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To Eyxeipnpa twv Mouowv -’Evag Atdhoyog avapsoa otnv Téxvn Kat tnv Emothpn
The Muses Project - A Dialogue Between Art and Science



To Eyxeipnpa twv Moucov
‘Evag AldAoyog avapeoa otnv Téxvn kat tnv Emethpn

EkBeotakn Mpdtacn tou MeyakAn Poykdkou
yia 9 EnueAntég kat 27 KaAAitéxveg

LOvbeopog Ynotpopwv I16pupatog A. I. AeBévin EANGSag, 2017

0 katdAoyog pe titho «To Eyxeipnua twv Mouowy —'Evag Atdhoyog avapeaa otnv
Téxvn kat tnv ENothpny dnpootedetal Pe Ty eukalpia tng ogwvupng ékBeang
nou npodtelve 0 MeyakAng Poykdkog yia 9 EmpeAntég kat 27 KaAATtéxveg, nou
npaypatonotnBnke ané tg 8 dePpouapiou péxpt tig 10 Maptiou 2017 oo Initt
g Kunpou - Mopewtikoé Mpageio Kunplakng MpeaBeiag otnv EAAGSa.

Iroxeia Epywv:

01 8la0tdoelg twv €pywv Sidovtal o€ ekatoatd — Uwog npo NAdtoug npo Baboug.

Ewkéva E§wpUAAou: Wnelonoinpévn anddoon.

Ektdnwon: O katdhoyog tunwBnke oe avud§ivo xapti oe 2.000 avtituna anod

v «NuaivMnovi», 0666 Zelhiotpiag 17, 15772 Zwypdpou, www.designbond.gr.

Zuvteleotég:

EnBAEnwv: MeyakAng Poykakog

EneAntég: Xplotdva Kaldkou, Kwvatavtivog B. Mpwipog, Bavdong Moutod-

nouAog, Aiva Taikouta, AAé€log Manadaxapiag, Aouila Kapanibdkn, Mnia MNana-

6onouhou, lwavvng N. Apxovtdkng kat Mwpyog Mnoupoyldvvng

AteuBuvon: Mapia Mavayiou, Init tng Knpou

Alopyavwtpla’EkBeong: Mapia Payid, Zniti tng Kunpou

Metappaotng Kelpévawv: ZTéAog Pnyonoulog

EneAntpla Kelpévawv: Mewpyia Bdvou

EnteAntng AyyAikav: Nikohag MkdpByoueit

KaAAttexvikég Ixedlaopog: «NuddivMnov»

Awkaidpata Ketpévwv kat Eikévev:

‘OAa ta Sikalwpata gival katoxupwuéva and Toug CUYYPAQEIG Kal TouG KaAALTE-

XVeG ONwg niotwvovtal. Anayopeletal yia ornolovénnote Adyo n avanapaywyn

n yetddoon og onotadnnote popPn N pe onotodnMote PECO, NAEKTPOVIKO A pun-

XQaVIKG, oUPNEPIAAUBAVOPEVWY TNG PWTOTUNNGONG h anoBnkeuong oe oUoTNpa

avdktnong, dveu Tng nponyoUPEVNG Ypantng adelag tou ouyypagéa. E€alpéoelg

ENTPENOVTAL O€ NEPINTWOELG KAAOMIOTNG XPNONG QUTWY, PE OKOMS TNV €peuva, T

anoudn, tnv KTk, dnwg npofAénet n SieBving vopoBeaia Sikalwpdtwy. Aitn-

O€I1G Yla avanapaywyn népa anoé autolg Toug 6poug unoBdrAoviat atov ekdotn:
Ap ogia Avtwviddou, LUvbeopog Ynotpopwy I6pupatog A. T AeBévin, 066¢
®paykokkAnaldg 9, 15125 Mapouoat, EAAGSa, 210 6165 207,
info@leventis-scholars.gr, www.leventis-scholars.gr.

Avtituno autou tou kataAdyou puldooetal atnv EBvikn BiBA0BAKN tng EANG-
60¢, 0666 Maveniotnpiou 32, 10679 ABrva, EAAGSa, 210 3470 330,
www.nlg.gr.

Ztoixeia Kataloyoypdgpnong uné Anpoocicucn

otnv EBvikn BiBAoBnkn tng EAAGSog
Apxovtdkng, lwavvng N. 1969-
Kaldkou, Xplotiava. 1982-
Kapambakn, Aouila. 1958-
Moutadnoulog, Bavaong. 1969-
Mnoupoytdvvng, NMwpyog. 1976-
Mpwipog, Kwvaotavtivog B. 1968-
MNanadlaxapiag, AAé€log. 1982-
ManadonoUAou, Mnia. 1961-
Poykdkog, MeyakAng. 1972-
Toikouta, Aiva. 1959-
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2. Ixéon Téxvng - EmotApng.
|.’EkBeon Eikaotikwv Texvav. I1.16pupa A. T AeBévn. lIl. Tithog.
ISBN: 978-618-83014-0-5
Aopydveon: TOv6eopog Ynotpogwy I5pUpatog A. I AeBévin ENGSag & Znit tng KU-
npou - Moppwtké Mpageio tng MpeoBeiag tng Kunplakng Anpokpatiag otny EAAGSa
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The catalogue entitled "The Muses Project — A Dialogue between Artand
Science" is published on the occasion of the exhibition of the same name
that was proposed by Megakles Rogakos for 9 Curators and 27 Artists.
It took place from 8 February to 10 March 2017 at the House of Cyprus -
Cultural and Educational Office of the Cyprus Embassy, Greece.

