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18¢a, enpédela €kOeong:
ZtéAAa Xpiotopn

ZUVTOVIOHOG-ENIMEAELO BEWPNTIKOU NAAIGioU:

Zwtipng Xtoupng

ZUVTOVIGHOG:
Ap. Euayyelia MnAiton-Kexayla

IXedlaocpoGg €kdoong:
Bend

EktUnwon:
Mpagikég Téxveg KwoténouAog

AIOPTANQZH - EKAOZH KATAAOIOY

To épapa auto eMTEUXONKE OTAV GUYKUPLOKA
ouvavtnoe to 6papa tng Eopeiag Apxalotitwv
Meoonviag. Euxapliotoupue 6gpua:

Tnv Ap. Euayyelia MnAiton-Kexayid, Aieubuvipia tng
Epopeiag Apxalotiitwv Meoonviag yia tnv oA60epun
avtanokplon Kat unodoxn Kad’ 6An tn SiapKela Tou
OUVTOVIOHOU TNG £€KOEONG-NPOTLEKT.

Tov péya xopnyo tng €kBeong, 18pupa Mewpyiou kat
Biktwpiag KapéMa yia tnv euyeviKi unocThpiEr Tou.

To '15pupa Kanetdv Baciin kat Kapuev
KwvotavtakonouAou yia TV EUYEVIKA UNOCTAPLEN Tou.

Toug GUMUETEXOVTEG KAAATEXVEG Kal TIG
ouvepyaZOMEeEVEG YKAAEPI yiA TNV EUYEVIKN Napaxwpenon
TWV £PYWV TOUG, TOUG EMNLOTAHLOVEG Kal BEWPNTIKOUG
OAWV TWV NESIWV yia TV NAPAXWENON TWV KEIUEVWV
TOUG.

Tov Ap. Zwtripn Xtoupn yia Tnv unaidpia SIAAEEN kat
Tov Ap. Mavvn Ziwya yia Tnv uAonoinon Tou «KOIVOTIKOU
project», 0To NnAaiclo Tng £€kBeong.

Ta p€An tng Anpoupyiag KowvZen yia tn Ogpatikn kat
AEITOUPYIKN OTAPLEN TOU Epyou.

To npoowniko tng Epopeiag Apxatotitwv Meoonviag
yia tn BorBe1d Tou Kal ISIAITEPWG TRV apXatoAdyo Ap.
Kwvotavtiva MlepoAupou kat tov oxediacth K. Avactaclo
Manadoykwva yia tnv €veepun cUVEPYaAcia Toug Kat Thv
OUMBOAR TOuG TNV eMHEAELA TNG EKSOONG.

Tnv Bend yia tov 6Xed1aop6 TG €kdoong oTo nNAaicio
NG €kBeONG, KABWG Kal To Tunoypageio NPaPIkEg
Téxveg Kwoténoulog.

Ta Eevodoxeia “Kardamyli Beach Hotel”, <Ndtog»,
«Mapadelcog» kat “Tasos rooms” yid T CUVELICPOPA
TOUG OTN PIAOEEVIA TWV CUMHMETEXOVTWV.

‘OMoug toug £6eAoviég nou Bordnoav pe KAbe Tpono
o1n dadikacia uAonoinong tng €kBeong.

MEFAZ XOPHIox

YMNOYPIEIO MOAITISMOY KAl AOAHTISMOY
EQOPEIA APXAIOTHTQN MEXZXZHNIAZ
MINISTRY OF CULTURE AND SPORTS
EPHORATE OF ANTIQUITIES OF MESSENIA

YNOZTHPIKTHZ

IAPYMA TEQPT'TIOY KAI BIKTQPIAY KAPEAIA

IAPYMA
IE KAMETAN BAZIAH & KAPMEN
KONZTANTAKQOMOYAQY
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AAEENG D1deTTNg
Alexandra Roussopoulos
Avaotacia Aouka
MNapyog Kagdgng

Xapd Minepidou

Kwotng BeAwvng

MauAog NikoAakonouAog
Joan Ayrton

Nwpyog Managpiykog
VASKOS BaciAng NouAag- Kwotag TZIMoUANG
ZtéAAa Xplotopn
Avtwvng KavéAdog

HAiag MananMdkng
Mapia BapeAia

Mavog Mpogpntng
Avtp€ag Ragnar Kacdanng
Marion Inglessi
AleEavdpa Koupavtakn

OEWPNTIKOI:

Zwtipng Xtolpng
EAévn Priya
BaciAng Wappadg
Avva MixeAn

Takng Koupnng
Zwdnta Nkouvtouva
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MpoAoyikoé onueinpa EPA Meoonviag

To oXupo6 GUYKPATNMA TOU YEVOUG TWV TPoUundkndwv-
MouUptdivwv otnv naiid KapdapuAn cuviotd évav and toug
onoudaldTEPOUG apPXAIOAOYIKOUG XWPOUG TNG MAVIATIKNG
XEPOOVACOU Kal €va and ta KaAutepa cwiOHeva Tou €i-
d0oug Tou og OAn tn Mdvn. To cuykpoTnua, £€8pa pag anod
TIG IOXUPOTEPEG OLIKOYEVELEG TNG MdAvNng pe Suvatko poAo
otnv Enavdctaocn, decnoddel o Bpaxwdeg UP WA NOU £nL-
TPENEL TNV EMONTEIA TOU HEGONVIAKOU KOAMOU Kal TNG XEP-
oaiag 060U KaAapdatag —ApeOnoAng Kal 6TouG XWPoug Tou
onuepa prrogeveital €vag and toug otabuoug Tou AIKTUou
Mouceiwv Mdavng. H avéyepon Twv NpwIwv KINpiwv tou
TonoOeteital ota T€An Tou 170U dl., EVW CUVEXEIG avakata-
OKEUEG Kal NPOCOAKEG NPAYHATONOIOUVTAL £WG TIG APXEG
Tou 190u at. MARpwg anokatectnuévo dn and to £€1o¢g
2015, npoceAKUeL NARO0G ENICKENTWV Nou yontevovtal and
TA ENPEPOUG EVIUNWOLAKA KTAPLA Nou To anapti¢ouv (no-
Agponupyog, vaog Ayiou Znupidwva, oxupn Katolkia/ovtdg,
TPEIG apuvTiKoi NepifoAol, eAalotpifeio KTA) aAAd Kat Th
YEVIKOTEPN atéodalpa Nou Anonveel.

210 nAaioto tng avadei&ng kat npoRoArg tou n Edpo-
peia Apxalottwv Meoonviag ta teAeutaia xpovia €xel
OlOPYAVWOEL OTOUG XWPOUG TOU APKETEG CNMUAVTIKEG ATO-
MIKEG Kl OMASIKEG NEPLOBIKEG EKOECEIG Kal EpyacTipla
oUlyXpPovnG KAAAITEXVIKAG dnpIoupyiag, ENSLIKOVTAG TNV
avantugn evog yovipou S1aAdyou avapecsa 6To MVNMEIo Kal
TNV ouyxXpPovn TEXVN, NPOKEIUNEVOU va TiBevtal oe dlapKnA
evepyonoinon ol anapaitnteg JUUWOELG NoU 6a TO CUVSE-
OUV [IE TO GUYXPOVO EIKACTIKO YiyveoOal, NPOKAAWVTAG TO
OUVEXEG EVOLAPEPOV TOU KOIVOU.

H npdtaon tng elkactikou K. ZtéAAag Xpiotodn yia
N Sl0pydvwon tTNG NEPLOBIKAG £KOEONG/SLa-KAAAITEXVIKOU
eyxelpnuatog «H avapiwon Twv AiOwv» £ylve pe Xapd ano-
OEKTNA MIAG Kal TauTideTal He TNV napandvw Bactkni endin-
&n tng Edopeiag kat avadeikvuel TiG NOAAANAEG OYPEIG TOU
HAVIATIKOU GUYKPOTAMATOG, NPOCHEPOVTAG EVILADPEPOUCEG
EVAAAAKTIKEG AVAYVWOELG TNG GUVOAIKAG TOU SUVAMIKAG
unéoctacng aAAd Kal Twv ENPEPOUG OToIXEiIWV Tou. EKkppa-
Zovtal Bepuotateg euxaplotieg T16oo atny K. Xplotodn 6o
KOl OTOUG UNOAOINOUG CUMMETEXOVTIEG OTNV €KOEON, KAAAL-
TEXVEG Kal BEWPNTIKOUG, MOU ELNVEUCTNKAV ANo TOV XWPO
divovtag Tou dAAn pia «véa {wr» Kal NPocHEPOVTAG CTOUG
EMIOKENTEG LA MOVASIKA EUKaALpia va adouyKpaoTouVv Toug
HeTapudavtivouqg YiBUpoug aAAd Kal TIG SUVAULKEG EKPAV-
OE1G TWV ENAVACTATIKWV XPOVWV HECA and TNV KAAMTEXVIKH
TOUG HaTLA.

Ap. EuayyeAia MnAiton-Kexayia
ApxaloAdyog, lNpoioctaugvn E¢popeiag Apxalotitwv
Meoonviag



Eicaywyiké cnueinpa

H «avaiwon twv Aibwv» wg avantuypa piag GUA-
AOYIKAG NpoondBelag ev-lKovioewv e Nedio €peuvag 1o
HaVIATIKO Tonio, OAOKANPWONKe 6T0 NAAiclo pag cuvu-
nAapgng KAAAITEXVIK®V NPAKTIKWV Kal BewpnTikoU Adyou.
Mapoucidalovtal 6to Oxupo Tpoundkndwv-Mouptivwv ce
ouvepyacia pe tnv Epopeia Apxatotitwv Meoonviag.
H npdokAnon pe avoixtA Kat dnuioupyikni didbeon unodé-
XETal OAEG TIG CUMBOAEG TNG TEXVNG KAl TWV OEWPNTIKWV
Kelpévwv. H ene€epyaocia OAwv autwv Ba cuvexiotei and
Tnv apoiBaia 1pododoTnon OAWV TWV CUMHETEXOVIWY, TNV
TOMIKH KOoWwvia Kat tnv dlacnopd Twv SIavooUEV®V.

Me tn cuppetoxy EAAQvwv kat EEvv KAAAITEXVWV,
0EWPNTIKWV Kal ENCTNUOVWV S1apopwV NeEdinv dlepeuvm-
vtal ol 31ad0X£G Tou Toniou padi pe TG KataBoAEg Kal EKOO-
X€G TNG HAVIATIKNG Kowvwviag, avadelkviovtag napaAAnia
MTUXEG TNG NOU £XOUV NEPACEL GTNV IGTOPIKH ARON. OAa
autd txvoypadouvtal Kal cuvtifevtal pe dladpopeTIKOUG
TPONoUG oTNV Napouca €Kdoaon, VW SivOuv GTOV avayvw-
OTN KAl TRV avayvaoTpla TV EUKALPIia va NpoXweHoouV OTIG
OlKEG TOUG ouvBEoelg.

Me okono tn d1adpacn TWV CUMUETEXOVIWV UE
Tov Téno dlopyavwvovtal NapdAAnAeg unaifpleg SIAAEEELG
KOl NEPLNATNTIKEG EV-EIKOVIOELG, EVW Npoosgyyidetal n uno-
0Tach Tou Toniou wg avtiAnyn kat Biwpa. ‘ETot kat pe tn
OUMMETOXN TWV avOpwWnwV TOU TONOU Kal TWV KOIVOTHTWV
avadelkVUETAL N KOWVWVIKH dldoTtacn tTng TEXVNG Kal WG Ke-
VIPLKO HEPOG TNG OANG Npoonddelag. ZeKIvasl eniong évag
avoLXTog S1AAoyoG HE £0Tia TNV apXAlOAOYIKH CKoMid Kat
Ta antd TeKuRpLa tng napadoong tng Mavng. H nieon tou
XPOvou, yla tnv onoia dev €Xouv tnv euOUVN ol cuyypadEiq
Kal KAAAITEXVEG, EMNOBLIoE APKETA TN Slaloyikr diadpacn
TWV CUMMETEXOVIWY, KATL MOU NICTEUOUUE OTL Oa cuveXloTei
HETA TNV €KOEON Kal TIG EKdNAWOELG otn Mdvn. Opwg n
guKalpia nou 360nkKe yila Thv Napoucia elkOVwv Kat Adyou
H€oa ano tn dnUIoUpPYIKA €Kdpaoh, dlapopPwVEL TOV NEL-
PAUATIKO XAPAKTAPA TOoU NPOTEEKT «n avafinwon twv Aibwv»
HE OTOXO0 Va NPOCPEPEL OPAMATA KAl GTOXOUG Yla TO HEAAOV
nou gAnicoupe 6tL 6a oAokAnpwOouv otn Mdvn kat énou
aAAou eival eunpocdeKkta.

ZtéAAa Xpiotodn, Zwtipng Xtoupng
EnmpeAntég €kdoong
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EmBiwnon/ Nachleben:
EIKOVEG ATAGVIWV GTOV X0PO AiBIvv NESinv
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i Zageiponoulog, O©. (emp.).
«To Oxup6» (2018). KatdAoyog
€kBeong, Oxupo Zuykpotnua
Tpoundkndwv-Mouptdivwyv, MaAad
KapdapuAn, 28/7 - 31/10/2018, EGA
Meoonviag- Aquog Autikig Mdavng.

15

MpokAntikd

ZEKIVACAME LECAVUXTA 03NYWVTAG MAKPLA
MuoTtikd va ¢TidaEoupe pia epnepia

Ano tnyv idla pag ™ pTwxela

€ALEGQ OKIEG, EIKOVEG dpavidouata

Hia nuyoAaunida daoctpaye pakpid

IxAMa davtéAag n akpoylaAld

Kdanote tnv Aéyav ZkapdapouUAa.

KapdauuAn i ZkapdapoUAa. Ténog e embupia
NV EMOoTPodn O CTIYHUEG AVACTOXAOHOU, MVIUNG, NEPINA-
TwWV, avakoUudlong, GUVAVTNONG KAAAITEXVIKWV KAl NPOCW-
MKWV KIVATPWY, 6Nou ¢Ttdvoupe avaZntwviag EUNELPIieg.
Makpid ané 6Aa ta Osapata tng d6&ag, yia va envoocou-
HE MOPDEG ONUEPIVEG, Kaipleg avaAapnég. Eipaote twpa
Ol OTIYMEG. OAOl GUUMETEXOUY, NAIPVOUV HEPOG GTO Opaud
Hag. Na avuooupe tnv adpatn opopPld oe pia véa Xo-
poypadia.

«H avaBiwon Twv AiBwv» anoteAei €éva kaAArte-
XVIKO SIaTOMEAKO EYXEipPNMA HE TN dnHIoUpYia GUAAOYL-
KOTHTWV MOU AnocKonei otnv eniiwon ELKOVOAOYIK®V
ATAQVTIWV pE SLaPOPETIKEG IOTOPIES, AVANAPACTACELG Kal
KOIVOTIKA NPOTIEKT YUPw and Tnv avapiwon Tou Xapuévou
NOoAITIGMOU tTNG Mdvng. To NEPAMATIKO NPOTLEKT Slepeuva
ToV POAO nou diadpapatidouv ol GUYXPOVEG OMTIKEG Oop-
¢$€g oTnV ApOpwon WeWV Kal cuZiTnong uno SLapOPETIKEG
EMLOTNMOAOYIKEG NPOCEYYIOEIG NPOG HLa VEA EIKOVOAOYia
anoé ducdidcTata Kal TPLeSIAcTATA MOVIEAA KAAAITEXVIKWOV
NPAKTIKWV. To épapa autd cuvavtdel 1o 6papa tng Ego-
peiag Apxatotitwv Meoonviag divovtag véa nvor o pépn
nou £Xouv «anoAlfwOei» kal Naipvel capka Kat 00Td oTov
aPXAloAoYLKO XWpPo Tou «Oxupou Tpoundkndwv-Mouptdt-
vwv» otnv NMaAd KapdauuAn. ‘Eva xtiopa nou Bpicketal oe
Hia «kolpwuevn wR» avatapdocetal kabwg npotibetal va
«XOpEYE.

‘Enetta and pia eTrcla NpoeTolpacia, ISIAItEPwG
M€ TNV NPOCGWNIKA MoU NpwTofoulia kat ndéog, he tn
ouUVEPYACia OAWV TWV KAAAITEXVWV, ENICTNUOVEV AAAd
Kal TN ONUAvTIKA napoucia Oscpwv eyypadetal pia véa
¢plyoupa xaptoypddnong, xapdadoviag apxEg MIag veag
EV-ELKOVICTIKAG OLKOVOMiag. Xwpig OAOL Ol CUMETEXOVTEG
va Katdyovtatl anod tnv neploxn, ELNAEKovTal HE EEAIPETI-
KO evdladEpov pEca anod tnv diavonTiki Kat KAAAITEXVIKA
TOUG OUVOEQDH HE TOV TOMO Kal anodgxovtal Tnv SUvVapn Twv
napadocewv pwtidoviag OYeIg TNG HAVIATIKNG Kolvwviag.
Mépog nou dAAote anoteAoUoe Evauca Kal NpokKAnon yla
TNV KaAAITeXVIKn dnuioupyia.l

H avaockadn oto napeAdov pEpvel 0To PWG TEKUA-
pla nou Kivduveuouv va xabouv. Mu6ol, ictopika yeyovota,
HVAHEG, EOVIKA TAUTOTNTA GUVSEoVTal IE TO onuEio ava-



¢opdqg. H KapdapuAn epgavidetal otny 1otopia yia npwtn
¢$opd otov Ounpo, Tnv onoia o Ayaupépvovag 6a £3ve npoi-
Ka otov AXIAA€a av vupgeuoTav [ia ano Tig KOPEG Tou.

H autévopun katoikia Twv Tpoundkndwv, NAOUGCLAG OIKO-
vévela tng Mdvng pe Adyo ota Kowvd, otnv Enavdotaon
unnip&e 1o katapuylo tou Kohokotpwvn. H peAétn apxeiou,
IOTOPIKNG €PEUVAG, Ol UAIKOTNTEG TOU YEewypadikoU toniou,
ol nupyol nou Aettolpyncav wg Katadpuyla NPWIKWV NPOcW-
nwv, o 0ecHOG TNG NATPIAPXIKNG OIKOYEVELAG EMNAEKOVTAL
OIAAEKTIKA HE TIG OUYXPOVEG EIKACTIKEG HOPPEG Kal TIG
eKPOpPEG TOU BewpnTikou Adyou. Elkoveg nou oe nepiodo
Kpiong dlaxepidovtal Tnv enPiwon, $opeiq TNG NOAITIKAG
OUGXETIONG KE TO NApPEABOV, TNG ENKAIPOTNTAG, TOU MEA-
AovtoG. AGnNyAHaTA WG PWYHEG OTOV XWPOXPOVO TaAAVIEU-
ovtal HEoW TNG apdlOupiag petagl ntwong Kat avodou,
SlnyouvTal CTIYMEG NPOCWIIKWV HAPTUPLAV 1 YVHOLWV
EMMELPIWV WOTE Va avaBLWoeL TO TOMIO Kat va yivel avTtiAn-
nté og pag cpepA.i

O «UNOKIVNTIKOG» XAPAKTAPAG TOU NPOTZEKT YAL-
oTpdcl pEca and tn AROn acuveXelwvV, avatapdcoovtag Thv
apxatoAoyia pe TG vEeg Xelpovopieg. H kivnon aut cuvdu-
Adel Tnv EVEPYELA TNG XELPOVOMIAG TOU NApOVTog e TV ap-
Xaia evépyela Tng pvApNG. E3®, n évvola tou anoAib®patog
dcv avagdEpeTal o [ia Naylwpuévn Kataotaon, aAAd ctnv
€vvold ToU anoAlO®uatog Nou cuveyidel va el £0TW KL av
0 XPOVoG NTav VeKPOG. Onwg cuppaivel pe Tov Xopoypadlko
XOPAKTAPA TNG EIKOVAG, oUMdwva e Tov FaAAo octoxaoth
Didi Huberman, 6nou n Xop&uTIKN Kivnon TOU enavepxoupe-
VOU {OKIOU, TOU $avTACHATOG CUVAVTAEL TN UVNHLKH KIVNTO-
noinon Tou anoAl9waAtTog.

Me T1g ev-elkovicelg avacUpovTal Kat dnuioupyou-
vTal EVVoleG, Onou ot KAAAITEXVIKEG dladpdoelg eEelio-
oovtal and To ATtoMIKG 0To GUAAOYIKO £ninedo dnUIoupyw-
VTAG XWPOXPOVIKA SiKTtua e EVAAAACOCOEVEG OVTIOAOYIEG.
O Beatnig cupducetal péca oto avapinpa evog véou uppt-
d1koU nepiBdAAovtog, avoiyovtag éva opidovta padi pe
€lKOveg wypadlkng, oxediwy, site specific installations,
YAUNTIKAG, in situ eykatactdcewyv, 3d printings, video, ¢pw-
Toypadiag, cKEYEWV NOU AnoKAaAUNTOUV EUNELPIKA KPUH-
Héveg aAnBeleq.

Ol €IKOVEG AUTEQ ival ENOUMNTIKEG EIKOVEG,
onou To cUAAOYIKO npocnadei va ungpPei aAAd Kat va
¢Pwrtioel TNV ateAl Katactacn otnv onoia Bpioketal n
KOIVWVIKH 0pydvwon TNG NApaywyng. Z€ AUTEG TIG EIKO-
veg avadaivetal napdAAnAa pia €évrovn npoonddeia va
anodecpsubolv anod To anapxXalwuEvo, To nio npécdato
napeA0ov. O1L Tacelg autég oTPEPOUV TNV EEELKOVIGTIKA
¢avtacia nou avtAei Tnv opuA ThG and 1o vEo, Nicw oTo
npwto NapeAOov. £1o Ovelpo, 0TO onoio KABe enoxn PAE-
nelL €IKOVeG anod tnv enoxn nou Oa tn diadexOei, n teAeu-
Taia epdavidetal NPocdedeUEVN GE CTOIXEIO TNG NPWTO-I-

ii. Mitchell, W. J.T. (2002).
Landscape and power. University of
Chicago Press

jii. Xtoupng, Z. (2020). Evvolo-
AOYIKOG Kat alobntikog dtdAoyog ue
T0 £pyo TEXVNG. H u€Bodog tng di-
aAektiknG Ev- gikoviong. MutiAjvn:
Kowveén Anuioupyia.
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iv. Benjamin, W. (2011). The
Dialectics of seeing: Walter
Benjamin and the Arcades project,
pp-172-5. University of Crete
editions.

BifAoypadia:
Warburg, A. (2012)

Lecarquille Espagne: L’ Atlas
Mnemosyne.

17

otopiag, dnAadn piag ata§lkAg kowwviag. Ot epnelpieq
NG Kolvwviag autrg nou anofnkeUovtal GTo Acuveidnto
TOU GUAAOYLKOU, napdyouv otav Tig dianepvd to VEo, ThV
outonia nou €xel adproel TO i(XVOG TNG CGE EKATOVTIASEG
Slapopdwoelg TNG ZWNG, and tTa ctabepd KTAPLA WG TIG
ePAUEPEG NPOTIMACELG TNG MOSAG.Y

H kaAArtexvikn dnuioupyia wg pia npagn avtiota-
ong, aAAd Kat n Nnpdgn avtiotaocng pe tTn popdn Tou aywva
TWV avOpwnwv eKKLVOUV TNV enikovwvia. Me KpItiko epya-
Agio 10 povtdd Katd tn cUpnpagn epeuvnTi Kal KAAAITEXVN
avantUcoETaAlL Hia UNOKEIMEVIKOTNTA NPOoCAauBAavovTag Thv
avOpwnoAoyia Twv eikovwv. H dnuioupyia pag véag ev-€t-
KOviong MEoa and pia dladlkacia cwUatikAg nepinAdvnong,
anokAAuyng Kat avacuveeong Twv BIWHATWY UNod ToV PETA-
OXNHATIOMO MIag onTIKAG Napdotaong napdayet éva véo €p-
yo-adrynua nou aneudUveTal MUGTNPIWIWG GTOV Aad nou
ouvexidel va undapxet.

ZtéAAa Xpiotodn
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AnoAifwpata ev KIVROEL
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Aev 6a unopoUcapE Va GTOXAGTOUME TNV apXIte-
KTOVIKN XWpig tTnv avadopd otn Adgeuon twv Aibwv, tTn Al-
00KTIOTN KAaTAaoKeur, Tn Ail®odoun, n onoia anotéAece évav
napado&o yeVIKEUUEVO KABOPIoUO TNG APXITEKTOVIKAG Lop-
©$NG, AKOMN Kal TNG OKEYNG, 18iwg oTig Npéodateg VOGTaA-
YIKEG HETAMOVIEPVEG AVOKATACKEUEG KAl AMOKATACTACEIG.
H emotpodn otig AiBIlveg KATAOKEUEG TOU NAPeABOVTOG T€-
Onke WG 1OE0A0YIKO doya Nou NpéoPeuse va avtinapatedei
€ TOV MOVIEPVIOUO TOU OKUpodEpatog. Molpaia ot npw-
TEPYATEG AUTWV TWV SOYMATWV NPogRaiav Tnv EMAOYRA TWV
UAMKWV 0TN Stapdyxn HeTAgU ToU EVECTWTIKOU NapovIog Kal
Tou atcOntuikonoinuévou napeAdovtog. MNapa tavta, n ap-
XITEKTOVIKH ENAVEOECE TO EPWTNMA NMEPI TOU POAOU TNG WG
OKEYNG TOU XWPOU NMouU ENLXEIPEL va Npoodlopicel Tn puot-
KN TNG 31doTtach: «TCIUEVTO, YN Kal NETPEG» €ival N NPWTN
UAN nou emBiwvel o OAOUG TOUG HETACXNMATIOMOUG. Oute
enavadopeg, oute avaBlwoelg N KATACTPOPEG TOU apXEYO-
VOU UAIKOU nou npoUnApxe ev unvwoel ota tpicfada tng
YyNSG: Tou anoAtfwuarog. TO6o n apXITEKTOVIKA 600 Kal n
TéXVN €ival eKPAVoEIG AUTHG TNG £VVOLAG, TNG ANOAIOWA-
TIKAG TOUG GUYKPOTNONG, TNV onoia odpeilouv BeRaing Oxt
va unepfouv, aAAd va EVEPYOMNOLGOUV Yia VA KATACTOUV
auTEQ ol idleg {Woeg MOPPEG.

H évvola tou anoAibwuatog kat dn tou JWvtog
anoAléwMaATog NPOTAONKE anod Tov «PaAvVTACHATIKO», ONwWG
10 anokaAei o Zwpd NTvti-Yuneppudv, 1I9pUTA TNG KPLTIKAG
eikovoloyiag Aunu Bapunoupyk (1866-1929), o onoiog
dlatunwoe TNV €vvola Tou Kateubuvthplou uotifou Tou
anoAtbwuarog, tou Leitfossil, avapepouevog o autd nou
udiotatal ota BAON TWV YEWAOYIK®V XPOVWV KABWG Kal oTn
dlatpenon Tou, ev €idel pag cnopadika avayvwpeiciung
enavepgaviong, n onoia NAapd TovV METAGXNMATICUO Nou
€xel unootei emPuwvel unod tn popdn TG Kateubuvinplag
duvapkng tng Nachleben. H cucx£tion Twv YEWAOYIKQOV
KOl ONTIKWV GAIVOMEVWV GUVICTA Mia pnElkéEAeuOn npdtacn
ToUu BApunoupyk yla va NpoceYYioEL TIG METAKIVOUMEVEG
XPOVIKEG dlatonicelg, TIG PNYHATWOELG, TIG ACUVEXELIEG Kal
TIG GEICMIKEG SLATAPAEELG TWV XPOVIKWV SIACTPWHATWOEWV.
H oxéon avaueca oto anoAibwua, Tnv €ikéva Kat To ano-
TUNWHA avaduetal oTn OKEYN Tou, AGyw NG OewpnTKAg
KateuBbuvong nou xapaktnpidel tn dopun tTng nepipnung Pi-
BAIOOAKNG TOU, N onoia ecTiAdeTal 6Ta ChMEIa KATATUNONG
TWV S1aPOPETIKWV ENCTNMOAOYIKWOV Nediwv. AAAWOTE, AuTto
OuVIOTA TN PLZIKA NAapEUBAcH TOU oTNV loTopia TG TEXVNG,
TNV OMoia HETATONIOE NPOG TO CNUEIO ONOU GUVAVTWVTAL
n YEwAoyia, n avlpwnoAoyia, n naAaiovtoAoyia pE Tov To-
HE€a TwV CUUBOAWY, TWV oVEipwvY, TNG Yuxonadoloyiag cto
eupUTEPO NAAicLO SlIAUOPPWONG TWV «EMCTNMWV TNG KOUA-
ToUpag». O Tponog nou ocuvapOpwvel Tn OepeAlddn €vvola
NG PpOpuoUAac Tou nddoug [pathosformel] e autn Tng
HVAHNG TWV XELPOVOULRV KATASEIKVUEL TNV NPOOECA TOU va
OUMNAEEEL TA ANOAIOWHATA HE TIG XELPOVOMIAKEG KIVAOEIG
KOl va Ta JeTatpéPel o€ wvtavd anoAldwuata v KIVAOEL.



Mpodkettal yia pia €évvola nou dianepvd To Nedio TG av-
OpwnoAoyiag kal Tng NnaAalovioAoyiag yia va diatapdgel ta
oTEYAVA OpLa TNG TEXVNG KAl VO CUYKPOTHOEL OTASIAKA TOV
KOLVO TOno cuvAavinong tng BloAoyiag Kat tng npoictopiag,
Onwg SIANOPPWVETAL HECK TWV OPWV TWV «CWVTAVWV aro-
AOWHATWV» | AKOMN TWV «avOPWNWV-ANOAIOWHATWV».

Me noto 1péno 6uwg To anoAibwpa, To onoio ne-
plAappavel Kat’ ouciav KAOe TeXVoUPYNHA, KAOE EIKOVIKO
evépynua Kal KAOe eIKAoTIKN avopyavn €ékppaon kadbiota-
Tal {woa puopdn, wvtavo anoAibwua; O Mkactév Mnaoce-
Adp oto BiRAio Tou H nointikn tou xwpou (1952) dateive-
Tal 0Tl «To anoAibwpa dev eival €va ov nou €Znoe, eival éva
OV Nnou Zel AKOMN, KOIMWHEVO HEoa oTh Hopdn Toux. Mpo-
KELTAL Yla TRV EVOAPKWOoN TNG apdlonuiag oto €pyo Kal Thv
€1KOVa, Ta onoia ASyw tng avopyavng ¢puong toug dev Ha
eixav oudepia duvatotnta HeTapaong oTiG cUVORKEG TNG
{woag npayuatikétntag. Bepaiwg, n €vvola tou Unvou Kat
NG UNvwong eniBapuvetal HE €va APVNTIKO NPOCGNHUO GTO
anodOeyua tou AlapwTIoHOU: «0 UNvog Tou opBou Adyou
napdyel t€patar», T0 onoio aviloTpedetal evtoUTolg oTnV
andéneipa tou oxedloypadrpatog tou Mkoyla nou evepyo-
notei tTn AoyiKn TNG €IKOVAG TOou Unvou. To evépynua tng
€1KOVag avTitifetal otn Aoywdn Kuplapxia tou anodOegy-
Hatog, KafotL napdyovtal {wvtavd anoAldwuata, E0Tw
uno tn popdn Tepdtwv v Kivrjoel. O Zav- Auk Naveu pag
NPOTPENEL va SlEPWTNOOUME av UNAPXEL «<KANOLo NPAyua
onwg o opHA4g Adyog Tou Unvou, €vag ev €pyw opBAg Adyog
H€oa otn popdn N LESA GTNV TPOMIKGTNTA TOU UMVOU».
Eival n Aoyiki Tng £1kévag nou gvicXUel To NapAadeiypa
™ng enPiwong, tng Nachleben twv npaypdtwv, Kait 6xt TwWV
eMBIwV Oviwv, KBTI N €vvola Tou anoAldwpatog dianepvd
N oKEYN Tou Bapunoupyk, kabiotdpevn 1o eidov Kevipl-
KO MoTifo tnG. To Napdado&o Tou eyXelPHHATOG TOU EyKELTal
OTO YEYOVOG OTL, EVW ENLXEIPE( va OTOXACTEL KABE npdayua
uno tn popdn Tou BETEV EV KIVAOEL, Odnyeital oto epw-
TNHA NEPI TNG OPYAVIKAG AKIVNGIAG TOU anoAlOwpatog, To
onoio odeilel NA€ovV va EVEPYOMNOINCEL KAl VA TO KATACTH-
oclL anoAibwpua ev kivijoet. O NTvti-Yuneppdv yia va epun-
veloel auth TV napado§otnta tou Bapunoupyk enotpa-
Tevel TNV évvola Tou $ppoUdikoU CUUNTWHATOG, TO onoio
eNPLOVEL WG ANOAIOWHA NOU EVEXEL «MIA KOIMWHEVN {wh
H€oa otn popdn Toux, Kal apunvidetal evavtiov KAOe cuv-
ONKNG NOU AKUPWVEL TNV KAVOVIKH MNOPEia TV NPAYMATWV.
AlaB£tel O TO NPOTEPNA TOU NPOICTOPIKOU «ZWTIKOU I1GA-
Hatog», KaBOTL aiPpvidiwg evieivel Tn OUVALKA TOU epdavi-
OMoU Tou. YNO autod To NpPicud, TA «UCTEPLKA CUMNTWHATA»
ToU PpAduvt, ONwWG Kat ot «pOPMOUAEG TOU NABOUG» TOU
Bdapunoupyk, cupnepipEpovtal WG anoAlbwuata v Kiviy-
oet. H eppp1drg avaiuon tou Ntvti-Yuneppudv enixelpei va
dlacuvdEoel TN OXEON TOU NAPOVTOG Kal Tou napeAddévtoqg
HECW TNG €vvolag TNG EVEPYELAG, N onoia dtanepvd TOGo
TA YEWAOYIKA CTPWHATA 0G0 Kal TNV NOAITIOUIKA EVEPYNTL-
Kotnta. H évvola tou anoAiBwuatog ev Kivijoel pag odnyei
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aPeVOG GTO EIKACTIKO £PYO KAl TNV EIKOVA €V KIVGEL, ONWG
oto napadeypa tng Adppoditng tou MnotitoéAl, kat ag’
E€TEPOU, OTNV KATEEOXNV KIVNTIKH €Kdpacn Tou Xopou. Zu-
VENWG, 6a HNopoUCAlE VA CXNIATONOI|COUNE TIG CUYKAL-
PIVEG EIKAOTIKEG eMNElpieq o dU0 peidoveg Katnyopieg:
TIG EIKOVEG EV KIVHOEL KAl TIG KIVNTIKEG EMITEAECEIG TOU
Xopou.

H €vvoia tng Nachleben cuvictd tov KOUBO HECW
Tou onoiou diapBpwvovtal ad’ evog To CUMNTWHA KAl N
avaxpovia Twv EIKOVWYV, cUdwva e TNV o§udepK avaAu-
on tou Nuvti-Yuneppudv, agp’ ETEPOU TO EVEPYNUA TWV EIKO-
vwv otn Bswpia tou Bildakt tou Xopot Mnpéviekaun, 6nou
n €IKOVa-anoAiOwpa HEoW TNG CUMPBOAIKAG TG didotacng
€KOINAWVEL Evav XWPO nou tn B€tel oe andotaon ano tnv
€upla ¢puon tng popdng. To epwTNUa TNG avaxpoviag Kat
TOU EVEPYHMATOG TWV EIKOVWV,--TO OMNoio dlepeuva thv
gMNEPia TNG TEXVNG UNO TO Npicua tng {Wwoag uopdrg, and
Ta OMIAOUVTA £pYa OE NPWTO NPOCWMNO TOU 50U AlvVa EWG
TG EHPUXWOELG TWV tableaux vivants oTIG OPNOKEUTIKEG
elkovonoloelg tou 1400 p.X Kal TG GNUEPIVEG EMNITEAETCELG
(performances), --tiBetal nA€ov, and tn dekactia Tou 1990,
OTIG avaAUGCELG NEPI TNG EIKOVIKAG 6TPodriG [Iconic turn]
Kal TNG EMOTANG TNG 1Kovag [Bildwissenschaft], wg pua
131aitepn OePATIKN) NOU OTOXEUEL va aneAeUOEPWOEL TIG
ELKOVEG ano TIG YPAMMLKEG GUYXPOVIEG TOU NAPOVTIKOU XPO-
VOU yld VA TIG KATACTACEL NNy €UNVeEUONG Kal ENvonong
Hlag etepoxpoviag nou SIEICSUEL HECW AEVAWV KIVOUMEVWV
XPOVWV oTnv gv evepyeia npayuatikétnta. H Nachleben
ouvdEeTal AppnKTa pe ta Jwvtavd anoAlbwuara, Tig na-
AVOPOUIKEG HOPPEG KAL TIG ETEPOXPOVIEG NOU EKPPALEL
«n NePLOXA TWV NPOPNTIKWV TEPATWV», ONWG GTO MoV
OewpnTiko eyxeipnua tou AtAavta Mvnuoouvng tou Bap-
HMOUPYK, Onou HEow NG Tpaywdiag, KAOe NOAITIoHOG ava-
SdeilkvUel Ta Tépatd Tou (monstra), eve) HECW TNG YVWONG,
dlageUyelL AUTWV NPOG TO ACTPLKO Nedio TNG okEYNG (astra).

