 0av
ATEPPOVO PUANO XAPTI, YEUIOE pe ayannuéva kal Bau-
paoTa kaBnpepiva BedpaTa, avBpwnwy, Cowv, TO-
nev. H diatagn Twv aoTepiopwv givar evredwg aubai-
peTn. Ta oxedia ouvoAikd ival eBdoprvTa Teooepa.

“...many images, very old images,
perhaps even psychologically archaic images”.
Gaston Bachelard, The Poetics of Space

The starry sky is the first field that the human mind
attempted to organize in its imaginary and as a re-
sult, to appropriate through images. With simple im-
aginary lines drawn between the stars, the night sky,
like a piece of paper with no end, was soon filled with
much loved and admired everyday spectacles of hu-
mans, animals and places. The pattern formed by the
constellations is completely arbitrary. There are seven-
ty-four designs in total.



EutUxng NaTtooupdkng | Eftihis Patsourakis

Nexpn ®uon | Still Life | 2018
QwToypappa evpnua | Found photogram

Oupapal Ta KEVTAPATA auTd va SIaKOOPoUV E0WTEPIKA
PINIKGV KAl OIKOYEVEIOK®Y HOU OniTiv oTov [leipaid.
TeAeuTaia napaTipnoa nwg dpxioav va spgavifovral
palika TéTola gpyoxeipa oe diagopa nalapia Tng
npwtetouoag. O BavaTtog navra nailel Tov Pacikd
poho oe napodpoleg petatonioelg. Nal Ta KevTripaTa
auTd Ta Bupapar. Mavra pe pehayyololvoav.
Tunwpévol kapPadseg and epyooTaoia Kupiwg TNG
FaA\iag. Me npokaBopiopéveg Beoeig yia Ta navra, yia
To 0X£dI0, TO XpwHa, Tn cuvBeon.

Mia TOOO €TaIpIKA PETATOMICHPEVN MPOTACN YIA HId
ouyxpovn Adikr) napadoon. Ta avBpdniva xépia nou
KEVTNOQV QUTEG TIG EIKOVEG £XOUV Npoobéoel Xpdvo
oTIg oXedOV WNPIAKeG auTeg enipaveieg. Mdoeg wpseg,
néoeg okeéweig; Nai, gival yia péva ol Nio OnapaKTIKEG
OUYXPOVEG VEKPEG (PUCEIG, OI MIO KOVTA 0TV napadoon
Twv vanitas. Otav agpaipeBolv Ta ndvra and Ta nAaiocia
QUTWV TWV CUVOEOEWV PEVEI POVO TO XAPTI MOU TIG
ompiCe. Eva anoAuto ¢pwTtodypappa. Mia aneikovion
oav ano KAPEPa obscura Twv E0WTEPIKMV XWPEWV Mou
€Cnoav auTEg ol eIKOVEG, pe Xpovo gkBeong To xpovo
piag Coong.

I remember these embroideries embellishing the inte-
riors of friends’ and relatives’ houses in Piraeus. Lately |
have been noticing that such embroideries have started
to appear in masses in various markets around Athens.
Death always has a principal part to play in similar shifts.
Yes, | certainly remember these embroideries. They al-
ways made me sad. Printed canvases mostly, produced
in French factories; with predetermined positions for
everything, the design, the colour, the composition.
Such a displaced proposition for a contemporary folk
tradition. The hands that embroidered these images
have added time onto these almost digital surfaces.
How many hours, how many thoughts? Yes, these are for
me the most heartbreaking contemporary still lives, the
ones closest to the vanitas tradition. When everything
is taken away from the frames of these compositions all
that is left is the paper that acted as their support. An
absolute photogram. A depiction of the internal spac-
es that hosted these images as if captured by a camera
obscura, where the exposure time is substituted by the
span of a lifetime.