Works' Credits:
Dimensions are given in centimetres — height before width before depth.
Cover Image: Digitized rendering.
Printing: The catalogue was printed on acid-free paper in 2,000 copies by
'DesignBond", 17 Silistrias Street, Zografos, GR 15772, www.designbond.gr.
Contributors:
Supervisor: Megakles Rogakos
Curators: Christiana Kazakou, Constantinos V. Proimos, Thanasis
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Bia Papadopoulou, loannis N. Archontakis and Giorgos Bourogiannis
Director: Maria Panayides, House of Cyprus
Exhibition Organizer: Maria Ragia, House of Cyprus
Text Translator: Stelios Rigopoulos
Copy Editor: Georgia Thanou
English Copy Editor: Nicholas Garthwaite
Artistic Design: "DesignBond"
Text and Images Copyright:
All rights are reserved by the authors and the artists as credited. No
part of this publication may be reproduced or transmitted in any form
or by any means, electronic or mechanical, including photocopying or
storing in a retrieval system, without the prior permission in writing of
the author. Exceptions are allowed in respect of any fair dealing for the
purpose of research, study, criticism or review as permitted under the
Copyright Legislation. Inquiries concerning reproduction outside these
terms should be sent to the editor:
DrSophia Antoniadou, A. G. Leventis Foundation Scholars Association,
9 Fragoklissias Street, Maroussi, GR 15125, +30 210 6165 207,
info@leventis-scholars.gr, www.leventis-scholars.gr.

Acopy of this catalogue is available from the National Library of Greece,
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www.nlg.gr.
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Mepilexépeva

1. KAew®d - Quaoikn / Xnpeia
Enpéleta Xplotiava Kaldkou
- Tidvvng Kpavidiwng
+ Mavvng MeAavitng
+ Mwpyog Toepiwvng

2. @dAea - Kovwvioloyia / Znoudég ®UAou
Enpélela Kwvotavtivog B. Mpwipog
+ Mwpyog Avaotaodkng
« Aapnpvn MnoBiatoou
- Métpog =evakng

3. Epate - Enothun Ynoloylotwv
Enpéleta Bavaong Moutadnoulog
- Ne@éAn Anuntpladn
- MavBog Xaviopivaiog
- Kwotng

4. Eutépnn - Tewpetpia / MaBnpatikd
Enpéleta Aiva Toikouta
- Bdow MkaBaioé
- Nikog Makapouvag
- Ayyehog LkoUptng

5. MoAUpvia - Bioloyia / latpikn
Enpéleta ANE€log Manadaxapiag
- Anéotolog Kapaotepyiou
- Xapdhapnog KoupkoUAng
- NdoAa MaAaBibn

6. KaAAiénn — Oikovopikég & MoATkéG Emothpeg
Enpéleta Aouila Kapambakn
- Tidvvng Abapdkng
~EAeva Manadnuntpiou
- EAévn T¢dtahog

7. Tepyxépn - lewypagia / MewAoyia
EnpéAeta Mnia ManadonouAou
-'Epon Bevetadvou
- Kwatag Bpoupag
-’Epon Xat{napyupou

8. Oupavia - Aotpovopia
Enpéleta lwavvng N. Apxovtdkng
- ANé€avBpog Anuntpladng
+ Avtwvia Manatdavakn
- Anpntpng Tpdykag

9. MeAnopévn — AvBpwnoloyia / EBvoTikEG Znoubég
Enpéeta Mwpyog Mnoupoytdvvng
- Avbpéag Kovtovng
- NopaOkka
+ Xptativa Lyoupoputn
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- Charalambos Kourkoulis
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6. Calliope - Economic & Political Science
Curator Louiza Karapidaki
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[ta o 16pupa A. I” N\eBevin

la 6Aoug epdg oto16pupa A. . AeBévn, anoteAei 1blaitepn xapd va na-
pakolouBoUpe Tig 6pacTNPIOTNTEG TOU TUVEECHOU TwV UNOTPOPWY Hag
- piag duvapikng opddag véwv avBpwnwv ot onoiol Eexwpilouv Pe to
€pyo Toug Kal evatepvidovtal to nvelpa evog 16pUpatog nou n otopia
ToU EeKIva ano to 1979.

Tote dnploupynBnke 10'16pupa A. T AeBévn, wg anotéAeopa twv Npoao-
Hokiwv Tou Kunplou enixelpnpatia Avaotdaotou I AeBévin (1902-1978),
0 onoiog €Be0e Kat Toug Bacikoug doveg Ing Spdaong Tou, e Npoaava-
ToAlop6 otV Kovwvia, otnv nadeia kat atov noAtopo. npepa, Siavi-
ovTag v TETaptn 6ekaeTia, 10 16pupa —eKTOG aNod T0 EKTETAPEVO KOl-
vwQeAEG Npdypappd Tou kat Tn §paacn Tou 0Toug TouE(g TG Npoataciag
ToU NepIBAAAOVTOG Kal TNG MOAITIOTIKNG KANPOVOULAG— €xel va emoe(€el
ONPAVTIKO £pyo 0TN PEAETN Tou NoAttiopoU Kal Ing lotopiag tng Kunpovu,
g EAAGSag kat tou EAANviopoU tng Ataonopdg.

Méoa ano éva d1eBvég npdypappa unootnPIENg EAANVIKWY anoudwv
—HE TN 61apKN CUVEIOPOPEG GTNV AKABNUAIKNA, ENOTNHOVIKA Kal latpl-
KN €peuva, u€aa anod 1o eKGOTIKO Tou €pyo aAAd Kal Tn cUCTNPATIKA
X0pAynon unotpo®liv— to 16pupa akoAouBei pe ouvéneta to dpa-
Ja tou 16puTh Tou, evd napdAAnAa to Mpoypappa YNotpoplwy Tou
otnpilel €TNoiwg HETANTUXIAKOUG QPOITNTEG O€ SIOKEKPIUEVA NAVENL-
0TAMLa ava Tov KOO0 o€ €Tnala Bdon, KaAUntoviag éva eupU Gpacua
YVWOTIKWV nediwv.

EkeivolanoteAoUv tn geydAn 0lKoyEVELd TwV UNOTPOPWY Hag, mou apib-
pel nepinou 5.000 péAn, evw péow tou Beapol Ynotpo@iwv OAUPNIaKNG
Mpoetoipaciag xopnyoUvtal kat aBANTkEG unotpogieg oe EANNveg kat
Kunploug aBAntég kal aBARTpLeG Mou nponovoUval yid Toug eNepxope-
voug OAUpNIaKoUG AYWVEG.