Takng Koupnng



Kwotng BeAwvng

Ztnv etupoloyia tou Clod ané 1o clot (BpSupog)
Kat to clod (ofwAo and xwua) unovoeital n Unapgn evog
AKAVOVIOTOU OXAMATOG, EVOG EEOYKWMATOG, ONOU GTNV CUM-
BOAIKA TOU NPOEKTACN AVTICTOIXEL M€ TNV €vvola TNG ateAng
oPaIPIKAG UNAAaAg. TN NPA&n avadpepopacte yia pa netpa
A j1a Kotpdva, TnG onoiag n cpikpuvon anodidetal o autd
10 YAUNTo padi pe tnv kataypadn tng diadikaciag tng nut-
TEANG TauToTNTAG Hiag adg€lag ouvlnkng nou Bpioketal oe
KATAoTAON METAGXNMATIGMOU.

210 Zwypaglko €pyo “The Great Stone Face
(Clumsy Log)”, npooeyyiletal n aicbnon Tou anoAldéua-
TOG, MPOCWMNONOLWVTAG TO HOVOXPWHATIKA WG €va NETPL-
VO NPOCWNO NOU TAUTOXPOVWS 6a pnopouce va Bpel Eéva
€idoq avanapdotaong o€ pia EUALVN pada, epnepLéxo-
vtag éva £i80g epYuxXwong o€ pia dladlkacia acuvéxXelag
XWPIG va KataARgel o pia TEAela popPpn. av pa pavia-
ouatiki elyoupa «Mivokio» nou Eekvdael va el wg €va
ad€&lo koutooupo.
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The Great Stone Face (Clumsy Log)
AkpUAIKS o€ kapBd, 100 x 100 £k, 2020-22
Euyevikil napaxwpnon tou KaAMTéxvn

You Clod!
MNétpa, yuYog, NnAGg, stucco, 48 x 20 x 16 €k, 2021-22
Euyeviki napaxwpnon Tou KaAATEXvn



Z1éAAa Xpiotodn ‘Eva tonio og pikpoypadia, pia GUPPLKVWHEVN EML-
¢avela xaptiou, He 6pla davtéAag Tautoxpova avoeKTIKO
Kal eU6paucTo petacxnpatidetal oe pia apopdn tPELodIA-
otatn enddvela. Oykwdeg R eEAadppu, potddel Bpaxwdeg
Onou TO (310 TO UAIKO METEXEL OTN HoPPN, WG LA EMDSEPHMI-
da nou avegaptnronoleitat cav éva «anoAidwua».

«H Kapdapuin»
TUnwpa oe Xapti, petapAntég diaotdoelg, 2022
Euyeviki napaxwpnon tng KAAAITEXVIS0Gg
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MauAog NikoAakonouAog

«Aev €xouue OAOL TNV EUXEPELA EVOG AMOKAAUNTIKOU
Pavtdouatog onwe o AUAET»
Avtp€ Zivt

H pvApn otov avtinoda tng anapxaiwong Kat tng
vootalyiag. Ot otiypég nou dev anoAlB®vouv thv epnelpia
aAAd 31apUAGCOOUV TA CUCTATIKA MOU EMITPENOUV va ava-
TPO0POSOTACOUE TIG KATAMOVNUEVEG SUVALELG HaG NPOG
€va péAdov anaAAaypévo and tnv adikia, Tnv Tupavvia kat
10 euteAéq. Evavtia o pia ouvOnkn BuBiopévn oto andv-
Opwno kat adidgpopo. To pvnuoviko kapdi sivatl priaypévo
ano 1o idio to odupi nou avakaAei otnv NpAagn, eival ano-
ONACHEVO anod TNV UAIKOTNTA Tou. QoToc0 dev eMKaAeital
nia tnv Taution Tou EEWTEPIKOU AVTIKEIMEVOU UE TNV Npay-
HatikétnTa and tnv onoia NPonABe, enikaAeital tn duva-
T0TNTA Tou. Na 10 KapPwWaoeL AKPIRWG OTO KEVTPO TNG idlag
NG eukaipiag. Kt ag k6Bel cav Aenidt tov Aaipudé 6cwv opdw-
VOUV TO avAcTNA TOUG, N 1oTopia yia To anpaypatonointo
apveital va TeAECISIKAOEL.
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210 HaAaKO UNOYACTPIO TOU auTovVONTOU

AKPUAIKO Kal EMOEIKO XPWHA o Aapapiva, avadinAoUUEVO paxaipt.
110x100cm, 2015

Euyeviki napaxwpnon tou kaAMitéxvn kat tng Analix Forever gallery, Feveun



To AiBwvo Napov TWV apxXainwv Epeninv.
H Mdvn wg Ev-e1kévion evog KAEIOTOU - avolXToU KOGHOU.
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1 ZTOoV NOAITICHIKO AGY0, Ta ap-
Xaia epeinia cuxvd cuvdéovtal ue ta
ypadika, Touplotika aglodgata [9].
2. Avadépopatl ota Aibiva 6pau-
oMaTa Kal Ta anopeLvApLa ano KAt
nou nNPoUnApXe WG £va AEITOUPYIKO
oUVOAO apXaiwv SOMWV CTO NEPL-
BdAAov, Ta onoia givat napatnuéva
o1tn dpdon Tng $uong. O TPONog Tou
BAEMMATOG KABWG KaL N LATIA HECW
ng TéXvng duvavtal va Ta ENoTPE-
¢$OUV OTO NAPOV AKUPWVOVTAG TV
andotaon Kot eEuPrvovtag Tn Xpo-
VIKR diadpopd Toug.
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Téoo oTIg HEPEG pag 600 Kal nalaidtepa, Ta
epeina cuveyidouv va katéxouv eg€xouca B€on otnv Ka-
Tnyopia twv Oespdtwv nou eEeTAlel NEPLGOOTEPO N TEXVN.
To evdladEpov yla Ta apxaia olkodopkd Aeipava, cnuadia
MG NEPACGHEVNG NOAITICMIKAG AKHUNAG, NPOKAAEI VOGTAAYL-
KR Kal KAAATEXVIKN €UNVEUCH, N onoia £€Xel cuvdUacTEei pe
TNV POMAVTIKH €AEN Kal To NeEPLNYNTIKO evdladEpov' yia ta
iXvn ™Tng Napakung oto cuyxpovo tonio [1,2,9]. Auté nou
¢aivetal ta teAeutaia Xpovia Kal diagpoponolei aieintika
TO €VOIAPEPOV TWV EISIKWV TOU NOAITIOHOU KAl TWV KAAAL-
TEXVWV yia To O£pa (Tng avaBiwong) Twv apxainv epeiniwv
gival, n npwTtotunia otV EVvvoloAdyncn oploUEVWV SlacTa-
CEWV HEOW TNG TEXVNG Nou cadpwg adevog diadpoponolovv
Kal €EEIBIKEUOUV TNV EIKACTIKA Kal 6ewpNTIKH NPoocgyylon,
aPeTEPOU NPOTEIVOUV AVAVEWHMEVOUG TPOMNOUG Kal VEA
HeB0B0AOYIKA unodeiypata npoceyylong Kat HEAETNG ToU
apxaiou NOAITIGTIKOU anofguatog.

‘Exovtag wg avagopd to cUyXpovo Tonio Twv Ai-
Owvwv gpetninv tng KapdapuAng wg otabepd unéfabpo
HaPTUPLWV ToUu NapeAbdovtog anod tn otadiakn “cuvtpifni”
TOUG OTO XPOVO, EKEIVO NOU EUNEIPIKA aiveTal NwWG nNpo-
otifetal N Kuplapxei ota diatnpndévia pvnueia Ttng, ivat
n dianiotwon tng napouaciag Tou AiBou wg éva Kupiapxo
Kal wvtavo undéAsippa and to npoinapyov aAAd kait wg
€va UAIKO «onuadlakng» dpdong pe tn ¢uon? H uhikétnta
Tou AiBou aneikovidetal wg To evdeXOMEVO NAAiclo dpdong
6nou napdyovtal Kat avanapdyovtal oXEoelg péca ano
NPOCAPMOCHEVEG AAANAEMISPACTIKEG evépyeleg. H Evvola
Twv AiBwv A TNG NETPAG, ONTIKA KAl OPYaVIKd, £XEL va KAVEL
M€ TN oTipapdtnta, tn oTadepiTNTA Kal TN YEIWON. € MIa
OM®WG KOIVWVIOAOYIKA AVAAUCH TWV UAKWV KAl TWV ISEATWV
CUMBOAICH®WV TOU KOWVWVLIKOU yiyveoOalt, o Ai6og, n nétpa
0 BpPAxog, anoteAoOUV TO XPNOTIKG UNoBadpo TNG NOAITIGHL-
KNG dnuoupyiag, Pe TNV €vvold TNG KATACOKEUNG QVTIKEL-
HEVWV, EPYWV TEXVNG KAl OIKOSOMNUATWY, avadeIkvUovTag
TN OX£0N TOU NOAITICHOU UE TNV UALKH Kal PpUGCIKH npaypa-
TkétnTa [4]. Me T0 B AUTO OTNV LOTOPIA TNG EUNELPIAG
NG XPHong tou Aibou, o AvOpwnog napeppaivel evepyd Kal
ouveLdNTA avtipetwnidoviag NAEov opyavwuéva thv enipi-
won tou. Etot o0 Aibog andé ayuxo, adpaveég Kat akivnto UAl-
KO apyidel va oxnuatonoleital Kai va cnuacloAoyeitat oxt
HOVO WG 1KOVA EVOG AVTIKEIMEVOU NOU GUAAauBdavetal and
TIG AloOAOEIG KAl TN MVAMN, AAAA WG pia EAEN «TeAdTNTAG»
oto OepéAo KABe dnuioupyiag [4], avayovtag to npoocwni-
KO ev3lapEPOV GE MIa 6TAOEPH «CUVOUIALOKA» OXEON Onou
TO TONio KATAARYEL va ANOCTEAAEL KAOE TL <NEPACUEVO»,
€AKoVTag Tautoxpova TV aicbnon NPog To NPOCWNIKO Kat
T0 Slaxpoviko [3].

ZUpPWVa ME AUTH TNV NPOONTLKA, Ta gpeinia dev
Oewpouvtal HOVo WG KATL Nou €xel dlacwOei anod tnv ap-
XK $Acn TNG KATACOKEUNG TOUG, aAAd yivovtal avtiAnntd
OTNV AUTOVOHIO TOUG WG TO ANOTEAEGHA IAG NPOCWMIKAG



Slaxeipiong TNg oX£€ong Hag LE TOV TONo Kat Tov Xpovo [3].
Eni Tng ouciag, dev anoteAoUv Tuxaia apXITEKTOVIKA Opau-
opata f didonapteg AiBot evog OLKOSOURMATOG, AAAd on-
Hadia pag noMTIcHIKAG “enBiwong” ano tny idwa t “ARén”
TOU XPOVOU. TNV NPAayMatikotnta, ival npodaveg otL opt-
OMéva and ta Npovouia Nou Kateixav ta Aidva pvnueia wg
olkodopnata pag AAAng neplédou €xouv otadlakd Ee-
Owpldoel. Q6T600, AKOAOUOWVTAG KAVEIG TN OKEYN HECW
NG 13€ag NG «avapiwong», Kat e1d1ka étav o nepnyntrig/
EMNIOKENTNG Kal O EI3IKOG TOU NOAMTICHOU Kal TNG TEXVNG,
“avapetplétal” oe onotadnnote Baduo kai eninedo Ye TIg
1I3LaITEPOTNTEG EVOG TETOIOU TOMioU, NPOKUNTEL 6Tl yia va
HMOPECEL Va KATAVONROEL Kal va eMBaduvel ota voRuata
TWV JIaPOPETIKWV EPEINIWV, XPELAZETAL AUTOU TOU £idoug
n napoucia va BlwOei diadopeTiKA, HECK MIAG NPOCWMIKAG
oUVOMIAiag-3laAdyou, “uapTupag” TNG KOIVWVIKAG Kat MoAL-
TIGMIKAG avTiAnyng yia tov KOcpo [5,6,7]. Auth n cuveldntAh
Kal 3LlavonTIKN «CUVAVTINoh» IE TO apxaio pvnueio-epeinio,
npocdidel OXL MOVO apPXAIOYVWOTIKA NAnpodopia aAAd kat
éva npocOeto Kepalaio agiag ténou [13], nou cuykpotei-
Tal KUPIWG AOYW TWV MOAITIOHIKWY — EIKACTIKWV NPAKTL-
K@V, TWV KOIWVKOV KAl TWV NOMTICHIK®WV SUMBOAwY [11] nou
epdavidovtal pEow Tou AiBou wg n 13iaitepn NOAITICHIKA
TAUTOTNTA NOU anodideTal 0TO XWPO KAl GTOV TOMNO KATOL-
Kiag kat Biwong tng kKowdétntag avadpopdg. H popon autou
ToU KepalAaiou, 6Tn GUMBOALKH TOU dldcTacn, Napouctddel
ONMAVTIKEG OMOLOTNTEG ME TNV £VVOLA TOU NOAITIGULKOU Ke-
¢aAaiou onwg avadpEpetal otov Bourdieu [12].

H KapdauuAn, 6nwg kait oXxedov 6Aa ta toTopl-
KA-apXaloAoyika tonia, £xoviag 1060 €vtovo To Aifivo
OTOIXEIO 0TA OIKOSOMAMATA KAl TA JvNEia TNG, HNopEi
OCUVEIPHULKA, KAl KATA KAMOLO TPONo 6XE30V CUVEKSOXIKA, va
napanéuyel oe €éva NARO0G LOTOPIKWV, KOIVWVIKWV Kal No-
AITIOLKWV EVVOLOAOYIKWV EIKOVWV (eniB€oelg, auuva, npo-
otacia, oxupd, ¢popog, achdaAela K.a.), e fdon Tnv 1d€a
Tou AiBou, Nnpoodépovtag oto BAEMMA KAl 0T CUVEIdNoN
TWV EMNICKENTWV Kal TWV evilapepouEvwy, Tn SINAR andédel-
&N HLag «XaMEVNG» AEITOUPYIKOTNTAG KAl HIag SLaXPOVIKAG
ENKAIPOTNTAG.

ZEKIVVTAG anod auth tn okEYn, €va NpwTo cnueio
nPocEyylong Tou B€patog tng Biwong Tou ténou, epap-
HéZetat pe to Ev-eikovioTiko unédeiypua [5] ouudwva e
TO 0noio, oTNV EUPANMATIKH KVHAN KAl €a TwV cUYXPOovVwV
ePEINinvV, 0 ENICKENTNG MNOPEIL va evionidel NPOCWNIKA TOU
Blpata péca and Tn GUGCIKA Kal ONTIKA avtiAnyn Twv pop-
PWV Kal TWV EIKOVWV TWV EPELNiwV, avantiocovtag éva i-
800G NPOCWNIKNAG CUVOEONG A€ AUTA, ONoU 0 XPOVOG EMNIKA-
Auntet T d51dpopeg HopPEG TOU, KAVOVTAG TOV (ENICKENTN)
va atofdavetat 6xt H6vo Kovwvog-“cuvolIAnTAG” Tou apxai-
OU pvnueiou, SIapEow TNG ENOXAG TOU NAPOVTOG, AAAd Kal
ToUu id1ou Tou Tonou [7]. Zuykekpipéva, n Ev - gikévion cu-
viotatal (nepiAappavetal) otn d1adIKAcia TOU EVEPYNHATOG

3. ‘Eva €id0g avdktnong evog
«KaBapou XPOvou» Nou anogevwve-
Tal and To cEPa Kat Nou pag odn-
yei otnv avaykn va Eavapdboupe yia
Va VIOGOUE TOV XPOVO, VA aVAKTH-
GOULE TNV £Niyvwon NG loTopiag.
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4. AnA®vel dnA. TNV napdotaon
TOU NPOCWNIKOU TOU BLUATOG OE
Mia eupuUTEPN EMPAVELA TOU MVNMEI-
ou, anogeUyovtag TNV «GUVENTUY-
HEVN» MoPdN TOU, HEXPL VA GTACEL
va anokaAuyel, va Eexwpioel kat va
avatdgel to nibavo Biwpa nou dev
€Bploke PEXPL TOTE BEON KAl OXEoN
otn {wn Tou.
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TOU avaocToXacHoU, o onoiog eEcAicostal SIAAEKTIKA Kal Je
€VAAAAGOOEVOUG BABMOUG KAEIOTOTNTAG KAl AVOLXTOTNTAG
TWV NAPACTACEWV 0TN BACH TWV AICONTIKWV KAl KOWVWVI-
KWV OVTOAOYIWV TOU NEPIBAAAOVTOG Kal TWV CTOIXEIWV TOU
[5]. Ze auth TNV 1IBIGTUNN AVACTOXACTIKA Sl1adpoun, N anAn
eunelpia tng eniockePng apxidel va diavoiyetal, kai o ent-
OKENTNG R 0 EIKACTIKOG Yivovtal ¢popeig - (cuv) dnuioupyoi
oTNV NPA&n Miag oOAOKANPWHEVNG Kal alolnTiKAa dielodu-
TIKAG (ONTIKAG, NXNTIKAG, MOAITICMIKNAG KAl ENITEAECTIKNAG)
napdoctaong [5]. AkoAouBwvTag auth tn okEYN Aotnoyv,

n Blwpatiky Ev-elkovion pag enttpénel va Kottagoupe ta
epeima (onoladninote epeina-kade enoxng), anodidovidg
TOUG TNV aicbnon piag Katdotaong atwviag “oAicnong”
NPOG TOV OXNHATICMO Hiag andd€eIgng tTng GUVEISNONG Tou
Eautou yia to nwg Buvoupe® kat avtiiAappfavopacte tov
KOOHO0. O oUYyXPOVOG EMNCKENTNG EPXETAL GE «GUVOULAIQ» pE
TNV KOWVWVIKA-NOAITIOUMIKA didotacn TtnG WG TOU Toniou
ng KapdauuAng. Ztoixeia kat GUUBOAA, apXlTEKTOVAIATA,
AiGwva kat papudapiva Opavopata, NETpva pvnueia diago-
PETIKWV NEPLOdWV, avapEpoval o pia otdon {wNG He dei-
KTEG TNV KOWWVIKA 3lapoponoinon-3lactpwudtwon Kal 6e
eMnepieg-ocupBdavTa nou NiBava avakaAouv KATACTACELG
nPoownIKAG 1} cUAAOYIKAG pvhNng [2,8] nou oxetidovtal pe
NV €€0UCIA, TO KOIVWVIKO KUPOG, TN SIKTUWoN aAAd Kal e
TNV Nnpoonddeia «cucsocwpeuong agiag.

H 6£a twv gpetninv pag Kavel va KAataAdfoupe tnv
unapgn pag enoxng nou dev gival pévo auty yia Tnv onoia
HIAQve Ta eyXeIPidla 1oTopiag  Nou ol avacTNAWCELG
npocnadouv va «avactRAcouv» aAAd €va NPocwniké nedio
NAapPAcTACEWV KAl avacTOXaopoU nou eEeAicostal Kal ava-
Tpododoteital SIapKWG METAEU ATOMOU KAl CTOLXEIWV TOU
Ténou.

Avva Mix€An
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Mepinyntég oo vonua tTwv Aidwv.
H Mdvn wg Ev-e1kévion evog KAEIOTOU - avolXToU KOGHOU.
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1. O Natpik Ay PEppop eivat
YVWOTOG WG €vag and Toug peya-
AUtepoug GIAEAANVEG, TAEIBINTEG
ouyypadeig tng Eupwnng. ‘E¢noe
€va peydlo TuApa g wng Tou
otnv KapdapuAn tg Mavng énou
Kat anefinoe.
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H Mdavn anoteAei €vav 13laitepo téNo ota pdatia
KOl OTIG EUNELIPIEG TWV NEPINYNTWV-ENIOKENTWV. AUTEG Ol
epnelpieg cuvodelovtal anod nepypadEg, ekOEoeIg Kal
EIKACTIKEG AVANAPACTAGELG ME MIO CNUAVTIKA TNV Opyavw-
Hévn kataypadn (oe Tépo) Tou EOvIKOU I8pUpatog Epsu-
VOV yla Toug NePINYNTEG Tng Mdavng, anéd tov 150 £€wg kat
Tov 190 aiwva, n onoia ektéOnke oto lotopikd EBvoAoyiko
Mouceio Mavng octov Mupyo T¢avvetdkn otnv Kpavan lNu-
Ociou (EIE, 1993).

H Mdvn wg neploxi NpoceAKUEL TOV EpeUVNTH
KOl TNV EPEUVATPLA NOU PAXVEL va BPEL TO IBLAITEPO MiyHa
KClL TO NOAITIOMIKG anotunwpa autou Tou Tonou, o onoiog
OHHEPA NAPAMEVEL EYKATAAEAEIMUEVOG Ao Tov idlo av-
OpwWnivo NapAayovTa autov Nou KAMNOTE ToV SIaudpdwoe Kal
oUVEBAAE oTn dnpioupyia TNG NAPACTACNG MOU €XOUHME yid
autov cnpepa. H onuepivA eikéva tng Mdvng sival adela,
onwg adelol gival Kat ot NUPYoL Kat Ot OIKIGMOi NoU TNV Nept-
BaAAouv. MapoAo autd, NPOKeLTAL Vi UAIKOTNTEG TOU Toniou
NG Nou pag adprivouv va GpaviacToUpe yeyovota aAAd Kat
€évav Tpono WG «NENEPACKHEVO» NMOU HECA OTO KEVO KEAU-
¢0G pag divetal n eukaipia va «§avacTHOOUE» €va OKNVIKO
Hiag povadikig ouvOeong otnv onoia, n aguxn UAN Ttou Ai-
Oou, ol pOpLEG TWV KINPiwV, To EUPL0 NEPIBAAAOV KalL N KOL-
votnta givat OAa depéva PeTa&U Toug oPIKTA, Kal LE Evav
eEalpeTikd 1d1aitepo Kal CUMBLWTIKG Tpono. Evav tpéno nou
ouvapHoAoyei Tnv avlpwnivn wh e T $pUoh, XwWpeig va
adrVeL KEVA KAl EUKALPIEG yla AAAAYEG Kal NELPAMATIOMOUG.
H uon kat n adn tng nétpag potddel va ayyidet Kai va Ku-
plapxei oe 6Aa Ta avIKeipeva Kal OAEG TIG OTIYMEG Kal TIG
aduvauieg tig avopwnivng unapgng kavovtag ta yeyovota
KOl TIG IOTOPIEG TOU TONOU va akoUuyovTtal MUBLKA, OKAnpa
Kal anopakpa. Onwg Aéet kai o yvwotog Eupwnaiog nepin-
yntig tng Ndtpik Ay PEppop’, n Mdavn padi pe aképa Aiyeg
neploxég otnv EAAGASa napépeive ota neploocotepa tnNg
onueia andtntn ané toug OBwuavoug dnUoUPYWVTAG €101,
He évav napda&evo tpono, Tov HUOo Kal Tn vooTtaAyia tng
eAeubepiag nou gixav xdoet ot ' EAANveg yia aiveqg. Xwpig
autov, NoAAoi eixav pnepdEPel akoua Kat TNV yAwood Toug,
KUPIWG OWG €iXav XACEL TNV IOTOPIKA MVAMN TWV YEVEWV
nou gixav {noel eAsUBepa Kal KUPiapxa cTov TOrno Toug.

Z1n Mavn ot Aiyol puyAadeg, noAlopKnpévol anod
Tov UYO TOU KATAKTINTH KAl ANOKAEICHEVOL YIa AIWVEG OTO
AiBwvo, andékpnvo Téno dnpoupynoav €vav S1KO Toug
KOGMO, TAUTOXPOVA LEPAPXIKO Kal NATPLaPXIKO, ETOIMO va
aoknoel EKSIKNTIKA Bia og kABe nepintwon apdioBfATn-
ong ING Nepouciag, TNG TIMAG Kal Navta pe aAAnAeyyun
npog tnv natpida. Mpokettal yia U0 avtiOsTIKESG OYELQ
MG KOWWVIKAG Kal NOAITICMIKAG oupnePLdopds nou Opwg
gival 1600 ApPNKTA METAEU TOUG EVWHEVEG KAl AAANAEV-
deteq. Ano tn Mia n aicdnon tng eAeudepiag kat tng duU-
Vapng, EVAVTIA TNV unotayr, anod tTnv dAAn N ECWTEPIKNA
Katanieon kat n eniBoAn. OAa depéva o Hia elKOva VoG



131aiTeEPOU TOMOU nou dev XWpPAeL o€ €va gviaio adpriynua,
napa povo oto Aibivo Xapaktipa tng onwg autog uwve-
Tal AAAOTE WG HOVOOTNAOG NUPYOG, AAAOTE WG £vag OTEVA
npodulaypévog OIKICHAG Kal [Hia opelvi kataduyr anod tov
eEwTePIKO Kivduvo.

To tonio nou ekppdadel, OpWG KaAutepa anod OAq,
auth tnv avtibeon otn Mdavn ival to Kapo MNkpdéoco, 6nwg
TO AVTIKPULEL Kaveig and 1o onueio nou Bpioketal n Ma-
vayia n Odnyntpla ekei 6nou opdwvetal KABeTa o BPAXOG
KOl AMUVTIKA €TOIH0G VA KataoTpEPel onotov NAncladel
anpoetoipactoqg. H Mdvn ce 6Aeg TIg NEPINTWOELG G KAAEL
VO GUVOMIARCELG ME Ta OIKA TNG VORMaTta, Ta onoia dev divo-
vTal £Tolda Kai Slakpitd napd évov wg 1oTopieg, cUMBOAa
Kat eMNPANTIKEG EIKOVEG NoU AAAEG POpPEG O yonTeUoUV
Kat AAAeg o€ TpopdZouv. To NpwTo Npdyua nou auddépunta,
AKOMA Kal CAMEPT, EPXETAL OTN OKEYN €ival: «Aoe autouqg
Toug Mavidteg, kaAUtepa va unv LNAEEW». AUTA n avtidpa-
on, niéava va Atav Kat n «cwtnpia» tng Mdavng anod tig ka-
TAKTINTIKEG ANEIAEG, HLAG Kal 0 KABe eniBoulog nou €kave
TNV ANoTiinoN yia TNV NOAITICUIKA KAl KOWWWVIKH TNG TAUTO-
™Ntd, enéleye va adprvel tn Mavn kat toug Mavidteg/icoeg
ang€&w anod kAbe €idoug diekdiknon. Kat’ autdv tov tpono
OE MIa apvNTIKH SIGAEKTIKA TNG lOTOPIAG, 0 TONOG NAPEUEVE
OTO 3LKO TOU ECWTEPLKO, KEVIPLKO VONUA HLAG MOATIOMIKAG
KOl KOWVWVIKAG KATACTAONG, TNV 0rnoia ovouddwm To «vonua
Tou AiBou». Auto To GUHBOAO HOIAZEL Va Eival TO KEVIPIKO
OTOLXEIO MOU CUVSEEL TA VONUATA, T GUVOXNA Kal Thv enPiw-
ong tng Mdvng kat Tou NoATIooU TNG Yia NOAAOUG QLWVEG.

AkoAoubwvtag Tov Tpéno okEYNG Kat tn pEBodo
nou ovopdaZoupe Ev-sikévion (Xtoupng, 2020), katd kanoto
TPONO, péca anod to unddelypd tng avadntouue pia evo-
PACN OTA CNUAVTIKA CUMBOALKA GTOIXEIO TOU KOIWVWVIKOU
KOGMOU KAl TOU NOAITIGHOU, MPOKEIMEVOU va EESINAWCOUE
ano autd, ctadlakd Kat éva - €éva ta 0s30uEva NoU GUYKPO-
ToUV Ta adpnyHaTa Kat Tig £Vvoleg nou Oa ntav XpProIPES
yla TNV Katavonon Tou TOnou Kal Tou NoAttiopou. Avtifeta,
av EEKIVIIOOUE and CUYKEKPLIMEVEG LOTOPIEG, Bloypadieg
KAl IOTOPIKA yeyovota givat S3UGKoAo, av 6x1 aduvarto, va
OUAAGBoUME TNV NARPN EKSINAWGCNA TOUG, TNV NOAUNAOKATN-
TA KAl TNV ECWTEPLKN LlGoppPOoNia TwV NPAEEWV TWV avopw-
MWV KAl TwV OECWV MOU UNNPETOUV.

Avapwtiépal av 8a Atav evdiadpEpov va EeKivouoa
v apriynon pou yia tnv Mdvn ané tn MKpnR Kpuntn otn
onnAid tng MNavayiag tng OdnyATpLlag otnv onoia niava
va Zouoe €va pUYAG OLKOYEVELAKNG BEVTETAG, NEPIMEVO-
VvTag n 1otopia Tou va Eexaotei N va ouyxwpeOei. Ekel,
«BAENw» Ta iXvn and tn okAnpen Kat tn povaxikn {wn tou,
oTNV AKpn €vog Bpaxou, dinAa oe otnv MNpooctdatida Mava-
yia. Ixvn nou givat dpapatikd, Kat nou Hag anopakpuvouv
and ta undéAotna O£TIKA Tou KOGHOU nou nibavd €¢noe
npotou ¢tdcel wg €dw, o€ Hia dtadpoun {wnG. AutA n
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lotopia KataypdgpeTal OUWG Kat 6TO HOLPOAOL TWV yuval-
KWV nou Bpnvoucav 1o BUua kKadbwg £€tol cuvtnpoucav
TAUTOXPOVA LE TOV HAKPOCGUPTO AXO TOUG TNV MAVIATIKN
nOIKA yia NpAagelg, ekdiknong.

210 KAELoTA SiKTud TNG KOWWWVIKNAG WG KAl TWV
HEAWV TNG, N neploxn TG Mdavng undpeace Kal EEXwpLoe,
dlatnpwvtag Hia 1daitepn puctoyvwuia. Autd ta diktua
enéBailav pia opolooctacia otnv NOIKA KAl GTov dlapolpa-
OMO6 TWV Aiywv Népwv Nou Atav dtabéoipol ota Enpotonia
ng. Aev eival napda&evo oti, n Mdvn dev €xel S1KA TNG HOU-
OIKN OUTE Tpayoudia, napd Hévo HolpoAdyia, Hakpooupta
Kat apnynHATIKA, MOVETIKA KAl GUXVA CNAPAKTIKA, WG £EL-
davikeUoEelg TNG anwAeglag tou Bavatou. EvaAAayég nou
avakougidouv Tov Yuxiko novo aAAd Kat tThv nepngavia tng
OIKOYEVELAG Kal OANG TNG Natpldg. £e 6Aa autd, ol petapad-
o€l1g eival «nepacpata» nou TG diaxelpidovratl ot decpoi ai-
HATog, OX1 MOVO WG TITAOL AAAA Kal WG VONTIKEG IEPAPXAOCEILG
KOl QUTOVONTEG CWHATIKEG NPAYHATIKOTNTEG.

H onpavtiki avBpwnoAoyog N. Zepepetakn, Ma-
VIATIOOoa GTNV Kataywyn, avapEpel 6tL Tov dvaro, ot yu-
vaikeg otnv Mdvn tov xepidovial wg KATL autovonto. X1n
Mavn dev ¢pofrbnke noté tov Bdvato, oe avtibeon pe tnv
ABrva 6nou kaveig apnvel To GwHA Tou oe E€va xépla. £tn
Mavn, n n€tpa Kat n yn givat yovidng kat ckAnpn. Tauto-
Xpova OuwG, eival Kal TOCO OIKEIa Kal KOVTIVA, ONwG akpl-
BWG n otiyu\ avdpeoca otn {wn Kat Tov 6davato nou eivat
MOAU KOVTA oav va KNV UNdpxel Kapia anéotacn va Toug
ouvdEel Napd HOvov €va HaKPOGUPTO MOLPOAOL. Enopévwg
onwg dev undpxel anoéctaocn otnv ugn Toug, and tov acPe-
OTOAIO0 KATACGKEUNG TWV AIBIVWV GNLTIWV Kal TWV TAdwV,
1600 N Naywvid 600 Kat N OIKEIGTNTA AUTHG TN MapHOPOYAU-
¢éng nétpag poldadel va givatl n idia navtou o KAOe onueio
NG, Oupidovtag 4Tl 0 onolocdANoTE MNoPEi va gival naviou
Kal Xwpig kapia ¢ucikni N XPOoVIKH andctacn.

O1 N0 ocuoTNHATIKEG neplypadEg, tng Mavng tou
180U aliwva EKTOG and TIG TONOYPAPIKEG, YEWYPAPIKEG
Kal SI0IKNTIKEG NANPodopieg, KABWG Kal TIG AENTOMEPELEG
ToUu Kadnueplvou Biou, Tovidouv ToV EyKpATH Kal avoeKTl-
KO XAPAKTAPA TWV KATOIKWYV, TNV IOXUPH OPYAvVWOon TV
OLKOYEVEIWV, KAOWG Kal To aveEAPTNTo nveuua touq. Ta
oTolXEia autd euvooucay TIG ECWTEPLKEG AVTIOIKiEG aAAd
KOL GE CUVOUAGCO ME TO OPELVO Kal TO anpdolTo ToU XW-
pou, cuvteAoucav otn SlapkKA NOAEULKH ETOIMOTNTA KAL TN
AelTtoupyia Tou TONou wg eo0tia eNIBECEWV Kal EEEYEPCEWV
(EIE, 1993: 44).

Tuxva nepypddovtal, ol NPAKTIKEG TNG ‘apnayng’
Kal TNG NEPATEIag Nou KAvVouv Tnv NEPIOXA onueio avadgo-
PAG yla TIG VAUTIKEG SUVAELS TNG ENoXNAG. H Kolvwvikn Kat
NOoAITICUIKA W3tartepdétnta thng Mdavng tn ¢€pvel 6TV KU
NG oUYKPOUONG TWV TOTE MEYAAWV SUVAMEWV AAAdA Kal TNG



napakpagdoucag OOwWMAVIKAG VAUTIKAG dUvaung. Agv givatl
napda&evo oti, n Mavn kat ot Mavidteg kKanetdaviol dianpay-
Hatevovtal YEWNOAITIKA O€ata TNG XEPOOVIHIOOU HE TOUG
eknpoownoug tng MaAAiag kat tng AyyAiag. MpoodEpouv
OUXVA unooThPIEN pe avtaAAlayua tnv EAeubepia kat tnv
avegaptnoia toug.

Ano auth T 3iadpaon avaduovtal IoXUPEG Npo-
OWMNIKOTNTEG MOU TAUTOXPOVA KIVvOoUVTdl TOGO OTO TOTE
NAayKOoH10, GO Kal TOMIKO Kat BERALA GTO OIKOYEVELAKO
nepiBdaidov e KUpLo KEvIpo avadopdg, Tov Aibvo nupyo,
TO APXOVTIKO TOUG Kal TNV NATPLd Toug. Autd ta adrivouv
WG KANPOVOUia, WG GUMBOAO MIAG TOMIKAG lepapyiag aAAd
Kal piag avadudueEVNG GUMHETOXAG TOUG WG onuaivovta
npocwna oto véo EAANVIKO KpATOG Nou yevviETal H€oca anod
€VTOoVO MOAEUIKO OpAcog anévavtl o€ Hia autokpatopia,
Mou TO ouvodeUouV NTTEG OIEVEEELG, EPUALOL, BEVTETEG,
aAAd TeAka odnyei o€ pia ouclacTiki TEAIKA vikn. H Mdvn
€KTOG anod ta napandvw givatl yvwotn yia to Aibwvo Enpoto-
nio NG, TO Mo XaPAKTINPIOTIKO UEPOG ONOU MNOPEL KAVEIG
va Buwoel iowg Kat Tn cuvoAilkl EAANVIKA avtidpatiki Kat
TEAKA S0EAOTIKN 1oTOPia Kal n onoia enavaAaufdavetal oe
NoAAd véa kedpdAaia HEXPL CAHEPT.