BaaiAng MaeiAng | Vassilis Pafilis

Aigoig| Of the hash mark | 2018

Mpooxedio Tng eykaTdoTaong, diaotaocelg petaPAnTég | Draft drawing of the installation, dimensions variable

O «knnog Tou lMaAaiou MoTonoigiou Tng Appiooag eival
o T6nog Tng napoucag dpaong. Kabe napadooiakodg
KNNog €ixe To nnyadi Tou. Eva TéTolo naAaid neTpoxTI-
OTO NNydadi pe eEaIPETIKA Tolxomnolid, TO onoio €ixe né-
OEl O€ aXPNOTIA KAl €iXe OKENACDE! pe NETPEG KAl XA,
avakaAUpOnke evrehg Tuxaia To kahokaipi Tou 2016
o€ pia npoondBeia gpuTELONG pIag poupldg. Endvw ota
nnyadia TonoBetoloav yia npooTacia pia KaAuyn,
ouvnBwg and petalikd @UAAa. ETol oTo oTopio Tou
nnyadiol KaTaoKeUaoa ano TEooepIg HETAANIKOUG do-
KOUG pia oxdpa oTo oxnua Tng dieong (#), nou napa-
nepnel Kal oto KIve(iko 1Idedypappa jing (J), To onoio
onuaivel nnyn- nnyadi. Ekeivn n poupid, nou puTeudn-
ke TOTE dinAa oTo NNydadl, peéoa oe dUo POAIG Xpovia YI-
yavtawbnke, anoddei§n Tng unapéng vepou, n napouaia
TOU OMOIOU OTOUG ApXaioug Xpovoug fTav Beiko onua-
81 kal euepyeaia. MNa autov Tov Adyo dpnvav avadrua-
Ta KAl OTn CUVEXEIQ £PIXVAV VOpiopaTa oTov nubuéva
TV nnyadicv KAvovTag guxeg. Ta nnyadia onpepa
META TNV NARPN eyKATAAEIWPN, NEPACAV OTNV ANCHOVIA
Tou xpovou, Tng Plopnxavonoinong kar Tng e§eNENG.
Opuwg 1o nnyadi Tou Mahaiou MoTtonoleiou Ba §avaPpei
oUvVToPa TNV ApXIKr TOU XPrion OToV KNMo, HECA OTO
KEVTPO TNG NOANG.

The present action takes place in the garden of the Old
Distillery of Amfissa. Traditional gardens each have their
own well. In the summer of 2016 one such meticulously
constructed old stone well was discovered by accident
while trying to plant a mulberry tree. Taking my cue from
the common practice of covering wells with metal sheets
for protection, | built a grating out of four metal poles
in the shape of a hash mark (#), also alluding to to the
Chinese ideogram for spring and/or well, jing (). The
mulberry tree planted next to the disused well grew very
big and tall, proof of the existence of groundwater which
in ancient times was thought to be a sign from the gods,
also thought to signify benefaction. It was for this reason
that people used to leave votive offerings followed by
making a wish and throwing coins into the wells. Follow-
ing their complete abandonment due to industrialization
and progress the wells are nowadays consigned to obliv-
ion and indifference. The Old Distillery well however will
soon resume its original use in the town centre.




MNowpyog Zkuloyiavvng | George Skylogiannis

O knnog Tou Xeipywva | Winter Garden | 2018
EykatdoTaon pe EUAo, ETAANO, Xpwpa, S1aoTACEIG HeTAPANTEG
Installation with wood, metal, colour, dimensions variable

O KAnog Tou Xelpcva

Tov Xelpaova ol krnoil
olwnouv

Xwpig PAeppa

Ta pUNa

apPAIVOUV TO XAdI TOUG
vavoupiCouv To Xwpo

Ta ocahiykdpia
HETAPEPOUV OTNHOVEG EAMIdAG
Ta pupuniykia
ouvedpialouv

Ta podia

€XOUV OKAOEI

npiv Tnv ekdoxr| eutuxiag
O1ydTeg

o' entayuyn diadpopn

Ta TpiavTagpuiia
NPOCHEVOUV TNV Uypaacia
™G avoigng

KAl HOVO Ta NOPTOKANIC
auToi ol JIKpPOoi nUpIvol
KUKAOI

diaowCouv TV pehayxoAia
adnpovouv

TNV EAeUC TWV AEUKGOV KPiVev
Tapixevouv cuvaiobnpaTa
€NIYEVOUV

METPOUV anouacieg

OTIG MPOCEUXEG TWV
WPUXWV.