Yhpepa, kaBwg ot undtpopot tou 16pUpatog A. I AeBévin Slakpivovrat
o€ NOAAOUG TOMEIG TWV TEXVWY, TWV YPAUUATWY Kal TwV ENOTNHWY, N
napouoa ékdoaon, aplepwyévn otig Molaeg wg NNyn €UNVEUONG Kal €l-
KAoTIKNG dnptoupyiag, eival SInAd talplaoth.

Mupte Xatdakn, PhD
YneuBuvn EAANVIKwV MNpoypappdtwy Kal Anpociwy EXEoewy
16pupa A. T. AgBévn
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For the A. G. Leventis Foundation

For all of us at the A. G. Leventis Foundation, it is especially
rewarding to follow the initiatives of our scholars’ Association
- of this dynamic group of young men and women who are set
apart by their work and their commitment to the values and
principles of a Foundation whose history goes back to 1979.

[twas then thatthe A. G. Leventis Foundation was established, as
the outcome of the vision of the Cypriot entrepreneur Anastasios
G. Leventis (1902-1978), who had set out the primary objectives of
its activity, with afocus on society, education and culture. Now in
its fourth decade, the A.G. Leventis Foundation —in addition to its
extensive public benefit programme and its pioneering activity
in the areas of environmental protection and medical research —
demonstrates significant involvement in the study of the culture
and history of Cyprus, Greece and the Hellenism of the Diaspora.

Through aninternational programme supporting Greek studies
—withthefostering of various educational activities, the ongoing
contribution to academic research, the production of scientific
publications and the systematic granting of scholarships -
the Foundation consistently adheres to the founder’s vision,
while its Educational Grants Scheme supports post-graduate
students in leading universities around the world on an annual
basis, covering a broad range of academic fields.

This extensive family of our scholars now numbers around
5,000 members, while through the institution of the Olympic
Preparation Awards Scheme, sport scholarships are granted
to talented Greek and Cypriot athletes training for the
forthcoming Olympic Games.

Today, as the scholars of the A. G. Leventis Foundation continue
to distinguish themselves in numerous fields of the arts, letters
and sciences, the present publication, dedicated to the Muses
as a source of inspiration and artistic creation, is doubly fitting.

Myrto Hatzaki, PhD
Greek Programs and Public Relations Manager
A. G. Leventis Foundation



[ta o Xnin e Kunpou

To Znitt tng KUnpou - Moppwtiko Kévipo tng MpeaBeiag tng Kunplakng
Anpokpatiag otnv EAAGSa, ouvexiovtag tnv nopeia tou 0to oUyxpovo
NMOAITIOTIKG pag yiyveoBal kat 1o NAdiolo Tou €IKAoTIKoU ToU NMPoypap-
patog, napouctadel os ouvepyaoia pe Tov LUvHeapo YNotpopwy 16pUpa-
10GA. T. AeBévin tnv €kBeon To Eyxelpnpa twv Mouowv -'Evag AldAoyog
avapeoa otnv Téxvn kal tnv Enothpn, pe eniBAénovia emyeAnth tov
10T0pIKO TEXVNG MeyakAn Poykdko.

H elkaotikn npotaon tou Apog Poykdkou ouviotatal 6Tn GUPHETOXN
9 enueAnTwv Kat 27 KAAATEXVWY, PE Kolvo aova th oxéon avaueaa
oTNV TEXVN KAl TNV €MNOTAKN Kat agetnpia tnv egBAnpatikn kat dia-
XPOVIKN Napoucia Twy evvEd HOUOWYV TNG aPXaldTNTAG, HE 0,TL AUTEG
Kal ol 1816TNTEG TOUG aVTINPOOwWNEVUOUV 0TO ONHEPA.

Yuyxapntnpla opeilovtal atov ev Adyw LUvOeapo yia thv npwtoBoulia
Kal Tn guvexn dnploupyikn tou napouaia. Ot NOATOTIKEG, ENOTNHOVIKEG
Kal KOWVWVIKEG §pAcelg Tou anoteAoUv TNV anth Sikaiwon tou opdpa-
106 Tou 16pUpatog. Méow tng Mpoédpou tou, Apog Lopiag Aviwviadou,
aneubuUvoupe og 6AOUG TG BepPEG EUXAPIOTIEG Wag yia TNV dplotn ou-
vepyaola.

To'lI6pupa A. T. AeBévin, nou otnpilel Tn dlopydvwon, enttelel e6w
Kaloxedbdv 1€aoepig SeKaeTieg éva MOAUCHUAVTO €pYo 0NV Kolvwvia,
tnv nadeia kat tov noAitiopd otnv Kunpo, tnv EAAGSa Kal tov koopo.
Ogeiloupe MoAAG euxaplotw atov Mpdedpo tng EAANvIKAG Enttpo-
nngtou I6pUpatog K. Mewpyto A. Aauib, yia th peydAn, Slaxpovikn Kat
noAueninedn npoo@opd tou.

IS1aitepeg kat Bepuég euxapiotieg aneuBUvw npog tov eniBAEnovTa yia v
KatdBeon NG evOIAPEPOUCAG EIKACTIKAG TOU MPOTAGNG, TOUG EVVEQ EMIEAN-
TEG Y10 TNV NPOONAWON OTOV EPEUVNTIKO TOUG OTOXO KAl TOUG CUMHETEXOVTEG
KAANTEXVEG NMOU KaTaB€TouV pe TG00 {0 TIG EIKATTIKEG TOUG MPOTACELG,

Mapia MavayiSou
Mopowtikn ZupBoulog
Xnit tng Kunpou

For the House of Cyprus

The House of Cyprus - Cultural Office of the Embassy of Cyprus
in Greece, continuing its course through the contemporary
cultural scene and within the framework of its visual arts
programme, presents in partnership with the A. G. Leventis
Foundation Scholars Association the exhibition The Muses
Project - A Dialogue between Art and Science, under the
supervision of the curator and art historian Megakles Rogakos.

The artistic proposal of Dr Rogakos involves 9 curators and 27
artists, having as a common axis the relationship between art
and science and as acommon starting point the emblematic and
timeless presence of the nine muses of antiquity with whatever
they and their properties represent today.