Ané auto to «AiBivo» 0do1noptko, dev Oa pnopouce
va anouotdadel n avagopd ctov Alovucio MouptZivo-Tpou-
nakn, tov Mavidtn onAapxnyod, Nou GTO APXOVTIKO TOU
eipaocte 8w pe TNV €kOeon pag . ‘Evav 1dedtuno aywviotn
Mavidtn kat noAttiko tou 1821. To 1829 nrjpe pépog otnv A’
EBvocuvédeuon Apyoug Kal Tnv idia xpovid dlopicOnke anod
Tov lwavvn Kanodiotpia péAog tou NoAepikoU cuBouliou
Kkat MFepouciactng. MoAéunoe otnv TpinoAttod, ota Asppe-
vakla Kat otnv paxn tng Kaputawvag. ‘Hrav pélog tng EAAn-
VIKiG KuB€pvnong tou 1823 kat unoupyog NOAEUOU HEAOG
NG TPIMEAOUG EMITPONNAG WG EKNPOcwWNOg tTng Mdvng. Mé-
Bave tov PePpoudpio tou 1830.

MNa 6Aa autd, 6a npoteiva tn Mavn, wg éva eval-

AGKTIKO HAONa KOWWVIKAG Kal MOAITIKAG loTopiag peca
ané tn patid tng Ev-eikéviong.

ZwtApNng Xtoupng
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AAeEavdpa Roussopoulos

H AAeEavdpa Roussopoulos cTpEdel 1o evilade-
POV TNG OTNV KEPAMLKA SNUIOUPYWVTAG Mia avaxaxpovl-
OTIKN adriynon avapeca oto NapeAOoOvV Kal GToV EVECTWTA
XPovo avafiwvovtag tn Aettoupyia TnG nponyoupevng (WG
OTNV AUTOVOMN KAtolkia oto ciuepa. H oikoyévela ouvnOt-
Ze va dlatnpei KPUo vepod o€ Hia otdpva tonodetnuévn oe
eEwTePLKO onueio tou MoAepdnupyou anévavtt anod tn 0d-
Aacoa. Mpooeyyidovtag to apxaio kepapké Balo oe cuy-
Xpovn ateOntikny. Me tn Jwypadikn diepeuva tn oxeon ava-
HECA OE OXNA, XPWHA KAl ToV XWPo. To £pyo TNG £0TIAEL
OTNn onpaocia Tou KaAAITeXVIKoU SlaAdyou pe Toug AAAoug.

44

45

Bada, Kepapukd enidwypadiopéva, opdAtog, HeTaBAnTEG dlactdoelg, 2022
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H oUvBeon auth xpnotponolei pa avagopd otnv
OTOAN L€ TNV onoia gival IoToplkd cuvdedepévn n pryoupa
Tou ©. KOAOKOTpWVN yla va dlanpayuateutei to ZRTnpa
TOU SUTIKOEUPWNATKOU BAEMMATOG ANEVAVTL OTN VEOGTEPN
EAAGSa. H popeoid Tou apXioTpATnyou nou otnv NPaypatt-
KOTNTA gival BpeTavikoU oxedlacuou (o Kodokotpwvng gixe
UNNPETAOEL OTOV BPETAVIKO 0TPATO Katd Toug NanoAeo-
VTIELOUG NOAEOUG) anoteAei £va napddelya yia Tov TPpono
HME TOoV 0noio ot SUTLKOi SlapopPWVOUV TNV VEWTEPIKA EAAN-
VIKH TAUTOTNTa KaW¢ aviipetwnidouv tnv apxalidtnta cav
anapyn Tou 3ikoU Toug NOAITIGUIKOU npodiA.

KapaAwvtag yia Trafalgar
Wnorakn ektunwaon 105x78 ek kat ypagitng o€ xapti 40x50 ek. 2022
Euyeviki napaxwpnon Tou KaAMTEXvn
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Landscape by the sea

AGd1 og EUAo, 40 x 50 £k, 2021

Euyeviki) napaxwpnon tou kaAhitéxvn kat twv Kalfayan Galleries,
ABrva - ©eccalovikn

Landscape with bulp

AGd1 oe EUAo, 40x 50 €k, 2022

Euyeviki) napaxwpnon tou kaAMitéxvn kat twv Kalfayan Galleries,
ABRva - ©Osccalovikn

Avdpéag Paykvap Kacanng

To npwto epWTNHA apopd TO TEXVOAOYIKO anotu-
nwpa Tou Yneltakou NOAITICHOU 6T AstToupyia TnG MVAHNG.
Me noio tpoéno o Ynolakég NoAITIoOG eYypAdETAL OTIG
npoUndpxouceq TEAETEG EIKOVONOLiag Kal oTIG avTIAPELG
nepi avanapdotaong. Onwg diepwtdtat o Chris Marker
‘Mg pnopei kanolog va BupnBei tn Aiya;’cto £pyo Tou
Sans Soleil , 0€tw pe TNV oelpd pou o epwtnua ‘Nwg
HNoPEi KANolog va MEAETAOEL TN ASITOUPYLAG TNG MVANG
Badovtag oTo ENIKEVTPO TNG AvVTiAnYng TO0 CWHA HECA GTO
NAQiCI0 TWV YNPLAKWV TEXVIKWV EIKOVWV; To deUTEPO EPW-
TNMA eival NG N avtiAnyn Twv AvTKEIMEVWV ENnPeAdeTal
ano tnv Aldpkeia (la Durée) . Mwg n avtiAnyn yivetai “eAa-
OTIKA” KATd TNV napatipnon Kai Katd tnv enavaAnyn tng
Xelpovouiag. Me anacyoAei ota NAALOLA TWV METAKIVACEWV
NG avtiAnyng n Hetdfacn anod To avilkeipevo GTo Tonio
Kal avtiotpoda.
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AAeEavdpa Koupavtdkn

Mua xipaipa pe pAEReg Nnou anoteAouvtal anod
oUpHata Kat KaA®dia, £va HUGTIKICTIKG pvnueio nou Ba-
oidetal oTov UNoAoyloHo Kal TN etagdopd nAnpodoplwv
HMeTA&U autoU Nou KAMOoTE «ATav» Kal autou nou Oa sival.
And €EWYAIVOUG KOGHOUG Kal HUCTIKIOTIKOUG XWPOUG MEXPL
MUOTIKA pwTa oTov oupavo. 1o €pyo Tng Koupavtdkn pno-
PEl Kaveig va del Tn oUYXWVEUOH Kal TNV adopoiwon Tou
apxaiou navavOpwnivou NapeAOOvTog pe €va 6papa yia 1o
anwtepo HEAAOV. O KOOMOG TNG Eival To HEPOG ONoU pnopEi
KAVEIG va XAoel Tov eauto Tou péoa o€ Jia in - situ outonia.
AuTO €ival To onpeio cuvavinong tNg akouolag UVANG Tou
napeAOOVTOGg Kal ToU NapovToq € TO AUECO auplo.

Memories from the valley of Uncany (Stones of apprehension)
Eno&kog nnASg, ZiAikovn, LED, kaAwdia, 67x41 ek, 2019
Euyevikn napaxwpnon tTng KAAAITEXVIS0G
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\l;_a;’vrm;évo qu;i " b oert 46.00min. 2620 Mapia BapeAd H BapeAd katackeuddel pia Bacn SeSO0UEVWV e
icieo cocumentation tns web periormance, 45.00min, cUpBoAa, oTNV onoia kKataxwpouvtal ol napayysAieg kat

Podeast Agonowa Katandrn, Asanowa Nazou EUXEG TOU KowvoU. £Tn CUVEXELA dNLoUpyEi Evav alyoplOpo
nou eMAEyel TIG NPOG NAPACKEUN EUXEG Kal TIG AVTICTOIXE(
HE Ta Kwdikonotnuéva cUBoAa nou duvntika appélouv oe
KAOe entBupia. Ol KWSIKONOINUEVEG EUXEG NAPACKEUAZ0-
vtal ano tnv BapeAd eni oelpd nuepwv otov xwpo TAVROS
Kat n dtadikaocia napaywyng petadidetal wvtava wg web
nepdopuavg. MapdAAnAa, cuctAveTal €va ATUNO KOIVWVIKO
dikTuO TO onoio anoteAeital anod To Koo, TO YUVAIKEIO GU-
vetalpiopo AIANTIZ, kaAAMITEXVIOEG KAl AKABNAIKOUG GULL-
BaAAovtag oto didAoyo Nepi NAPAdOCIAKWY TEXVIKWV anod
TN OKOMId TWV EIKACTIKWY, TNG apxatoAoyiag, Tng avepwno-
Aoyiag, Tng Aaoypadiag Kat TnG MOUGELOAOYIaG.

Na eipncTe gheb < Bivajn vo Bdinupe |

Y LV

(keipevo ‘OAya XatZndakn)

To Kevinuévo Wwui givan €va €pyo Baciopévo otn
dladikacia, To onoio EEINAWONKE péca andé NoAUuNvn
€PEUVA OTO TEAETOUPYIKO TNG SIAKOOUNONG TOU YWHLIOU
KATA TWV EOPTACGHWV CNHUAVTIKWV KATACTACTACGEWV KUPIWG
OTIG AyPOTIKEG NEPLOXES TNG EAAGSag, enavegetalovtag
AUTEG TIG Napadooelg o €va cuyxpovo nAaicto. H Mapia
BapéAa, xpnoiponowvtag tn pedodoloyia tng petapopdg
Yndlakwv epyaleinv oe napadooiakeég deglotexvieg, ena-
va&loAoyei Tn dlayeveakn yvwon rnou napaxwpnénke ano
yuvaika og yuvaika, 6ewpwvtag Tn popdn YPAUUATIGUOU
Kal eNKovwviag Kat nou e§akoAouBei va gival cuyxpovn
1600 WG €SO 000 Kal WG pRvupa. H BapéAla cuvduace 81-
adopeTIKA GKEAN OKEYNG yia TNV oucia, TiIg Napaddcelg, In
ouvdEODN Kal TV ENAvacuvdeaon KE TNy idla tnv UAN Kat tnv
AUAN NOAITIOTIKH KAnpovoutd.
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(keipevo Mapia - ©dAsia Kappd)

52 53



(I) OTAN

YIOYPIZOYN Ol OHAYKOTHTE2



H noAtik TnG Pppovtidag Twv vekpwv ctn Mdvn
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1n louAiou 2022, Koukdkt

H nuepopnvia napddoong autou Tou KELMEVOU
CUMMINTEL HE TNV avatponn anoé to Avitato AIKactiplo
NG 1I6ToPIKNAG andgpaong Roe evavtiov Wade yia tn vo-
Hiponoinon twv aupAwocswv otig H.M.A. Qg avepwnog
rnou Mnopei va peivel £ykuog, N anégpaocn au@lopntei tnv
CWHATIKA AQUTOVOMIA, TNV ISIWTIKGTNTA, TNV AGPAAN UYELO-
VOMIKN NpéoBacn Kat tTnv eAeubepia pou. Eival pia popen
€M@UANG Biag. Eniong, kabwg ypdagpovtal autég ol ypap-
HMEG, OE MO KOVTIVO YEWYPAPLKO NAATOG, akoU® TO CUVIN-
PNTIKO Bpetavo noAttiké Danny Kruger va Aégt 6Tt givatl
QVTIKEIPEVO dnéoag culTtnong av ol YUVAikeg €Xouv
anoAutn cwpatik autovopia. O idlog diapwvei. Aiya
HE€Tpa and tn Beikou, 6nou Bpiokouatl, otnv 086 Anuntpa-
KonouUAou, doAogoveital pia yuvaika nou ¢ntaet dtaguylo
anoé 1o cuduyo TNG.

O napandvw €19CELG ME KAVOUV VA CKEPTOHAL
€K VEOU TO KOUMATL TN CWHATIKAG AUTOVOMIaG o€ oX€on e
dU0 Bewpieg, TN BLONOAITIKH SUvaun - tn dlaxeipion Tng
ZWNG Kal Tou Bavdatou anod tnv KPAtTiKN HNXavi Kat tn ve-
KponoAtikr) dUvapn, dnAadn nwg Kanoiot Avepwnot pno-
pouv va {AoouV Kal NG Kanotol npénet va neddavouv. To
0€pa tng wng Kat Tou Bavdatou eival cuvupacuévo. To £i-
OIKO EVSLAPEPOV MOU Yia TNV BLOMOALTIKA, TNV NOALITIKA TG
ppovtidag 1dlaitepa ota ATopa NPOXWPNHEVNG NALKIAg Kal
ol EMPUAEG NPOEKTACELG BPICKOUV VONUA GE GXECN ME TOV
TONno Nou €EeTA{OUME, GTO TEAETOUPYIKO, TNV NEPPOPHAVG
TWV YUVALKQV YUPW anod Th peovTida TwvV VEKPWY, ONwg
neplypdgetal oto BiRAio Tng ebvoypdagou Ap. Navtiag Ze-
PEMETAKN, The last word: Women, Death and Divination in
Inner Mani nou anoteAei Baciki NNy €uNveucngq.

Ané ta téAn tou 170U alwva, pe TNV €Aeuon tng
VEWTEPLKOTNTAG, N dlaxeipton tng {WNG Kal Tou Bavdatou
dev yivetal ma ano Tov Kupiapxo navw 6Toug Uunnkooug
TOU aAAd and To KPATog NAvw 6To oUVOAO Tou NAnOucuou.
I3pUata, 6NwWG VOCOKOUEIQ, VEKPOTOEIA, YNPOKOUEIQ,
(PUAAKEG, AKOMA Kal 0iKOl avoXAG, OPYAVWVOVTaAL 0dNyw-
VIQG OTNV Kpatikonoinon tng BIOAOYIKNAG katdotaong,
oUMPWVA UE TO YVWOTO piAdécopo Michel Foucault. Eu-
pPUTEPA, O LNXAVIOMOG €XEL BETIKA LOXU aAAd odnyei otnv
KATAMNIEOHN TWV [N KAVOVICTIKWV CWHATWV. Apydtepaq, o
Achille Mbembe, 10TOpIKOG Kal O£wWPENTIKOG TNG NOAITIKAG,
€10Ayel pla HeTanolkiakl 6ewpnon navw otn BLONOAITIKA,
TNV évvola TNG VEKPOMOAITIKAG, OXETIKA ME TN XPHOoN TNG
KOLVWVIKNAG Kal MNOAITIKAG dUvaNg nou unayopeuel, 6Nwg
avépepa napandavw, NWG Kanotot Avépwnot pnopouyv va
Zrioouv Kal Nwg Kanotot npénet va neddavouv. O Mbembe
OV ava@EPETaAl ANOKAEICTIKA 0TO BLOAOYIKO Bdvato aAAd
KOl O€ KATACTACEIG OnwG To va {oupe “oav wvtavoi ve-
Kpoi”, dnAadn ta 1dpupata diaxeipiong tng ZWNRG Kat Tou



6avdtou va pag enidAAouv pia pn aglonpenn wh (non
dignified life), To onoio pnopei onuaivel diapopeTika npdy-
Hata yia tov kabéva. Nna napddeiyua, n Kpdtnon oe éva
oTPATONed0 NPOoPUYWV HNOPEI gival jia TETola nepintwon.
H otépnon pag éKTpwong o€ |ia yuvaika nou Bpicketal oe
Katdotaon andAutng PIWXELAG MNOPEi va gival pa dAAn.
AUTOG 0 6pog avapEPONKE Kal KATA T SIAPKELA TNG OLKO-
VOMIKNAG Kpiong otnv EAAGSa yia anAég dpactnplotnteqg
KOWVWVIKONoinong, onwg n €§000G o€ MIa KAPETEPLA NMOU
OTIyMATioOTNKE anod ta péca HadlkAg EVNMEPWONG KUPIWG TNG
YEPHMAVIKAG TNAEOpacNG.

‘EXovtag, otn d1a6eon Hou To napandvw BewpPnTiké onAo-
OTAOoL0, APXloa VA CKEPTOMAL TL onaivel yia péva n Mavn.

H yiayid pou €xel kataywyr ano to xwpté Badeia tng Aa-
KWVIKAG Mdavng. Onwg cuppaivel, cuvROwWG, WG NPWTOTOKN
KOpPN TNG OLKOYEVELAG, NHPA TO OVOUa MOoU and Th MnTtépa
Tou natépa pou. Madi pe to évopa pou, KAnpovounca pa
€ubuvn, Tn PPovTida TNG OIKOYEVELAG OTNV acO€vela Kal 0To
Oavarto. Moté, dev KPUPTNKA, and aAuth TNV eudUvN.

H euBuvn, €dw, £Xel TNV €vvola TnG HETA-cUMBatt-
KRG NOIKNAG dnwg opidetal ané tn Carol Gilligan: Ze autd to
eninedo nOIkAG €&€AIENG, N NOIKN Kpion unayopeuetal and
Tnv apxn tng un Biag. Ot avdykeg Tou eautou ival e§icou
ONMAVTIKEG HE TIG AVAYKEG TWV AAAWV. AUTO 0dnyei, TIg yu-
vaikeg, KaOwg oe autég enikevipwvetal n Gilligan, oe pa
KaOoAIKA NOIKA TNG PppovTidag Kal TnG avnouxiag, Tou “vola-
Eiparog™.

H Nitoa pou unevOupietl auth tnv eudUvn. AoUAe-
Ye okAnpa otn {WA TNG O TOMNIKG EPYOCTAOCIO.
Ed® Kat Xpovia, XPNolHonolei pia ¢piaAn o§uyovou os Ka-
OnuepvA Bdaon. H ZwA tng unnp&e okAnpH GWHATIKA Kal
YUXOAOYIKA AGYW TWV KAVOVIKOMOINUEVWV HOPPWV Biag otnv
EAAGSa kat 1dlaitepa otnv enapyia. To evdexouevo tou Oa-
VATOU NG Ta ENOMEVA XPOVLA, 0apwg e NPoBANMATIZEL KAl
Hou unevOupidel Tn d1KA pou Bvntotnta.

Mavw ané 6Aa, 6uwg, N NPOONTLKA TNG lAaTPLKonoin-
ong tou Bavdtou TnG Hou potadel acupBifactn He Tnv 1B€a
Tou aglonpenouqg Bavatou otnv neploxn tng Mdvng énou to
owHa ppovTidetal ano TIG YUVAIKEG TNG OLKOYEVELAG Kal TIG
YEITOVIOOEG WG oNUAdL “kaAou” Bavdtou. O clwnnAdg Bdva-
T0G, N EAAEIYN CUYYEVMV KAl YEITOVWV NOU KAAIVE TO VEKPO
deixvel TNV EAAEYn 106TNTAG KAl ApoLBAIOTNTAG TOU VEKPOU
otnv kowwvia. H ppovtida neptAapBavel To nAUCIHO Kal TOV
Ka0apLlouo Tou 6WHATOG. ANOCTEIPWVEL Kal dlacPpalilel To
OpLO AVALECA GTOV KOGHO TWV VEKPWV Kal TWV WVTAVWV NoU
dlaxeipidovtal anokKA€IOTIKA Ol YUVAIKeG. Aev gival, OpwG,
HE€CO anokKAeIoHOU AAAd XnHa EMNKOWVWVIag Kal ouvdeong,
oUMPWVA UE TN ZEPEUETAKN. ZUVEXiLEL, OE, ME [a eEAlPETL-
Kl napatipnon, 0Tl To VEKPO owHa AEITOUPYEL WG TEXVOUpP-
YNHA MNOU Ol YUVAIKEG NAPEURAAOUV HETAEU AUTWV KAl TWV
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BifAoypadia:

- Foucault M., H lévvnon tn¢ Biono-
Attikng, NMAEBpov, Aekéupplog 2012
- Gilligan C., In a Different Voice:
Psychological Theory and Women’s
Development, Harvard University
Press, AUyouctog 2016

- Mbembe A., NekponoAttikn, Ot €k-
d60o¢€1g Twv ocuvadéAdwvy, Nogupplog
2020

- Seremetakis N., The Last Word:
Women, Death, and Divination in
Inner Mani, University of Chicago
Press, OKt®fBplog 1991
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avépwV yia va NPAyHatonoljcouV €vav dlaxwpeiopud anod
TOUG KABNUEPIVOUG KOIVWVLKOUG BECHOUG Kal To Adyo.

Mépa ané tnv Apueon NePNoinon Tou CWMATOG, Ol
Mavidticoeg di1€0etav pia NANOWPEA EKPPACTIKWV HECWV,
onwg n “avactdtwon’, pia €ékppacn atagiag kat avatpo-
nAG. MpakKTikd, eEkdNAWvVETAL METAEU AAAWV UE TNV KPAUYA.
H avactdatwon, katd kanoio tpéno, gival jia enavdoctacn
TWV oUVAIGONMATWY NoU avTinapaBAdAAETal GTNV LATPLKO-
noinon tou avdartou.

AAAol Tponol EkPpacng givat n avupwvnon: Fi-
VETAL 6€ OKTAGUAAABO avti yia to dekaneviacUAAaBo Twv
napadooclakwyv tpayoudiwv. Eival autoox€diog didAoyog
Kal npaypatonoleitat and yuvaikeg €xovtag napeUBatiki
duvapun otn dnuéoia Zwr. O Xxopdg nou oxnuatidetat pe
€PYAAEiO TOV NOVO £XEL VOULUOMOINTIKA dUvapn Kai na-
payel tnv aAbela, n onoia diacneipetal cTnv unoAotinn
Kowvwvia. OL 6pNvNTIKEG NAPACTAGEIG TWV YUVALKWV £XOUV
N duvaun va apueiofnTRoouV TIG anoPAcelg NoU Naipvel
N YEPOVTIKA, €va CUMBOUALO avdpwyv, Hnopei va entBAaAAel
aAAayEg e BAoN TIG NOIKEG UNOXPEWCELG Kal TEAOG, gival
évag Tpoénog eyypaPnig Ing Lotopiag, L.otoplkonoinong pe
Hia yuvalkeia patid.

Ol yuvaikeg pnopei va pnv anogacidouv noiog
Hnopei va Roel Kal Nolog pnopei va neddavel aAld €xouv
oTa XépLa Toug tn duvapn tng HpnvnTikig napdctaong,
Hia eVAAAGKTIKN KOWVWVIKN doun nou Bacidetal otn dpa-
Hatoupyia ToU GUVAICORATOG KAl GTNV KATACKEUN XWPWV
avtiotaong. Auti, n avdAuon tng OpnvNTIKAG TEAETOUPYI-
ag otn Mdavn and tn ZepeUeTAKn, SnIOUPYEI yia Héva pia
YEQupa avapecda oTiG PEUIVIOTEG agieg kal Tnv napadoon
Hou. Me evBappuvel e va dw TN PPEOVTIdA GTA NPOXW-
PNHéva otddia and pia véa okonid. H gpovtida, £dw, dev
eivat onuadt unotayng oTnv NATPLAaPXIKA Kowvwvia aAid
€Kppaon ouvalcdnuatikig duvaung e avunoAdylotn no-
Atk agia.

EAgvn PrRya



Mavog Mpodntng

To £pyo «a Monument» gival éva KEpapko yAu-
NTté Nou CTEKEL NAVW o€ pia HETAAALKN Baon. H Bdon kat
TO YAUNTO €XOUV Hia TAon evonoinong SNMIOUPYWVTAG HLa
eviaia avOpwnoépopdpn dopn aAAd tnv idia otypn ASyw tng
avtifsong TwV UAIK®V (LETAAAO AVOEKTIKO- KEPAMIKO £U-
OpaucTto) diadoponotouvtal dnpioupywvtag dUo otolxeia:
auToO NouU cuyKpatei- BAon Katl auto nou GEPEL- KEPAMIKO.
To €pyo pavtddel cav pia MAKETA yid KAnolo Mvnueio A okn-
VIKO KAnolag napdctacng, £T0L £XEL Mla €viovn Osatpikotn-
Ta anokpuntoviag NPAyHATa oav Jia HAoKA EVW TNV Nicw
nAsupad pia dAAn adriynon &edinAwvetal. ‘Etol to yAunto
€Xel dUo OYELG NPOBAAAOVTAG TOV EMMNALKTIKO XApaKTHPA
TOU, EVK N KAIMAKA TOU £€pyou capKdadetal Tnv €vvola Tou
Mvnueiou, To €pyo Teivel va gival o NoAU €va avtlpvnueio
Hlag akaboplotng XPoviKiG neptodou. DEpel cupBoMououg
Kal Mopd€G Nou 6a HNoPoUCALLE VO EVIONICOULE GE MOALTL-
KEG Kal OPNOoKEUTIKEG 18€€G. H pnpootivi) NAeupad €xel €va
auotnpPo Npocwno pag duvautkig OnAukotntag nou Oa
MNOPOUCANE VO GUVAVIHOOULE GTNV MVNMUELAKH MOAITIKA TE-
XVN EVR N Nicw NAgUpd HOLALEL LIE TO APXITEKTOVIKO TR
€VOG vaou. Auth n UBPISIKN KATACOKEUNR Napangunel oe éva
MVnlEio piag outoniag nou givat o avapovi va yevvnoei i
KATEPPEUGCE KAl AUTH N KATACKEUN €ival To anopewvapt tng.

«a Monument»
EnylaAwpévo Kepauiko, pétaiio, 2019, 180x30cm
Euyeviki) napaxwpnon Tou KaAATtéxvn
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“Reversal... and severance”

Eykatdotaon, JKTA TeEXVIKA (cUppa, XaptonoAtog, coBdg, pntivn,
AAOUMIVOPUALO, LETAAAIKOG IHAVTAG), SIACTACELG HETABANTEG:
Katda npoogyylon 300 x 50 x 27.50 ek, 2022

Euyeviki napaxwpnon tng KAAAITEXVIS0Gg
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Xapa Minepidou
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Mua avdotpodn Kivnon and péca npog ta €§w.
Koilo unodéxetal ek TV £o0w (eydAn onn) ¢pwg, e&ep-
XOUEevo npog ta €§w (ke onn). Avolypa adpd apxEyovo
OpYavIKO eMOUEL va avTioTadei oTnV TONIKN emKpatouoca
napadoctakh udr Tou yuvalkeiou poAou. KolAdtnta oxedov
¢$allkAGg popdoAoyiag divel Evav Kupiapxo MNTPLAPXIKO RXO
oTnV eni aldvwv 0opuBfwdn natplapxiky SOUA TNG HavIATL-
KNG KOWVWVIKNG OCUYKPOTNONG® 0aV KwdwVOHopdo EpNeTd
ouUpEL Ja NXW BUAnkoyevoug Suvapewg, n onoia avliotatat
oTNV NATPIaPXIKA SOUNMEVN KOWVWVIKA Opyavwon.

O egaptwpevog KOANOG anokoAAdtatl. Eivar pia
OTIyMr OTOV XPOVOo, Katd tnv onoia to BApog tng e§dptnong
anod To KOIWWWVIKO cUCTNA anoKONTETAL anod T GUVOAIKA
LOTOPLKH KOWWWVIKH adriynon Tou TONou YEVVWVTAG Eva pE-
YAAO EPWTNMATIKO NOU EKKIVEL Mla VEa CUVOMIAIa, n onoia
NPOKUNTEL and TNV 1N avapevopeVn avTioTpodr Kal anoko-
nA p€POoug and To 6AoV SNUICUPYWVTAG MIA VEA GXECN® MIA
véa oUvdeon, Mia véa évwon.



(A) AIASTPQMA
TQSEIS

>21TH
AIAXPONIKH ANOPQITIOAOI'TA



Oe6dwpog Zadpelponoulog
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Ia tov Mrepuavo GIA6cogo Kal KPITIKO TOU MOAITIGUOU
‘Epvot MnAoy:

«H no Tpayikn popen anwiestag gival n aduvauia pag va
¢pavractoUue NwG Ta npdyuata 6a pnopoucav va €xouv di-
agopetikd. H outonia wg ¢pwtelvog pdpog eAnidag Kai Xel-
papEtnong eivat otov opidovta. Onote OUWG THV NANGCIALW
duo pruarta, ekeivn anouakpuvetal duo Bripata. Oco Kt av
npoxwpnow noté dev Oa tv ¢prdow. Tote, O TI XPNOIUEUEL;
Mag Bon6d va npoxwpdue».

To €pyo Tou O6dwpou Zadelponoulou pag GpEp-
VEL QVTIMETWINOUG HE TNV EVIEAEXELA TNG UANG OTO NAAiGLO
NG PUOCIKNAG eviponiag. H nayida octbnke, ta ¢pwta dva-
Yav Kal 1o NoptpETo anoteAei SiIAOAaon Tng apxeyovng
€VOXNG.

Mwg eival va gicat KaA6Gg AvOpwnog

Eykatdaotaon, Wnolakn ektunwon oe kabpéntn, Muyonayideg, npofoA£ag,
500 Watt, ‘Evtopua, Alactdoeilg MetapBAntég, 2022

Euyeviki napaxwpnon tou KaAAtéxvn kat tng Nitra Gallery



HAiag MananAwdkng H kopudaia oty nou duo avlpwnol NnAnociago-
val T660 noAu. Kabwg napapével avanavinto av npoKeltat
yla epwtiko PIAi, ndboug, tpudpepotntag.

To ¢uAi
MoAUB! o€ xapti, 50x40 £k, 2021
Euyeviki napaxwpnon Tou KaAMTEXvn
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NMwpyog KaZaidng Me noia avtoxi 6a katavoriow tn diadpopd Tng
nepicoslag ano Ttou METPOU, TOU CNUAVTIKOU anod Tou ach-
Havtou, otav ol daiMoveg Nou Je npoAaBaivouv o évag HeTd
ToV AAAOV NPOMNVUOUV TNV KatacTpodn TpododoTtwvTag
avnAewg TN KV pou. ‘Otav dev KpURoual, apuvoual otn
GUAAOYIKA OUVEIBNON TNG EYKOOULAG NPAYHATIKOTNTAG
eloxwpwvtag faditepa oto d1k6 pou apnpnuévo dAcog,
onou Kabe Ppopad pe £va agvao KUKVELO AoHa, 0GRw Kal
avactaivw eVaAAAGE 6,TL NEPITTO MEXPL TO anOAUTO KAAAOG
Va VIKGEL TOV NPoowpLvé Odvato.

2
ot

4
3 ey M
P

e
;»_':h. 11’.? .

Autio
MeAdv kal akpUALKOG o€ Xapti, 122x90ek, 2009
Euyevikil napaxwpnon tou KaAMTéxvn

Autio
MoAUB! kat ypaditng oe xapti, 92x90¢k, 2010
Euyeviki napaxwpnon Tou KaAATEXvn
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VASKOS VASKOS eivat 10 KaAAITeXVIKO Sidupo twv Baciin

(BaciAng NouUAag & NouUAa kat Kota TZnuoUAn. AcxoAeital e Tnv évvola tng

Kwotag T¢nuouAng) KAAAITEXVIKNG, EPWTIKNAG KAl EOVIKNAG TAUTOTNTAG dNMIOUP-
yRvTag upptdikda nepiBaAlovta KAnou HETAEU Tou npay-
HaTIKoU Kal Tou pavtacTikoU- €va natxvidl TAUTOTATWV Kat
POAWV.

Don Sancho and Don Panza, 2017
EktUnwon oe xapti, 100x70 £k, 2022
Euyevikn napaxwpnon Twv KAAAITEXVOV
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Nwpyog Nanagiykog

To CMD89 gEgpeuvd TIG ENNTWOELG TWV VEWV TE-
XVOAOYIWV GE GXEOoN € TOV AvOpwno, ToV TPOMNo Nou ano-
doHoUV Kal HETaAAAGoOoUV TNV Npaypatikotnta. To épyo
anoteAeital anod TPLedIAcTAT EKTUNWON AUTONopPTPAiTou
SLS kat dnuioupyRdnke pe tnv dtadikacia 3D scanning.
To apxik6é anotéAecpa TPONONOINONKE HECW AOYICHIKOV
NPOGCOoIWoNG Kal ToNnoOeTHONKe o€ AUTOOXESLIA BAon WG
Pynodrako Asiyavo. EmnAéov, To yAunto gival H€pog tng ocl-
pdg Digital relics (2017-2019) kat €6TIAZEL 0TN LETAVOPW-
nvn gnoxn (post-human era) kat tnv 18€a TG HETEEEMENG
TOU KOOHOU HEOW TNG UNEPAVENTUYMEVNG TEXVOAOYIAG,
aAAd kal otV enpPor ackouv Ta Aula otolxeia, 6nwg ot
PnPlakég €1kOveG, oTNV AVTiAnYn HAg yia To GUCIKO KO-
OMO KABWG Kal 0TI ATEAELEG TNG YNPIAKAG KOUATOUPAG
TNV anoucia avépwnivou AdBoug, O€uata Tautétntag, Tnv
ouVaAIGONUATLKA KPion Kal TNV anopovwon Tou ocUyXpovou
avepwnou pe avadop€g otV aledNTIKA TV Bivieonatyvi-
Slwv.
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CMD89

Tpiodidotatn ektunwon SLS velvet, tpiodidotatn ektunwon unpoutlog,
atodAwo cupua, EUAo, cidnpog, xpwua 110 x 45 x 40 £k, 2018

Euyevikn napaxwpnon Tou KaAATExvn
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Joan Ayrton
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To “Poster” gival pia eEKTUNWHEVN €1KOVA NOU TO
HEye06G TNG NolkiAAel avdaAoya e ToV TOno €KOECNG Tou.
Eivar ptiaypévo ané tn ocdpwon evog HiKpou nivaka. H
yAukepodOaAikn Adka, 1dlaitepa aveEEAeyKtn, eEelicostal
Kal 31opOwvel TNV Kivnon tng Je TPono napopolo HE autov
TWV KIVOUUEVWV UAIK®OV oTo Tonio. H avativagn tng ekévag
enpénel otov Bsatn va eloaydyel TG AENTOUEPELEG Kal
Ta BA6N Tou UAIKOU, iowG Kal TO UNOCUVEISNTO MIag anAng

Badnig.

Poster
Wnoakn ektunwon, MetapAntég diaotdoelg, 2015.
Courtesy of the artist and Florence Loewy Gallery, Paris



Mappapo Kwotag Xpioténoulog Mua diepelvnon otnv évvola Tou Ttoniou, To evola-

E:E’olmn oe xapti Fine Art, 70 x 100 ex. (ed1/3), 2022 PEpov oTPEPETAL OTIG POPEG KAl OTIG UPEG TOU GUGLKOU
EktUnwon ot xapti Fine Art, 70 x 100 £k. (ed.1/3), 2022 nepIBAAAovtog, tovidovtag TNV «§nPotNTa» Twv NPAYHATWV.

Euyeviki napaxwpnon Tou KaAMTEXvn
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MAdvntag Aifog: Ané Bripata kat NETIPEG
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Mepnatwviag avngopikd eKeivo 10 NPWIVO, No-
POUCE va 3€L TOV OUPaVO VA CUVAYWVIZETAL IE TO YWVIWDIEG
Bouvo dinAa tou. ‘Etoipa kat ta 300 va KATAKTAooUV ThV
Hatia Tou nepnatntr. H avaloyia diapkwg petaBarAduevn
* N€tpa Kai évelpo. Zta de€ld Tou, n 6dAacoa RPEUN, KNpo-
OTA TOU TO HoVondtl akoUupacTo. Xwpig va To NOAUCKEDTEI,
ONKWOE Hia NETPA Kal TNV TonoB€tnoe oto Xeilog tou Bpa-
Xou. 'Htav o 31k6¢G Tou clwnnAdg Tpdénog va avayel éva kepi
oTtnV otiyuaia opopdid. Mia nétpa oiwnnAl wg teAeia oto
olWNNAGS KE(MEVO TOU povonatioU ixe nia HETApNOPPwOei
o€ Mla Avw teAeia — apxeyovn tonoBETnon tng npddeong
Tou nepnAavnt. And dw Kal 6To €ENG, EKEIVO TO ONlEio
€ixe 10 31KO ToU EpUAIKO onuadl. H npoceuxn eixe cuvte-
TAYHUEVEG, £TOIMN VA AEITOUPYAOEL WG $APOG oTNV PéEoN TNG
ayplag opopdPldg yia HEAAOVTIKOUG Ta§IdEUTEG.