®davr Zopoloyn | Fani Sofologi

Bouquet 1l | 2018

Akouapgleg, pehavi, papkadopdkia kal kOAeg glitter oe xapTi, 58 x 76,5 ex. (AenTopépeia)
Watercolour, ink, marker pens and glitter glue on paper, 58 x 76,5 cm (detail)

Ta duo Cwypagika gpya nou napouaialovrarl dw
€ival HEPOG pIag oeIpdg oXediwv Og XaPTi MoU £X0OuV
npPoKUWEl ano Tn dnuioupyikr) diadikacia povayikwy
performances oTo atelig, xwpig Tnv unapg§n Beatav.
2e éva npwTo oTadio, péoa and pia diadikaoia Wu-
XIKNG evdookodmnong, dixwg avacToleg, ouveldnTod
ENeyx0 Kal PIANTPAPIOUA TNG XEIPOVOUIAG KATABETW
To aneheubepwpévo cuvaiobnua oTo xapTi. H kata-
oTpo@IkA eNiBeon oTnv xAPTIVN eNipAvEIa akoAouBei-
Tarand To deuTepo 0TAdI0, AUTO TNG ANOKATACTACNG
Kal MEPINOINTIKNG ouykaAuywng Tng Piaing evépyeiag
He TNV eAeyXOPEVN XEIpOVOpia Tou oxediou Kal Tou
XPWHATOG. 2TN (PACH AUTH MPOXWE® OTNV Anoka-
TAOTAON TOU £PYOU, OUYKAAUNTOVTAG OXedIAOTIKA
TIG «MANYEG» KAl DIOKOOPMVTAG TA €pYA HE TN XPron
glitter kai évrovwv xapoupevwy xpwpaTwy. MapaTn-
powvTag Ta oxedia o BeaTr|g, avaloya e Ta NPOCwIKA
Tou RikpaTta, avanapayel oTn OKEWN TOU T JUCTIKN,
npoownikr) performance nou oudsnoTe ide.

The two works on show are part of a series of drawings
on paper that have resulted from solitary performanc-
es in the studio where no audience was present. The
first stage consists of a process of mental introspec-
tion: with no inhibitions, conscious control or filtering
of each gesture | lay my liberated feelings out onto the
paper.

The destructive offence onto the paper surface is fol-
lowed by a second stage, that of a restoration process
and the effort to conceal the violent actions that came
before, through the controlled gestures of drawing
and the application of colour.

During this stage | move on to restore the work, using
drawing to cover its “wounds”. | decorate the surface
using glitter as well as bold, happy colours.
Observing the drawings, the viewer, mentally repro-
duces the secret, personal performance that he never
witnessed according to his own, personal experiences.



‘Epn ZnUpou | Efi Spyrou
Chess Board | 2017

Kopeopéveg Aapneg pBopiopou, Tawvieg, 2,09 x 1,20 x 0,20 p.

Me Tnv guyevikr) unooTtnpiEn Tou ABavaaoiou MNMoAuxpovonoulou - Polyeco Group kai PCAI
Saturated fluorescent lamps, fastening straps, 2,09 x 1,20 x 0,20 m.

With the generous support of Athanasios Polychronopoulos - Polyeco Group and PCAI

OTav npo-Piopnxavika o avBpwnog dopouaoe, xpnol-
ponolouoe UAIKG Ta onoia €Rpioke diaBéaiya oTo ne-
piBaAov Tou. Me avapopd auTr| TNV npakTik aA\d
KAl TNV NPoowikn ouvlrkn (ouvexcv anodnuroewy
y1Ia NOAAG XpOvia) Onwg Kal TNV KOIVVIKY cuvOrkn
(au&avopevn petakivnon nAnBuopdv peTavaoTov/
NpPooPUYwV/epyaTav), kKataokeualw pe Ta andPin-
Ta pIag nAgov BIopnxavikng Kovwviag, pia ogipd nie-
KTGV UPAVTV (€va anod auTd Kal To eV AOYw €PYO).
Ta upavTa upaivovTal pe Kopeoueveg Aapneg gpBopi-
opou Kal IpavTeg Nnpdodeong.