Congratulations are due to the aforementioned Association
for the initiative and its continuing creative presence. lts
cultural, scientific and social activities are the tangible
vindication of the Foundation'’s vision. Through its President,
Dr Sophia Antoniadou, we would like to express our sincere
thanks to everyone for the excellent collaboration.

The A. G. Leventis Foundation that supports the organization
has greatly contributed, for nearly four decades now,
to society, education and culture in Cyprus, Greece and
the world. We owe many thanks to the Chairman of the
Foundation's Greek Committee, Mr George A. David, for his
immense, timeless and multifarious offer.

Special and warm thanks go to the supervisor for his
interesting artistic proposal, the nine curators for their
focus on the research objective and the participating artists
who present their artistic proposals with such passion.

Maria Panayides

Educational Counsellor
House of Cyprus
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Avcovupog (Kwg). Ot Evvéa Modoeg, . 50 nX. Wneibwtd 5anedo (255x320). P6dog, GR: Mahdt tou MeydAou Mayigfpou.
Anonymous (Kos). The Nine Muses, c. 50 BC. Mosaic flooring (255x320). Rhodes, GR: Grand Master’s Palace.
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Xaipenopdg

AvTanokpIvopEVol 6Toug okomoug Tou Luvdéapiou Ynotpdgwy I6pUuatog
A. T AeBévin EAGSag, va evBappUvoupe v enikolvwvia Hetal twv
UnoTPOPWY Kalva eVOUVAUWVOULE Ta KOWVE EMOTNHOVIKA, ENAYYEAUATIKA
Kat KOWVWVIKG evilapépovTd Toug, NpookaAéoape Ta PEAN pag va npotei-
VOUV MOATIOTIKEG KAl EMOTNHOVIKEG EKONAWOELG Y1a Va TIG 0PYAVWOOULIE.

‘Et01 gykpivape Tnv npdtaon Tou unotpdPou Pag Kal [0TOPIKOU TEXVNG
MeyakAn Poykdkou yla pia ékBeon pe titho To Eyxejpnua twv Mouowv —
‘Evac AidAoyog avdueoa otnv Téxvn Kai v Emotiun nou 0TIAdel MAEKTIKE
0TN 0X€0N TWV EIKAOTIKWY TEXVWV UE Ta akdAouBa evvéa nedia tng ent-
OTNHOVIKNG HEAETNG — PUOIKN / XNEiT: KotvawvioAoyia / anoudég puAou-
ENOTAUN UNOAOYIOTWY- YewpeTpia / paBnuatka- Blodoyia / atpikn-
OIKOVOUIKEG Kal MOAITIKEG EMIOTAPEG YEWYPaAPia / yewAoyia- aotpovo-
pia- kat avBpwnoAoyia / eBvotikég onoudég. KaBe évag and toug evvéa
EMUEANTEG ENEAEEE €vav amnod autoug TouG ENOTNHOVIKOUG KAGS0UG Kal
avéBeoe o TpeIg KAAITEXVEG va Napoualdcouy and éva £pyo o€ Slahoyo
Je pila ouykekpluévn enothpn. H ékBeon nepihapBavet ta 27 €pya nou
NPOEKUYAV and TNV €PEUVA TWV KAAAITEXVDV.

To Eyxeipnua twv Mouowv 6ibel pia eukalpia va e§epeuvnooupe
OXE0N TEXVNG KL ENOTARNG, KABWG Kal va yvwplooupe nwg n ouy-
Xpovn TéXvn avienefépxetal oe autn tnv evlapépouaa ouvonkn.
Enopévwg, xalpetiCoupe tnv napoloa ékBeon wg pia afla eukaipia
va €vVoTepVIOTOUPE TNV avaykn yia SIENIOTNHOVIKA guvepyaoia Kat
S1dAoyo onpepa.

EuxaplotoUpe tov enipovo kal dnploupytko eniBAEnovta yla tnv 16€a,
TOV OUVTOVIOWG Kal Tnv uhonoinan tng ékBeong, dAoug Toug entpeAn-
TEG Kl TOUG KAAMTEXVEG MoU GUPPETEiXay, TNV Kupia Mapia Mavayi-
dou, MopopwTtikh LUPBoulo Tou Initiol tng Kunpou - Moppwtikou
Mpageiou Kunpiakng MpeoBeiag atnv EAAGSa, yia tn gido&evia kat tnv
dptotn ouvepyaoia, kat tn Ap Mupt Xatdakn, YneuBuvn EAANVIKGOV
Mpoypapudtwy Kat Angooiwy Ixéoewv tou 16pUpatog A. I AgBévin
otnv EAAGSa yia tnv ouclacTikh othptén oTig 5pactnptdTNTe Tou Luv-
béopou pag.

Zogpia Aviwviadou, PhD
Mpdedpog
YUvbeopog Ynotpdewv I6pUpatog A. - AeBévin

Greeting

In response to the A. G. Leventis Foundation Scholars
Association of Greece’s mission to foster communication
among its scholars and strengthen their common scientific,
professional and social interests, we invited our members to
suggest cultural and scientific events in order to organise them.

Therefore we approved the proposal of our scholar and art
historian Megakles Rogakos for an exhibition entitled The
Muses Project — A Dialogue between Art and Science focussing
on the relation of the visual arts with the following nine fields
of scientific study — physics / chemistry; sociology / gender
studies; computer science; geometry / mathematics; biology
/ medicine; economic and political science; geography /
geology; astronomy; and anthropology / ethnic studies.
Each of nine curators chose one of these disciplines, and
commissioned three artists to present a work in dialogue with
a particular science. The exhibition features the 27 works that
resulted from the research of the artists.

The Muses Project gives an opportunity to explore the
relationship of art and science, as well as to learn how
contemporary art deals with this interesting question.
Therefore, we welcome this exhibition as avaluable opportunity
to embrace the need for interdisciplinary cooperation and
dialogue today.

We thank all the curators and the artists involved, the
persistent and creative supervisor for the idea, coordination
and implementation of the exhibition, Ms Maria Panayides,
Educational Counsellor of the House of Cyprus - Cultural
Office of the Embassy of Cyprus in Greece, for the hospitality,
and the excellent cooperation, and Dr Myrto Hatzaki, Greek
Programmes and Public Relations Manager of the A. G.
Leventis Foundation, Greece, for the substantial support of
our Association’s activities.