To povondrti EeTuAdiyetal pe Ta okapnavefdouatd
Tou. Ki av o€ onpeia teivel va xaoel tnv autonenoidnon
Tou, gival 0 0601Népog autdg nou Ba To Kpatnoel oTnv ZwH.
00306¢g Kal N6PoG: va avoi&el NEPACHA TNV NUKVOTNTA TOU
HeAAovTikoU. To XpwWHa ToU HEPOUG Eival OEAKTIKO, MKPOI
apdpavtol Kitpivol kat Mwp EEnndouv péca and ta Aiddpla
Oegla kat aplotepd. Kpupovtal eviEXvwg otnv popgoAoyia
NG ekActote NETPag. Ta BAMATA Tou nepinatnt potalouv
KOl QUTA ME NETPEG Nou Sev Xavovtal — addvata, apdpavia
onwg To Nowdeg $puTod Nou cuvipodeUel TNV avOpwnivn ¢i-
youpa. KéBel éva KPS HNOUKETO. O KUMATIOMOG TOU GUA-
Aou davteEAWTOG ONWG Kat n eTtupoAoyia tou. MNa pia otiyun,
Ta Brjpata yivovtal mo apyd, divouv tnv 6€on toug og pia
Eekdbapn avaloyia « To AoUAOUSI SiNAa TOU ATav CUVEXELA
TNG AKTOYPAMMAG NOU pnopoUce va €1 anod eKeivo 1o on-
Heio. Aouloud, Bpdxog, OdAacoa kal oupavog. To Brjia Ttou
AnNéKTINoE oTAdIaKA PUBO, CNPWXVOVTAG KAl KAOTOWVTAG
HIKPEG NETPOUAEG. ACKONA GHKWVE OKOVN, MIKPA CTIypaia
ouvveda epnelpiag. H npdBeon tou dev ftav va Tig SIwEet
and to onTiko Tou Nedio aAAd TouvavTtiov va TIg €XEL WG
ouvtpodld OTIG ENOMEVEG OTPOPEG. DTIAXVEL VEOD iXVOG.
Zicudela enavaAnyn, avalagpen Kat ackonn petatoénion,
avenaiodntn ypapun péca otnv {Eotn £vOg Axpovou toni-
ou. Na kanoleg otiyuég, dev Oa tav unepPoAn va Eexdaoet
OE nolov aiwva Bpicketal.

Mikpoi Tonikoi oxnuatiopoi cuvvepwv TPEXOUV
ané navw tou. Mnopei va de1 ta oKiepd NePLypAHATA TOUuG
va vIiuvouv To povondti. AAAoU natdel NAvew Toug eV AA-
Aeg PpopEég ta anoPpelyel puBIKA. AN pakpld, Oa €polade
oav va enttelei kanolou €idoug naptitoupa petagu 6d-
¢oug Kal oupavou. BéRala, ané autod To UYPOLETPO KANOLOG
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€XEL NEPIOCOTEPA KOWVA ME TO OUPAVIO NAPA HE TO E3APIKO.

‘lowg To povondrti Kat ot Aifwvol oxXnpaticpoi va givat ta péva

OTOLXEIO MOU TOV KPATOUV OTNV Npaypatikétnta. Zagvou
okovtagtel! Eival pia anod ekeiveg tig n€TPeg Nou o No6vog
NG TUXaiag cuykpouong givat anAd n apopun yla pa véa
onTtiky. Tnv Kpatdel na ota xépla tou. O névog e§acOevei,
AMOMAKPUVETAL ME TOV idlo pUBHO Nou adrvel 0 NEPLNATN-
TAG KATL Niow Tou, MEXPL N ENOUEVN oTPOdN va To e§adavi-
Ol ONWG TO ENOEVO KUMA otnv OdAacoa. Eival pia nétpa
HE aKavovioTo oXfua, oUTE MIKPN oute HeydAn. O aépag
¢duodel ehadpld To NPOcwWNo Tou.

\'

0O Gvepwnog Kat n N€Tpa Hnopouv va Petpndouv
oe dladopeTIKEG KAIMAKEG Xpovou. Ekatopuipila xpovia
XNHIKWV KAl YEWAOYIKWV 31ad1KACIWV SnHUIoupyouV NotKi-
Aeq ekpavoeig Aibwv. Ki Spwg autn tn otiyun, HNopei kat
TNV KPATAEL OTA XEPLA TOU [AE TOV iBLo TPONO Nou Kat AAAoL
H€oa oToug alveg Ba avéntugav pa antikg oxéon. TeAl-
Kd, Jia nétpa dev ival t16co oud€tepn 6c0 ¢aivetal. Mia
nétpa eivat cuvipodid, eivat eudblvn, givar enibeon, givau
ovelponoAnon « pa nétpa givat unevOuion tng Baputntag.
Pawvopevikd akivntn aAAd eEgAlocopevn péoca oe €va to-
nio nou ekatoppUpla Xpovia yupiZel cedida. Ptiaypévn anod
Kanotla niotn Kat enpovn HeTa&yu Twv UAIKwV. H ntiuxwon,

n oTPWonN, N dIappwon, n anocddpwon, n Ignuatoyéveon
eival untépeg tng dnuoupyiag. H nétpa €xel napeAbov,
ouxVda IZNUATOYEVEG, ECWKAEIEL AIWVEG anoBepdtwv cav
O6Aa va cUMBAAAOUV OE Ml GUMHETOXIKN noinon. Kogtepn,
YOVI®O3NG, Nopwdng, Aeia, cupnayng. Aentaivel pe tov agpa
ALWVWV, NAIPVEL TO OXHLA TOU HEPOUG, XapToypadei To
TPpauUMa TNG ME BpUa, €XEL yeUon aApupn, udpni Kapikn. Eixe
nepacel Aiyn wpa, Adn EviwOe pia 6eppotnTa 6To XEPL TOU
- évag AAAoG TPONOG TWV NPAYMATWVY va SEIEO0UV TNV OIKELS-
™nTa Toug!

Vv

Kdanoleg oUvtopeg otdoelg Tov odrjynoav ¢’ éva
uyinedo. O 16nog yUpw Tou £ninedog, pe apatég ouvadpoi-
o€lg anod NETPeg NAvw o€ €va Kapa anod xapunAod ypacidt.
To povondrti dev xavetat, aAAAdel WG XPWHA Kat udn,
evapHovideTal e To ToNLKO, divovtag Thv EVIUNWon Nwg
Kdnola olwnnAnl cupdwvia aivwv diatnpei autoé to tonio
wg évav téno okéYng. ‘Exel aprioel nicw tou 30 Kat wpa
TNV Nétpa nou okoviaye. MapoAa autd, epnpdg Tou évag
AiBIvog aoTEPIOUOG apOPWVEL HIa XWPIKA Ppdacn ¢ pia Katd-
oTaon nou KABe NEtpa MNopei va AeItoupynoel SLaAoyIoTL-
KA yia tov idlo. Kabstal avapeoa toug, Nnapapével QOUXog,
dev B€Ael va diatapdagel autn tnv cupdwvia. H tonobecia
OXETIKA A€ KATW and évav oupavo eAappwg vepeAwdn
Kat 6aunoé — n 6€a, Kat ol KAlPIKEG CUVONRKEG AelToupyouV
unootnPIKTIKA. Mapatnpei Nwg To povondtt odnyei ctov



A6do - oiyoupa KAt vEéo wg B€a Ba undpxel ekei. Aev O€AeL
OMWG va adpnioel auth TNV Guvadpolon, Tn VIWOEeL wg Evav
oploBeTNUEVO 1EPO XWPO. MeTEWPO HEPOG, PWALA yia TOV
dyvwoTto nepinatnth. Metpwpéveg AéEeilg dinAa tou. Yndp-
XEL oUXVA Ja avegyntn opopdid otov TPOno Nnou autég
akoupnouv 1o £€dagog. To onueio enadnig toug d¢ gival Tu-
Xaio, divel oxfjpua otnv enpavela, kabopidel Tov TPOMNo Kal
TO NOGOOTO PUTWV Kal HIKPo-BAAcTNONG Nou 6a avantu-
X0ouv ekei. Anjoupyei anotunwpa, uypacia Kait napeAdov.
Mia pvApn nou o¢eilelg va pnv Tnv petatonicslg. Anopa-
KPUVOMEVOG MNLa, YUPVAEL avd OTIYMEG va TIG AVTIIKPUGCEL.
‘Eva AiBvo onpeio otigng otov Xwpo dnuioupyei vonua yia
Tov nepactiké. Mia ¢ppdon diadopeTIKA yia Kabe avopwno
rnou Tou ENLTPENEL va Kabopioel Ta enépeva BAMATA TOU 0TO
HovondTtt.

Vi

‘EXel NnEPNATAOEL yia wpa Katepaivovtag tov Addo.
H anéoctacn tou teAeutaiou and tnv 6AAacca ennpeddel
Kal TOV XaPaKTAPA TWV NETPWHATWV YUPW TOU, Npocna-
0wvtag va cUNPIAIWOEI e TO Uypo oTolxeio. Bpioketal
aKOpa o€ Kanoto UYPog, OWG TO MOVONATL TOU ENTPENEL
va Bpebei oTIg AKPEG TOU Bpdxou Kottadovtag To Badu
MnAe. H 8apnni atpdéodaipa €xel dwoel thv 6€on tng o€
évav peocnpeplavo RALo, 0 agpag £XEL OUVAWOEL EVW MMO-
PEL VA VINOEL TNV UYypaocia Kal TO aAdTl TWV KUMATWY OTNV
atpoodaipa. Mo népa, pia pkpr cavpa Kottadel enipova
Tov napd&evo eniokéntn. Kabopévog oe pia puoiky ayka-
Ald ano ox1otéAl60o Kal piyavn, neplepydadetal yia owpa ota
Xéptla Tou dUo nNétpeg xapdoooviag acuvaicdnta oxfipata
Kal ypappeg. H npd0eon tng NPooeKTIKAG eyxapagng ¢ai-
vetal aAAANAEVSETN e TV B€ANnon yia pEAAOV: XapAdcow
KATL V€O o€ Ja entpdvela wg pia popdn entkovwviag. H
no anAn ypauun €Xel tnv idia onpacia Je tov Tpono nou
KAOe pépa Enuepwvel. ZUVEXIOE yia AiyEG CTIYMEG Aanoppo-
$NHUEVOG auTh TNV dNUIOUPYIKA NPAgn TPIRAG, MNAEKOVTAG
OKOVN, 13pwta Kat aApupa. Ta cuvveda cuveyidouv Kal
TPEXOUV NAVw anod to KePAAL Tou 6NwG Kal Ta cuvalcotn-
Hata. Na kanowa wpa Twpa dnuioupyoUce oXAHATa Kal Ag-
&€1g NAvw o€ Neploootepeq NETPEG. Ev duvauel ppdoeig
nou 6a HNopoUcE VA AnoKWALKONOIGEL 0 MEAAOVTIKOG ap-
XAloAGyoq. ApXIo€ va NETAEL TIG NETPEG NPOG ThV 6dAacca
* MNOPOUCE KAMOLIEG CTIYHEG VA AKOUGEL TOV X0 Toug. Mia
abwa npockpouon, entpEpovtag Uia avenaicdntn aAlayn
otnv popdoAoyia Tou BuboU. Xdvel KABE ONTIKA Kal anTikh
enadn. Ano 3w kat oto €§NG Oa pnopouce povo va ¢a-
VTaotei TNV 31adpopn Toug NPpog Tov nuduéva. Oa KataAn-
Eouv OAeg padi; ©a anoteAécouv NAAVATEG yia MEAAOVTIKA
Zwn; ©a Aettoupyrioouv wg kataguyla yia ¢opicpéva
Yapia; Ot 6noleg okEYeIG Tou Tav nia oto Bubo! Ek npo-
0€0ewg dWPO yia TNV PNTEpa IgnuatoyEveon: NAAvnNTeg
AiBol. H idia n yn 6a anodacioel av ueTtd and ekatoppupla
XpPovia auto to uépog Tng OdAaccag 6a unoxwpnoel divo-

88

89

vTag tnv 6€on Tou oTn oteEPLd. € KABE nepintwon 0a €xel
¢PUAQYHEVO OE KAMOLO UNOGTPWHA AUTOV TOV MIKPO AiBivo
owpo! Kanowa anopevapla TOUAAXIGTOV JE iXvn ThG ypa-
¢ Tou. Mnopei kit autd va eival aiot6do&o osvapio. Aiyo
npLv NPOXWPNOEL, €ival Giyoupog NwG o€ TEAIKA availucn
akoua Ki n 13€a tng diatipnong Oa tov tkavonolouce. O
aépag puodel ehadppld To NPOcwno Tou.

Vil

Edw kal wpa, To povondrti ival nia epantépevo
Tou Bpaxou. Eival popég nou 1o £va onpwyVvel T AAAO Kat
Kanoleg AAAeg nou niavovtal XEPL-XEPL yvwpidovtag tnv €u-
Opauctn $pucon tou Ta&didtn. Aeg Kt auth, n oXedov opon,
ywvia cuvavinong toug eival pia aykaAld péoca 6To anpo-
onto. To Brja otadlakd avnpopiko, avd oTyHEG NPENEL va
emAEEeL e Mo nEtpvo okali 6a natnoel. To xépt YnAadei
autopata, EYKonEg Bpdaxou Kat MiKpoi Oduvol divouv udn
otnv avapaon. TEToleg oTIYUEG, KAOE NETPA NOU EMAEYETAL,
npénel va peivel okKAnpn Kat ctadepr, EUNLotn otnv dUvapn
Mou TNG ackeital anod tov nepinatnth. £e autn thv eprRuepn
oxéon dev gival OAeg a&lonioteg, 0 NEPINATNTAG OoPEiAel
va €Xel yla KAOe pia €xel S1IapopETIKA AVIIUETWNION. ZKE-
¢PTETAL NWG £XEL OTNV NAATN TOU KAMNOLEG ANOONKEUMEVEG
NETPEG Nou eixe Xapdagel npiv apketr wpa. Moéco pwviko
* Ol CKEYEIG TOU XAPAXTNKAV WG auBOpuNnTn XEIPOVOMia.
Zuveyidel OWG Kal TIG KOUBAAAEL WG €vag aKOMA AVWVUOG
Ziocudog npog tnv kopudn. Tov KUPLEUEL MIa VEUPLKOTNTA
otav avapwTiETal nota ivat akpiBwg n Kopuodn Nou PAaxvet.
Aev yvwpidel KL eival apyd yia va diakoyel Ttnv dtadpopn
Tou. Avd CTIYUEG OKEPTETAL AV Xpelddetal va SiwEel auto To
¢optio andé ndavw tou. TeAkd gival ot NETPEG NOU NPOcOE-
TouV BApPOG 1 N idla n epnelpia, ol CKEYELG Kal Ta Tpavpata
Tou nepnatnth; Kt av teAikd auto to BAapog Asitoupyei wg
€ppa .oopponiag; Pidocodia, veupikdtnta Kat koupaocn —
nwg yivetal va eNKovwvoUv 6Aa autd auth tn otypn; «Ta
napado&a Tou povonatioU», CKEPTETAL — EVK TA NOSLA TOU
acKoUV Mieon onKWvovtag AAAOTE OKOVN Kal AAAOTE pixvo-
VTAG MIKPEG NETPEG NPOG Ta nicw. MEptouv oe ywvieg Bpd-
Xwv, AAAeq ondve dAAeg xavovtal. Ndéoeg popég Oa éocnace
n nétpa tou Zicudou KL autog Ba cuveéxioe Tnv avapaocn
TOoU;

viil

‘Exel ptdoel oto T€Aog TnG avndopag. To povondrt
yivetal ma no ¢iAko. Hpbe n wpa va aAAdgel KL auto npo-
onpuo. Ita teAeutaia BAMATA NAPATAPNOE NWG Ol NETPEG,
rMou o NEPLNATNTHG €XEl WG EVAAAAKTIKA va NAcTel, ATav
aotadeiq. Xwpig va to noAuckedtei, TonoOetei 0 310G Hia
HEYAAN, eyKiBwtidovtag TNV péca oe €va atabepd onueio
anoé Xxwua, NETPEG Kat oXIoToAL00. Na Aiyn wpa acxoAeitat
M€ TNV NpocOnKn auth, 6€Aovtag va olyoupeUTEi NWG 0O
Oepélog AiBog 6a pnopéoel 6X1L povo va Kataotei aglont-



OTOG YIO TOV KOUPAOKHEVO TAEIBIWTN aAAd va AEITOUPYAOEL
wg Baon nioctTng kat dnuoupyiag yia endpevoug nou Oa
BeArjoouv va eEeAi§ouv TO avwWVUMO autd €pyo oTnV MEoN
ToU nouBevd. OcpéAlog — akpoywviaiog Ai6og: n npwtn né-
TPa yia va EEKIVAoEL KATL, N apxry. Mdéco diadopeTiko autd
1O €id0g NETpag. Aev gival kanola EEXWPIOTH YEWAOYIKA
npo£Aeucn Nou to kabilotd Wiaitepo, aAAd n eubuvn va
eival auto nou tonobeteital NPWTO GTO ALWVLO £NiNedo,
YOVIHOMNOLWVTAG TOV KAOETOo Kat opidvtio a&ova. MNa kanowa
WP TWPA NEPNATAEL £XOVTAG TOV HAIO NPOG Ta SUTIKA,

EVM NAVW and autov XopeUoUV CXNMUATIKA o€ peYAAo UYog
aetoi. H napouacia toug dev pnopei va gival tuxaia. Ot
&ekivnoe wg OgpéAlo pe eKeivn TNV NETPA, OAOKANPWVETAL
og UPogq anod autoug. MNotog E€pel 1 oxpa Ba £xel autod to
adpato kticpa. Hdn aicOdvetal nwg dracyidel aképa va
KAtwAL.

IX

Agv Bupdtal yia nocn wpa dtacyi¢el auto to Rou-
Xo tonio, Bpioketal 3N aAAoU, EVW TO LOVOMNATI CTASIAKA
oploBeteital. Mpdaypaty, yupvavtag avd cTiylEG Npog ta
niow pnopei va napatnprioel ava cnueia €va tolxio and
nétpeg dAAote va epdavid¢etal kat aAlou va Bubidetal oto
€dadog. Eva apxéyovo AiBivo KUpa akoAouBei to nepnd-
TNKA tou. ‘Eva pvnueio nou B€Ael evaywviwg va polpactei
KANolo MAvVUMa R Kanoto naAaid ktioua; Moiwa va Atav n
XPrion autou tou toixou dpaye; Molo gival to péca kat to
€Ew; Kt av Atav 1epog Xwpog Tote Ta BAMATA TOU AUTA Th
OTIYMA €ival n NpoosuXn €VIOg Tou N Hia Xwpig npdbeon
adladopia nou eEelicoetal eKtog Tou; T va ROsAe va npo-
otatevcel kat andé notoug; Moéon nouxia Oa £€xouv aviEgel
AUTEG ol NETPEG; 1owg N KATAGKEUN TOU ToiXou va Atav
Hia HIKPH owTnpia yia autég va €pOouv Kovid Hnpootd ce
T€tola epnuid. MNepnatwvtag Bpickel kKanolog Tov puOUoO
dnHioupyiag tng epnepiag aAAd Kat avayvwong Tou Jé-
poug. Ze auth tnv ev e&eAi&el naptitoUpa, o NEPNATNTAG
Hnopouce nia avd PpAcelg va Slakpivel cuoTtadeg BAuVLY,
Hovaxika d€vipa Kat oelp€g and AouAoudia va viuvouv
NV &EPoAIOLd. Znueia otiEng otnv enavaAnyn tng dinAa
OTO MOVONATL. € AUTOV TO TOiX0 3eV UNAPXEL GUVOETIKO
UALKO avApeoca oTiG NETPEG. AladpopeTIKEG HETAEU TOUG
Bpiokouv Tov Tpdéno va dexOouv n pia Tnv AAAn pe 6Aa ta
XOAPAKTNPLIOTIKA Kat KOMNAEE Toug. Eivalt wpa twpa nou
NoAAd epwtApATa, AAAoTE Xadd Kal AAAOTE GHAVTIKA,
nepvave ano 1o HUAAS tou. MoAAd EpWTNUATIKA MOU GUV-
O€TouV NEYAAUTEPEG EPWTHOELG OL OMNOIEC XAvovTal péoa
oTNV KOUPacHn TOU KopHIoU Tou. Xdavovtal Kat epdavicovtal
&ava. ‘Exel ¢ptdocel andyeupa, pa pia EpWTNCN EMMEVEL
akoua oto pualAo tou. Eival n anopia tou edv teAikd autég
0 ToiX0G NTav PTIayHEVog and NETPEG 1 AIWVIA EPWTAMA-
Ta; AAAOTE YWVIWAN Kal koPptepd, AAAote Acia kat Aentd. O
aépag puodel ehadppld To NPocwno tou. OAa padi Epola-
Zav va ouvOETouV KATL.
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To povondtl Tov odnyei € Jia MIKpr cuotada
dévrpwv. O agpag puodel eEAadppws — TOCO WOTE va divel
Zwn otnv cuvddpolon auth. Ndéco wpaia cuvunapgn, okeé-
¢TNnKe. MNMoto va €kave To NPWTOo BAMA; TNV NPWTN EK3OXN,
Ta SEVTPa CUYKEVIPWONKav oe €va didvuopua Kivnong,
npocnadwviag va KaTavooouVv auto Nou Toug EAEINE: TO
Ta&idl. Ztnv deutepn 1oTOPIA, TO povonatt avalitnoe Eva
HEPOG yia ovelponoAnon, éva oniueio 6nou n patid Eekou-
padetal otov KAbeto agova. ZTapdTnoe Ki 0 idlog va EEKou-
pactei. Kafiopévog oto ypacidl akoUunnoes acuvaiodnta
dUo netpeqg. Niwbovtag pa otiypiaia evoxAnon ota xpla
Tou, TIG padeyPe. 'Hon £€BAene tov RALO va dUEL oTAdIaKA
Héoa and ua NapdAAnAn cupdwvia Kopuwv. To noptoka-
Al Xpwua ATav T0co €VIOVO Nou yia [ia oyl €pepe TIg
dU0 NETPEG KovTd, KpuBovtag narXvidiapika TiG aktiveg. Ot
NETPEG ATav Napopoleg — dev ATV EIG8IKOG AAAA PE YUUVO
HATL pnopouce va d€L TNV KoLV Toug Kataywyn. ©pau-
opata pag naAaidtepng NEIPAG, AyVWoToU OXHAATOG Kal
npoéAeuong. Pépvovtag teg padi oto pwg aktivofoAlouce
TO ONHEIO EYKOMNNG TOUG, £va TPAUMA ayVoToU Tautétn-
1ag. Evw n wpa nepvouce kal 10 ¢wg kaBe Aentd dAAade,
€éva epWTNMA €NedTE WG HETEWPITNG YUPW TOU: AUTO Nou
avedeikvue 1o pwg ATav Eva napeAbovTiké Tpavua A N
YPAUMA Nou évmve TIG dUo nétpeg; ‘Hrav teAikd andéotaocn
R} ouvekTIKA oucia; Ki av auté 1o acadég pwtevo ixvog
Atav n d1adpopn Tou TO0EG WPEG; Oa unopoUce yia wpa va
YUpPVAEL HE TNV GAVTIACia TOU NAVW-KATW aUuTh TNV GWIEIVA
€yKonn, avakaAuntovtag véeg okEYelg, apudiBoAieg kal To-
nia. Ze peyaAutepo UYPog and autdy, ot idlol aetoi Eéotnvav
Xop06 Aoucévol 6To SEIAIVO — N BAAacca cuveXLie o éva
napdAAnAo ocuunav pakpid. OL N€Tpeg ftav nia tonobetn-
Héveg padi, epantoevVeEG GTO Hovondtl. AVTIKEIMEVO GTO-
XAGHOU Yia TOV ENOMEVO NEPACTIKG. AUTOG, APKETA HAKPLA
na, e§alAwWvOeTav eV KIVACEL UNPOooTd oTtov PAEYOLEVO Opi-
ZovTa EKNANPWVOVTAG TOV OKOMO Tou.

BaciAng Wappag
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Ztnv Axkpn tng Nétpag
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1 Roger Caillois, The Writing

of Stones, trans. Barbara Bray

(Charlottesville: University of Virginia

Press, 1985): 100.
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lMoiog E€pet av auth n avatapaxn TwWvV IPIYWV®WY Mou
eival eyyeypauuéva otnv Nn€Tpa, nou npwtd rnpo-
KAAeoe n ¢puUon Kal otn CUVEXELA EPEUPEOBNKE and
NV TEXVN, SEV EUNEPIEXEL EvAV ANO TOUG KPUPOUG
KWSIKOUG TOU cUuNavTog; '

H kaAAitexvikn diepyacia nou Bacidetal otov due-
00 31dAoyo He TO UGIKO Tonio ocuviOwg eneKTeivel TIg du-
vatoTNTeG TNG YAUNTIKAG, TNG {wypadlKig Kal Tou oXediou
népa and ta napadoctakd UALKA Kal peddédoug. Ot cuppe-
TEXOVIEG KAAAITEXVEG oTNV «AvaBinon twv Ai6wv» avalo-
yidovtal n®g n téXvn €Xel TIg pideg TNG oTNV aydnn yia 1o
¢$UoIKO nepIBAAAov, aAAd napdAAnAa Kat Ti¢ PLYIKES ent/
dpdAcelg TNG XPAOoNG TNG PUONG WG KAAAITEXVIKOU HECOU.
Qg AAAOL AAXNMICTEG, Ol KAAAMTEXVEG EMIAEYOUV, KAl META-
Tp€nouv tn «Pihocodikn AiBo,» oe «ElkactikA Aibo» yia va
OUMBOAIcOUV TO BIKO TOUG OPIOUO TNG «HMETACTOLXEIWONG».
H nétpa wg cUUBoAo napanéunel avanopeukta otn dlaAe-
KTIKN TNG OTACNG Kal TNG Kivnong. Qotéo0, N KAAMTEXVIKA
ouvOeon NPOKUNTEL MOVO MECGW TNG METACTOLXEIWONG and
TN vonon otnv UAn.

H Mavn, ané ¢uciké tonio, petapopdwvetal cto
EVVOLOAOYIKO NMAAICLO GTO ONOoio Ol EIKACTIKOI SlepeUVoOUV
TIG GOPHAAICTIKEG NAPAMETPOUG HECA OTIG onoieg Ba ava-
NTUEoUV Ta £pya TOUG, GUVSE0VTAG TNV TEXVN AUECA UE TO
TOonio Kat TNV ataAQvIEUTN CUVEXELO AUTHG TNG NPOCEYYL-
ongG. Auti n véa agpetnpia dnuoupyiag tng TEXvng dlapop-
dwvel pa popdn TEXvNg Nou 6x1 Hévo Bpicketal oto tonio
aAAd nnyadet and to idlo to tonio.

Ta €épya anoteAoUv pia pikpoypadia twv piioona-
OTIKWV VEWV MPOCEYYICEWV TWV UAIKWV KAl TWV HopP eV
nou £EPEUVOUV Ol KAAAITEXVEG GUXVA ME «MPOCAVATOAL-
olévoug oTn dladikacia» (process-art) Kat EVVOLOAOYIKOUG
Tponoug. H Madvn eival to KA€L3i yia tnv katavénon autou
TOU GUVOAOU €pywV nou neplAappavel y\Auntikn, noinon,
OXEDLa Kal ONTIKA NEPAMATA.

Z1tnv akpn tng MeAonovvcou, n anapduAAn ¢uon
npocpEpel doopéva ) eupeBévta €pya TEXVNG, ONWG ol
NETPEG, NOU OTN CUVEXELA SlalopP@VoOUV Kal 0dnyouv thv
avOpwnivn aicdOntikA. H avakaAuyn Tou NAEYHATOG KAl TWV
KPUPWV CUVIECEWV PETAEU TOUG GUVIGTOUV TN AOYIKA TNG
dnuoupyiag. MNapaddé&wg, n avtiAnyn nou NpocpEpouv ot
NETPEG WG EVVOLOAOYIKOG UNXAVICGMOG HaG ENOTPEDEL OE
apxaia peTagpopikd opApata Tou cUMNAavtog. Onwg oTig
«Metapopopwaoelg tou ORiIdLou» NOU N avopyavn Kat opya-
VIKH {WR, N NETPA Kal N 6APKa, SEV GTEKOVTAL WG avtifeTtol
noAot, aAAd p€ouv Kal cuyxwvelovTtal Katd PRKoG Tou ou-
vexoug evvovTag Ta Navta.



O1 NETPEG EVWVOUV Kal YEPUPWVOUV Ta avtide-
TQ, eival PWTEIVEG KAl CKOTEIVEG, AVOLXTEG Kal KAEIGTEG,
OKANPEG Kat eudAwteq. Eivat 660 eudAwteg 600 10 d€pua
KAO®G ol NTUXEG TOUG anokKaAUnTouv tTnv adn Kat tnv gy-
yutnta petagu twv cwpdtwv. H eitkaotiki ypadn dieioduel
OTN CWHATIKA ENPAVELA YIA VO EKOECGEL TO ECWTEPIKO TOU
OWHATOG, TWV CWHATIKWOV OXECEWV, SiVvOVTag TNV EVIUNwWon
ot ol N€Tpeg eival priaypéveg anod d€pua. Onwg enonuai-
vel, n Mapyapita MNnoupoevap otnv avdiuon yia tov Roger
Caillois, o cuyypadéag dpxioe va ypAadel eENAvw o€ NETPEG
npog 1o TéAog NG {wNG tou. MNapaddé&wg, o «<GUUBOAIGMOG
NG aAXnNMeiag CUVEKPIVE TNV NETPA E TO avOpwnivo
CWHA, TO 0Moio, 660 ACTAOEG Ki av gival (kat onwg sival
n idia n Nn€tpa, ISWHEVN OE XPOVIKA dlacTAHATa aneipwg
HakpUTEPQ), Eival WOTOO0O ia «oTAOEPH NOCOTNTA» OE
oUyKplon ME Ta YUXIKA otolxeia, Ta onoia sivat akéun nio
PEUOCTA Kal peTaAAayuéva.»? H cuyypagéag pag Oupidel
eniong 6t 6a NPENEL va AKOUGOUME TIG HEYAAEG IGTOPLKEG
PwVEG o€ oX€on MeE TNV avtiAnyn yia tnv nétpa. MNpwta, th
voubBecoia tou Incou ota Andkpuda EuayyéAia: «<Aidonace
TO SEVTPO Kal Eipal 0To EUAO* CHKWGE MLa NETPA Kal Eipat
ekei». Enetta tn cadpAVveLd TOU HUGTIKIOTH TOU HECALWVIKOU
Xpilotiavikou kocpou, Mdaiotep ‘Ekxapt,: «<H nétpa sival
©e0g, aAAd dev 10 yvwpidel, Kal gival n 4N yvwon nou tnv
KAVEL NETPay.

H diepelivnon tng Kivnong nou evundpxel ota UAL-
KA rMou XpNGoIoNnolouV Ol EIKACTLKOL, N Xprion eUNAACTWV
MOIOTHTWV Kal N 6X€0N PEUCTOTNTAG Kal POPHAG, MAACTIKO-
TNTag Kait oxediou gival KUPLO KAAAITEXVIKO MEANUA TNG EK-
Oeong, aAAd otnv «Avapinon Twv AiOwv» n NA€ov anodeKth
eTupoAoyia tng AéEng Mavn, ané thv apxaia AEEn pavog,
«YUMVOG and BAAcTNON», KAl N CAyNVEUTIKH €NKivduvotnta
TOU PUGCIKOU TOMioU OTNV «AKpN TNG YEWAOYIKNAG NETPAG»,
HeTatpénovtal o€ €vav Gavtaclako UNXaviouo rnou envo-
oUV ol KAAAITEXVEG Kal MOU ENITPENEL TNV IOAVIKH ELIOXWPN-
on NG $UoNG GTO KAAATEXVIKO €pYO.

Zwinta Nkouvtouva

2. MpdAoyog thg Mapyapi-

tag Moupoevap oto BiAio: Roger
Caillois, The Writing of Stones,
trans. Barbara Bray (Charlottesville:
University of Virginia Press, 1985)
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Mapiov lyyA€on

Mia cuGoWPEUCH GUOLWV CTOIXEIWV NOU HotaZouv
Me KUttapa, NETPeg N Kapnoug. Avantucoovtal oe péyebog,
noAAanAaociadovtal, enekteivovtal, KataAappavouv £€da-
¢og. O Bsatng pnopei va nepidpepOei avapeoa Toug, KAvo-
VIag TIG va TaAavteUovTdl, va KUAOUV, Kal Va NMPOCKPOUOUV
anaAd.
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static/ecstatic | n nétpa tng ZiBuAAag
Ekyatdotaon, nnAog stoneware, 2021
Euyeviki napaxwpnon tng KAAAITEXVIS0G
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Avactacia AoUka Edav autdq sival évag tpoxog, n de§idoctpodn popd
egunnpeteital anod to ¢optio TNG NETPAG.

Clockwise
Kepapuko, nétpeg, MDF, diapetpog: 27 k., 2019
Euyevikn) napaxwpnon tTng KAAAITEXVIS0Gg
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Aviwvng KavéAAog AvtiB€oelg eviote PN 0patEg, o€ €va AAAO PUCIKO
Tonio dianpayuatevsTal To «MEoa Kal To €§w», T0 GwG Kal
TO OKOTAdL. QG éva KatadpUyLo NOU SLaXPOVIKA OLKELONOLN-
Onke n avpwnivn unéoctaon.

To kataguylo
Nétpa, Badn, HEIKTOG KOKKOG. MeTtaBAntég diactdoelg, 2011
Euyeviki napaxwpnon Tou KaAATEXvn
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Mapia MlewpyoUuAa
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H MNewpyoUAa cuvdiddet To eAadpU NONKOPV UE
NV otifapn NETPA WG AvTIPATIKA UAIKA and S1apOopETIKEG
odaipeg, ouvdiadovtag Ta avandaviexda, kait napadoga, npog
Hia kawvouUpyta adpriynon Twv UAIKOTHTWYV Toug. To £pyo tng
eneEepyadetal EVVoleg OnwG To NapdAoyo, Tnv anddeia
KAl TNV NApOoUGia TWV MNAavAA avIlKEPEVWY, HEca anod to
A€&IAGY10 TNG HAAaAKHG YAUNTIKAG Kal Twv readymades, pe-
Tatpendpeva oe yAuntika assemblage, avayAuda, KoAdg,
oxeodla kat performance. Ta €pya enXelpouv va EVowWHaA-
TWOoOUV NAPAS0EEG AVECELG KAl KATAVAAWTIKEG EMNAOKEG
AVAMECA OTOV £AUTO Kal TN odaipd TWV AVIIKEIUEVWY, NOU
ouxva nepvouv anapatApnTeq aAld diapopdwvouv Tnv Ka-
OnuepvétnTa, O€Tovtag To absurd QVTIKEIUEVO WG KWHUIKO
Kal YUXavaAuTIKo epyaAsio.

Xwpig titho

Nétpa, noAuoupeBAvn, cUppa XaAkou, nonkopv, 35x60x40 ek
(kata npoocégyyion), 2022

Euyevikr) napaxwpnon tTng KAAAITEXVIS0Gg






B©e6dwPog ZadelpOnoulog

evvOnke T0 1978. OAOKANPWOCE ME £NAVo
v Adaktopikn Alatpipr) (PhD) oto TuRpa ApXITEKTO-
vwv-Mnxavikwv, Mavemotiuo Osooaliag (2016). Zuppe-
teixe oto Skowhegan School of Painting and Sculpture,
ME, HIMA (2009). Anodoitnoe e GploTa Kat TIMAONKE e
To Paula Rhodes Memorial Award ané to MFA tou School
of Visual Arts, Néa Yopkn, HIMA pe unotpogieg ané ta
153pupata Fulbright, Gerondelis kat AAé§avdpog Qvdong
(2007-2009). Anodoitnoe pe apiota and to Metantu-
Xtako Elkaotik@v Texvav (MET) tng AZKT (2004-2006).
TUMMETEiXE oTO NPoypappa Erasmus pe unotpodia tou
I.LKY oto Universidad de Barcelona, BapkeA®wvn, lonavia
(2000-2001). Anodoitnoe pe dpiota ano to Tuua Ei-
KAOTIKWV Kal Epappoopévwv Texvwv tng ZxoAng KaAwv
Texvav A.M.0. (1998-2003). Ané to 2001 £xel npaypa-
TOMOLOEL 8 ATOUIKEG EKBEDEILG Kal £XEL GUUUETACXEL
o€ neplocotepeg ano 50 diebveiq opadikég eKBEoELG,
residencies kai project otnv EAAGda kot eEwtepiko. Epya
Tou Bpickovtal oe NOAAEG SNUOCIEG Kal IBIWTIKEG GUAAO-
Yéq otnv EAAGSa, EABeTtia, Aovdivo kat HMA. ApBpa, kpt-
TIKEG KL MOPOUGLACELG TOU £PYOU TOU £XOUV SNUOGCIEUTEI
oe 3eKAdeg EAANVIKA, S1EOVA kat dladiktuakd péca. To
2017 eKAEXTNKE eNikoupog kabnyntrg oto EMM, Tpiua
ApXITEKTOVWV. Z€EL Kal epyadetal otnv ABrva.

Mapia lewpyouia

FevviOnke otnv ABRva to 1978 Kkai gival
EIKAOTIKOG. EXEl CUMMETACXEL O EKOEOELG KAl SpWuE-
va otnv EAAGSa Kat 610 EEWTEPIKO OE XWPOUG ONWG
Hyle, ABiva, Mouceio Mngvdkn, ABrjva, East Side
Projects, Mnépuwvykxay, Mansions of the Future, Aiv-
KoAv, Kunstraum am Schauplatz, Biévvn, Tinos Quarry
Platform, Tjvog, Kupfer, Aovdivo, Rogue Artists’ Project
Space, Mavtoeotep, The Showroom, Aovdivo, Open Eye
Gallery, AiBepnouA, Bloc Projects, Z€diAvt, the Delfina
Foundation, Aovdivo, Circuits & Currents, ABrjiva, Kévipo
Tuyxpovng Téxvng IAedva Touvta, ABRva, lvotitouto
EAANvikig Z0yxpovng Téxvng, ABriva, Mouoceio Zavye,
Kiva kat Sala Rekalde, MniApndo. Zei kat epyaletat otnv
EAAGSa kat oto Hvwpévo BaoiAeio.