Ta ugpavta aNoTe alwpouvTal €§w and Tnv oénoia
dopr unooTAPIENG (ONwg Ta UPAVTa Twv apxaiwv
KaTaAUPATWV KATA Tov apyiTékTova Semper), AA-
Aote TonoBetouvtar palepéva og KUAIVOPIKT Hoppn
QAVAPEVOVTAG TO AVANTUYHA Toug kKal AAoTe TornoBe-
TouvTal o 0pICovTIa BEon, dnpioupywvTag éva ev du-
vapel nepiPAnua, &vav vEo XwpPo KAToIiKNong Onou To
£€w Kal TO €0 CUVUNAPXOULY, N KivNon ePNePIEXEl TNV
OTAON KAl aVTIOTPOPa.

When man constructed things in the pre-industrial era,
he used materials that he found in his immediate envi-
ronment. Referencing this practice as well as the pres-
ent social condition (increased movement of popula-
tions of immigrants / refugees / workers) and drawing
on my personal circumstances (of various processes
of deconstruction that went on for many years), | con-
struct a series of knitted textiles using the detritus of
a now industrial society. Chess Board is one of these
works.

The textiles are weaved using saturated fluorescent
lamps and fastening straps. In parts of the work the
textiles hover above the supporting structures, like the
textiles of ancient abodes according to the architect
Semper, and in others, they are positioned together in
a cylindrical form in anticipation of their formulation.
In other parts they are placed horizontally, creating a
would-be shield, a new space of habitation, where the
interior and the exterior come together, where move-
ment entails stasis and vice versa.



MNpo68popog XapaAapunidng | Prodromos Charalambides

SUvopa OuTroniag | Borders of Utopia | 2018
2npél Pagpng oe dIapopeTIKOUG TUNOUG CUPPATONAEYHATWY, DIa0oTAOEIG HETARANTES
Spray paint onto different types of barbed wire, dimensions variable

2Tnv eykataoTaon 2uvopa OuTtoniag, o npoRAnuaTi-
OpOG HOU EyKEITal OTn AeIToupyia-e§unnpernon Twv
opiwV, WG voNnTd GPAYHATA KAl WG YEWYPAPIKEG HE-
Bopioypappég. To €pyo and anooTacn dnuIOUPYEI
oTo Beatr) pia aioBnon BeAkTIKOU K MoU He pop XPw-
paTa. H evrUunwon auTr kaTappéel 600 0 NapaTnen-
ThG nAnoialer To épyo kal avTiAapRaveTar nwg n gai-
vopevika avBiopévn xAwpida kaTaokeudoTnke and
dlapopeTikG cuppaTtonAeypata. Ta QwTevd Xpo-
HOTa OTO €pyo AeiToupyoUv avTioTpopa agou ano-
TENOUV TO PHECOV TNG EIPWVEIAG MPOG TA YEWYPAPIKA
oUVOPa TWV JUTIKGV KPAT®WY, MOU UWKVOUV anpo-
onéhaoTa nAéypata. H xpwpatikr opodpoTnTa nou
en\éyeTal, napanéunel oTig peBddoug Tng diapruion.
Tétoleg ouvBnkeg opBaiuanaTng kabioTouv aduva-
™n N B¢aon evodg «Mapadeicour, und Tnv vvoia Tng
aMnAenidpaong Kalr AppovIKRG ouv-unap&ng Twv
avBponwv. H eykatdoTaon enixeipei va anodounoel
Ta YEWYPAPIKA Kal voNTIKA Opia piag ouToniag kai va
anokaBbnAwoel To cUpBoAo Tou eykAeioHOU O évav
nAaoTd napadeico. To €pyo anoTelei &va avTi-pvn-
MEIo YIa TIG XWPEG TOU “aVANTUYHEVOU KOTHOU".
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In the installation Borders of Utopia | explore the func-
tion of borders both as conceptual barriers and as
geographical frontier lines. When viewed from a dis-
tance, the work gives the impression of an enchanting
garden bathed in a glow of “pop” colours. On closer
inspection this impression gradually crumbles as it
becomes evident that the seeming flora-in-bloom has
been constructed from different barbed wires. Contra-
ry to expectations, the vibrant colours in the work be-
come the means to satirise the geographical borders
of western countries and the unapproachable fences
they erect. The intensity of the colours references ad-
vertising, the illusory nature of which highlights the
impossibility of a Paradise where people interact and
co-exist harmoniously. The installation aims to decon-
struct the geographical and imagined borders of an
utopia and to do away with the symbol of confinement
in a made-up paradise. The work is an anti-monument
to the “developed world".