Sophia Antoniadou, PhD
President
A. G. Leventis Foundation Scholars Association
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O1 Evvéa MoUoec
Mia Awdvia lMNapouoia

MeyakAng Poykakog, MA, MA, Phd
lotopikdg Téxvng & EnpeAntng EkBéoewv

Ot apxaiot EAAnveg nioteuav 6t n éunveucn
ntav éva Belkd Swpo Kal 6Tt ot JoUoeg NTav
avunpéownoi g Bewpoloav TG HOUOEG
nnNyn NG YVWOoNg Mou EVOWHATWVETAlL 0TNV.
nolnon, oto Aupikd dopa Kat otoug pUBoug
nou &1adidoviav Mpo@opikd yla aldveg oe
autoUg Toug apxaioug noAtiopoUg. AUTég ol
Be£g BewpnBnkav Ot YiAoUoav n akoua Yi-
BUpiav TG 16€€g Toug oTOUG avBpWINOUG, Ol
orofol e TN OElPdA TOUG TIG KATEYPAPAV EUCU-
veibnta ota épya toug. O unépoxog ‘Ounpog
Atav TG00 NENEoPEVOG Yia TV Unapgh Toug,
WoTe apPotepeg N idba kat n 0dUooeia ap-
xiCouv Pe v enikAnon tou otn polaoad TG
no{nong va eunoTtioel ta Nopatd tou Ye eu-
yAwrttia kat ouoia (Opnpog 1955: A1 kat 1965:
a.l). Aev undpxel KOAUTEPN AMEIKOVION TNG
Beiag €unveuong and tov Hoiodo kai ) Mouoa
[ek. 1] Tou TkuoTtdB Mopw, MouU EVOPKWVEL
pia katd ta GAAa pPetaguolkn ontaocia — pia
nAnpwg evbedupévn kat évonAn Bed, mou
META PE T PTEPA TG Niow and Tov veapd, Npi-
Yupvo nointn, ennpeddet th Beoyovia Tou, 10
noinua OXETIKA e TNV Kataywyn Twv Bewy,
ye n ouvodeia g AUpag tou. To tonio eival
pia nAayid tou EAkwva, pe to MavBeov twv
Awbdeka Bewv oTnv Kopudn Tou OAUPNou oTo
Baboc. H pouoa avayvwpiletal anod éva pw-
TEWO aoTéPL MOU AdUNEL and NAvw g, VW
0 MoINTAG TIUdTal Ke €va oTepdvi anod dagvn.

The Nine Muses
An Everlasting Presence

Megakles Rogakos, MA, MA, PhD
Art Historian & Exhibition Curator

Theancient Greeks believed thatinspiration
was a gift from the divine, and that the
museswereitsagents. They consideredthe
muses to be the source of the knowledge
embodied in the poetry, lyric songs and
myths that were propagated orally for
centuries in these ancient civilizations.
These goddesses were thought to speak
or even whisper their ideas to humans,
who dutifully recorded them in their works.
The great Homer was so convinced of
their existence that both the lliad and the
Odyssey begin with his invocation to the
muse of poetry to imbue his poems with
eloguence and substance (Homer 1951: 1.1
and 1965: 1.1). There is no better illustration
of divine inspiration than Gustave Moreau's
Hesiod and the Muse [fig. 1] that embodies
an otherwise metaphysical apparition — a
fully draped and armed goddess, flying
on her wings behind the young, scantily
clad poet, influences his Theogony, the
poem about the origin of the gods, to the
accompaniment of his lyre. The setting is a
slope of Mount Helicon with the Pantheon
residence of the Twelve Gods atop Mount
Olympus in the distance. The muse is
identified by a bright star shining above her,
while the poet is honoured with a crown of
laurel.

YUupwva Je tn Beoyovia tou Howdou, o Alag kat n MvnpooUvn, Bed According to Hesiod's Theogony, Zeus and Mnemosyne,
NG pvNpngG KonBnkav padi yla evvéa OUVEXOUEVEG VUXTEG, Kal goddess of memory, slept together for nine consecutive
Je autd tov Tpdro yévvnoav TG evvéa Houoeg (Holodog 1914: 75). nights, and in this way they gave birth to the nine muses
Toug ekxwpPNoav Tov POA0 va NyoUvTal TwV TEXVWV Kal TwV ENoTN- (Hesiod 1914:75). They assignedto them therole of leading
MWV NG €MOXNG TOUG, ol oroleg mpoowrnonoinBnkav and TG pou- the arts and sciences of their time, which were personified
0€G WOTE va anoteAégouv nnyn €unveuong ya kabéva and ta avi- by the muses so as to provide inspiration to each of their
otolxa Béuatd toug. Onwg anodeikvUel n Zapkopdyo¢ twv Mouowv respectivethemes. As The Sarcophagus of the Muses|fig. 2]

il
s —
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[elk. 2] ato Mouagio tou AoUBpou, N anekOVIoN TOUG TNV TEXVN TUMOMOL- at the Louvre Museum demonstrates, their depiction in
NBNKE e OpIoPEVEG IBIOTNTEG, WOTE VA EMNTPENEL 0TOUG BEATEG APETWG va art was standardized with certain props, thus enabling
avayvwpidouv Tn poUoa Kal tnv xvn pe Ty onoia ixe ouveBei (oTov the viewers immediately to recognize the muse and
katdAoyo akoAouBeital n oglpd and aplotepd Pe Ty onoia ot v Adyw Be- the art with which she had become associated (the
otnteg epgavidovial ekel). H KAeww, poloa tng otopiag, aneikovidetal ge catalogue follows the order in which these deities appear
€vav avolkto nanupo n éva aUvolo and nivakideg. H BdAela, povoa tng there from the left). Clio, muse of history, is represented
kwpwdiag, anewoviletal otepavwpévn Pe KIoad, popwvtag KoBdpvoug with an open scroll or a set of tablets. Thalia, muse
(oavdahia pe MoAU xovipn oOAd) Kal KPaTwvtag Jia KWHIKA JAoKd 0To of comedy, is portrayed crowned with ivy, wearing
xépl NG H Epatw, pouoa tng Aupikng noinong, epgavidetal pe éva ote- cothurnus (platform sandals) and holding a comic mask