Kwotag Xpioténoulog

FevvOnke otnv ABrjva to 1976 Kat gival €1-
KAoTIKOG. And to 2018 givan Enikoupog kabnyntrig tng
Avwtatng ZxoAng Kalwv Texvwv tng ABrivag. Tnoudace
Zwypadikni Kal Xapaktiki otnv Avwtatn ZXoAn KaAwv
Texvawv tng ABRvag kat oAokARpwoe to Metantuxiako
Ewkaotikwv TeXv@V tng idlag oxoAng. Eival 8iddktopag
Tou Tuipatog MoArtik®v Enotnuev tou AplototeAeiou
Mavenotiou Osccalovikng (2021). ‘Exel npaypatonot-
AOEL TECOEPEIG ATOUIKEG Kal EXEL CUMMETACXEL GE APKE-
TG OHABIKEG EKOECELG 0TV EAAASQ KAl GTO EEWTEPLKO.
Ynp&e HEAOG KAOAMTEXVIKWV OMASWV KAl GUVISPUTAG TNG
nAatdpopuag cuyxpovng TEXvnG kat Aoyotexviag. Anod to
2006 apBpoypadei oTov TUNO, £Xovtag niong nAoucta
Kelpevoypagia o GUAAOYIKOUG TOHOUG Kal KataAdyouqg
EIKACTIKWV EKOEceWV. ‘EXEL eMUEANOE( Kal cuvenmueAn-
el aToIKEG Kal OpadIKEG EKOEaELG Kal and Tto 2018 eivat
HEAoG Tou A.Z. tng AICA Hellas, Ttou EAAnvikoU TuRpatog
g Aiebvoug ‘Evwong Kpitikav TEXvng. Zet kat epyadetat
otnv ABrva.

AAEENG P1deTlNg

FevviOnke otnv ABrva to 1987. Znoudace
otnv Avwtatn ZxoAn KaAwv Texveiv ABnvav Kat tThv

AdBK tou Movaxou £v) OAOKARPWOE TO LETANTUXIAKO
Tou oto Ivotitouto Pratt tng Néag Yopkng 6nou ep-
BABuve o€ ePEUVNTIKEG KAAAITEXVIKEG MPAKTIKEG WG
unétpodog tou 1dpupatog Qvdaon. ‘Ekave 1o deUtepo
HETANTUXIAKO TOU TNV oUyxpovn EAANVIKNA 1oTopia otn
Pidocodikn ZXoAn tou Maveniotnpiou ABNVAV. Auth
TNV nepiodo eival unoynelog didaktopag tng AZKT. Na
TO ELKACTIKOG ToU €pyo €Xel Bpafeutei and Beopoug tng
EAAGSaG Kal Tou eEWTEPIKOU CUUNEPIAABAVOMEVOU
Tou I3pupatog Qvaon kat tou Idpupatog Nidpxou eve
n S0oUA€ia Tou €XEL NAPOUCIACTEL O OMADSIKEG Kal ato-
HIKEG eKOEoEIg otnv EAAGSa, Tig HIMA, tnv EABeTia, tTn
FaAAia, kat tn Feppavia.

Alexandra Roussopoulos

FevviBnke oto Mapioct To 1969 kai givat
EABeTIKAG kat EAANVIKAG Kataywyng. Znoudace otn
Heatherley’s school of Art kai to Camberwell School of
Art oto Aovdivo Kal 6TN CUVEXELD OTNV Ecole Nationale
Supérieure des Beaux-Arts oto Mapiol. ‘Exel ekO€acel
otnv EABetia (Art and History Museum tou Neuchatel,
oto I8pupa Louis Moret, kat cto Manoir cto Martigny,
otn Oblique gallery oto Saint-Maurice peTa&U AAAWV),
otn MaAAia (LArt dans les Chapelles, la Cité Radieuse
de Le Corbusier,Marseille, cto diapépiopa/ctou-
vtlo tou Le Corbusier oto Mapioct, otn Marie-Victoire
Poliakoff gallery oto Mapiot, otn Scrawitch/Julien
Bézille gallery and Stéphane Mortier gallery oto MNa-
piot), otnv Kiva (Pifo gallery kat Lelege art gallery cto
Mekivo, Shanghai Yard art gallery kat National Wetland
Museum in Hangzhou), otnv AyyAia (The Baldwin
gallery kat h club gallery oo Aovdivo). Exel BpaBeutei
He 1o Bpafeio Eikactikwv Texvwv tou Idpupatog René
Liechti otnv EABetia to 2010 kat to BpaBeio Jwypadt-
kn\G "November in Vitry", 2002. H Roussopoulos cuppe-
1eixe otig dpaoctnpléotnteg tou Kévipou Texvwv APDV
oto MNapiot. Exel Slopyavioel kat entueAn6ei oepd
ekBEoewv. Zuvepyadetal U art projects kat €Xel CUU-
petaocyel oe Mpoypdppata GprAogeviag KAAAITEXVWV o€
Kiva, EAAG3a, IpAavdia, lonavia kat ZAoBevia.

Avactacia AoUka

Eival e1kaoTtikog KaAAtéxvng. Miotevel nwg
OTISANOTE KATACKEUAGHEVO MNOPEL va GNACEL Kal va
AVOKATOOKEUAOTEI NPOKEIMEVOU va ondoel §ava (r) Tou-
Adxiotov €xet tn duvatotnta). Epyddetat Kuping yupw
ano tnv €vvola Tng avanapdotacns wg ocnueio Kat
oTiyun dilapdépdpwong thg avepwnivng cuveidnong. ‘Exet
Bpapeutei pe ta Toby Devan Fellowship, BpaBeio A€ote
kat Artworks IZN Fellowship. ENIAEKTIKA CUMETOXEG OE
ekBeoelg neplAappdavouv: Mouceio Mnevakn, A6Rva,
EAAGSa (2019); Alserkal Foundation, Ntoupndi, HAE
(2019); Le Forum, Tékuo, lanwvia (2019); Mouceio Zuy-
Xpovng Téxvng, ABriva, EAAGda (2018); Palais de Tokyo,
Mapiot, FaAAia (2018); Mouceio KukAadikig Téxvng,
ABRva, EAAGSa (2017, 2011); Werft 5, KoAwvia, Meppavia
(2017) kau MnievaAe tng ABRvag (2015, 2009). Zel K1 ep-
yadetat otnv Aérva.

MNwpyog Kagagng

FevvBnke otnv ABrva, 6nou Zet kat epyage-
Tat. Ané to 1990 eival kabnyntng otnv Avtatn IXoAn
KaAwv Texvwv. ‘ExXel kKAvel SEKa ATOMIKEG EKOECELG Kal
€XEL AABEL MEPOG OE NOAAEG KAl ONUAVTIKEG OMASIKEG
ekBgoelg. EmAoyn:
2022 Kabiote napakaAw, EAAnvoapepikaviki ‘Evwon,
A6nRva, Kpauyég Bor6slag, EAAnvoauepikavikni ‘Evw-
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on, ABrva, 2021 Tou Kaunou, NkaAepi AAMA, TpikaAa,
Discovery Art Fair, ®pavkpouptn, Mleppavia, Avéotiol,
Owia Katakougnvou, ABfva, KukAodiwktog, EIKAcTIkOg
KuUkAog Ziavth, A6rjva, Art Athina.

Xapa Mingpidou

Anodoitnoe ané to Metantuxiaké Eikacti-
KWV Texvwv tng Avwtatng xoAng KaAwv Texvwv tng
ABrvag (2009-2011) kat anéd tn ZxoAl KaAwv Texvov
Tou Aplototeleiou Mavenotnpiou (2003-2008). ‘Exet
napakoAouBnoel cepvdapla plhocodiag oto Mavtelo
Navenotipo, oto Royal College, oto New York
University kat oto University Paris 8. Znoudace £niong,
ApXttektovik Ecwtepikv Xaopwv (2000-2003) kat
Oikovouikég Enotiipeg (1996-2000). EXel GUMHETACXEL
oe 31ebvil workshops Ki €X€l NPAyATONOLCEL ATOMIKESG
Kal NoAUApLOuEG EKBETELG O HoUOEia, EKOECIAKOUG
XWpoug Kat votitouta o EAAGda, Eup®nn (Hvwpévo
BaociAelo, Auotpia, MFeppavia, AABavia, BouAyapia),
Hvwpéveg MoArteieg [N€a Yopkn (Mavxdtav, Mnpou-
KAw)] kat Acia (NtevigAi, Mikpda Acia). Mapouciace
TNV TEAEUTaia atoptkn TG €kBeon oto Thames Side
Studios (Aovdivo, 2016). ‘Exel S1akplOei ue 10 NPWTO
BpaBeio Eikactikwv Texvwv and to 18pupa Kwvotavti-
vou Avdpéou otnv ABriva (2008), KaOwWG Kal Me UNOTPO-
¢ieg ano 1o 15pupa Kpatikwv Ynotpopiwv EAAGSOG.
Epydotnke wg Bonb06g epyactnpiou Kal WG ENCKENTPIA
opIAjTPla otnv Avidtatn IxoAn KaAwv Texvov Aérvag .

‘Exel npaypatonotjoetl SIAAEEELG yia To ZHa Kat T Blo-

noArtiky otnv Avwtatn ZxoAn KaAwv Texvwv, oto Royal
College of Art, o1o Institute of Contemporary Arts of
London, oto New York University. Exel napoucidcet to
oepvapto “Skin - In and Between Two Worlds” [(2017-
2020), “To Zwpa otn Zuyxpovn Téxvn” (2014- 2017) oo
Mouoeio Mnevakn. ‘Epya tng cupnepiAappdavovtal oe
ISIWTIKEG Kal dNUAcIeq CUAAOYEG. ZeL Ki epyagetal oTnv
A6nrva kat to Aovdivo.

Kwotng BeAwvng

FevviOnke otnv ABrva. Znoudace NOAITIOUL-
KEG Kal avOpwnioTikég onoudég (MRes) oto London
Consortium- Birkbeck College, ICA, AA (MRES) kat
Arts Plastiques/ Esthétique oto Université Paris 8
(D.E.A). Eival Ai3AaKTtwp ApXITEKTOVIKNAG Tou EBVIKOU
MetodBiou MoAutexveiou. Eivat avanAnpwtng kaényn-
TAG otnv Avwtatn ZxoAn KaAwv Texvwv. EmAeypéveg
ekBgoelg: 2020 “199” 16pupa AEZTE, Zdayeio, 'Yopa
/ Ghost Beggar , Kalfayan Galleries , AGrjva /2019
“Landlord Colors: On Art, Economy, and Materiality”
Cranbrook Art Museum, Michigan, «Life Without
Tragedy», “Democracy is Coming” Onassis Festival /
Public Theater, Astor Place, Néa Yopkn+Governor’s
Island /“Bed Matters”, Galerie Kunstpunkt, Bepo-
Aivo/2019 “Crossing Lines”, Kunsthalle Osnabriick,
Osnabriick 2018 The Value of Freedom, Belvedere 21,
Vienna, Austria/ “Paroikia”, Company Gallery, Néa Yop-
Kn / “Refusing to Be Stil”, 21, 39, 5th Edition, Jeddah/
WunderMoRE :progetti mai realizzati, MAXXI Museo,
P&un / 2017 A Puppet Sun (NEON -City Project), A6n-
va / “Precision German Craftsmanship” Akademie
Schloss Solitude, Ztoutykdpdn /“Urgent Conversations:
Athens-Antwerp, Part III” Museum of Contemporary
Art Antwerp (M HKA), ApBépoa, B€Ayio / Antidoron -H
ouAloyn tou EMZT” documenta 14, Kassel, Mreppavia /
“Mviun tng enavdaoctaong ”, Kpatiké Mouceio Zuyxpo-
vng Téxvng, ©sccalovikn / “Eco Art”, Magpog/MoArtt-
otkn Mpwtevuouoa, Kinpog / 2016 Genii loci, EAAnvIKA
Téxvn ané 1o 1930 £éwg ofjpepa, Mouceio Manege, Ay.
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MetpounoAn 2016 “Part Company” Casa Maauad, M6An
Tou Me&ikou/ “This probably will not work”, Lothringer
13-Stadtische Kunsthalle Miinchen, Mévayo/ “Kpiotuot
didAoyot: ABriva - ApBépca”, EOviké Mouceio Zuyxpo-
vng Téxvng (EMZXT)/ 2015 “Super Superstudio” PAC-
Padiglione Arte Contemporanea, MiAdvo / “Xto ‘Ovopa
Tou Le Corbusier”, AteMé Zmtépng, Adrva / “Mapudég
kat MeBdpior”, Apxatoloyiké Mouceio AeAdpwv, Aeddoi
2 “Adventures of the Black Square: Abstract Art and
Society 1915 - 2015”, Whitechapel Gallery, Aovdivo/
“The Theater of the World”, Museo Tamayo, M6An tou
MeE&ikou /2014: “No Country for Young Men”, BOZAR,
Bpu&éAAeg 2014 “Tout Feu Tout Flamme”, Lefebvre &
Fils, Mapiot /2013 “Direct Democracy”, MUMA /Monash
University Museum of Art, MeABoupvn 2013 “HELL AS
PAVILION”, Palais de Tokyo, Mapioct / 2012 “Newtopia”.

Ta yAuntd tou BeAwvn e§epeuvoUV TNV KWL~
KN Kal apiXavn GUVORKN TOU AVTIKEIUEVOU WG NPoRoAn
Hiag avepwnokKeviplkAg adprynong pe aAAnyopieg tng
KABNuePIVOTNTAG. £TO CUVOAO TOU £pyou Tou divetal
£€udaon Navw oTiG NOIKEG NPOEKTAGELG TOU AdBoug Kat
NG ade&l0TNTAG ONWG KAl TO XACMA NoU NPOKAAE( n
OVELPONAANcN Kal N NPAYHATIKOTNTA MOU TNV MATAIWVEL.
To nAaioclo autig Tng avdyvwong apbpwvetal e§icou
Kl 0TNV «KOIWVH £0TiO» TOU dnuociou forum pe éva
OUGCTNHATONOINUEVO AEEIAGYIO0 HOPPWV KAl UMKWV NOU
UNO3NAWVEL TNV MOVIEPVIOTIKA Ypadn ¢’ €éva eUPoGg
APXITEKTOVIKWV TUMOAOYLWV, and ta Kupla HEPn Tou ap-
Xaiou eAAnvikoU Bsdtpou (oKNnv, KEPKISEG, OpXHOTPA)
MEXPL TA NOAITIKA BAMATA KAl NPONAyav3IoTIKA nepinte-
A TNG EUPWNAIKAG NpwIonopiag.

MavAog NikoAak6nouAog

FevviBnke otnv ABrva to 1973 6nou et
Kal epyddetal. Znoudace otnv Avwrtatn ZxoAl KaAwv
Texvov tng ABRvag (1996). EniAeyuéveg ekBEoeIG:
LIBRES, Centre D’ Art Contemporain, leveun (CH 2020);
Oblique, Operation Room, KwvotavtivounoAn, (TR,
2018), PIIGS, An Alternative Geography of Curating,
Fondazione Sandretto Re Rebaudengo oe cuvepyaocia
ue tov opyavioud NEON, Topivo (IT, 2016); Apparent
Void, Analix Forever, leveun (CH, 2016); PAREIDOLIE,
Salon international du dessin contemporain a Marseille,
FaAAia (FR, 2016); Massage the History, lotopiké tek-
HAPLO Kal KAAAITEXVIKHA NPAKTIKA, lvotitouto Zuyxpovng
EAANnvikAg Téxvng (GR, 2016); Neighbours, Istanbul
Modern (TR, 2014); A Rock and A Hard Place, 3n Mnt-
evaAe Zuyxpovng Téxvng ©sccalovikng (GR, 2011);
Aftermath, 25n MnievaAe Zuyxpovng Téxvng AAeEav-
dpelag, Aiyuntog (EG, 2009); Mpoownikd-MoArtiko,
Kpatiké Mouoceio Zuyxpovng Téxvng (GR, 2009); Etepo-
Tonieg, In Mmevale Zuyxpovng TExvng ©eccalovikng
(GR, 2007).

Joan Ayrton

FevvRBnke to 1969. Eival kaAMtéxvng EA-
Betikig kat Bpetavikig kataywyng pe €dpa to Mapiot.
To €pyo tng (wypadikn, pwroypadia, nio npdécepata
Tawia kat AX0G) npaypateUeTal EPWTHMATA NOU GXETI-
JovTal KUPiwgG LE TO TOMIO, TIG IOTOPLKEG TOU KATACKEU-
£€q Kal Ta ouyxpova dntripata. H S3ouAeld tng ektibetat
Taktika otn FaAAia kat oto e§wteptko. Eivat unoynéla
d18dktopag otnv ENSAPC (Cergy) kat diepguvd toug
de0MOUG HETAEU YEWAOYIAG, YUXESEAIKWOV Kal TOu Av-
Bpwnokawvou. Aiddokel otn Villa Arson otn Nikaia kat
eknpoowneital anoé tnv Florence Loewy Gallery cto
Mapiot.



Nwpyog NManadiykog

FevviiOnke 1o 1989 otnv Adpiloa. Znoudace
Zwypadikni otn IxoAn KaAwv Texvwv tou AMO (2015)
Kal NPAYHATONOINCE TIG METANTUXIAKEG ONOUSEG GTO
Royal College of Art - Contemporary Art Practice -
Moving Image, London (2018). ‘Exel napouctdcel tn
SOUAELQ TOU GE ATOMIKEG Kal OMABSIKEG EKBECELG OE
Houoeia Kal YKaAepi otnv EAAGda Kal 6To EEWTEPIKO,
6nwg ERRORS&TRIALS, Romantso, Athens (2021);
19th Media Art Biennale WRO 2021 REVERSO, WRO
Art Center, Poland (2021); The Fields of Algorithms.
Curated by David Blandy, Het Nieuwe Instituut,
Rotterdam, Netherlands, (2021); The Right to Silence?
CUNY, Anya and Andrew Shiva Gallery, New York (2021);
The Hysterophimia Pavilion the Greek Pavilion for The
Wrong - Digital Art Biennale (2019- 20); Gossamer
Fog Gallery, London (2019); Kappatos Gallery, Athens
(2019); Whitechapel Gallery, London, screening (2019);
ARTECITYA - ART SCIENCE TECHNOLOGY FESTIVAL
(2017); 25th Drawing Show at Boston Centre for the
Arts, Mills Gallery, US (2017); CICA Museum, South
Korea (2017); The Right to be Human, Thessaloniki
Centre of Contemporary Art- Goethe institute (2017).
Zel Kal epyddetal otn AGRva.

BaociAng NouAag

FevviABnke otnv Néa Yopkn to 1975. Znouda-
oe Beatpoloyia otnv ABrjva kat oto Mapiot, kat elkacTi-
KA Kal pwtoypagdia otnv Avwtdtn ZxoAn KaAwv Texvov
g ABrjvag. Anod to 2006 epydletal wg oKNVOBETNG
otnv opada Bedtpou “Nova Melancholia”. To oevaplo
yla tawvia pkpou HRKoug “ZKaptunii — ZKAPIUnNopn”, nou
gypaygav padi pe tov MavwAn Toino, BpaBeutnke ctov
dlaywviopo dlackeuaopévou oevapiou tou EKEBI navw
o€ eAANVIKO AOYOTEXVIKO £€pYO, KAl N avTioTolxXn Tawvia
Toug NPoPBAROnke oto PecTIBAA Apapag. Tov AekEp-
Bpto Tou 2009 nipe Hé€Pog otnv €kBeon “Rooms 2009”
nou diopyavwoe n ykaAepi Kanndtog oto Eevodoxeio
St. George Lycabettus. ZuppeTEiXE UE MIA MEYAAN XE-
AdovodpwAid, XTIOHEVN CTOV TOiX0 EVOG SwHATIOU Tou
Eevodoxeiou. H cuAloyn Kelpévwy “H Kataokeun tng
PwMdg” (FappinAidng, 2010), sival To NUePOASYLO TNG
KOTACKEUNG TNG KAl TWV AVAnAvIEXWV CUVAVTHCEWV NOU
ToV 031)ynoav niow otn ¢wAld tou. Ta Keipeva tng deu-
TEPNG NOINTIKAG TOU GUAAOYAG “Ot S10KOMNEG TOU KUPLOU
NoUva” ypadptnkav wg eni 1o NAEICTOV TO KAAOKaAiPL TOU
2007 otn Naunakto, Tov I31aitePo TONo Kataywyng tou.

K®otag T¢nuoUAng

Eival e1kaoTtikdg KaAAITEXVNG ME €5pa TV
A6nva. H eknaideuon tou nepiAaupdvel Muntiki otnv
Avotatn ZxoAn KaA®v Texvwv ABnvwv, Mpadikég Té-
Xveg oto TElI ABrvag, MA in Art and Media Practice cto
Westminister University oto Aovdivo kat MFA cto DAI
(OAAavdIKS IvoTitouto Téxvng) oto Arnhem. OAAavdia.
Eival pélog tng Green Park Athens Occupation kat
€nionNg ATav cUV3I0PYAVWTHAG KAl CUV-ENIMEANTAHG TNG
Biennale Performance “No Future” otnv A@rjva kai ota
Kuénpa tov louvio tou 2016.

TtéAa Xpiotodn

FevviBnke otnv Kunpo 1o 1988. Znoudace
otnv Avwtatn ZxoAR KaAwv Texvov ABnvwv pe uno-
tpodia tou I.KY Kunpou (2006-2011) kat oto Paris 8
University de Saint Dennis. AkoAoUBncE HETANTUXIAKEG
onoud£g otn IXoAl Enotnuwv Aywyng tou EBvikou kat

Kanodiotplakou Maveniotnuiou ABnvwv pe unotpodia
1tou LLKYY KUnpou. Zuvéxioe pe deUTEPEG PETANTUXIA-
KEG onoudEq «EIKaoTikég TéXVEG Kal Tonio» oto TuRMa
Ewkaotikav kat Epappocpévwv Texvav tou MN.A.M. Eivat
unoynéia didaktopag oto TuARpa ElkacTtikv Texvav
NG A.Z.K.T.'EXEL OTO EVEPYNTIKO TNG ATOMIKN KAl Opa-
d1kég ekBEaelg otnv EAAGSa, KUnpo, Italia, leppavia
kat Poupavia, 6nwg n Biennale Chisinau (2013, 2015),
Florence Biennale (2013), Rosa Luxemburg Stiftung
(2017). Exel dwoel SlaléEelg o dlebvr ouvESPLa oTNV
EAAGSa, Kunpo, BepoAivo, AilBouavia kat MdAta. ‘Exet
ouppetaocxel oe art workshop kau art residency oto
Kapepouv (2009), Zupo (2015), ABAva (2015), Acukwoia
(2021) kat lopdavia (2021). Epya tng Bpickovtal o€ dn-
HOOoIEG KAl IBIWTIKEG CUAAOYEG otnv EAAGSa, Kunpo kat
ltaAia (Lucciano Benetton Collection). Zet kat epyade-
TAl WG EIKACGTIKOG Kl EPEUVATPIA oTNV ABRva.

Aviwvng KavéAdog

FevviiOnke otnv KaAapdta to 1979. £nou-
dace otnv Avwtatn ZxoAn KaAwv Texvwv ABnvwov
(2009). AkOAOUBNOE LETANTUXIAKEG ONOUSEG 0T ZXOAR
Enmotnuov Aywyng tou EBvikou kat Kanodiotplakou
Maveniotnpiou ABNvwv. Znoudaoce Ayloypadia pe tov I
Kopdn, Zuvtripnon £pywv TéXvNg Kat Apxatotitwv. Ep-
ydotnke otnv Epopeia BuZavtivwv Apxatotiitwv Meo-
onviag wg cuvineNTAG. EXEL GUMPETACXEL OE OHASIKEG
ekBEoelg kal SlaAeégelg otnv EAAGda. Zet kat epyadetat
WG EIKACTIKOG oTnv ABrva.

HAiag MananAwdkng

FevvOnke otnv KpnRtn 1o 1970. Zel kau epya-
Zetal otnv ABrva. Znoudace {wypadiki otnv Avwtatn
IxoAn KaAwv Texvwv tng Aénvag (A.Z.K.T.) peta&u
1990-1996. To 1998, BpaBeutnke e To 10 Bpapeio Tou
18pupatog Mavvn kat Zwng ZnuponouAou. To 2001, ek-
npoownnoe tnv EAAGSa otnv 49n MmevdAe tng Beveti-
ag. To 2001, to Makedoviké Mouoceio Zuyxpovng TExvng
(M.M.Z.T.) opydvwoe avadpopik €kBeon Le £pya Tou
ano tnv nepiodo 1998-2001. To 2009, to I8pupa EAAN-
vikoU MoAtticpou (napdptnua Bepolivou) diopydvwoe
avadpoMIKN €KOECN LE €pya NOU AVHKOUV GE YEPHAVIKEG
oUAAOYEG and tnv nepiodo 2005-2009. To 2013 Rtav
unoynolog yia to Bpapeio AEZTE. To 2017 cupueteixe
otn Documenta 14 (Kassel kat A6rjva). To 2018 cuppe-
1eixe otnv 6n MnievaAe tng ABrjvag, pe titAo ANTL. ‘Exel
Napouctdcel SOUAELA TOU OE NEPLOCOTEPEG and 25 ato-
HIKEG eKOEoEIG otV EAAGDSa Kal oTo e§wtepikd. To 2020,
o Opyaviopog MoAttiopou, ABAnTicpoU kat NeoAaiag Tou
ARpou ABnvaiwv (ONANAA) dlopydvwoe thv £€kBeon «Ta
BewpnTika avtikeipeva. Epya 2017-2020» otnv Mvako-
6nkn Afpou ABnvaiwv. To 2022 eKAEXTNKE avanAnpwWIAG
Kaényntng oto Turpa Apxtektovwv Mnxavikav tou MNa-
venotnpiou Matpwv.

Mapia Bapeia

Eival e1kaoTiki) KAAAITEXVIG NoU £0TIAZEL
OTIG SNUIOUPYIKEG EGAPHOYEG TWV VEWV TEXVOAOYL-
WV, TNV UAVTIKA ONTIKONoinon 3ed0uévwy Kat T
napaywyn € CUVEPYAGIia HE KOWOTNTEG YUVALKWV.
Melpapatidetal e TPONOUG NouU To APXEIAKO YEYOVOG
HetTaypddetal and 1o Pnelako nepiBAAAoV 6To GUGCLKO
KOOHO. Anpioupyei Pndlakd Kat pucIKA aVTIKEIHEVA Kal
EKONAWOCELG SIEPEUVAIVTAG EVVOLEG ONWG N TAUTOTNTA,
n MVAMN, N NapAadocon Kat ot KATAoKEUEG autwv. Exet
Napouctdcel Tn SoUAELd TNG o€ NOAUAPIOUEG EKBETEIG
31£6vwG, o pouoeia 6nwg to TMoFA (TaiBdv), Bozar
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(B€Ay10), To EMZT, to MOMus kat to Mouceio lotopiag
NG EAANvikAg Evdupaciag (EAAGSa) kaO®G Kal og
oMadIkEG ekBEoelg onwg Festival de Arte_Videobrasill
(Zdo Maolo), Media Art Biennale (BpotoAa), Siggraph
(BavkouBep), Transmediale (BepoAivo), ISWC (Seattle),
Piksel (Mnépykev), Tetramatyka (ABi1B), Eikaotikoi At-
dMoyol - Ztéyn I8pupatog Qvdon (A6Rva) ka. To 2021
BpaBeutnke pe to Selected Art Award ané to Taoyuan
Museum of Fine Arts otn Taifav. ‘Exet oAokAnpwoet
TIG HETANTUXIAKEG onoudég Tng MA Interactive Media
(2010), Goldsmiths College University kat PG Fine Arts
(2007) Central Saint Martins, cto Aovdivo Kat Tig npo-
NTUXIOKEG ONOUSEG TNG OTO THHA EIKACTIK®OV TEXVOV
Kal EMNOTNHWV TNG TEXvNg (2005) , Naveniotipio lwav-
vivov.

Mavog Mpognrtng

FevviBnke to 1988. Eival katoxog tou peta-
NTUXLOKOU SINAWHATOG EIKACTIKWOV TEXVWV (2016) and
1n Royal Academy of Arts tng AuB€poag pe e18IKOTNTA
oe site specific arts / installation art kat ané¢ottog tng
Avwtdtng ZxoARg KaAav Texvav tng A6rvag (2013). MNa
TO METANTUXIOKO TOu €AaBe unotpogdia anod tov opya-
viop6 NEON (2015-2016). To 2016, yia T NTUXLAKK Tou
epyacia tou anovepndnke to Bpapeio Hugo Roelandt
ano tn Royal Academy of Arts, Hugo Roelandt Estate
kat To Objectif Antwerp. O Ndvog NpodHIng £yive
Fellow tng ARTWORKS, (10 Mpdypappa YnootApiEng
KaAAtexvov 18pupa Ztaupog Niapxog). Tov Oktwpplo
Tou 2018 cuppeteixe oto npoypappa Initiator Artist in
Residency otnv EAeuciva (Eupwnaiki MoArtictikn Mpw-
Tevouca tou 2021). To 2013 eknpoocwnnoe tnv EAAGda
otn Mnevaie Néwv KaAAtexvav otnv Avkova tng lta-
Alag. Katd tn didpkela thg documenta 14 o Mpodntng
£pYAocTnKe WG Bon64g tng Niynpravg KaAAtéxvidog
Otobong Enkanga. To 2017 npaypatonoince tnv npwtn
Tou atopikni €kBeon otn ykaAepi Annie Gentils otnv Ap-
Bépoa (BEAy10) Kal CUMUETEIXE HE TN YKAAEPI o€ dlddo-
peg poudp téxvng (Art Rotterdam, YIA Maastricht, Art
Brussels). To £pyo Tou £XEL NAPOUGCLACTE( OE OHASIKEG
ekBgoelg otnv EAAGSa Kal To EEWTEPLKO. Zel Kal EpYA-
Zetal otnv ABrva.

Avdpéag Paykvap Kacdanng

FevvOnke To 1981. Zel KI epyddeTal oTNV
ABRva, 6nou oAOKARPWOE TIG GNOUSEG TOU TNV ZXOANn
KaAwv Texvov tng Adrvag (1999-2004). To pdcua twv
HECWV NOU KaAUNTouv ta €pya Tou gival n {wypadikn,
10 0X€d10, N pwTtoypadia, TO KEIMEVO, 0 HXOG Kal N
HouotKkn. Exel epyactei wg oknvoypddog Kat wg Kadn-
YNTAG. ZT0 KAAAITEXVIKO TOU €PYO EMIKEVIPWVETAL OE
OEMATIKEG NOU apopoUV TOUG UNXAVIGMOUG TNG avTiAn-
Yng, HVAHNG Kal avanapdotacng MEcA GTNV NOAITIOTI-
K otopia. H 8spatikég autég egetadovtal oto €pyo
Tou €xovtag WG Bacikd pedodoloylkd epyaleia tTnv
Bewpia Tng Yuxavaiuong, Tnv paivopevoroyia Kat tTnv
oUyXPOVN MNOALTICTIK KPLITIKH. ATOMIKEG / AUATOMIKEG
Ek6£oe1g: The Shallow Room, (A Sud, NMeokdpa 2022)
To see a Block of Flats as a Cave (Kalfayan Galleries
ABrva 2021) .Melting Snow as if in a Room, Avdpgag
Pdaykvap Kacdnng / Kwvotavtivog XatZnvikoAdou
(Tavros ABriva 2021). Songs. ABavdcotog Apytavag /
Avdpéag Paykvap Kaocdanng (Hero Gallery ‘Apctepvtap
2018), Kupato8pauvotng (AveEdptntog Xwpog, A6RH-
va 2015), NMwg pnopei kaveiq va BuunOei tnv diYa;
(Loraini Alimantiri Gallery, ABfjva 2011), Bones are tight
(Loraini Alimantiri Gallery, ABrjva 2008), Numb (Loraini
Alimantiri Gallery, A6fjva 2006).Sleep Maps (Ba-
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B£A, ABriva 2006). EniAeypéveg Opadikég EkOEoelg:
Documenta 14 (kaAMt. Sieubuvtig Adam Szymczyk
emu. Katepiva Toélou, Abriva, KaceA 2017), Reverb:
new art from Greece (emu. EBita Tookavta - Eipjvn
Euotabiou, Bootovn, 2014), Hell as Pavillion (enp.
Ndvtia ApyuponouUAou, Palais de Tokyo, Mapioct, 2013),
Heaven, Athens Biennale (emu. Xpiotédpopog Mapivog,
ABrjva 2009), Anathena (enip. Mapiva ®wkidn - Ma-
piva MNwtn, ABva 2006). EniAeyuéveg Zknvoypadieg:
Era Povera, Natpioia Anépyn (A6riva 2012). ‘Oca n kap-
Sla pou otnv Katatyida, Bijoux de Kant (A6rjiva 2012).
Blossom, Ayvrj ManadéAn Pwooétou. EniAeyuéva Mou-
olka €pya: Rooms in Negative — Lucky Boys €kdoon o€
kaogta (Untitled.1)2019. Rooms in Negative, ékdoon o
dioko Bwvuliou (2009), Look and the Beast, Moucikn
yla tnv napactacn xopou tng Ayviig NanadéAn Pwo-
o€Tou.

Mapiov lyyAéon

Eival e1kaoTtikog, oknvoypdadog, Kat entPe-
Aftpla ekB€cewv. Me petantuxlako otn oknvoypadia
ano to Brandeis University otn Bootévn, epydotnke wg
oknvoypdgog otn Néa Yopkn, thv ABrva kat to Mapiot
o1n dlapniuion, To BEatpo Kal To Kivnuatoypdgo 1989-
2003. And 1o 2005 £wg To 2009 Tav ungvBbuvn yia Tn
Slopydvwon Kat tTnv enpédela ekOEcewv oto PecTfAA
Kivnuatoypdgou Oecoarovikng. To 2015 cuv-dnuioup-
ynoe 1o video project non stop motion animation by
people in motion, yia naidid kat eprioug npdopuyeq
otnv Aénva.

‘EXel KAVEL 3 ATOMIKEG EKOECEIG KAl CUMUETA-
OX€el o€ NOAAEG OMASIKEG EKOEDELG B1EBVWG. H Souleld
NG Bpioketal o€ IBIWTIKEG CUAAOYEG oTo AouEeuBoup-
yo, Tnv EABetia, MaAAia, Meppavia, OAAavdia kat Toup-
Kia, ka®wg kat otn cuAAoyr) tou MOMUS otn ©gccalo-
vikn.

AAegavdpa Koupavtdkn

FevviABnke 1o 1993. Eival n KaAAteXvikn
SleuBuvTpla kat cuvidputhg tng Hyperlink Athens, pag
GUAAOYIKOTNTAG NOU ENNPEACE O€ PEYAAo Baduo tnv
NPOCEYYIoN TNG NPOG TNV TEXVN. Apactnplonoleital Kat
OTO XWPO TNG NEIPAUATIKIG NAEKTPOVIKNAG HOUGCIKAG WG
ouve€tng. Eival eniong pélog tng opadag OMIO, piag
opadag nou dpactnplonoleital oe site specific eyka-
TACTACEIG HEYAANG KAIJaKAG. ZEl Kal EpyAdeTal TNV
A6nrva.

MNavvng Zwwyag

‘Exet Master of Fine Arts ané tn School of
Visual Arts (1991, Néa Yopkn), eival 8i18aktopag tou Ma-
vemotio Ayaiou (2013). Exel npaypatonolroel €ikoat
ATOUIKEG EKOECELG KAl EXEL CUMHUETACKEL OE NOAAEG
oMadikég otnv EAAGSa Kal To eEwtepiko. Mpayuato-
noinoe residencies otn N€a Yopkn kat €xel 3134l wg
ENIOKENTNG KAAAITEXVNG o€ NOAAG Mavenotia otnv
EAAGSa kal oTo eEwTEPIKO. Na To £pyo Tou £xouv ypadei
KPLTIKEG 0TOV EAANVIKG Kat Siebv tuno (New York Times,
Artnews, Sculpture, Giornalle dell’ Arte) Exet ypaget
Keipeva yia tn Oswpia tnG T€Xvng Kabwg kat BiAia.