MNavog XapaAaunoug | Panos Charalambous

Tobacco area...
Long duration project pe évapgn to 1985 | Long duration work 1985-ongoing

Walk (to kanvoxowpagpo wg tableau vivant). To ey-
XEIPNHUa va napouciaoTei: To unokeipyevo MNdavog
XapaAdpnoug... ot gikovikd nepifdAiov (I0TopIKO,
Napaywyiko, YEWYPA®IKO)... yia va Piwbei n eiko-
VO €V KIVAOEI» KaBIOTGVTAG TOV EQUTO TOU HEPOG
™G... yeTafaivovrag... an’ To kKaBeoTwg TNG «onTI-
KG evaTeviong» o' ekeivo TG «epBuBiongy, Tng «di-
doxiong» Tou Toniou.

. Como humo se va... (Onwg @elyel o kanvog): 6

npoowna «sexteto NveuoTwV» ENIXEIPOUV Hia napd-
d0&n oudnTnon yia To «kanvikd CrTNEa» eV PHECW
KANVoov, «daKTUNIDIGVY, VEPOYV, VTOUHAVIWV OF
nepiPdaMov film noire..., n nocodTNTa KANVOU NMou
kaTavaAwveTal gival ano Tig 36 pileg nou kaANigp-
yei k&Be xpovo o M. Xapadunoug wg gIAdkanvo
UMOKEIPEVO Kal €1G avApvnon TNG KAANIEPYEIAG TOU
€BvikoU aypoTikoU npoiovTog. Eppgowg ninv oa-
PG dIEPEUVATAI N AYPOTIKI), N ENIKOIVWVIAKT XPr-
on Tou kanvou (nicotiana tabacum) wg To PUTIKO
100duvapo Tng modernite.

Room smokers. 2 BivreonpofoAég kai éva Tpaned) e
@UNa kanvou (appabigg) ouykpoTouv pia tobacco
area. TauToxpodvwg o «xappavitCrg» wg AAoOg aA-
XNHIOTNG avapiyvuovTag noikiAieg kanvou Ba napa-
okeudlel xapuavia yia BepiakAndeg TnG TEXVNG.

. Walk (The tobacco field as tableau vivant). Attempt

at presentation. The subject: Panos Charalambous
... a virtual environment (historical, productive, ge-
ographical) ... In order to experience the image in
movement he makes himself a part of it ... moving
from the status quo of visual contemplation to that
of immersing himself into the landscape or travers-
ing the landscape.

. Como humo se va... (As smoke clears): 6 person

«wind sextet» attempting a paradoxical discussion
of the issue of smoking amidst smoke / smoke
rings / fumes in a film noire setting... The tobacco
consumed comes from the 36 roots cultivated an-
nually by P. Charalambous. Aside from him being
a smokophile he also does this in remembrance of
the cultivation of tobacco as a national agricultural
product. The work explores the use of tobacco (ni-
cotiana tabacum) in agriculture as well as a means
of communication, drawing a parallel between the
plant and modernity.

.Room smokers. 2 video projections and a bunch

of tobacco leaves on a table compose a “tobacco
area”. Like an alchemist, the tobacco master mixes
together different varieties creating blends for the
avid art consumers.



Espantapajaros project (Nikog Tpavog, Nikog lkikag)

MoikiAieg vropdTag nou ¢puTtelTnKav oTnVv Apgiooa (varieties of tomatoes cultivated in Amfissa): Cuor di
Bue, Marmande, Ciliegia, Sweetbaby, Black Cherry, Topdra Zavropivng, Early Pack 7 BIO, San Marzano 2,
Golden boy BIO, Pera Giallo Purple Calabas, Trixi BIO, Cuore del Ponente, Gold Nugget | 2018