@avt pUpTaG Kat TPavIAuUAAG, Kpatwviag pia kiBdea ® in her hand. Erato, muse of lyric poetry, is shown
(AUpa). H Eutépnn, goUaoa tng HOUGIKNG, EIKO- with a wreath of myrtle and roses, holding a
viletal kpatwvtag Tov auAd (pAdouto). H cithara (lyre). Euterpe, muse of music,
MoAUpvia, poUioa Twv UPVWV, aneko- is depicted holding the aulos
viletal viupévn pe pakpu pavoua (flute). Polyhymnia, muse of
kat nénio kat otnpidoviag tov hymns, is depicted dressed
ayKwva g o évav nuAwva. H in a long cloak and veil,
KaAAiénn, poloa tng enkng and resting her elbow on
noinong, KaBwg Kat g €u- a pillar. Calliope, muse
yAwttiag, napouctaletal pe of epic poetry as well as
pia mvakida, nanupo 1 kdi- eloguence, is seen with
ka (BIBAID) Kat popwIvTag éva a tablet, scroll or codex
xpuod otéupa. H Tepyixopn, (book), and wearing a
poUaoa TG 6pXNONG KAl TNG X0- golden crown. Terpsichore,
pwdiag, anewoviletal va Kpatd muse of dance and chorus,
kiBdpa yia va ouvodeUel Toug xo- is depicted holding a cithara
PEUTEG KAl TPAYOUBIOTEG [E TN [OU- to accompany the dancers and
own g H Oupavia, poloa tng aotpo- singers with her music. Urania, muse
vopiag kat tng aotpoAoyiag, avanapiotatat e of astronomy and astrology, is represented

oupavia ogaipa v onoia onpadelet Ye pia nugiba. with a celestial globe to which she points with a
H MeAnopévn, pouoa tng tpaywdiag, anewoviletal e pia tpayikn compass. Melpomene, muse of tragedy, is represented
HAOKa Kal pOopwvTag Toug Koddpvoug, unodnpata nou xpnatyornolouvial with a tragic mask and wearing the cothurnus, footwear
Kategoxnv ano tpaywdoug,. used mainly by tragic actors.

‘OAeg ot pouoeg napadootakd anodidovtal oto yuvaikeio UAo. O AnoA- All the muses were traditionally ascribed to the female gender.
Awyv, Bgd¢ TNG HOUGIKAG Kal TNG noinang, wg oUVeKTIKA dUvapn, dlopi- Apollo, god of music and poetry, was appointed as musagetes,
OTNKE WG HOUONYETNG, ENIKEPAANG Twv Houdwv (MAdtwv 1937: Ndpor a binding force, leader of the muses (Plato 1937: Laws 2.653d).
2.653d). H kevtpin Béon tou avukatontpidetat aflopvnpdveuta otn {w- His central position is memorably reflected on John Singer
ypagikn tou Tdwv Zivykep Laptlevt oto Mouoeio KaAwv Texvav oth Bo- Sargent's painting in the Museum of Fine Arts, Boston [fig. 3].
otwvn [eik. 3]. Ynd auth tv 1616tnta 0 AndAAwv 6ibage 0TI HoUoeg TG Té- In that capacity Apollo instructed the muses in their arts and
XVEG TOUG Kal TIG 0UVOdeUEe atov Mapvaoad. H ahAnyopikn e€hynon eival accompanied them in Parnassus. The allegorical explanation
ou, padi pe tov AndAwva, ol evvéa poUoeg anotehoUv ta anapaitnta 6p- is that, together with Apollo, the nine muses form the
yava yla v napaywyn ing pwvng (Kounke 1992: 430). Auth n aAAnyopia instruments necessary to produce the voice (Kupke 1992: 430).
npooeyyilet tn yeppavikn évvola aloBntikng MkedduouvotfBepk tou 190u This allegory approaches the 19th century German aesthetic
alwva, Nou Jetappadetal wg oAkd KaAAITEXvVNA, NpoTeivovTag TNy €v- notion of Gesamtkunstwerk, translated as the total work of art,
vola evéq GUVOAIKA €VVOOUHEVOU €pYOU téxvnc, pl'ac Koeo)\lKr'\c pop(phc suggesting a comprehensive artwork, an all-embracing art
Iaxvnq, uiag 16avikng oUVBEONG TwV TEXVAY, £VOG épyou Téxvng nou Ka- (&) form an |dealsynthe5|s ofthe arts, awork of art that makes use
VELXPNon n)\neoucpopcpwv ’ r =i > T wsw  of plural art forms. The

éxvngG. To napov eyxeipn- [ JOF B T : : - . S5 present project may be
ua pnopei va BewpnBei 61l o e — | seen to have affinities
€XEL OUYYEVEIEG PE AUTAV with  this  concept,
v évvola, dedopévou otl since it is based on the
Baoietal ownv 160 evog idea of a supervisor
eniBAénoviog (Louony£tn) (musagetes) and held
Kal MPaypatoroletal Pe tn incooperationwithnine
ouvepyaoia evvéa entueAn- curators (muses). The
Twv (uouowv). Ta 27 épya, 27 works, emanating
EKMOPEUOUEVA aMNO  TPELG from three artists for
KOANITEXVEG Yla KGBE enpe- each curator, create
Antn, dnploupyolv tn olv- the composition, which
Beon, nou eival 1o yovipo [ is the fruitful result of
anotéAeopa tou nvelpatog (| the spirit of collectivity,
ouMoyIKOTNTAG, ouvepya- | cooperation and
olag kal ouvépyelag. synergy.