‘Exel Slopyavwoel Slebvr) Zuvédpla Kat €Xel emMueAn6ei

€KOO0EIG yia TNV cuyxpovn AleOntikn kat TG Mpaktikég
G e €udaon tn dadikacia tng Mepinatntikig TéExvng
otig Npéoneg. Kowvotikd npdtgekt 2022: «MepinatnTtikég
dladpopég ota povonatia tng KapdapuAing. Mia aicbn-
TNPLAKN oUVBLAAAQyK ME TO NEPIRBAAAOV».



Zwtripng Xtoupng

KaBnyntng KowwvioAoyiag. I8putiké ctéAe-
XoG Tou Tuipatog KowvwvioAoyiag tou Maveniotnuiov
Awyaiou. Znoudaoce Kal epydotnke kat didage wg Kowvw-
VIoAdyoqg Epeuvntiig oto Maveniotiuio kat to lvotitou-
10 Kowvwvikwv Epeuvev tng Ppavkpolptng 1979-1985.
Enotnpovikog unelbuvog O€ CNUAVTIKA EPEUVNTIKA
£€pya yla TNV NOAn, ToV NOAITIOUO KAl TV KOIWVWVIKA
€vtagn twv VEwv, ota EAANVIKA, Ta ayyAlkd Kat Ta yep-
Havikd. Anpioupynoe kat dieuBuvel ta Epeuvnuiko Ep-
yaotrplo Kowwvikng kat MoMtiopkig Tekpnpiwong to
1993, 10 onoio yia d3Uo0 SeKAETIEG ANOTEAEI ONUAVTIKO
OeoMO yla TNV Kataypadn Kat avadelgEn tou Moucikou
MoAttiopoU tou Alyaiou Kat Tnv €kdoon Hlag oelpag
AeUKWPATWV Nou cuvodeuovTal and Houoikd Tekpnpla
Kal TNV Kataypadn TnG NOAITICTIKAG KAnpovouiag tou
Atyaiou pe titAo ‘Moucikd Etaupodpouia tou Atyaiou’.
Evdelktikd Kal npécdata Epya: ABva, H Kowvwvikn
dnuoupyia Hag HECOYEIOKAG MNTPONoANnG (Campus
1993 &Kprtikn, 2007), Ot Ascnowideg tng ABVIOV Tou
NapnAo Mikdoo (ManaZron, 1010), Ot véol otnv EAAGSa
ofuepa (Enikevtpo, 2016), MNuvaika, Mntépa- Etaipa /
Epydtpia/ AoUAQ-VOGTAAYIKOG £AUTOG. SIAAEKTIKEG
avdplKEG ev-glkovioelg (Anpioupyia, 2019), AidAoyog
Kal n cuvévteugn ue éva €pyo téXvng. H uéodog tng
SLaAOYIKNG EV-EIKOVIONG. (Anpioupyia, 2020), OkTw
KEIMEVA EV-EIKOVIONG Kal epunveiag. KAwvikn Kowvwvio-
Aoyiag (KAAAINOZ, Akadnuaikd cuyypdauuata, 2022),
Még€6odol €peuvag otig KAwvikég Kolvwvikég Entotipeg
(2022), 2012-2021 AieuBUVTIG GTO HETANTUXIAKO NPO-
ypappa ‘NoAn kat MepiBdairov’ (orjpepa: Epappoopévn
KAwikn KowvwvioAoyia kat TExvn. Maveniotipio Atyaiou
o€ ouvepyacia pe tnv £xoAn Eikactik®v Texvav Kat
edpappoopévwv Texvwv tou Maveniotnpiou A. Makedo-
viag), 2022 MNpoedp0oG GTNV EPEUVNTIKH KAl OLKOAOYIKA
npwtofoulia AHMIOYPrTIA.

EA€vn Priya

Eival ave§dptntn eNMEANTPLA KAl MOALTICTIKN
napaywyog. Zel Kat epydadetal otnv A6rva. H npaktiki
NG €0TIAZEL OTN S1a0TAUPWON OLKOAOYIaG Kal GEUIVL-
OMOU Kal oTNV NOAITIKN TNG pépipvag (care). Npoodara,
£pYACTNKE WG BonB4G enpéAelag yia tn povoypadikn
€kBeon tng Mewpyiag Zaypn, Case_L, otnv Kunsthalle
Friart, oto Fribourg tng EABeTiag kat GuvIovice Tov Ka-
TdAoyo. Epydotnke oto TuRua Eknaidsuong tou Mou-
oeiou Movtépvag Téxvng tng Né€ag Yopkng, dietéleoe
XPEn dleubuviplag oto TuRpa Zuyxpovng TEXvng Tng
EAeucivag 2023 kat Bonbou enmpédelag otn documenta
14 otnv ABrva kat oto KdoeA. Qg avegaptntn enpeAn-
TPLa £XEL CUVEPYAOTEL LE OpyaviopoUG TEXvnG otnv Eu-
pWNN kat otnv Apepikn. Eivar anégoritog tou TpApatog
Enotripeg kat Texvikég twv EkBEoewv tng ZopRovvng
oto MNapiot kat Tou TpuRpatog Enkowvwviag, Méowv kat
MoAttiopoU tou Mavteiou Maveniotnuiou otnv ABKH-
va. OAOKANPWOE TIG ENMEANTIKEG GNOUDEG TNG GTO
npoéypappa emuéAetag Curatorlab oto naveniotiuio
Konstfack otn ZTokXOAun.

BaociAng Wappag

FevvOnke to 1985. Eival 813dKTtwp, KAAMTE-
XvnG kat akadnpaikog. Eivart Enikoupog Kaényntrig cto
TuApa Napactatik@v kat Wnolakwv Texvwv, tng TXo0ARg
KaAwv Texvwv tou Naveniotnuiou MeAonovvicou. MNa
10 2020-21 Bpapeutnke wg ARTWORKS Fellow ané to
‘1Idpupa Ztavpog Nidpxoq. H kaAArtexvikni Tou npdgn
ouvdUAgel nepNatNTIKEG/Tonoeldikég performance,

ONTIKOOKOUGTIKEG EYKATACTACELG Kat Bivieo/Yndlakn
T€XVN, UE TNV Noinon Kal Tov Téno va anoteAouv e&&-
Xouca B€con oTo £pyo Tou. Ta £pya ToU £XOUV GUUUETA-
oxel oe diebvn festivals cuyxpovng T€XvNg, OHaSIKEG
ekBéoelg (ZTéyn I8pupatog Qvaon, MOMus, MMO,
FILE, ADAF, WPA Experimental Media, Film and Video
Poetry Society, ROOMS 2013, OUT(TOPIAS) k.a) kat
MOAITIOTIKA 13pUpata otnv Eupcnn Kat tnv AHEPIK.

‘Exet d1da&el oto Tpuua Texvwv ‘Hyou & Eikévag tou

loviou Maveniotnpiou 6nou kat die§Ryaye petadida-
KTopikn €peuva (PostDoc) otig cuykAioelg nepinatn-
TIKAG performance, Yew-avOpwnICTIKOV Crnoudwv Kat
SnHIoUpyIKWV TEXVOAOYIWV (Yndtpodog IKY). Eival Ap.
Téxvng kat Texvoloyiag and to Goldsmiths University
of London (Ynotpodog AHRC 2013) pe LETANTUXIAKEG
onoudég otig Wneiakég Téxveg (University of the Arts
London) kat ntuxio/peTantuxiaké otig OnTikoakou-
oTIKEG TEXVEG (I6vio Mavenotpo). H KaAAtexvikn
€pEUVA TOU €XEL NapouclacTei o dleOv NEPLOBIKA
1éxvng (LEA MIT Press, Technoetic Arts, IJART), cuvé-
dpta, kepalaia BiBAiwv oTn cUVdECH CUYXPOVNG TEXVNG
KAl ACTIKWOV-MNOAITICUIKKOV ONoudwV. QG HOUGLKOG EXEL
OUVOECEL LOUGIKH Yla VIOKIHAVTEP AAAAQ Kal KUKAOGO-
prnoel Ynelakd albums oto pdopa tng rock kat ambient
HoUoIKAG. To 2017 KuKAOPOPNCE N NPWTN TOU NOINTIKA
ouAloyn ‘Touvdpa’ (Ekdooeig Mnyn). Eival KaAArtexvi-
KOG S1eUBUVTAG TNG £€KBEONG OUYXPOVNG TEXVNG KAl TOU
®eotpdA Mppapoiia.

Avva MixéAn

H Ap. Avva Nik. MixéAn (yev. 1978) eivat
KOWVWVIKH apXaloAdyog, EPEUVATPLA KAl SISAKTWP TOU
Maveniotnpiou Alyaiou. H 31daktopikn tng diatpin
€KMOVAONKE 0TO THHMA KowwvioAoyiag Tou Mavenotn-
Hiou Atlyaiou pe eupUTEPO NESiO HEAETNG TNV KOIVWVIKA
Kal dnuocta diactacn TNG apXAloAOYIKNG EMCTAKNG
Kal Tn cUMBOAR TNG dnudctag cuyxpovng TEXvVNG oTnv
NPOCEYYION KAl GTNV KATAVONON TWV APXALOAOYIKWOV
XWpwv. EKnovei HeTadidaKTopikn £épeuva pe unotpodia
(Mpdypappa «Aptoteia» tou Y.M.A.B.M.© kat tng Mevi-
KAG Mpappateiag Epeuvag kat Texvoloyiag) oto Tuiua
KowwvioAoyiag tou Maveniotnuiou Alyaiou, ctov TopEa
tng KowvwvioAoyiag tng Téxvng kat Tou MoArtiopou,
He 6€pa €peuvag, «H 13€a kat n €vvola tng ev- €1K6-
VIONG WG Hia NPAgn evvoloAdynong Tou NOAITIGMIKOU
Kal KOIWVWVIKOU Blipatog». Ol Topeiq eEE18iKEUCHG TNG
neptAapBavouv B€pata diaxeipiong, NPoBoOANG Kal ava-
d€1ENG ToU SNMOCIOU XWPOU ME Eudach 0To BECUO TWV
APXALOAOYIKWV XWPWV Kadl TNG avTiAnyng Kal eppnveiag
TWV EPYWV TEXVNG MECA OTO CUYXPOVO KOIVWVIKO NeEPL-
BaAAov. Eival €131K1) 0TNV EUNEIPIKA KOWVWVIKN £pguva
OTOV TOHEA TWV TEXVROV, TWV KOIVWVIK®V Kal avepwnioti-
KQV EMOTNMOV. MeAETeG, EpeUveEG Kal ApBpa TG £Xouv
ONMOCLEUTEI OE NPAKTIKA CUVESPIWV, 0€ GUAAOYIKOUG
EMIOTNMOVIKOUG TOMOUG KAl OE EMNICTNOVIKA NEPLOBIKA.

Takng Koupnng

Znoudace apXITEKTOVIKN 0TO APICTOTEAELO
Maveniotpio ©ecoalovikng Kat oTnv ApXITEKTOVIKA
ZxoAn Paris la Villette tng MAAiag (1984). Katoxog DEA
¢1Aocodiag (Universite Paris | - ZopBdvvn), ocuvep-
yaotnke oe NoAAEG peAéteg tou Mpageiou Fernando
Montes (1980-1983) oto Mapiot. ' EAaBe enixopriynon
ané to Mpageio Apxitektovikng Epeuvag (BRA) tng
FaAAiag yia va cuvtd&el epeuvntikni epyacia pe 6€pa
"ApXITEKTOVIKN Kal TeAetoupyia" (1987). Metd tnv ent-
otpodr Tou and tn MAAia cuppeTeixe oTn dnuioupyia
Tou neplodikou "Teuxog" kat ev cuvexeia dinUOUvE To
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APXITEKTOVIKO THRMA Tou neplodikou ARTI and to 1992
£€wg to 1998. Z1tn Bevetia cuppeteixe oe diapopeqg
MnievdAe. AietéAlece enpueAnTig, Hadi pe tov Richard
Scoffier, tng diebvouqg £€kBeong "H anoonacpatikni
noAn" (A6fva 1997, NMapiot 2000). AiSa&e ApXITEKTOVIKNR
ouvOeon otn ZXoA Apxitektovwy tou E.M.M. (2003-
2005). Ano to 2006 d183dcketl oto Metantuxiaké Eika-
OTIKQOV TeXVAV NG Avwtdtng ZxoAng KaAwv Texvav.

ZwZnta Nkouvtouva

Eival kanyntpla, enpeARTpLa Kal cuyypa-
d£ag, 1o BiBAio tng Beckett’s Breath: Anti-theatricality
and the Visual Arts ekd66nke ané to Edinburgh Critical
Studies in Modernism kat kukAodpopnoe otig HMA ano
tnv Oxford University Press. Eival katoxog didakto-
PIKOU SINAWMATOG yia Tov MNEKET Kal ToV apeEPIKAVL-

KO uPnAoU povTEPVIoHOU and to Mavenotrjto Tou
Novdivou kal petantuytako and to King’s College tou
Movdivou kal Tn BaoiAikr) Akadnuia Apapatik@v Texvev
RADA. Eixe pia diakekpipévn 20t Kaplépa oTov NoAt-
TIOTIKO TOMEQ, UNNPETWVTAG OE NOAAOUG EKTEAECTIKOUG
pOAouG npLv Yivel S1euBUVTPLIA TOU PN KEPSOOKOMNIKOU
opyaviopou Greece otig HIMA to 2020. Ta €pya Tng nou
ektiBevtal dleOVwG Kal £xouv napaxdei nepiiappavouv
ouppetoxn oto New Museum, Performa Biennial otn
Néa Yopkn, Documenta, 18pupa Qvdon N€a Yopkn,
FaAMko Mpo&eveio NYC, Mouoeio Hunterian, Mouoceio
Mnevadkn, BuZavtivo Mouceio, Mouceio Zuyxpovng
Téxvng EMST, MET Metropolitan Museum of Art pe-
Ta&u aAAwv. Eival enikepalig Twv AeIToupylwv 6TO
Raymond Pettibon Studio, enikoupn kabnyntpia cto
MavemotApio Pace kat enokéntpla kKabnyntpia oto
City University tng Néag Yopkng (CUNY) kat oo Ma-
venotpo tng Néag Yopkng. Aiddckel oto Mavent-
oo tng N€ag Yopkng and to 2015 wg evapktnpla
ouvepyatng Andrew W. Mellon Curator otnv Performa
Biennial otn N€a Yopkn. Exel eniong d1da&el oto New
School, 6to SUNY, oto Roger Williams University, oto
Goldsmiths University, oto Maveniotipio tng Melo-
novvrioou petagu dAAwv naveniotnpiwv. Mpwv andé thv
évtagn tng otnv Performa, 3inUOUvVE Kal ATav TPLETAG
KaAAtexvikn dieubuvtpla Tou Tou XpnuatodotoUuevou
ano tnv EE npoypdppatog €peuvag kat eEKOEcEWV oTNV
ABRva, uno tnv atyida tou Ynoupyeiou MoArticpou.
Katad tn didpkela tng oknvoBeaciag tng, entueAbnke
kal avéBeoe €pya Twv Martin Creed, Santiago Sierra,
Lynda Benglis kat Roy Ascott. Zuvepydotnke to 2014 pe
N Mapiva Apnpduofitg yia tnv napaywyn tou «Seven
Deaths». Eival n 13puTiki} 31eUBUVTPLA TOU APEPIKAVIKOU
HUn KepdookonikoU opyavicuou Greece in U.S.A yia tnv
npow6non tng cuyxpovng EAANVIKAG TEXVNG. YNNPETN-
O€ WG TAMiag Tou 310IKNTIKOU cupBouliou tng Alebvouqg

‘Evwong Kpitikwv Téxvng AICA Hellas kat wg péAog Tou

Slo1knNTIKoU cupBouliou otn Alebvi ‘Evwon ©gdatpou ITI
UNESCO. H £peuva tng €xel dNUOCIEUTEL o akadnuai-
KA neplodika onwg: The Journal of Dramatic Theory and
Criticism, GPS Global Performance Studies, Theater
Topics, Seismopolite Art & Politics Journal, BST Body
Space & Technology Journal. Ot ekd6o€lg Minnesota
University Press 6a dnpocielcouv tnv enikeipevn dn-
Hociguon NG pe Titho «<Among the Ends».

m
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Introduction of Ephorate of
Antiquities of Messenia

The fortified complex of the Troupakides-Mourtz-
inoi in Old Kardamyli is considered one of the most signifi-
cant archaeological sites in the peninsula of Mani and the
well preserved of its kind. The complex belonged to one
of the most powerful families of Mani who was defined by
their contribution to the Revolution. It sits on a rocky hill
looking down at the gulf of Messenia and the road of Kal-
amata-Aeropolis, and nowadays it hosts a station of the
Network of Mani Museums. The construction of the first
buildings of the complex is placed at the end of the 17th
century, but reconstructions and additions to the existing
building are still taking place until the beginning of the 19th
century. It was completely restored in 2015, and from then
on it has attracted plenty of visitors who are enchanted by
the individual buildings (battle tower, temple of Agios Spyri-
don, fortified residence/ onta, three enclosures for defense,
olive mill etc.) as well as the general atmosphere you expe-
rience when you are there.

Targeting to enchanting and promoting the com-
plex, the Ephorate of Antiquities of Messenia has organized
numerous important individual and collective temporary
exhibitions as well as workshops of contemporary art cre-
ation viewing to building a fertile dialogue between the
monument and contemporary art that will activate any nec-
essary fermentation process that will initiate it into contem-
porary artistic reality constantly attracting visitors.

The artist Stella Christofi’s idea to organize a
temporary exhibition/inter-artistic project “The revival of
stones” was happily embraced since it totally agrees with
the main objective of the Ephorate mentioned above and
spotlights the many angles of the Maniot complex offering
interesting alternative readings of its power in its whole
entity but its individual parts as well. Sincere gratitude is
expressed to Mrs Christofi and the participants of the exhi-
bition, both artists and theoreticians, who were inspired by
the place and gave a “new life” to it while at the same time
they are offering visitors a unique opportunity to listen to
post byzantine whispers and the dynamic aspects of the
years of Revolution through their artistic approach.

Dr. Evangelia Militsis-Kechagia
Archaeologist, Director of the Ephorate of Antiquities
of Messenia

(8—9) 16

Introductory note

The “revival of stones” was developed through a
collective effort of en-visions under the landscape of Mani
as the field of research and was completed in the context of
coexistence between artistic practices and theoretical dis-
course. They are presented at the Fortified complex of the
Troupakides-Mourtzinoi in collaboration with the Ephorate
of Antiquities of Messenia. The invitation was open, in the
same way, with an open and creative intention, welcomes
all contributions of art and theoretical texts. The processing
of all these will continue from the mutual interaction of all
participants, but also the local community and the diaspora
of intellectuals.

Through the participation of Greek and foreign
artists, theorists and scientists from various domains, the
successions of the landscape are explored along with the
origins and versions of the society of Mani, while highlight-
ing aspects of it that have passed into historical oblivion. All
of these are traced and composed in different ways in this
edition, while giving the reader the opportunity to develop
their own compositions.

With the aim of interaction of the participants with
the place, open-air lectures and walking en-visions are
organized in parallel with the exhibition, while the essence
of the landscape is approached as perception and expe-
rience. Thus, considering the participation of local people
and communities, the social dimension of art emerges as
a central part of the whole effort. It also triggers an open
dialogue focusing on the archaeological perspective and
the tangible evidence of the tradition of Mani. The pressure
of time, which the authors and artists are not responsible
for, hindered the dialogical interaction of the participants,
which we believe will continue after the exhibition and the
events in Mani. In fact, the opportunity that was given to
the images and discourse to be presented through creative
expression, defines the experimental nature of the project
“the revival of stones” with the aim to providing visions and
goals for the future which we hope will be completed in
Mani and anywhere else they are welcome.

Stella Christofi, Sotiris Chtouris
Edition editors

(10—11)



SURVIVAL / NACHLEBEN:
ATLAS IMAGES WHIRLING
IN THE LITHIC FIELDS

1 Zafeiropoulos, Th. (2018).
“The fortress”. Exhibition catalog,
The Fortified Troupakides -
Mourtzinoi, Old Kardamyli, 28/7-
31/10/2018, Ephorate of Antiquities
of Messenia - Municipality of West
Mani.
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Fearlessly

We set off driving far away at midnight
To build new memories of our own

Out of the destitution we only held
Shadows of the olive trees, ghost images
A firefly was shining from afar

The shore was seen like a lace

It was then called Skardamoula.

Kardamyli or Skardamoula. When you are in this
place the only desire you have is to experience again what
we usually forget, the moments of reflection, bringing back
memories, walking, feeling relieved, finding new artistic
challenges and inner motivation, and above all building new
memories. You find yourself away from every kind of spec-
tacles of fame, though at peace in order to welcome new
ideas and create new spectacles of the present. We are
now the moments. Everybody around us is part of our vi-
sion, to raise up the hidden beauty to a new choreography.

“The revival of stones” constitutes an artistic col-
laborative project aim to a survival iconological atlas, sto-
ries and community projects of the past that took place in
the cultural life of Mani that is now lost. This experimental
project examines the role that contemporary visual arts
play in formulating ideas and reflecting on them from differ-
ent scientific angles aiming to a new iconology of two- and
three- dimension models of artistic practices. The vision of
the project agrees with the vision of the Ephorate of Antiq-
uities of Messenia that is to revive places that have been
still. The vision becomes a reality in the archaeological site
of the Fortified complex of the Troupakides-Mourtzinoi in
Old Kardamyli. It is an ancient building which is in a “sleep-
ing life” as it is preparing to dance.

Having been prepared for a year, led by my own in-
itiative and passion, and the valuable contribution of every
artist and theorist as well as the essential collaboration of
the institutions, this project will create a new kind of map-
ping and mark the beginning of a new economy of “en-vi-
sion”. Although most participants do not have origins in
this area, they have been pretty eager to connect with the
place, introducing aspects of the society of Mani in their in-
tellectual and artistic work. They have included some trac-
es of the tradition of Mani in their work respecting it at the
same time. It is apparent that this place can be a source of
inspiration and can trigger artistic creativity'.

Excavation reveals evidence of the past that are
under the threat of extinction. Myths, historical events,
memories, and national identity are all bound with the ref-
erence point. Kardamyli was mentioned for the first time in
Homer, referred to as the dowry that Agamemnon would

17) 18

2. Mitchell, W. J.T. (2002).
Landscape and power. University
of Chicago Press.

3. Xtoupng, X. (2020). Evvot-
0AOYIKOG Kal alobnTIKoG StdAoyog
HE To Epyo TEXVNG. H ug6odog tng

SdiaAektikng Ev-gikoviong, MutiAnvn:

Kowvoen Anuioupyia.

4. Benjamin, W. (2011). The
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give to Achilles provided the latter would marry one of Ag-
amemnon’s daughters. The autonomous residency which
belonged to the wealthy family of Troupakides whose polit-
ical contribution was important, and provided Kolokotronis
with shelter. The study of documents, the research in histo-
ry, the materiality of this land, the towers that were shelters
for heroes of the past, the norms of patriarchy participate
in a dialogue with contemporary visual arts and philo-
sophical concepts. Images which aim to politically define
themselves regarding the past, the present and the future.
Narratives of the past sparkle in the present, they bring
personal stories and experiences into light, in an effort to
introduce the place to us and bring life to the place today?.

The moving character of the project targets to
bring new gestures integrating archaeology which comes
into life after long oblivion. This movement combines the
energy of the present gestures with the ancient energy of
the memory. Here, the meaning of the fossils are not re-
ferred to as dead; rather they are considered objects which
are still alive, and they continue live instead if the time was
dead. As according to the French skeptic Didi Huberman,
that motion generated by this energy makes the images
dance so that the ghost of the past meets with the memory
of the moving fossils.

En-vision not only retrieves the old but creates new
concepts?® too; this is achieved when pieces of art inter-
acting to each other. Through interaction they stop being
individual works of art but become collective art. They are
interconnected through space and time. The visitor feels
united with this new environment that is created through
reviving the past while looking at the paintings, designs,
site specific installations, sculptures, in situ installations, 3d
printings, video, photographs, each of which uncover a part
of the past.

These figures are here to add value, as the collec-
tive is rising above the individual level and highlights the
imperfections that society hides. It is obvious that these
figures have the tension to detach from the old past. So,
image imagination shifts from present to primitive past.
Collectivities of the present can see pictures of the future,
when binding to the past and to a primitive society. The
memories of a society constituted by a range of experienc-
es from stable buildings around us to ever changing trends
of fashion#*, are inserted in the collective memory and pass
down from generation to generation adding up to the new
experiences.

Creating action as an act of resistance, and the
act of resistance of people is the mean of communication.
Particularly, the montage as a critical tool while research-
ers and artists collaborate, they develop their own subjec-

(14—17)



tive perspective of figures. The creation of a new en-vision  Bibliography

through a process of bodily wandering, revelation and Warburg, A. (2012). L' Atlas

reformulation of the experience in the visual art forms ad- Mnemosyne. Espagne: L' ecarquille.

dresses mysteriously to people who continue living.

Stella Christofi
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FOSSILS IN MOVEMENT

We could not contemplate architecture without
considering stone carving, stone construction, stonework,
which has constituted a paradoxical generalized definition
of architectural form and even thought, especially in recent
nostalgic postmodern reconstructions and restorations.
Returning to lithic structures of the past was posited as an
ideological doctrine that was meant to oppose the modern-
ism of concrete. Inevitably, the pioneers of these doctrines
projected the selection of materials in the conflict between
the essentialist present and the aestheticized past; how-
ever, architecture reopened the question of its role as
the conceptualization of space that attempts to define its
physical dimension: “cement, earth and stones” is the raw
material that survives every kind of transformation. Neither
resurrections, nor revivals or destructions of the primordial
material that already existed lying asleep in the depths of
the earth: the fossil. Both architecture and art are manifes-
tations of this concept, their fossilized constitution, which
they should not just transcend, rather activate for them to
become living forms.

The notion of fossil, and especially the living fossil,
was introduced by the so called by Georges Didi-Huber-
man “phantom” founder of critical iconology, Aby Warburg
(1866-1929), who formulated the notion of the guiding pat-
tern of the fossil, of Leitfossil, referring to what exists in the
depths of geological time as well as its preservation in the
form of a sporadically recognizable reappearance, which,
despite the transformation it has undergone, survives in
the form of Nachleben’s guiding dynamics. The correlation
of geological and visual phenomena constitutes a ground-
breaking proposal by Warburg to approach the moving time
shears, fractures, discontinuities and seismic perturbations
of time layering. The relationship between the fossil, the
image and the imprint emerges in his thinking because of
the theoretical orientation that characterizes the structure
of his famous library, which is constituted according to the
points of division of the different epistemological fields. In
fact, this constitutes his radical intervention in the history
of art, which he shifted to the point where geology, anthro-
pology and paleontology meet with the domain of symbols,
dreams and psychopathology in the broader context of the
formation of the 'sciences of culture'. The way he articulates
the fundamental concept of the pathosformel with that of
the memory of gestures declares his intention to intertwine
the fossils with gestural movements and turn them into liv-
ing fossils in motion. It is a concept that penetrates the field
of anthropology and palaeontology in order to abolish the
narrow boundaries of art and gradually establish the place
that biology meets prehistory, as it is defined through the
terms ‘living fossils’ or even ‘human-apolithic’.

But how does fossil, which includes in its essence
every artwork, every visual action and every artistic in-
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organic aspect, become a living form, a living fossil? In

his book The Poetics of Space (1952), Gaston Bachelard
explains that the fossil is not a being that has lived, but it

is still in life, just sleeping in its form. It is the embodiment
of ambiguity in the work and the image, which owing to
their inorganic nature would never be able to transit to the
conditions of living reality. Indeed, the notion of sleep and
hypnosis has a negative connotation in the Enlightenment
maxim: “the sleep of reason produces monsters”, which is
yet reversed in Goya’s diagram that activates the reason of
the image of sleep. The effect of the image contradicts the
reason that dominates the quotation, since living fossils are
produced, even in the form of monsters in motion. Jean-Luc
Nancy urges us to ask ourselves whether there is “any such
thing as the right reason of sleep, a right reason in action
in the form or in the aspect of sleep”. It is the reason of

the image that reinforces the example of the survival, the
Nachleben of things, rather than the living beings, for the
concept of the fossil permeates Warburg’s thought, making
it its major central motif. The paradox of his project lies in
the fact that, while he attempts to contemplate every thing
in the form of the thing in motion, he is led to the ques-
tion on the organic immobility of the fossil, which he now
has to activate and make it a fossil in motion. In order for
Georges Didi-Huberman to explain Warburg’s paradox, he
uses the concept of Freudian symptom, which survives as
a fossil that contains “a sleeping life in its form”, and resists
any situation that prevents the natural way of things. It has
the advantage of the prehistoric “vital sediment”, since it
suddenly intensifies the dynamics of its appearance. From
this perspective, Freud’s ‘hysterical symptoms’ as well

as Warburg’s ‘formulas of passion’, behave like fossils in
motion. Didi-Huberman’s profound analysis attempts to
interconnect the relationship between the present and the
past through the concept of energy, which permeates both
geological layers and cultural energy. The notion of fossil in
motion leads us on the one hand, to the work of art and the
image in motion, as in the example of Venus of Botticelli,
and on the other, to the predominant movement of dance.
As a consequence, we could divide the contemporaneous
visual experiences in two main categories: images in mo-
tion and kinetic performances of dance.

Nachleben’s concept constitutes the common
framework through which the symptom and the anachro-
nism of images are articulated, according to Didi-Huber-
mann’s insightful analysis, on the one hand, and the energy
of images in Horst Bredekamp’s theory of Bildakt, where
the image-fossil, through its symbolic dimension, unfolds a
space that puts it at a distance from the living nature of the
form, on the other. The question of the anachronism and
agency of images--which explores the experience of art
from the prerspective of the living form, from the first-per-
son speaking artworks of the 5th century to the animations
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of tableaux vivants in the religious iconography of 1400

AD and today’s performances--has been posed since the
1990s, in the analyses of the iconic turn and Bildwissen-
schaft, as a special topic that aims to liberate images from
the linear synchronicities of temporal time in order to make
them a source of inspiration and invention of a heterotem-
porality that penetrates through perpetual moving time into
active reality. Nachleben is inextricably linked to the living
fossils, regressive forms and heterochronies expressed by
“the region of the prophetic monsters”, as in the major the-
oretical project of the Warburg Atlas of Mnemosyne, where
through tragedy, each culture brings out its monsters
(monstra), while through knowledge, it escapes them into
the astral realm of thought (astra).

Takis Koubis
(20—23)
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Kostis Velonis

Stella Christofi
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In the etymology of Clod from clot and clod (lump
of soil) implies the existence of an irregular shape, a lump,
where in its symbolic extension corresponds to the mean-
ing of the imperfect spherical ball. In practice, we are talk-
ing about a stone or a boulder, the reduction of which is at-
tributed to this sculpture together with the recording of the
process of the incomplete identity of an awkward condition
that is in a state of reformation.

The painting “The Great Stone Face (Clumsy Log)”
has the sense of fossil, it monochromatically personifies it
as a stone face which could be represented at the same
time in wooden mass, containing life in an ever changing
situation without taking a complete form. It is like a phan-
tom figure of “Pinocchio”, beginning its life as a clumsy log.

You Clod! Stone, plaster, model clay, stucco, 48x20x16 cm, 2021-22
Courtesy of the artist

The Great Stone Face (Clumsy Log), Acrylic on canvas, 100x100 cm, 2020-22
Courtesy of the artist

A landscape in miniature, a shrunken paper sur-
face, with lacy borders both durable and fragile is trans-
formed into an amorphous three-dimensional surface.
Volumetric or light, it looks rocky where the material itself
participates in the form, as a skin that becomes independ-
ent like a “fossil”.

“Kardamyli”, print on paper, 2022, variable dimensions.
Courtesy of the artist
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Pavlos Nikolakopoulos

“Not all of us have the power of an apocalypse
ghost like Hamlet”
Andre Gide

Memory is the opposite of obsolescence and nos-
talgia. The moments that do not petrify the experience but
preserve the ingredients that allow us to feed our exhaust-
ed energies towards a future free of injustice, tyranny and
the mean. Against a condition immersed in inhumane and
indifferent. The mnemonic nail is made of the very hammer
that it recalls the action, it is detached from its materiality.
However, it no longer invokes the identification of the ex-
ternal object with the reality from which it came, it invokes
its possibility. To nail it right in the center of the opportunity
itself. Even if it cuts like a blade the throats of those who
straighten their stature, the history of the unrealized refus-
es to be finalized.

In the underbelly of the self-evident. Acrylic and
epoxy color on metal sheet, knife, 110x00 cm, 2015.
Courtesy of the artist and Analix Forever gallery,
Geneva.
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THE LITHIC PRESENT OF
ANCIENT RUINS.
EXPERIENCING EN-VISION
IN HISTORICAL SITES

AND ARCHAEOLOGICAL
LANDSCAPES

1 Culturally speaking, the
ancient ruins are often linked with
picturesque, tourist attractions [9].
2. I am referring to the stone
fragments and the remains of
something that existed as a
functional set of ancient structures
in the environment, which are
abandoned to the action of nature.
The way of looking as well as the
gaze through Art can bring them
back to the present, eliminating the
distance and exalting their temporal
difference.
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The ancient ruins have been prominent among
topics that art explores from the past up to nowadays. The
interest in ancient building remains, signs of a past cultural
success, evokes nostalgic and artistic inspiration, which
has been combined with the romantic attraction and a
walking interest' in the traces of decline in contemporary
site [1,2,9]. What appears in recent years and aesthetically
differentiates the interest of cultural experts and artists in
the subject (of the revival) of ancient ruins is the originality
in the conceptualization of certain dimensions through art,
which clearly on the one hand, differentiate and specialize
the visual and theoretical approach, and on the other hand
propose renewed ways and new methodological models for
the approach and study of ancient cultural heritage.

Referring to the contemporary landscape of the
stone ruins of Kardamyli as a stable background of evi-
dence of the past from their gradual “crushing” over time,
what empirically seems to be added or dominates in the
preserved monuments is the finding of the presence of
stone as a dominant and living remnant of the pre-existing
but also as a material of “significant” action with nature?.
The materiality of the stone is depicted as the potential
context of action where relationships are produced and
reproduced through adapted interactive actions. The con-
cept of lithos or stone, visually and organically, is about
robustness, stability and grounding. However, in a sociolog-
ical analysis of the material and conceptual symbolisms of
social status, the lithos, stone or rock, constitutes the util-
itarian background of cultural creation, in the sense of the
construction of objects, works of art and buildings, high-
lighting the relationship of culture with material and physi-
cal reality [4]. With this step in the history of experience in
the use of stone, man intervenes actively and consciously,
now confronting his survival in an organised way. Hence,
lithos from an inanimate, inactive and immobile material
begins to obtain form and meaning not only as a picture of
an object conceived by the senses and memory, but also as
an attraction of ‘completion’ at the foundation of every cre-
ation [4], reducing personal interest to a constant ‘conver-
sational’ relationship where the landscape ends up sending
out everything ‘past’, attracting at the same time the sense
towards the personal and the timeless [3].

According to this perspective, ruins are not only
seen as something that has survived from the initial phase
of their construction, but are perceived in their autonomy
as the result of a personal management of our relationship
with place and time [3]. In essence, they are not random
architectural fragments or scattered stones of a building,
but signs of a cultural “survival” from the very “oblivion”
of time. In fact, it is obvious that some of the privileges
that stone monuments enjoyed as buildings of another
period have gradually faded. However, following the think-
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ing through the idea of ‘reviva’®, and especially when the
traveller/visitor and the culture and art expert 'intermingle’
to any degree and level with the particularities of such a
landscape, it follows that in order to be able to understand
and deepen the meanings of the different ruins, this kind
of presence needs to be experienced differently, through

a personal conversation-dialogue, a “witness” of the social
and cultural perception of the world [5,6,7]. This conscious
and intellectual ‘encounter’ with the ancient monument-ru-
in, provides not only archaeognostic information but also
an additional capital value of site [13], which is constituted
mainly due to the cultural - visual practices, the common
and cultural symbols [11] that appear through the stone as
the particular cultural identity attributed to the site and the
place of residence and living in the reference community.
The form of this capital, in its symbolic dimension, shows
important similarities with the concept of cultural capital as
mentioned by Bourdieu [12].

Kardamyli, like almost all historical-archaeologi-
cal landscapes, having such a strong stone element in its
buildings and monuments, can associatively, and somehow
almost interchangeably, refer to a multitude of historical,
social and cultural conceptual images (attacks, defense,
protection, fortifications, fear, security, etc.), based on the
idea of stone, offering to the gaze and consciousness of
visitors and all those interested, the double proof of a “lost”
functionality and a timeless relevance.