«AvapwTIOPOUV NG  NPOKANRBN-
KE TO YEYOVOG MOU MPOKAAECE TN
ogpayr, al\a Bpnka Tnv andavrnon
HOVOG pou, 0Tav Kanola pou adeg)-
oTNTa Aiyo €Aeiye va pou OTOoIXIOE!
n Cwr). H Napnikdpa eival eidikn
oTa dNANTNPEIGAN NAPACKEUAOHA-
Ta. OTiayvouv TO curare (puUOIKO
dnAnTrplo nou (pepvel napaiuon),
yia Ta BEAn Toug, NapaocKeUAoUA
anoé Tov KOKKIVO pAoid Tng pilag
HEPIKGWV OTPUOVOG MOU TO KAVOUV
va €EaTHIOTEl NAvVw OTN PWTIA KAl
va yivel éva piypa oav CUun- xpn-
olponololV Kal AAa puUTIKA dnAn-
TAPIa nou o kabévag Ta yeTapépsl
und  popePr oKOVNG KAEIOWEVNG
HECa Ot owAnveg and PTePd N
pnapnou, Tuhiypévoug pe PaupPa-
KEPN KAWOTN 1 pAoid. Me auTa Ta
dnAnTtnpla naipvouv ekdiknon yia
EUMNOPIKEG N £PWTIKEG unobeoeig:
al\a Ba enavéNbw o' auTd apyo-
TEPAY.

Claude Levi- Strauss,
OAiBepoi Tponikoi

«I wondered how the incident
which had sparked the massacre
had occurred. | saw a possible ex-
planation when | myself made a
blunder which might have cost me
dear. The Nambikwara have a cer-
tain knowledge of poisons. They
make Curare for their arrows from
an infusion of the red outer skin of
the root of certain strychnos, reduc-
ing it over a fire until the mixture
reaches a sticky consistency; They
also use other vegetable poisons,
which each individual carries with
him in powder form in quill or bam-
boo tubes, wound round with cot-
ton thread or bark. These poisons
are used as a means of revenge in
disputes connected with barter or
sex: | shall discuss them again lat-
en.

Claude Levi- Strauss, Tristes
Tropiques




lavBn Ayyehioyhou: https://aggelioglou.wordpress.com/

ANEEavdpog ANekidng: https://alxalekidis.portfoliobox.net/

Mévvu MNkeka: http://pennygeka.tumblr.com/

MapBa AnunTponoulou: http://art-tounta.gr/info/martha-dimitropoulou/
Mowpyog MNunapakng: http://www.gyparakis.com/

©0dwpng Zageipdnoulog: https://theodoroszafeiropoulos.com/

Mavvng Oeodwpdnoulog: http://yiannistheodoropoulos.com/

AICn KaM\iya: http://lizziecalligas.blogspot.com/

Eun Kaloynponoulou: http://evikal.com/

XpnoTog Kahdynpog: http://www.artvioma.gr/artist/191/kalogiros_christos
ZavOn KwoToppiCou: https://vooioov.blogspot.com/

Avva Adokapn: https://annalascari.net/

A¢onoiva Meipdpoylou: http://www.meimaroglou.com/

Mdapw Mixahakdakou: http://maromichalakakos.com/

MéTpog MnaTtoiapng: http://www.petrosbatsiaris.com/

Pavia MnéN\ou: http://raniabellou.com/

KpioTi MnouTtoar: https://www.instagram.com/christieboo/

EXévn Mulwva: https://www.elenimylonasart.com/

KaTepiva Manalron: http://www.katerinapapazissi.com/

TepeCa Manapixdn: http://terezapapamichali.net/

Péva Manaonupou: http://renapapaspyrou.gr/

EutUxng MaTtooupakng: http://rodeo-gallery.com/artists/eftihis-patsourakis/
®avn Zogpoloyn: http://dp.iset.gr/artist/view.html|?id=2800

Epn Znupou: http://efispyrou.com/

MNpodpopog Xapaiaunidong: https://www.prodromoscharalampidis.com/
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H ®ain Znka kai o Nikog Manadénouiog euxapioTouy Bepud Tov Apn Ayyehdnoulo,

TNV lwavva Aedouon, Tov Akn-Tavvn Geoxapdnoudo (AikTuo Aehpav), To 2épyio KaoTava,
To Niko Aaloyicwpyo, T Maipn Kapopou, Tn Aconw MNManacTddn, To MNapyo Manno, Tov
MavayiwTn Tahavm), Tov Kwota Toikvr), To MatBaio XpioTdnoulo kai Tnv ABavacia Wakm).