0 lMapvaoodg [eik. 4] tou
Papan\ napoucialel tov
AnéAMwva oto Kévipo va
na{Cel n Ajpa via pnpd-
100, neplotoixi{duevo ano

Raphael's  Parnassus
[fig. 4] shows Apollo
in the centre playing
the lira da braccio,
surrounded by the



TG evvéa poUoeg, evvéa apxaioug notntég (UnoBeTikwG Toug AAkaio,
Avakpéwy, BipyiAio, Kopiva, ‘Ounpo, Opdtio, OBid1o, Mivbéapo kat Za-
new) Kal evvéa Hoviépvoug nointég (UnoBetikwg toug Apldoto, Ka-
otiAlove, KoAdva, Mnéuno, Mnokakio, Ntdvte, MNetpdpka, Lavvatodpo
kat TepnaAvteo). Auté aBpoiletl 27 dtopa, TPl PopEG To evvéd (Mou
ano pévo tou givat Tpelg popég o Tpia). O apilBudg tpia ntav tepdg otnv
apxaia EAAGGa kat niBavédv va avuinpoowneue v TpnAn euon tng
Unapéng — 10 0WWa, T0 UaAOG Kal To nveUpa. EmnAgoy, pe tov tpéno
nou 0‘Opunpog tov xpnatponoinae (touhaxiatov 60 popég otnv ObUaoela
kal 118 popég entnAéov atn cUyxpovn eAANVIKN petd@pacn tou Nikou
Kadavtlakn), 1o tpia onpaivet noAAanAdtnta. O ouyypapéag Nikog Ka-
Zavtlakng ékave peydAn npoondabela yia va ouvBéael tnv OdUaoeia: Mia
Moviépva Juvéxeia katd tn Sidpketa 14 e1dv (1924-1938), katahnyoviag
o€ €va enkd noinua mou eival oxedov Tpelg PopéG PEYaAUTEPO and
v opnptkn 06Uageia (12.110 otixoug). Ltnv UNEPATNION TOU Yia TOUG
akp1Bwg 33.333 otixoug Tou, éypaye: «0 apiBudg tpia wou ivat 1epdg,
anAouotata ylati eival n aplBuntikn €kepaacn Tng SIAAEKTIKNG Nopeiag
ToU vou and tn Béon atnv aviiBeon Kat anokei otnv anokopUpwaon Kabe
npoondabelag, atn advBeon» (Kalavtlakng 1943: 1.029). Qg ek toUToU,
T0 YEYOVOG 0Tl 0l goUoeg ntav evvea unepPaivel tn cuvndn apiBuoAoyia
yla va npoteivel Tov TpINAAcLacyod tng Tpladag, nou aviinpoowneUel
pia yetaguaikn anelpoTnTa.

AviavakKAWVTag TNV MpoicTopIKN
nepiodo akpng Toug, ol PoUoeg na-
pEEIVAY OTNV KAQOIKN  dpXalotnTa
ouvbedbepéveg P TIG KaTeCoxnv av-
BpwnioTikég onoudég — @LhoAoyia,
Aoyotexvia, KAAOIKEG OMOUGEG, @L-
Aoooia, Beoloyia, EIKAOTIKEG TEXVEG
Kal Napactatikég TéXveg (MOUOIKN,
B¢atpo Kat xopo). O Mepové Aapu TG
avanapéotnoe OAeG WG HOUCIKOUG
[ek. 5]. KaBwg ot eniotnpeg eEeAixONn-
Kav €O OTOUG QIWVEG, Ol HOUCEG,
npookoAANpéveg ota napadoolaka
avTikeipevd toug, yivav epfAnuati-

nine muses, nine poets from antiquity and nine ancient poets
(supposedly Alcaeus, Anacreon, Corinna, Homer, Horace, Ovid,
Pindar, Sappho and Virgil) and nine modern poets (supposedly
Ariosto, Bembo, Boccaccio, Castiglione, Colonna, Dante,
Petrarch, Tebaldeo and Sanazzaro). This makes 27 people, three
times nine (which itself is three times three). The number three
was sacred in ancient Greece, likely standing for the threefold
nature of existence —body, mind and spirit. Moreover, in the way
thatHomer usedit (at least 60 times in the Odyssey, and 118times
more in its modern Greek translation by Nikos Kazantzakis)
three means multiplicity. The author Nikos Kazantzakis took
great pains to compose The Odyssey: A Modern Sequel over the
course of 14 years (1924-1938), arriving at an epic poem that is
nearly three times longer than the Homeric Odyssey (12,110
lines). In defence of its exactly 33,333 lines, he wrote: "The
number three is sacred to me, simply because it is an arithmetic
expression of the dialectics’ course of the mind from the thesis
(position) to the antithesis (opposition), and thence to the climax
of every effort, the synthesis (composition)." (Kazantzakis 1943:
1,029). Therefore, the fact that the muses were nine goes beyond
ordinary numerology to suggest the triplication of the triad,
standing for a metaphysical infinity.

Reflecting  their  prehistoric
heyday, in classical antiquity
the muses remained affiliated
predominantly with the
humanities—philology, literature,
classics, philosophy, theology,
fine arts and performing arts
(music, theatre and dance).
Peronet Lamy represented
them all as musicians [fig. 5]. As
the arts and sciences evolved
through the ages, the muses,
attached to their traditional
subjects, became emblematic of

KEGTNG EPPUTNG IKAVOTNTAG TOU avOpWINou va UEAETACEL KAl VA EPEUVATEL ® the inbred capacity of man to study and research.

Ye pia mpoondBela va ekouyxpovioBei n onpacia toug, npotdbnke
To Eyxeipnua twv Mouowy, pia ékBeon nou eunvéetal anod tv apxaia
MoIKIAID TOUG yIa va QEPEL TIG EIKATTIKEG TEXVEG OE YOVIHO SlaAoyo peE
pia evbelkTikN eMAOYN Twv onpepvV ematnpwy. Etol, akoAouBwvtag
TN 0€1PA TOUG 0T ZapKopdyo Twv Mouowy, n ékBeon oxeTilel TIG oUoeg
€VVOLOAOYIKA N EIPWVIKG KAl XIOUHOPIOTIKA HE TIG ENOTAYEG — N KAELW,
pouoa tng totopiag, oxetidetal Ye tnv avBpwnoloyia Kat TG eBVOTIKEG
onoudég n BdAela, poloa TG KWPWHIAE, YE TIG OIKOVOUIKEG & MOALTI-
KEG eMOTNPEG N Epatw, gouoa TG AUPIKAG nolnong, Je TNV eNOTAUN
unoAoylotwv- n Eutépnn, goloa Tng HOUGIKNG, HE TN YEWHETPIA Kal Td
paBnuatikd: n MoAUpvia, golaod Twv Upvawy, Je T BloAoyia kat Ty 1a-
TpIKA- N KaAAi6nn, poloa Tng eNKNG noinang, He Ty KolvwvioAoyia Kat
TIG 0MoudEG pUAOU- n Tepyixdpn, goUaoa Tng Gpxnong Kal TG xopwdiag,
ye T yewypagia kat tn yewAoyia- n Oupavia, yooa tng aotpovopiag
Kal Tng aotpoAoyiag, e tnv aotpovopia:- kat n MeAnopévn, youaa tng
Tpaywbiag, pe Tn PUOIKN Kat Tn Xnpeia.