Starting from this thought, a first point of approach
to the issue of experiencing the site is applied with the
En-vision model [5] according to which, in the emblematic
memory and view of contemporary ruins, the visitor can
identify personal experiences through physical and visual
perception of the forms and images of the ruins, develop-
ing a kind of personal connection with them, where time
overlaps its various forms, making him (the visitor) feel not
only a communicator of the ancient monument, through the
era of present, but also of the place itself [7]. Specifically,
En - vision consists (is included) in the process of the act of
reflection, which evolves dialectically and with alternating
degrees of closure and openness of representations on the
basis of aesthetic and social ontologies of the environment
and its elements [5]. In this peculiar reflective journey, the
simple experience of the visit begins to open up#*, and the
visitors or visual artists become bearers - (co-)creators in
the act of a completed and aesthetically penetrating (visual,
sound, cultural and performative) reresentation [5]. Thus,
following this thought, experiential En-vision allows us
to look at the ruins (any ruins - of any era), giving them a
sense of a state of eternal “slippage” towards the formation
of a proof of Self-consciousness of how we experience®
and perceive the world. The modern visitor comes into
“conversation” with the socio-cultural dimension of life in
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3. A kind of retrieving "pure
time" that is alienated from the
present and leads us to the need
to relearn in order to feel time, to
regain awareness of history.

4. It extends the representation
of its personal experience on a
wider surface of the monument,
avoiding its "condensed" form, until
it reveals it, separating and raising
the possible experience that had not
found a place and relation in its life
until then.

5. Experiencing is embodied,
not only in everyday and extensive
practices in the social environment,
but more fundamentally, in its
mapping into meanings, ideas and
values that originate and define

the social and cultural environment
itself [7].
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the landscape of Kardamyli. Elements and symbols, archi-
tectural monuments, stone and marble fragments, stone
monuments of different periods, refer to an attitude of life
with indicators the social differentiation-differentiation and
to experiences-facts that probably recall situations of per-
sonal or collective memory [2,8] related to power, social
prestige, networking but also to the effort of “accumulation
of value”.

The sight of the ruins makes us understand the existence
of an era that is not only the one that history textbooks talk
about or that restorations try to “resurrect” but also a per-
sonal site of representations and reflection that evolves and
is constantly fed back between individual and elements of
the place.

Anna Micheli
(30—35)
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TRAVELERS IN THE
MEANING OF STONE.
MANI AS AN EN-VISION OF
AN OPEN-CLOSED WORLD.

Mani is a special place in the eyes and experience
of travelers and visitors alike. This experience is repre-
sented through a multitude of descriptions, organised
exhibitions and visual representations, the most important
of which is the collective record (in a volume), edited and
published by the National Research Foundation concern-
ing the Mani travelers, from the 15th to the 19th century,
which was first exhibited at the Historical Ethnological
Museum of Mani in the Tower of Tzhannetakis, in Kranai,
Gythio (IE, 1993).

Mani is a place that attracts researchers who seek
to reveal its idiosyncratic character and cultural imprint, a
place that remains abandoned by the same human factor
that once shaped it and contributed to creating what we
have today. Today, Mani is a somewhat empty picture, just
as the towers and settlements that surround it are devoid
of life. Nevertheless, there are materialities of its landscape
that help us imagine events but also a “finite” way of life,
like an empty shell; indeed, we are given the opportunity
to “recreate” the setting of a unique composition: This
composition brings together the inanimate matter of stone
buildings, the living environment and the community all
tightly bound together in a very special and symbiotic way.
A way that connects human life with nature without leaving
gaps and opportunities for change and experimentation.
The touch and texture of stone seem to influence and dom-
inate on all objects and at all moments and weaknesses of
human existence, rendering events and stories of this place
mythical, cruel and distant. As the well-known European
traveler Patrick Leigh Fermor wrote in his fanmous book,
Mani, along with a few other areas in Greece, remained, in
most of its parts, unscathed by the Ottomans, thus creat-
ing, in a strange way, the myth and nostalgia for the free-
dom that Greeks had lost for centuries. Without these two
elements many confused even their language, but above
all they lost the historical memory of generations that lived
freely and sovereignly on their land.

In Mani, the few fugitives, besieged by the yoke of
the conqueror and excluded for centuries in lithic, steep
places, created a world of their own, at once hierarchical
and patriarchal, ready to use vengeful violence in any occa-
sion that there was a challenge or questioning of property
or honour, always in solidarity with the homeland. These
are two opposing aspects of a social and cultural behaviour
that are inextricably linked and interconnected. On the one
hand a sense of freedom and power against subjugation,
on the other hand internal oppression and authoritative
imposition. All tied together in an image of a special place
that does not fit into a single narrative, but only in its stone
character as it rises sometimes as a one-stand tower, and
other times as a closely guarded settlement and a moun-
tain shelter from external danger.
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The part of Mani that best reveals this contrast is
Cavo Grosso, as seen from the spot where Panagia Odig-
itria (Leader Virgin Mary) is located, where the rock stands
vertically and defensively threatening to destroy anyone
who approaches unprepared. Mani, in any case, invites you
to converse with its own meanings, which are not given
ready-made and distinct but only as stories, symbols and
imposing images that sometimes fascinate and sometimes
frighten you. The first thing that spontaneously comes
to mind, even today, is: “forget about these Maniates, I'd
rather not get into trouble”. This reaction was probably the
“salvation” of Mani from conquering threats, since aspiring
conquerors who made the assessment of its cultural and
social identity, chose to leave Mani and its people out of
any kind of claim. Following this path, in what we could call
“a negative historical dialectic”, this place has preserved
its own core cultural and social meaning, which | call the
'meaning of Stone'. It seems that this is the central element
that connects its meanings and assures its cohesion and
survival for many centuries.

Following this line of thinking and based on the
En-vision method (Chtouris, 2020), the Mani case helps
us seek an insight in the significant symbolic elements of
society and culture, in order to gradually unfold one by one
those pieces that constitute the narratives and concepts
which would be helpful in understanding the place. On the
contrary, if we choose to set a starting point in specific sto-
ries, biographies and historical events, it is difficult, if not
impossible, to comprehend their full extension, the com-
plexity and internal balance of human acts and bonds that
they serve.

| am wondering if it would be interesting to start
this journey from the small crypt in the cave of Panagia
Odigitria (Leader Virgin Mary) where, a fugitive from a fam-
ily feud, a vendetta victim, might have stayed scared and
hidden, waiting desperately for the feud to be forgotten or
forgiven. There, | “see” the traces of his hard and lonely life,
at the edge of a rock, next to the Prostatida Panagia (Pro-
tectress Virgin Mary). Traces that are dramatic and take us
away from an otherwise positive life he might have experi-
enced before he got here, during his life journey. But similar
stories are also recorded in the lamentations of the Mani
women, the Maniatises, who mourn the victim, with their
moirologia, in an effort to preserve, through their heart-ren-
dering lamentations, the morality of Mani and the justifica-
tion of vengeful acts.

Based on “closed” networks of social life the Mani
region managed to stand out, maintaining its special char-
acter. These networks imposed an authoritarian unity in
morality and in the distribution of the few natural available
resources of its barren land. . It is not strange that Mani
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does not have folk music or songs of its own, but only dirg-
es, nhamely long songs in the form of narration, which ex-
press pain and are often heartbreaking, idealizing loss and
death, in a constant interchange that relieves soul suffering
and, at the same time, comforts the pride of both family
and clan. In all of the above, these transitions are “passag-
es” manipulated by blood ties, not only as family titles but
also as conceptual hierarchies and self-evident physical
realities.

The important anthropologist N. Seremetakis, a
Maniatisa by origin, describes how death is treated as a
matter of course by women in Mani. In Mani she was never
afraid of death, unlike in Athens where one must aban-
don the body in strangers' hands. In Mani, both stone and
earth are angular and hard. At the same time, they are
also intimate and close, just like the moment between life
and death, which is so very close as if there is no distance
between them, only a long moiroloi. In the same way there
is no difference in the texture, as it is the same limestone
used in constructing both stone houses and tombs, this
intimacy seems to prevail everywhere, without any physical
or temporal distance.

The most systematic descriptions of Mani, in the
18th century, apart from all the topographical and admin-
istrative information, as well as the details of everyday life,
highlight the restrained and resilient character of the in-
habitants, the closely-knit family structure, as well as their
independent spirit. These traits fostered internal disputes,
but in combination with the mountainous and inaccessible
natural landscape, contributed to constant vigilance and
war preparedness, functioning as a rebellious center for
attacks and incursions. (EIE, 1993: 44).

These descriptions often refer to ‘raiding’ and
piracy, namely practices that made the area a reference
point for the naval forces of that era. The social and cultural
specificity of Mani is a contributing factor at the peak of the
conflict between the Great Powers of that time and the de-
clining Ottoman naval power. It is not surprising that Mani
and the Maniates captains negotiate geopolitical issues of
the peninsula with representatives of France and England.
They often offer support in exchange for their freedom and
independence.

Out of this historical interaction, powerful per-
sonalities emerge, whose influence expands locally and
globally. As for the family and the clan, the reference point
is the stone tower, both family hearth and legacy. These
stone constructions are the symbol of local hierarchy and
their emerging participation as important figures in the
newly created Greek state, born out of strong war courage
against an empire, experiencing defeats, conflicts, civil
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wars and feuds, but eventually leading to a substantial
victory. Mani is known for its stone dry landscape; it con-
stitutes the most typical place where someone can experi-
ence the total contradictory but ultimately glorious history
of Greece which has been repeated in many new chapters

up till now.

This “lithic” walking trip could not but mention
a reference to Dionysios Mourtzino-Troupakis, the Ma-
niot war captain, whose mansion is the place where we
organised our exhibition, an idealistic Maniot fighter and
politician of 1821. In 1829 he took part in the 4th National
Assembly of Argos and in the same year he was appointed
by loannis Kapodistrias as a member of the war council and
Senator. He fought at Tripolitsa, Dervenakia and the battle
of Karytaina. He was a member of the Greek Government of
1823 and Minister of War, member of the tripartite commit-
tee as a representative of Mani. He died in February 1830.

Having all of the above in mind, | would recom-
mend Mani, as an alternative course in social and political
history through the perspective of the En-vision method.
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Alexandra Roussopoulos

Alexis Fidetzis

Alexandra Roussopoulos turns her interesting to
ceramics creating an anachronistic narration between the
past and the present, reviving the function of the past life
in the fortress to the present. As the family used to keep a
ceramic vase outside the building, across the sea to keep
always cool water. Alexandra approaches the ancient ce-
ramic vase in a contemporary way. Through painting, she
explores the relationship between shape, color and space.
Her work has always emphasized the importance of artistic
dialogue and the connection with others.

Vases sculpture, Engobe and glaze on earthenware,
Variable dimensions, 2022
Courtesy of the artist and Nitra Gallery Athens, Thessaloniki

“.. on January 6, | arrived in Skardamoula to my paternal
friend, Captain Panagiotis Mourtzinos.”
[Kolokotronis, Memoirs]

This composition is a reference to the uniform with
which the figure of Th. Kolokotronis is historically connect-
ed to negotiate the issue of the Western European gaze to-
wards modern Greece. The costume of commander in chief
is actually British design (Kolokotronis had served in the
British army during the Napoleonic Wars) is an example of
how Westerners shape the new Greek identity as they face
antiquity as the beginning of their own cultural profile.

Riding to Trafalgar, Digital print, 105x78cm
and graphite on paper 40x50cm, 2022
Courtesy of the artist
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Andreas Ragnar Kassapis

Alexandra Koumantaki
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The first question concerns the technological im-
print of digital culture on the function of memory. It is about
how the digital culture is embedded in pre-existing prac-
tices and perceptions of representation. As Chris Marker
asks: “How can one remember Thirst?” in Sans Soleil’s
work, | pose my question: How can one study the function
of memory by focusing on the body within the frame of
digital contexts within the frame of technical images? And,
the second question is how the perception of objects is
affected by Duration (la Durée). How perception becomes
“pliant” during the observation and during the repetition of
the gesture. | am concerned with the context of the move-
ments of perception, the transition from the object to the
landscape and vice versa.

Landscape by the sea, Oil on wood panel. 40x50cm, 2021
Courtesy of the artist and Kalfayan Galleries, Athens — Thessaloniki

Landscape with bulp. Oil on wood panel.
40x50cm, 2022
Courtesy of the artist and Kalfayan Galleries, Athens — Thessaloniki

A veined chimera of wires and cables, a mystical
monument based on calculation and information transfer
between what once “was” and what will be. From alien
worlds and mystical spaces to secret lights in the sky. In
Koumantaki’s work, one can see the merging and assim-
ilation of the ancient pan-human past with a vision of the
distant future. Her world is the place where one can lose
oneself in an in-situ utopia. This is the meeting point of the
involuntary memory of the past and the present with the
immediate tomorrow.

Memories from the valley of Uncany (Stones of apprehension),
Epoxy clay - Silicone - LED - Wires, 67x41cm, 2019
Courtesy of the artist
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Maria Varela Varela creates a database of symbols, where wish-
es / requests / orders are archived; she also creates an (C) WH E N F E M I N ITI ES
algorithm which selects the wishes that are materialized
which matched with the coded symbols that relate to each WH IS P E R
wish; the coded wishes are produced by Varela via seven
days long durational web performances at TAVROS and
are broadcasted live. The next stage of the process is the
formation of a social network of the viewers, the women's
cooperative AIANTIS, artists and academics contributing

to the discourse from an anthropological, folk and museum
studies perspective. (text by Olga Hatzidaki)

Decorated bread is a process based project which
unfolded over a series of months researching into the ritu-
al of decorating bread to celebrate important occasions
in predominantly rural areas of Greece, rethinking these
traditions within a contemporary context. Varela using her
methodology of transposing digital tools onto traditional
skills re-evaluates inter-generational knowledge handed
down woman to woman considering it a form of literacy
and communication that is still relevant both as medium
and message. Varela wove together disparate strands of
thinking about materiality, traditions, of connecting and re-
connecting with our material and immaterial heritage. (text
by Maria - Thalia Carras)

Decorated Bread, video documentation tng web performance,
46.00min, 2020

podcast Despina Catapoti, Despina Nazou

Courtesy of the artist
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THE POLITICS OF CARING
FOR THE DEATH IN MANI

July, 1st 2022, Koukaki

The delivery date of this essay coincides with the
Supreme Court overturning the historic Roe against Wade
decision to legalize abortion in the United States. As a per-
son who can become pregnant, the decision challenges
my bodily autonomy, privacy, safe healthcare access and
freedom. It is a form of gender-based violence. Also, while
| am writing this, at a closer latitude, | hear conservative
British politician Danny Kruger saying that it is a matter of
public debate whether women have absolute bodily au-
tonomy. He disagrees. A few meters from Veikou, where |
am, on Dimitrakopoulou Street, a woman who is seeking a
divorce from her husband is murdered.

The above news makes me think again about the
bodily autonomy part in relation to two theories, biopolitical
power - the management of life and death by the state ma-
chine and necropolitical power, how some people can live
and how others should die. The issue of life and death is
intertwined. My particular interest in biopolitics, especially
the politics of care for the elderly, and the gendered ramifi-
cations find meaning in relation to the place where we ex-
amine, in the ritual, women’s performance around the care
of the dead, as described in the book of ethnographer Dr.
Nadia Seremetakis, The last word: Women, Death and Divi-
nation in Inner Mani which is the main source of inspiration.

Since the end of the 17th century, with the ad-
vent of modernity, the management of life and death is
no longer done by the sovereign over his subjects, rather
by the state over the entire population. Institutions, such
as hospitals, morgues, nursing homes, prisons, and even
asylums, are organized in a way that leads to the national-
ization of the biological state, according to the well-known
philosopher Michel Foucault. More broadly, the mecha-
nism has positive power but leads to the oppression of
non-normative bodies. Later, Achille Mbembe, political
historian and theorist, introduces a postcolonial view on
biopolitics, the concept of necropolitics, about the use of
social and political power that dictates, as | mentioned
above, how some people can live and how others should
die. Mbembe does not refer exclusively to biological death
but also to situations such as living "like the living dead",
i.e. the institutions of managing life and death force us to
have a non dignified life, which can have different meaning
for each one of us. For example, detention in a refugee
camp may be such a case. Denying an abortion to a wom-
an in a state of absolute poverty may be another. This term
was also mentioned during the economic crisis in Greece
for simple socializing activities, such as going out to a cof-
fee shop that was stigmatized by the mass media, mainly
German television.
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Having the above theoretical arsenal at my dis-
posal, | started thinking about what Mani means to me. My
grandmother comes from the village of Vathia in Laconian
Mani. As it is usually the case, being the first-born daugh-
ter of the family, | took my name from my father’s mother.
Along with my name, | inherited a responsibility, to care
for the family in sickness and in death. | have never shied
away from this responsibility. In this case, responsibility
has the meaning of post-conventional ethics as defined
by Carol Gilligan: At this level of moral development, moral
judgment is dictated by the principle of non-violence. The
needs of the self are just as important as the needs of oth-
ers. This leads women, as Gilligan focuses on them, to a
universal ethic of care and concern, of “caring.”

Nitsa reminds me of this responsibility. She worked
hard in her life in a local factory. For years, she has been
using an oxygen cylinder on a daily basis. Her life was hard
both physically and psychologically due to the normalized
forms of violence in Greece and especially in the country-
side. The possibility of her death in the coming years clearly
worries me and reminds me of my own mortality.

Above all, however, the prospect of medicalizing
her death seems to me incompatible with the idea of a dig-
nified death in the area of Mani where the body is cared for
by the women of the family and the neighbors as a sign of
a “good” death. The silent death, the lack of relatives and
neighbors who mourn the dead shows the lack of equality
and reciprocity of the dead in society. Caring for a dead
means washing and cleaning the body. It sterilizes and
ensures the boundary between the world of the dead and
that of the living which is managed exclusively by women.
However, according to Seremetakis, it is not a means of
exclusion but a vehicle of communication and connec-
tion. She continues with an excellent observation, that the
dead body functions as an artifact that women interpose
between themselves and men to effect a separation from
everyday social institutions and discourse.

Beyond the direct caring of the body, women in
Mani possessed a multitude of expressive means, such as
“disruption”, an expression of disorder and upheaval. Prac-
tically, it is expressed through, among other things, the cry.
Disruption, in a sense, is a revolution of emotions that is
contrasted with the medicalization of death. Other ways of
expression are opposition: it is performed in octosyllabic
instead of fifteen syllables of folk songs. It is an improvised
dialogue carried out by women who have the power to
intervene in public life. The dance formed by using pain
as a tool has legitimizing power and produces the truth,
which is spread to the rest of society. Women’s mourning
performances have the power to question the decisions
made by the eldership, a council of men, that can impose
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changes based on moral obligations and finally, it is a way
of recording history, historicizing it through a woman’s eye.

Women may not decide who can die and who can
live, but they have the power of mourning performance, an
alternative social structure which is based on dramatizing
emotions and constructing spaces for resisting. This anal-
ysis of mourning ritual in Mani by Seremetakis creates for
me a bridge between my feminist values and my tradition.
It encourages me to see end of life care from a new per-
spective. Caring, here, is not a sign of submission to patri-
archal society but an expression of emotional power with
incalculable political value.
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Eleni Riga

Panos Profitis

Hara Piperidou
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The artwork “a Monument” is a ceramic sculpture
that stands on a metal base. The base and the sculpture
have a tendency to unify, creating a single anthropomor-
phic structure, but at the same time, due to the contrast
of the materials (durable metal-brittle ceramic), they differ
by creating two elements: the one that holds and the one
that carries - ceramic. The artwork looks like a model for
a monument or a setting, so it has a strong theatricality
hiding things like a mask while on the back another narra-
tive unfolds. Thus the sculpture has two sides projecting
its playful character, while the scale of the work mocks the
meaning of the monument, the work tends to be more of a
counter-monument of an indefinite period of time. It carries
symbolism and forms that we could find in political and
religious ideas. The front has a stern face of a dynamic fem-
ininity that we could find in monumental political art while
the back looks like the architectural part of a temple. This
hybrid construction refers to a monument of a utopia that is
waiting to be born or collapsed and this construction is its
remnant.

a Monument, glazed ceramic, metal, 180x30cm, 2019
Courtesy of the artist

A reverse movement from the inside out. Concave
receives light from inside (large hole), coming out (small
hole). A rough primitive organic opening wants to resist the
local prevailing traditional texture of the female role. Cavity
of almost phallic morphology gives a dominant matriarchal
sound to the centuries-old noisy patriarchal structure of
the Mani social form. Like a bell-shaped reptile it draws
an echo of feminine power, which resists the patriarchally
structured social organization.

The dependent sinus detaches. It is a moment in
time, when the burden on the social system is cut off from
the overall historical social narrative of the place, giving
birth to a big question mark that turns on a new talk which
arises from the unexpected reversal and severance of part
from the entirety creating a new nexuse a new connection,
a new union.

Reversal...and severance, installation, mixed media (wire, pulp, plaster,
resin, aluminum foil, metal band), dimensions variable: approximately
300 x 50 x 27.50 cm, 2022

Courtesy of the artist
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(D)

CONFRONTING
A TIMELESS
HUMANITY

Theodoros Zafeiropoulos

llias Papailiakis

According to the German philosopher and cultural
critic, Ernst Bloch:

“The most tragic kind of loss we experience is our
inability to imagine that reality could have been different.
At the end of the horizon there is the utopia pictured as a
bright beacon of hope and emancipation. Every time | move
two steps closer, it moves two steps away. No matter how
far | move towards it, | will never reach it. Why is it impor-
tant then? It helps us move”.

The artwork of Theodoros Zafeiropoulos brings us
face to face with the perfectness of the material consider-
ing its natural entropy. The trap is set, the lights are on and
the portrait depicts the diffusion of primitive sense of guilt.

What is to be a good person, Installation, Dimensions Variable, UV print
on mirror, Fly traps, 500 Watt spot light, Insects, 2022
Courtesy of the Artist and Nitra Gallery

This moment when two people come so close to
each other. Nobody can answer the question whether it is a
kiss of love, passion, affection.

The kiss, pencil on paper, 50x40cm, 2021
Courtesy of the artist
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George Kazazis

VASKOS
(Vassilis Noulas &
Kostas Tzimoulis)

With what endurance will | understand the differ-
ence between spillover and moderation, the important from
the insignificant, when the demons that overtake me one
after the other portend destruction by relentlessly feeding
my memory. When I’'m not hiding, | defend myself in the
collective consciousness of mundane reality by infiltrating
deeper into my own abstract forest, where each time with
a perpetual swan song, | alternately bury and suspend the
unnecessary until absolute beauty conquers temporary
death.

Untitled, Pencil and graphite on paper, 92x90cm, 2010
Courtesy of the artist.

Untitled, Ink and acrylic on paper, 122x90 cm, 2009
Courtesy of the artist.

VASKOS is an artistic duo by Vassilis Noulas and
Kostas Tzimoulis. It deals with hybridity exploring playfully
the notion of artistic, sexual and national identity, creating
environments somewhere between the real and the imagi-
nary; a game of identities and roles.

Don Sancho and Don Panza, 2017, Print on paper, 100x70 cm, 2022
Courtesy of the artists
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Yorgos Papafigos
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CMD89 seeks to portray and explore the increas-
ing use of technologies and how these decompose and hy-
bridise human nature. The work consists of 3D printing SLS
self-portrait and it has been created with 3D scanning data.
The original model has been modified by a variety of sim-
ulation software and its final form printed and is placed on
a DIY stand suggesting a digital relic. In addition, the work
is a part of the series Digital relics (2017-2019) that focuses
on the post human- era and how immateriality affects our
perception of the real world as well as imperfection and ab-
sence of human error in digital content and computer-gen-
erated images. Also explores the identity emotional crisis
and isolation of modern man with references to video game
aesthetics and internet culture.

CMDB89, 3D printed SLS velvet sculpture, 3D printed bronze nails,
steel wire, wood, iron, paint, 110 x 45 x 40 cm, 2018
Courtesy of the artist
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(E)

LANDSCAPE
MATERIALITIES

Joan Ayrton

Kostas Christopoulos

“Poster” is a printed image that varies in format
depending on the place of its display. It is made from the
scan of a small painting. The glycerophtalic lacquer, par-
ticularly uncontrollable, evolves and fixes its movement in
a way similar to that of moving materials in the landscape.
Blowing up the image allows the viewer to enter the details
and depths of the material, perhaps also the subconscious-
ness of a simple stroke of paint.

Poster, Digital print, variable format, 2015
Courtesy of the artist and Florence Loewy Gallery, Paris

Concerning about the concept of landscape, ob-
serving forms and textures of the natural environment high-
lighting the aridity of the things around us.

Marble, print on Fine Art paper, 70 x 100 cm (ed.1/3), 2022
Courtesy of the artist

Skinos, print on Fine Art paper, 70 x 100 cm (ed.1/3), 2022
Courtesy of the artist
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(F)

STEPS AND STONES
ON THE STONE
PLANET

ERRANT STONE:
OF STEPS AND STONES

Walking uphill that morning he was able to see the
sky and the angular mountain competing against its other.
Both ready to conquer the gaze of the walker. Ratio is in
constant change - stone and dream. On his right, the sea
is calm, ahead of him the path unrolls tirelessly. Without
overthinking, he picked up a stone and placed it at the
edge of the cliff. It was his own silent way of lighting a can-
dle to the beauty of the moment. It was a stone silent as a
period in the silent text of his path, which had been trans-
formed into a semicolon - a primordial, universal place-
ment of the walker’s intention. From now on, that spot had
its own herma. The prayer had now coordinates; ready to
act as a beacon in the midst of that wilderness; for future
travellers.

The path unfolds with its ups and downs; and if
it tends to lose its confidence from time to time, it is the
walker who will keep it alive. Hodos and pore: to open a
fissure; a passage to the density of the future. The colour
of the place is charming, little yellow and purple amaranths
pop out of the boulders every here and there. They hide
themselves in the morphology of each stone in playful
ways. Steps of the walker resemble with stones that never
fade away - immortal like amaranths that keep him compa-
ny at this moment. He collects a small bouquet. The form
of that leaf was lacy as it is its etymology. For a moment,
steps become slower giving way to a clear ratio in front of
him - the flower he holds becomes a continuation of the
coastline he could see from that spot. Flower, rock, sea
and sky. His gait became gradually rhythmic, pushing and
kicking small stones. He was aimlessly kicking up dust,
little momentary clouds of experience. His intention was
not to pull away those stones, but instead to have them
as company during his walk. He creates a new trail. Sis-
yphean repetition, slight and purposeless displacement, a
line barely noticeable within the heat of this timeless land-
scape. For a few moments, it would not be an exaggeration
for him to forget which century he is in.

Small local cloud formations run tirelessly above
his head. He can see their shadowy outlines lining the
path. He walks upon them at times while he rhythmically
avoids them at others. From a distance, one could see him
as if he were performing some kind of score between ter-
ritory and sky. Without doubt, from this altitude, one has
more in common with the sky than the territory. Maybe
that path and scattered rocky formations are the only ele-
ments that keep him bound to reality. Suddenly he stum-
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bles! It is one of those stones that the pain of instant fric-
tion is only the reason for a new perspective. He is holding
it now while pain fades away at the same pace a walker
leaves something behind until the next curve in path wash-
es it away; like the next wave in the sea. It is a stone with
rough edges, neither small nor big. The wind blows softly
on his face.

\'

Humans and stones can be measured on different
time scales. Millions of years of chemical and geologi-
cal processes create various appearances of stones and
rocks. However, it is this moment that he can hold that
stone in the same way that countless others held it across
centuries; developing a tactile relationship. After all, a
stone is not as neutral as it seems. A stone is compan-
ionship, responsibility, attack, daydreaming — a stone is a
reminder of gravity. Seemingly immobile, yet in dynamic
progress evolving in a landscape which turns pages over
millions of years. A stone is made of some faith and per-
sistence among materials. Corrugation, layering, erosion,
disintegration, sedimentation are all mothers of creation.
Stone has a past, often sedimentary, it encloses centuries
of materials as if they are all contributing to a participatory
poetry. Sharp, angular, porous, smooth and dense. It gets
thinner with centuries of air, takes the shape of the site,
maps its own trauma with lichens, having a taste often
salty and weathered texture. It has been a while now, he
feels the heat in his fingers - it is another way for objects
to express their intimacy!

\')

After a few short stops, he had reached an upland.
The place around him is flat, with sparse accumulations of
stones upon a canvas of low tundra grass. The path doesn’t
stop, but changes colour and texture; attuned with the
local; giving the impression that some kind of silent agree-
ment preserves this place as a site for thinking. He has al-
ready left behind the stone he stumbled on. However, a lith-
ic constellation enunciates a spatial verse ahead of him - a
situation where every single stone can work meditatively
for him. He sits among them, remaining silent; not intending
to disrupt the encountered atmosphere. Location is almost
empty under a slightly overcast and dull sky — the view and
weather conditions add to this experience. He observes
the path leading up a hill not far away from where he’s
now - surely there will be something new as a view. Yet,
he doesn’t want to leave this silent meeting; he feels it as
a bounded sacred site. A suspended place, lair for the un-
known traveler. Petrified words lay down around him. There
is often an inexplicable beauty in the way stones touch the
ground. Their very point of touch is not random, it gives
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shape to the ground, determines the way and the number
of grass and plants that will grow at this place. It creates an
imprint, moisture and past. A memory that everyone has to
respect and not displace. While he is walking away now, he
turns to face them every now and then. Indeed, it is a lithic
punctuation mark in space which creates meaning for the
walker. An utterance different for each traveler that allows
him to decide for their next steps upon the path.

Vi

He has been walking down that hill for a while. The
distance of it from the sea affects the character of stones
around it, trying to create a friendly intimacy with the liq-
uid element. He is still in altitude; however the path allows
him to be at the edge of the rock gazing at the deep blue
sea. Blurry atmosphere has given way to a hot sun, the
wind has picked up and he can feel the moisture and the
salty waves on his skin. Further on, a small lizard stares
persistently at the strange visitor. Sitting in a soil-shaped
armchair from slate and oregano, he examines two stones
etching unconsciously shapes and lines. The intention
of careful etching seems interconnected with the will for
future: | etch something new to a surface as a mode of
communication. The simplest line has the same meaning
as the way each day dawns. He kept on for a few moments
absorbed by this creative act of friction, blending dust,
sweat and salty water. Clouds keep running above his head
as do emotions. For some time now he had been making
shapes and words upon many stones. Potential sentences
that the future archaeologist could decode. He started
throwing some of them into the sea - every now and then
he could hear their sound. An innocent fall which brings
about an unnoticeable change on the morphology of the
seabed. Without any visual or tactile interaction. From now
on, he could only imagine their immersive trajectory to the
bottom. Will they all be together? Will they be planets for
future life? Will they be havens for fishes with fears? All of
his thoughts are now sunk into the sea! A present offered
with intention for the mother sedimentation: errant stone.
The earth itself will decide whether millions of years later
this part of the sea will give way to soil. In any case, it will
have this small lithic pile of written stones stored as a se-
cret in some layer! At least, some remains with traces of
thoughts. Even this could be quite optimistic scenario. Just
before walking, he was sure that at the end of the day even
the idea of the preservation of his stones would have been
a great hope. The wind now blows softly on his face.

Vil

For a while now, the path is adjoining to the moun-
tainous rock. There are times that both contrast each other
and sometimes they go hold hands; acknowledging the
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fragile condition of the traveler. That almost 900 angle of
their meeting becomes an embrace within the unchartered
territory. His step is gradually ascending, and there are
moments when he needs to choose on which rocky stair
the foot will step on. The hand palpates unconsciously,
rocky fissures and tiny bushes ascribe ascending with tex-
ture. At such moments, every stone chosen has to be hard
and firm, trustworthy to the force exerted by the walker. In
this ephemeral relationship, not all stones can be trusted,;
the walker owes to have a different approach for each one
of them. He now thinks that he has some stored stones on
his back which he etched a while ago. How ironic can this.
His thoughts were etched as a spontaneous gesture; yet
he keeps carrying them as one more anonymous Sisyphus
towards the crest of this mountain. He gradually becomes
nervous as he realises he doesn’t know which crest is the
final destination. Indeed, it is quite late now to stop and
change his walking route. From time to time, he wonders
whether it is wise to get the burden of stones off him. How-
ever, is it the stone which becomes a heavy burden or the
walker’s own experience, thoughts and traumas? And what
if such a burden acts like an herma of balance? Philoso-
phy, angst and fatigue — how can all such things be linked
at the same moment? “The paradoxes of the path” he
thinks, while his feet walk tirelessly often kicking up dust
or pushing small stones backwards. Many of them dash
against mountain and others fall out of cliff. How many
times would Sisyphus stone break while he would continue
that ascending?

viil

He has reached the end of ascension. The path is becom-
ing friendlier now. It is time for it to change mood. During
his last steps the walker observed that some stones were
flimsy and unsteady. Without overthinking, he places a big
boulder encasing it in a stable point of soil, stones and
slate. He starts working on this, intending to make sure that
this keystone will not only be reliable for the tired traveler
but also act as a basis of faith and creation for future ones
who will think of further developing this anonymous ges-
ture in the middle of nowhere. Keystone - cornerstone: the
very first stone for something to begin; the beginning man-
ifested through stones. How different such a stone can be.
Yet, it is not a special geological result which renders it sig-
nificant, but some kind of responsibility to be the first stone
placed upon the eternal, blank space; activating the hori-
zontal and vertical axis. For a while now, he walks with the
sun to the west, while a convocation of eagles flies above
his head at a great height. Their presence cannot be acci-
dental. What started as a keystone on the ground evolves
in high altitude through birds. Who knows what shape such
an invisible building will take. He’s already feeling this as a
crossing of a threshold.
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IX

He has been walking through this quiet landscape for
some time now; being already elsewhere while the path
gets narrower. Indeed, turning his gaze back from time to
time he can observe a wall of stones sometimes appear-
ing and at other times disappearing into the ground. A
primordial lithic wave follows his steps. Is it a monument
longing to share some kind of message or an old house?
How could such a wall be used? What is the inside and
outside? An if this was a sacred site then are his step at
this very moment a prayer inside of it? Or an unintentional
walk outside of it? What did it intend to protect and from
whom? How much silence can these stones bare? Perhaps
the construction of this wall was a salvation for them to

be together in the face of such desolation. While walking
one finds the rhythm of experiencing and reading the
traversed place. In this evolving score, he could see clearly
bushes, lonely tress and rows of flowers dressing that dry
stone. Punctuation system through repetition following

the path. In this wall, there is no binding material among
stones. Different from each other, they still find the way to
accept each other with all their features, pros and cons. It
is quite some time now that many questions; either silly or
important; pass through his mind. Many question marks
which create bigger questions, which then get lost in his
tired body. Appearing and disappearing. It’s late afternoon,
yet one question persist in his mind. He’s still wondering
whether this wall was made of stones or of eternal ques-
tions? Angular and agile; smooth and thin. The wind now
blows softly on his face. All together seemed to add up to
something.

X

The path leads him to a short bluff of trees. The
wind still blows softly - just enough to breathe life to this
silent meeting. How beautiful, he thought. Which one
made the first move? In the first case, trees were gath-
ered together forming a vector of movement, trying to
grasp what they always lacked: the journey. In the second
case, the path sought for a site for daydreaming; a spot
where traveler’s gaze can rest on the vertical axis. He
also stooped to rest. He sat on the grass and touched two
stones by accident. Feeling an instant discomfort in his
hands, he collected both. He could already see the sun
gradually setting through a parallel symphony of trunks.
The orange colour coming from the sun was so bright that
for a moment he brought the two stones together, playful-
ly blocking the sunrays. Stones were alike - he was not an
expert but he could see their common origin with naked
eye. Fragments of an older stone, of unknown shape and
origin. Bringing them together before light the latter made
brighter the line of their cut; an unknown trauma. As time
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passed and the light changed every minute, a question
fell down like a meteorite in that place: was what the sun-
rays revealed a past trauma or the line connecting them?
Was it distance or binding substance? And if that blurry
light trail had been his walk for that day? He could spend
hours roving around this light fissure with his imagination,
discovering new thoughts, doubts and landscapes. In a
higher altitude, the same eagles were dancing bathed in
sunlight - the sea kept talking in a parallel universe far
away. Stones were now placed together, at the side of this
path. An object of reflection for the next walker. He was
now faraway; being dematerialised before a blazing hori-
zon; fulfilling his purpose.

Bill Psarras
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STONE EDGE

1. Roger Caillois, The Writing

of Stones, trans. Barbara Bray
(Charlottesville: University of Virginia
Press, 1985): 100.

157

Who knows whether this tumult of triangles
inscribed in stone, first brought about by nature and
then invented by art, does not contain one

of the secret cyphers of the universe?'

Artistic processes that are based on a direct
dialogue with the natural landscape usually expand the
possibilities of sculpture, painting and drawing beyond
traditional materials and methods. The participating artists
in the "Revival of Stones" reflect on how art is rooted in the
love for the natural environment, but also in the radical im-
plications of the practice of employing nature as an artistic
medium.