Fay Zika and Nikos Papadopoulos would like to thank Aris Aggelopoulos, loanna Dedousi,
Akis-Giannis Theoharopoulos (Delfi Network), Sergios Kastanas, Mairy Kaforou, Nikos Lazogior-
gos, Despo Papastathi, George Pappos, Panagiotis Talantis, Kostas Tsiknis, Matthaios Christopou-
los and Athanasia Psalti.



EKAOXEZ TOY KHIMNOY

Huepida

2daBPaTo, 15 ZentepRpiou 2018, 10:00 - 14:00

EikaoTikég npooeyyioeig Tou knnou
Aviva Bahkava - EnipehnTpia, EBvikd Mouoeio

2Uyxpovn Texvng

EnipeAnTikeég Nnpooeyyioeig TOu Krjnou
Eiprivn AeovTakiavakou - loTopikdg TEXVNG,
NekTopag, MNMaveniotrpio Aryaiou

H okid Tou kAnou
MavTteAng Xavdpng - EikaoTikog,
Avanh. KaBnynTng, AveTdtn 2xoAr Kalawv Texvov

Flora Filopappou: In situ / Ex situ
Nikog Manadonouvlog- EikaoTikog

To NdpKO WG KOIVWVIKO-NONITIKA €0TiA

Mapiva Maponoulou - AvBpwnoldyog Aikaiou,
Nopikn ZxoAn, EBviko KanodioTpiakd MavenioTrpio
ABnvav

H Bepaneia Tou knnou
lewpyia MevtCa - loTopikog TEXVNG

O kAnog wg dienapn peTagu avBpnou kar puong
®ain Zrka - AvanA. KaBnynTtpia @idocopiag kai

Oewpiag Tng Texvng, AvwTtaTn 2xoAn Kalowv Texvov

GARDEN VARIATIONS

Symposium

Saturday, 15 September 2018, 10:00 - 14:00

Visual Art Approaches to the Garden
Anina Valkana - Curator, National Museum
of Contemporary Art

Curatorial Approaches to the Garden
Eirene Leontakianakou - Art Historian,
Lecturer, University of the Aegean

The Garden’s Shade
Pantelis Chandris - Visual Artist, Associate Professor,
Athens School of Fine Arts

Flora Filopappou: In situ / Ex situ
Nikos Papadopoulos - Visual Artist

The Park as Socio-Political Hub

Marina Maropoulou - Legal Anthropologist,
Law School, National Kapodistrian University
of Athens

The Garden as Therapy
Georgia Mentza - Art Historian

The Garden as Interface between Human and Nature
Fay Zika - Associate Professor of Philosophy
and Theory of Art, Athens School of Fine Arts



EKAOXEZ TOY KHIMOY

MAAAIO NOZOKOMEIO, KHMOI KAIIAIQTIKES AYAEZ, AMODIZZA
15-30 2EMTEMBPIOY 2018

EMIMEAEIA: ®AIH ZHKA/ NIKOZ MAMAAOMNOYAOZ

2XEAIAZMOZ EKAOZH>: ANAPEAZ TEQPTIAAHZ
META®OPAZH KEIMENQN KAAAITEXNQN: EIPHNH MMNAXAITZANAKH
EKTYMNQZH: KQETOMOYAOZ

OPIFANQ>H: THE SYMPTOM PROJECTS
WWW.THESYMPTOMPROJECTS.GR

GARDEN VARIATIONS

OLD HOSPITAL, GARDENS AND PRIVATE COURTYARDS, AMFISSA
15-30 SEPTEMBER 2018

CURATORS: FAY ZIKA/NIKOS PAPADOPOULOS
CATALOGUE DESIGN: ANDREAS GEORGIADIS
TRANSLATION OF ARTISTS' TEXTS: EIRENE BACHLITZANAKI
PRINTING: KOSTOPOULOS

ORGANIZERS: THE SYMPTOM PROJECTS
WWW.THESYMPTOMPROJECTS.GR

SUPPORTING CREATIVITY
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