As if they were alchemists, artists transform the
"Philosopher's Stone," into a "Visual Stone" to research on
their own definition of "transmutation." The stone as a sym-
bol inevitably alludes to the dialectic of stasis and move-
ment. However, artistic composition arises only through
the transmutation of the intellect into matter.

The site of Mani shifts from a natural landscape
into the conceptual framework in which visual artists ex-
plore the formal parameters within which they develop
their works, conjoining art directly to the landscape and to
the unwavering continuity of this approach. This new start-
ing point implies an art form that does not only represent
the landscape but that emanates from the landscape itself.
The pieces consist of a microcosm of the radical new ap-
proaches to materials and forms that artists often explore
in process or conceptual art.

Mani, is the key to understanding this body of
work, that includes sculpture, poetry, drawings and visual
experiments. At the edge of Peloponnese, the unsurpassed
nature offers readymade or created works of art, including
stones, which then shape and guide human aesthetics.
Discerning the grid and the hidden connections between
them constitutes the logic of creation. Paradoxically, the
perception offered by stones as a conceptual mechanism
alludes to ancient metaphorical visions of the universe. As
in Ovid's Metamorphoses where inorganic and organic life,
stone, and flesh, do not stand as polar opposites but flow
and merge along the continuum that unites everything.

Stones merge and bridge opposites, they are light
and dark, open, and impenetrable, hard and at the same
time vulnerable. They are as vulnerable as the skin, and
their folds reveal the affect and proximity between bodies.
This visual writing penetrates the corporeal surface to ex-
pose the interior of the body and the corporeal relations,
giving the impression that the stones are made of skin. As
Margarita Yourcenar points out in her analysis of Roger
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Caillois, the author began to write on stones towards the
end of his life. “Strangely enough, the symbolism of alche-
my compared stone to the human body, which, unstable
though it may be (and as stone is itself, seen through
stretches of time infinitely longer), is yet a "fixed quanti-
ty" in comparison with psychic elements, which are even
more fluid and mutable.”? The author also reminds us that
we should listen to the great historical voices regarding
the perception of stone. First, and perhaps above all, the
admonition of Jesus in the Apocryphal Gospels: "Split the
tree, and | am in the wood; lift a stone, and | am there."
More explicit still is Meister Eckhart, one of the greatest
mystics of medieval Christendom: "The stone is God, but it
does not know it, and it is the no-t knowing that makes it a
stone."

The investigation of the movement that is inherent
in the materials that are employed by the visual artists, the
use of malleable qualities and the relationship between
fluidity and form, plasticity and drawing is the principal
artistic concern of the exhibition, however, in the "Revival
of Stones" the most accepted etymology of the word Mani,
from the ancient word manos, "bare of vegetation," and the
seductive danger of the natural landscape at the "edge of
the geological stone," are transformed into an imaginative
mechanism invented by the artists that allows the ideal en-
closure of nature into the artistic work.

Sozita Goudouna
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2, Marguerite Yourcenar’s
introduction in Roger Caillois,
The Writing of Stones, trans.
Barbara Bray (Charlottesville:
University of Virginia Press, 1985)
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Marion Inglessi

Anastasia Douka
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An accumulation of repetitive cell-like elements
that multiply, grow, expand, populate, gain ground. One
gently wades through the familiar and alien pods, causing
them to oscillate, sway, and rumble.

Static/ecstatic or Sibyl’s Rock, Installation. Stoneware clay, In the entire
installation, the scale of elements ranges from 15cm to 55cm height,
covering an area of 3mx3mx3m, 2022

Courtesy of the artist

If that is a wheel, the clockwise motion is support-
ed by the stone’s load.

Clockwise, Ceramic, stones, MDF, Diameter: 27 cm, 2019
Courtesy of the artist
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Antonis Kanellos

Maria Georgoula

Contradictions sometimes invisible, in another nat-
ural landscape, “inside and outside”, light and darkness are
negotiated. As a shelter that over time the human being has
possessed.

The Shelter, Stone, paint, mixed grain. Variable dimensions, 2011
Courtesy of the artist

Georgoula combines the lightness of popcorn

with the robustness of the stone as contradictory materials
from different contexts that have unexpectedly, or absurdly,
merged into a new reading of their material qualities. Her
art practice and research explore notions around absurdity,
apathy and a type of humor that may emerge through the
glossary of soft form and banal objects, collected from di-
verse contexts and worked through sculptural assemblag-
es, sculptural reliefs, collages, drawing and performance.
Although preoccupied with the language of overlooked ob-
jects and materials, the work ultimately aims to expose the
absurd comfort zones, consumerist fixations and entangle-
ments between the self and the material realm, reinforcing
the absurd object as a comical and psychoanalytical tool.

Untitled, 2022, Stone, polyurethane, copper wire, popcorn,
35x60x40cm (approx.)
Courtesy of the artist
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Theodoros Zafeiropoulos

He was born in 1978. He graduated from the
School of Fine Arts, Aristotle University of Thessalon-
iki (1998-2003). He graduated from the MFA of ASFA
(2004-2006). He graduated and was honored with the
Paula Rhodes Memorial Award from the MFA program
of the School of Visual Arts, New York USA as recipient
of the Fulbright, Gerondelis & Al. Onassis Foundations
scholarships (2007-2009). He participated in the Skow-
hegan School of Painting and Sculpture (2009). In 2016
he concluded his PhD dissertation in the School of
Architecture, University of Thessaly. Since 2001 he has
presented 10 solo shows and has participated in more
than 100 international group shows, residencies, and
projects in Greece, USA, and elsewhere. He received
commissions to create site-specific installations in many
institutions and Foundations including the Morton Arbo-
retum in Lisle lllinois, USA, the Museum of Civil Aviation
in Athens, Miltech Hellas, Goethe Institute Thessaloniki,
Museum of Photography in Thessaloniki and the G&A
Mamidakis Foundation. His artworks are part of many
public and private collections in Greece, Switzerland,
London, USA, and elsewhere. In 2017 he was elected
as Assistant professor in NTUA, School of Architecture.
Lives and works in Athens.

Maria Georgoula

She was born in Athens 1978. She partici-
pated in exhibitions: Hyle, Athens; The Benaki Museum,
Athens, Eastside Projects, Birmingham; Mansions of
the Future, Lincoln; Kunstraum am Schauplatz, Vienna;
Tinos Quarry Platform, Tinos, Greece; Kupfer, London;
Rogue Artists’ Project Space, Manchester; The Show-
room, London; Open Eye Gallery, Liverpool; Bloc Pro-
jects, Sheffield; the Delfina Foundation, London; Circuits
& Currents, Athens; the lleana Tounta Contemporary
Art Centre, Athens; the Institute of Greek Contemporary
Art, Athens; Sanhe Museum, Hang Zhou, China and Sala
Rekalde, Bilbao. Georgoula is an artist and an art edu-
cator who lives and works in Greece and the UK. Lives
and works in Athens and U.K.

Kostas Christopoulos

Born in Athens 1976. He is a visual artist.
Since 2018 he is Assistant Professor at the Athens
School of Fine Arts. He studied painting and printmak-
ing in the Athens School of Fine Arts and he followed
a Master Course in Visual Arts in the same School. He
received his Ph.D from the School of Political Sciences,
Faculty of Economic and Political Sciences, Aristotle
University of Thessaloniki (2021). He has four solo shows
in Greece and participated in various group shows in
Greece and abroad. He was also member of artistic
groups and co-founder of the contemporary art and
literature platform. He is writing art reviews for Greek
newspapers, journals, and magazines and is the author
of many essays in collective books and art catalogs. He
has curated and co-curated group and solo exhibitions.
He is member of the Administrative Council of AICA Hel-
las, the Greek Section of the International Association of
Art Critics. Lives and works in Athens.

Alexis Fidetzis
He was born in Athens in 1987. He studied

painting at the Athens School of Fine Arts and the Mu-
nich Kunstakademie while he got his MFA at the Pratt
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Institute as an Onassis scholar in New York City where
he focused on research-based artistic practices. He got
his second master’s degree on modern Greek history at
the School of Philosophy in the University of Athens. He
is currently a doctoral candidate at ASFA. Fidetzis uses
historical research as a means of artistic creation in an
effort to diagnose current social, cultural and political
issues. He is interested in the institutional management
of collective social trauma alongside the ways in which
power structures shape our common past. For his work
he has been awarded by institutions in Greece and
abroad, including the Onassis and Niarchos Founda-
tions, while his work has been presented in group and
solo exhibitions in Greece, France, Germany, Switzer-
land and the USA.

Alexandra Roussopoulos

She was born in Paris in 1969 and she is Swiss and
Greek descent. She studied at Heatherley’s school of
Art, at Camberwell School of Art in London and at the
Ecole Nationale Supérieure des Beaux-Arts in Paris.
Alexandra has participated in the activities of the APDV
art center in Paris, which brings artistic action to the
heart of government subsidized housing areas. She has
organized and curated several exhibitions, Water and
Dreams at the Kamchatka gallery in 2007, Mauvais Gen-
re in collaboration with Isabel Duperray at a Moroccan
gallery in St Nazaire in 2009 and a cycle of nine exhibi-
tions at the Galerie épisodique. Alexandra has exhibited
in Switzerland (at Art and History Museum of Neuchétel,
Louis Moret Foundation and the Manoir in Martigny,
davel 14 in Cully, Villa Bernasconi in Grand-Lancy, Ferme
Asile in Sion, and LAC in Vevey), in France (at LArt dans
les Chapelles, la Cité Radieuse de Le Corbusier in Mar-
seille, the apartment/studio of Le Corbusier in Paris,
Marie-Victoire Poliakoff gallery, Stéphane Mortier gallery
and Scrawitch/Julien Bézille gallery in Paris), China (at
Pifo gallery and the Art gallery Lelege in Beijing, Shang-
hai Yard Art gallery, and National Wetland Museum in
Hangzhou), New-York (Ziircher gallery) and in Athens
(Nitra gallery and The Project gallery). She was awarded
the visual arts prize of the René Liechti Foundation in
Switzerland in 2010 and the “November in Vitry” painting
prize in 2002. She regularly participates in workshops in
France and abroad (in France, at La Hear, Mulhouse and
ESBA Le Mans and in China, the Academy of Fine Arts of
China and the University of Fine Arts in Hangzhou).

Anastasia Douka

She is a visual artist. She believes that
everything constructed can break, be reconstruct-
ed and then break once again (or at least it has this
potential). Her work addresses various concepts of
representation as moments and events of formulating
human consciousness. She has been awarded the Toby
Devan Fellowship, Chicago, the DESTE Prize, Athens
and Artworks SNF Fellowship, Athens. Selected exhibi-
tions include: Benaki Museum, Athens Greece (2019);
Alserkal Foundation, Dubai, UAE (2019); Le Forum,
Tokyo, Japan (2019); Museum of Contemporary Art,
Athens, Greece (2018); Palais de Tokyo, Paris, France
(2018); Cycladic Museum, Athens, Greece (2017); Werft
5, Cologne Germany (2017) and Athens Biennial (2015,
2009). Lives and works in Athens.

George Kazazis

He was born in Athens where he lives and
works. He is professor at the Athens School of Fine Arts
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since 1990. He has 10 solo exhibitions and has partic-
ipates in numerous group exhibitions. Selected: 2022
Chromatic Elements - Element Blue, Sissi’s Art Room,
Kifisia, Recent Works, Donopoulos International Fine
Arts Gallery, Thesaloniki, Medusa Art Gallery (1979-
2017), Benaki Museum, Athens, Have a Seat, Hellenic
American Union, Athens, Cries for Help, 2021 Of the
Plain, ALMA Gallery, Trikala, Discovery Art Fair, Frank-
furt, Germany, Homeless.

Hara Piperidou

She graduated with honors from the MFA
program of the Athens School of Fine Arts (2009-2011)
and with first-class honors from the School of Fine
Arts of Aristotle University (2003-2008). She has at-
tended seminars of Philosophy (Panteion University,
Royal College of Art, New York University, University
Paris 8). She also studied Interior Design (2000-2003)
and Economics (1996-2000). She has taken part in
international workshops. She has had solo’s shows
and has participated in numerous group exhibitions at
museums, galleries and institutes in Greece, Europe,
Asia and United States (New York, London, Vienna, Ber-
lin, Tirana, Varna, Denizli). She has presented her last
solo show at Thames Side Studios (London, 2016). She
was awarded the first Prize in Painting (2008) from the
Institution Konstantinos Andreou in Athens, as well as
with distinctions from the State Scholarship Foundation
of Greece. She worked as studio assistant and visiting
speaker in Athens School of Fine Arts. She has given
lectures related to the “Skin” and Human Body and the
Biopolitics (A.S.F.A, R.C.A., I.C.A., NY.U.). She also pre-
sents the seminar “Skin - In And Between Two Worlds”
[(2017-2020) “Body in Contemporary Art” (2014-2017)
at the Benaki Museum. Lots of her works are included
in private and public collections. She lives and works in
Athens and London.

Kostis Velonis

He lives and works in Athens. He holds an
MRes in Humanities and Cultural Studies from Lon-
don Consortium (Birkbeck College, ICA, AA, Tate). He
studied Arts Plastiques/ Esthétiques at Université Paris
8 (D.E.A). He earned his PhD from the Department of
Architecture, N.T.U.A University of Athens. He is Asso-
ciate Professor at Athens School of Fine Arts. He has
participated in exhibitions and residencies Internation-
ally. Selected Shows: 2020 “199” DESTE Foundation
Project Space, Hydra, Ghost Beggar , Kalfayan Galleries
, Athens /2019 «Landlord Colors: On Art, Economy, and
Materiality” Cranbrook Art Museum, Michigan, «Life
Without Tragedy», “Democracy is Coming” Onassis
Festival / Public Theater, Astor Place, NYC, 2018 The
Value of Freedom, Belvedere 21, Vienna, Austria “Par-
oikia”, Company Gallery, NYC, “Refusing to Be Stil”,
21, 39, 5th Edition, Jeddah , A Puppet Sun, NEON -City
Project, Athens, “Precision German Craftsmanship”
Akademie Schloss Solitude, Stuttgart (2017), documen-
ta 14, Fridericianum, Kassel , “Urgent Conversations” ,
Museum of Contemporary Art Antwerp (M HKA), Ant-
werp - National museum of Contemporary Art (EMXT),
Athens , “Memory of Revolution”, State Museum of
Contemporary Art, Thessaloniki, (2016) “Part Company”
Casa Maauad, Mexico City “This probably will not work",
Lothringer 13-Stadtische Kunsthalle Minchen, Munich;
“Super superstudio”, PAC, Milan; 2015 “Adventures of
the Black Square: Abstract Art and Society 1915 -2015”,
Whitechapel Gallery, London; “Au nom de le Corbusi-
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er”, Maison Spiteris, Athens, “Mount the Air” Kalfayan
Galleries, Athens , “ The Theater of the World”, Museo
Tamayo, Mexico City; “This is Not My Beautiful House”,
Kunsthalle Athena, “No Country for Young Men”, BOZAR,
Brussels; "Direct Democracy" , MUMA, Melbourne. 2014:
“No Country for Young Men”, BOZAR, Brussels 2014
“Tout Feu Tout Flamme”, Lefebvre & Fils, Mapict /2013
"Direct Democracy", MUMA /Monash University Muse-
um of Art, Melbourne 2013 “HELL AS PAVILION”, Palais
de Tokyo, Paris / 2012 “Newtopia”. Velonis’ sculptures
explore the comic and awkward condition of the object
as subject, implying allegoric, everyday narratives and
mythological plots. Throughout his work, the empha-

sis is placed on the moral implications of failure and
clumsiness caused by daydreaming and the reality that
frustrates it. The context of this reading is articulated
through a systematic vocabulary of forms and materi-
als that refer to modernity via architectural typologies
such as ancient Greek theatre structures (stage, stands,
orchestra), the politics of the podium, avant-garde prop-
aganda booths and the subpolitics of domesticity.

Pavlos Nikolakopoulos

Nikolakopoulos was born in 1973 in Athens.
He has attained a BFA Degree in painting from the
Athens School of Fine Arts (1996). Lives and works in
Athens. He has participated in numerous shows, such
as: LIBRES, Centre D’Art Contemporain Yverdon-Les-
Bain (CH, 2019), Oblique, Operation Room-Amerikan
Hastanesi, Istanbul, (TR, 2018), PIIGS, An Alternative
Geography of Curating, Fondazione Sandretto Re Re-
baudengo in collaboration with NEON organization, Tu-
rin (IT, 2016); Apparent Void, Analix Forever, Geneva (CH,
2016); Massage the History, Historical testimonies and
artistic practice, Contemporary Greek Art Institute (GR,
2016); Neighbours, Istanbul Modern (TR, 2014); A Rock
and A Hard Place, 3rd Thessaloniki Biennale (GR, 2011);
Aftermath, 25th Alexandria Biennial, Egypt (EG, 2009);
Personal-Political, State Museum of Contemporary Art,
Greece (GR, 2009); Heterotopias, 1st Biennale of Thes-
saloniki, Greece (GR, 2007).

Joan Ayrton

She was born in 1969 and she is is a Paris
based Swiss and British artist whose work (painting,
photography, more recently film and sound) deals with
questions mainly related to landscape, its historical
constructs and contemporary issues. Her work is reg-
ularly exhibited in France and abroad. She is a practice
based PhD candidate at ENSAPC (Cergy), exploring the
links between geology, psychedelics and the Anthro-
pocene. She teaches at the Villa Arson in Nice and is
represented by the Florence Loewy Gallery in Paris.

Yorgos Papafigos

He was born 1989 in Larisa. He graduated
from the Thessaloniki School of Fine Arts Faculty of
painting and at the Royal College of Art - Contempo-
rary art Practice — Moving Image in London. He has
presented solo and group exhibitions in galleries and
museums such as ERRORS&TRIALS, Romantso, Athens
(2021); 19th Media Art Biennale WRO 2021 REVERSO,
WRO Art Center, Poland (2021); The Fields of Algo-
rithms. Curated by David Blandy, Het Nieuwe Instituut,
Rotterdam, Netherlands, (2021); The Right to Silence?
CUNY, Anya and Andrew Shiva Gallery, New York (2021);
The Hysterophimia Pavilion the Greek Pavilion for The
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Wrong - Digital Art Biennale (2019- 20); Gossamer Fog
Gallery, London (2019); Kappatos Gallery, Athens (2019);
Whitechapel Gallery, London, screening (2019); ARTEC-
ITYA - ART SCIENCE TECHNOLOGY FESTIVAL (2017);
25th Drawing Show at Boston Centre for the Arts, Mills
Gallery, US (2017); CICA Museum, South Korea (2017);
The Right to be Human, Thessaloniki Centre of Contem-
porary Art- Goethe institute (2017). Lives and works in
Athens.

Vassilis Noulas

He is a visual artist and a theatre director
based in Athens. He is a founding member and the main
director of the theatre collective Nova Melancholia. In
his work, he attempts to re-approach elements of the
Greek and the European traditions of “melancholy”,
hence gradually constructing his personal spiritual ge-
nealogy. He studied Drama at the University of Athens,
Visual Arts at the ASFA and pursued postgraduate stud-
ies at Université Sorbonne Nouvelle - Paris 3. His work
has been presented at the Athens Festival, the Onassis
Stegi, the Santarcangelo Festival, the National Opera
House, the Athens Biennale, as well as in squats, apart-
ments and self-managed spaces. He is the author of five
books of poetry and small prose. “The Lair”, first feature
film, premiered at the Thessaloniki Festival 2019. In the
recent years he has taken part in several bottom-up city
movements: Mavili Collective, Theatre Embros Occu-
pancy, Green Park Occupancy.

Kostas Tzimoulis

He is a visual artist. He studied at the Athens
School of Fine Arts and pursued postgraduate studies
at the Westminster University, London and the Dutch Art
Institute, Arnhem, in the Netherlands. He has present-
ed six solo exhibitions: Recycled Spaces at the PCC,
Belgrade in 2007, Useless Passages at the Artis Causa
Gallery, Thessaloniki in 2008, Yucca at the Green Park
occupation, Athens in 2015 and No Armature at Asklip-
iou 99, Athens in 2018, Predela at the EIGHT, a critical
institute for arts and Politics, Athens 2020. Since 2014,
he has been collaborating closely with the performance
group Nova Melancholia. In 2016 together with Vassilis
Noulas and Gigi Argyropoulou co-initiated and co-or-
ganized the DIY Performance Biennial: No Future, and in
2019 the EIGHT, a critical institute for arts and Politics.

Stella Christofi

She was born in Cyprus in 1988. She studied
at the Athens School of Fine Arts with a scholarship
from L.LKYY Cyprus (2006-2011) and at Paris 8 University
de Saint Dennis. She followed Master studies at the
School of Human Sciences of the National and Kapo-
distrian University of Athens with a scholarship from
I.LKY Cyprus. She continued with second master studies
“Fine Arts and Landscape” at the Department of Fine
and Applied Arts of UW.M. She is a PhD candidate in the
Department of Fine Arts of A.S.F.A. She has participated
in solo and group exhibitions in Greece, Cyprus, Italy,
Germany and Romania, such as the Biennale Chisinau
(2013, 2015), Florence Biennale (2013), Rosa Luxemburg
Stiftung Berlin (2017). She gave lectures at International
Conferences in Greece, Cyprus, Berlin, Lithuania and
Malta. She has participated in art workshops and artist
residencies in Cameroon (2009), Syros (2015), Athens
(2015), Nicosia (2021) and Jordan (2021). Her works
are in public and private collections in Greece, Cyprus
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and Italy (Lucciano Benetton Collection). She lives and
works in Athens.

Antonis Kanellos

He was born in Kalamata in 1979. He is an
artist based in Athens. He was born in Kalamata in
1979. He studied at Athens School of Fine Arts (2009)
and followed Master studies in Department of Human
Studies at the National and Kapodistrian University of
Athens. He studied Byzantine Art with G. Kordis and
Preservation of works of art and Antiquities. He worked
in Ephorate of Antiquity of Messenia as restorer. He has
participated in group exhibitions and gave artist talks in
Conferences in Greece.

llias Papailiakis

He was born in Crete in 1970. He is one of the
most active and acclaimed Greek contemporary paint-
ers. He lives and works in Athens. He studied painting at
Athens School of Fine Arts, Athens, 1990-1996. In 1998
he was awarded the first prize of Yiannis and Zoe Spy-
ropoulos Foundation. In 2001 he represented Greece at
La Biennale di Venezia, 49th International Exhibition of
Art. In 2001 the Macedonian Museum of Contemporary
Art organized a retrospective exhibition with works from
the period 1996-2001. In 2009 the Hellenic Foundation
for Culture (Berlin branch) organized a retrospective ex-
hibition with works that belonged to German collections
from the period 2005-2009. In 2013 he was one of the
six shortlisted artists for the “Deste” foundation prize
and in 2015 the independent art center Signal (Malmo,
Sweden) exhibited his work in collaboration with Pauline
Oliveiros. In 2017 he participated in Documenta 14 in
Kassel-Athens. In 2018 he participated in Athens Bien-
nale 2018, ANTI. In 2020 the Municipal Art Gallery of
Athens, organized a retrospective exhibition with works
from the period 2017- 2020. He has presented his work
in more than 25 solo exhibitions in Greece and abroad.
He was a visiting tutor at the Architectural Department
of Patra’s University from 2009 to 2019.

Maria Varela

She is an interdisciplinary artist focusing on
creative applications of new technologies, textile data
visualization and collaborative production with women
communities. She experiments with ways in which the
archival event is transcribed from the digital environ-
ment to the physical world. She creates digital and
physical artifacts and events, exploring concepts such
as identity, memory, tradition and their constructions.
She has presented her work in numerous exhibitions
internationally, in museums such as TMoFA (Taiwan),
Bozar (Belgium), EMST, MOMus and the Museum of the
History of Greek Costume (Greece) as well as in group
exhibitions such as Festival de Arte_Videobrasill (Sao
Paolo), Media Art Biennale (Wroclaw), Siggraph (Van-
couver), Transmediale (Berlin), ISWC (Seattle), Piksel
(Bergen), Tetramatyka (Lviv), Visual Dialogues - Onassis
Foundation (Athens) etc. In 2021 he was awarded the
Selected Art Award by the Taoyuan Museum of Fine Arts
in Taiwan. She completed her postgraduate studies at
MA Interactive Media (2010), Goldsmiths College Uni-
versity and PG Fine Arts (2007) Central Saint Martins,
London and her undergraduate studies at the Depart-
ment of Fine Arts and Arts (2005), University of loanni-
na, Greece.
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Panos Profitis

He was born in 1988. He holds a master's de-
gree in fine arts (2016) from the Royal Academy of Arts
in Antwerp, specializing in site specific arts / installation
art and a graduate of the Athens School of Fine Arts
(2013). He received a scholarship from NEON (2015-
2016) for his master's degree. In 2016, he was awarded
the Hugo Roelandt Prize by the Royal Academy of Arts,
the Hugo Roelandt Estate and the Objectif Antwerp for
his dissertation. Panos Profitis became a Fellow of ART-
WORKS, (1st Artists Support Program Stavros Niarchos
Foundation). In October 2018 he participated in the Ini-
tiator Artist in Residency program in Elefsina (European
Capital of Culture 2021). In 2013 he represented Greece
at the Biennale of Young Artists in Ancona, Italy. During
documenta 14 the Prophet worked as an assistant to Ni-
gerian artist Otobong Enkanga. In 2017 he held his first
solo exhibition at the Annie Gentils Gallery in Antwerp
(Belgium) and participated with the gallery in various art
fairs (Art Rotterdam, YIA Maastricht, Art Brussels). His
work has been presented in group exhibitions in Greece
and abroad. Lives and works in Athens.

Andreas Ragnar Kassapis

He was born in 1981 and studied at the
School of Fine Arts in Athens from 1999-2004 where he
lives and works. His work includes painting, drawing,
photography, text, sound and music. He has also worked
on set designs and as a teacher. Solo / Duo shows: The
Shallow Room (A Sud Pescara 2022), To see a block of
flats as a cave (Kalfayan galleries,Athens, 2021)."‘Melting
snow as if in a room’, Andreas Ragnar Kassapis / Kon-
stantinos Hadjinikolaou (Tavros, Athens, 2021), ‘Songs’.
Athanasios Argianas / Andreas Ragnar Kassapis (Hero
Gallery, Amsterdam, 2018), ‘Breakwater’ (Independent
Space, Athens 2015), ‘How Can one Remember Thirst?’
(Loraini Alimantiri Gallery, Athens 2011), ‘Bones are
Tight’ (Loraini Alimantiri Gallery, Athens 2008), ‘Numb’
(Loraini Alimantiri Gallery, Athens 2006).Sleep Maps
(Vavel, Athens, 2006). Selected group shows: Docu-
menta 14 (Art Director: Adam Szymczyck, Cur. Katerina
Tselou, Athens / Kassel 2017), ‘Reverb: new art from
Greece’ (cur. Evita Tsokanta - Eirine Efstathiou, Boston,
2014), ‘Hell as Pavillion’ (cur. Nadia Argyropoulou, Palais
de Tokyo, Paris, 2013), ‘Heaven’, Athens Biennale (cur.
Christoforos Marinos, Athens, 2009), ‘Anathena’ (cur.
Marina Fokidi-Marina Gioti, Athens, 2006). Selected
set designs: ‘Era Povera’, Patricia Apergi (Athens 2012),
‘As my Heart in a Storm’, (Bijoux de Kant, Athens, 2012).
‘Blossom’, Agni Papadeli Rossetou. Selected music
works: Rooms in negative-Lucky Boys published on
tape. (untitled. 1) 2019. Rooms in Negative, published on
vinyl (2009), Look and the Beast, Music for the dance
performance by Agni Papadeli Rossetou.

Marion Inglessi

She was born in Athens, Greece. After re-
ceiving her MFA from Brandeis University, Boston,
she worked as a designer in theatre, opera, film and
advertising in New York, Paris and Athens 1989-2003.
From 2005 to 2009, she was Head of Exhibitions at the
Thessaloniki International Film Festival. In 2015 she
co-created the video animation project nonstop motion
animation by people in motion, for refugee children
and adolescents in Athens. She has had three solo ex-
hibitions, and participated in a number of international
group exhibitions. Her work is in private collections in
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Switzerland, Germany, Luxembourg, France, The Neth-
erlands, Greece, and Turkey, as well as in the Thessa-
loniki MOMUS collection.

Alexandra Koumantaki

She was born in 1993. In 2017 she co-found-
ed Hyperlink Athens, an independent collective focused
on the versatility of artwork installation and reproaching
the curatorial process. In 2019 she joined OMIO an in
situ intervention team based in Athens. She is also ac-
tive in the field of experimental electronic music as a
composer. Lives and works in Athens

Yannis Ziogas

He holds a Master of Fine Arts from the
School of Visual Arts (1991, New York) and holds a PhD
from the University of the Aegean (2013). He has made
solo exhibitions and has participated in many group
exhibitions in Greece and abroad. He has done residen-
cies in New York and has taught as a visiting artist at
many Universities in Greece and abroad. His work has
received reviews in the Greek and international press.
He has organized international Conferences and has
edited publications on contemporary Aesthetics and
its Practices with emphasis on the process of Walking
Art in Prespes. Walking art on the paths of Kardamyli. A
sensory reconciliation with the environment.

Sotiris Chtouris

Professor of Sociology. Founding member of
the Department of Sociology of the University of the Ae-
gean. He studied, worked and taught as a Sociological
Researcher at the University and the Institute for Social
Research in Frankfurt 1979-1985. Researcher in major
research projects on the urban environment, culture
and the social integration of young people. He estab-
lished and directed the Research Laboratory for Social
and Cultural Documentation in 1993, which for two dec-
ades has been an important institution for the recording
and promotion of the Aegean Musical Culture and the
publication of a series of Albums accompanied by Mu-
sical Documents and the recording of the cultural herit-
age of the Aegean entitled 'Aegean Musical Crossroads'.
Recent works: Young people in Greece today (Epikentro,
2016), Woman, Mother - Mother - Partner / Worker /
Slave - nostalgic self. Dialectical male representations
and portrayals (Creativity, 2019), Dialogue and the inter-
view with a work of art, The method of dialogical en-im-
aging, (DemouErgia, 2020), Eight texts of en-imaging
and interpretation, Clinical Sociology (Kallipos 2022),
The research methodology in clinical Sciences (2022),
2012-2021 Director of the postgraduate programme 'City
and Environment' (currently: Applied Clinical Sociology
and Art, 'Clinical Cognitive Sociology and Applied Arts',
University of the Aegean in collaboration with the Facul-
ty of Visual Arts and Applied Arts, University of Western
Macedonia), 2022 President of the research and eco-
logical initiative DemouErgia.

Eleni Riga

She is an independent curator, writer and cultural pro-
ducer. She lives and works in Athens. Her practice fo-
cuses on the intersection of feminism and ecology and
the politics of care. Recently, she worked as an assis-
tant curator for the solo show of Georgia Sagri, Case_L
at Friart, Fribourg in Switzerland and she coordinated
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the catalogue. She worked at the Adult & Academics
Programs at MoMA, she directed the Contemporary Art
Department of Eleusis 2023 European Capital of Culture
and she was curatorial assistant at documenta 14. As
an independent curator she has collaborated with insti-
tutions in Europe and the U.S.A. She holds a master’s
degree in curatorial studies from Panthéon - Sorbonne
University in Paris and a bachelor in Communication,
Media and Culture from Panteion University in Athens.
She completed her curatorial studies at Curatorlab at
Konstfack University in Stockholm.

Bill Psarras

He was born in 1985. (Dr.) He is an artist and
academic. He is an Assistant Professor at the Dept. of
Performing and Digital Arts, School of Arts, University
of the Peloponnese. For 2020-21 he was awarded as an
ARTWORKS Fellow of SNF. His art practice combines
site-oriented walking performances, audiovisual instal-
lations and video/digital art with poetry and landscape
having central position to his works. His works have
been exhibited across international festivals of contem-
porary art, group exhibitions (Onassis Cultural Founda-
tion, MOMus, TCH, FILE, ADAF, WPA Experimental Me-
dia, Film and Video Poetry Society, ROOMS 2013, OUT
(TOPIAS) and cultural institutions in Europe, US and
Asia. He has taught at the Dept. of Audio and Visual Arts
of lonian University where he conducted his arts-based
postdoctoral research in the intersections of walking
performance, geohumanities and creative technologies
(State Scholarship). He is Dr. of Arts and Computational
Technology from Goldsmiths University of London, with
further MA studies in digital arts from UAL and BA/MA
studies in audiovisual arts from lonian University. His
research has been published across international aca-
demic journals (LEA MIT Press, Technoetic Arts, IJART),
conferences, book chapters in the intersections of con-
temporary art, urban-cultural studies and performance.
On 2017, Tundra was his first poetry collection (Pigi Pub-
lishers). He is the art director of Primarolia Festival and
annual exhibition of contemporary art.

Anna Micheli

Dr. Anna Micheli N. (born 1978) is a social
archaeologist, and a Doctoral researcher of Sociology
at the University of the Aegean. Her doctoral disserta-
tion was prepared at the Department of Sociology of
the University of the Aegean focused on the social and
public dimension of archaeological science and the con-
tribution of public contemporary art to the approach and
cultural understanding of archaeological sites. Currently
she is conducting post-doctoral research at the Depart-
ment of Sociology of the University of the Aegean with
a research fellowship ("Excellence" research program
of the Greek Ministry of Education and Religious Affairs
and the General Secretariat of Research and Technol-
ogy), on the field of Sociology of Art and Culture with a
research topic entitled "The idea and the theory concept
of En-visioning, as an act of conceptualizing the cultural
and social experience". Her areas of research special-
ization include issues of management and promotion
of public space with an emphasis on the institution of
archaeological sites and the perception and interpreta-
tion of artworks in the modern social environment. She
specializes in empirical social research in arts, social
sciences, and humanities. Her research and scientific
articles have been published in various conference pro-
ceedings, collective scientific volumes, and journals.
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Takis Koumbis

He studied architecture at the Aristotle Uni-
versity of Thessaloniki and at the Paris la Villette School
of Architecture in France (1984). He holds DEA of Phi-
losophy (Universite Paris | - Sorbonne), he collaborated
in many studies of the Fernando Montes Office (1980-
1983) in Paris. He received a grant from the Bureau
of Architectural Research (BRA) in France to write a
research paper on "Architecture and Ritual" (1987). After
his return from France he participated in the creation of
the magazine "Issue" and then narrated the architectur-
al section of ARTI magazine from 1992 to 1998. In Venice
he participated in various Biennales. He co-curated,
together with Richard Scoffier, the international exhibi-
tion "The Fragmented City" (Athens 1997, Paris 2000).
He taught architectural composition at the School of
Architecture of the NTUA. (2003-2005). Since 2006 he
has been teaching at the Master programme in Athens
School of Fine Arts.

Sozita Goudouna

Dr. Sozita Goudouna is a professor, curator
and author, her book Beckett’s Breath: Anti-theatricality
and the Visual Arts was published by Edinburgh Critical
Studies in Modernism and released in the US by Oxford
University Press. She holds a PhD on Beckett and Amer-
ican high-Modernism from the University of London,
and an MA from King’s College London and RADA Royal
Academy of Dramatic Arts. She has had a distinguished
20-year career in the cultural sector, serving in many
executive roles prior to becoming the director of the
non-profit Greece in USA in 2020. Her internationally
exhibited and produced projects include participation
at the New Museum, Performa Biennial in New York,
Documenta, Onassis Foundation New York, French Con-
sulate NYC, Hunterian Museum, Benaki Museum, Byz-
antine Museum, EMST Contemporary Art Museum, MET
Metropolitan Museum of Art among others. She is head
of operations at Raymond Pettibon Studio, adjunct pro-
fessor at Pace University, and visiting professor at City
University New York (CUNY) and New York University.
She has taught at New York University since 2015 as the
inaugural Andrew W. Mellon Curator fellow at Performa
Biennial in NYC. She has also taught at the New School,
SUNY, Roger Williams University, Goldsmiths University,
the University of the Peloponnese among other uni-
versities. Prior to joining Performa, she conducted and
was the three year artistic director of the 1st EU-funded
research and exhibitions program in Athens, under the
auspices of the Ministry of Culture. During her director-
ship, she curated and commissioned projects by Martin
Creed, Santiago Sierra, Lynda Benglis, and Roy Ascott.
She collaborated in 2014 with Marina Abramovic for the
production of “Seven Deaths”. She is the founding direc-
tor of the US non-profit Greece in USA for the promotion
of contemporary Greek art. Sozita served as treasurer
of the board of directors of AICA Hellas International Art
Critics Association and as member of the board of di-
rectors at ITl International Theatre Association UNESCO.
Her research has been published in academic journals
including: The Journal of Dramatic Theory and Criticism,
GPS Global Performance Studies, Theater Topics, Seis-
mopolite Art & Politics Journal, BST Body Space & Tech-
nology Journal. Minnesota University Press will publish
her forthcoming co-authored publication "Among the
Ends."
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