0 tithog ng ékBeang «To Eyxeipnua twv Mouowv» £piotd thv npoco-
XN 0TIG apxaieg EAANVIKEG BEOTNTEG TWV TEXVWV Kal TwV eMOTNPWY. O
undutiog g ékBeang «Evag AldAoyog avdyeoa otnv Téxvn Kat v
Enlothpn» avapépetal otn SlENIOTNROVIKA ouvepyaaoia Kat didAoyo on-
pepa. AapuBdvovtag undyn TNV TAon TNG ENOXNG HAG YLa SIEMIOTNHOVIKN
ouvepyaoia, n 15éa va {ntnBel and oUyxpovoug KAANTEXVEG Va EVAOXO-
AnBoUv pe Tnv entoThpn TG enAoyng Toug eivat pia ealpetikd evbilagé-
pouaad NPOKANGN yla OAOUG — KAAAITEXVEG, EMUEANTEG KAl EMOKENTEG,.
Ot enipeAntég kaBodnyolv tn dnpioupyia Twv €pywy, aAAd o otdxog
eival va eunveloouv ToUG KAAATEXVEG va e€epeuvnaouy tov didAoyo
NG TEXVNG KAl TNG EMNIOTAPNG KAl va a§loAoyNoouV GUPNANPWHATIKE TIG
OX£0€IG ToUG. H apxn tng €upaong oTiG eVAAAOKTIKEG OXECELG AVAUEDT
0TNV T€XVN KAl TNV ENIOTAUN NPOOKAAE( To Kovo va avahoylaBel tov ou-

In an attempt to update their importance, The Muses Project
was proposed, an exhibition that draws inspiration from
their ancient variety in order to bring visual art in fertile
dialogue with an indicative selection of current sciences.
Therefore, following their order in The Sarcophagus of the
Muses, the exhibition relates the muses conceptually or
ironically and humorously with the sciences — Clio, muse of
history, with anthropology and ethnic studies; Thalia, muse
of comedy, with economic & political science; Erato, muse
of lyric poetry, with computer science; Euterpe, muse of
music, with geometry and mathematics; Polyhymnia, muse
of hymns, with biology and medicine; Calliope, muse of epic
poetry, with sociology and gender studies; Terpsichore,
muse of dance and chorus, with geography and geology;
Urania, muse of astronomy and astrology, with astronomy;
Melpomene, muse of tragedy, with physics and chemistry.

The title of the exhibition "The Muses Project" draws
attention to the ancient Greek goddesses of the arts and
sciences. The subtitle "A Dialogue between Art and Science”
refers to interdisciplinary collaboration and dialogue today.
Considering the trend of our time for interdisciplinary
collaboration, the idea of asking contemporary artists
to engage with a science of their choice is an extremely
interesting challenge for everyone - artists, curators and
visitors. The curators guide the making of works, but the
goalis toinspire the artists to explore the dialogue of art and
science, and evaluate their complementary relationships.
The principle of highlighting alternative relations between
art and science invites the audience to reflect on the



To Eyxeipnpa twv Mouodv Evag Aidhoyog avapeoa otnv Téxvn kat tnv Enotipn | The Muses Project A Dialogue Between Art and Science

YKEKPIUEVO TPOMO e Tov onoio 0 kGBe kKaAATéxvng entAéyel va avia-
nokplBel atnv NpdkAnon tétolou SiaAdyou. Mapoucialoviag auteg TG
avtanokpioelg padi oe pia €kBean, dnploupyeital pia oxupn epnelpia
Y10 TOUG €MIOKENTEG Kal €0TIAETAl N MPOCOXN TOUG 0Tov noAunddnto
dlenatnpovikd didhoyo.

Ot yoUoeg ouolaotikG eival alwviwg eupetdBAnTeg ovioTNTEG. TNV
1l0Top(a TNG TEXVNG €XOUV AMOKTNOEL TIG SIAQOPEG HOPPEG MOU 0 KABE
dnptoupydg toug bibel. Ytov petafaildpevo koopo pag eival n ava-
BooPnvouaa, tpeponaiouca kal anactpdntouca avpd mou xaideuel
HETAQUOLKA TiG 18€€G pag. LInv npaypatikdtnta ntav, eival kat Ba eival
ndvta pia paviaopatikn napouacia otnv avBpwmnivn dnuioupyia, Katvo-
Topia Kat epelpeon.

particular way in which each artist chooses to respond
to the challenge of such dialogue. Presenting all these
responses in an exhibition creates a powerful experience
for visitors and focuses their attention on the much-needed
interdisciplinary dialogue.

The muses actually are ever-mutable entities. In art history
they have obtained the various guises that every creator
gives them. In our changing world they are the flashing,
flickering and shimmering aura that metaphysically
caresses our ideas. In fact they were, are and will always
be a ghostly presence in human creation, innovation and
invention.
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Metd tnv andktnon ntuxiou otn Quokn (Mavenothpio Matpv) Kat
Metantuxiakou atnv Ontikn (Maveniotipio tou Eoce), o Mavvng Kpa-
vIBIOTNG evOlaQEPBNKe yia Ty e€epelivnon ToU CUPNANPWHATIKOU Me-
6lou tng téxvng. Eival évag kaAAitéxvng noAupéowy tou onofou n €p-
yaoia diepeuvd n oxéon avapeoa 0To WG Kal Tov hxo, SnPIoupywvTag
XWPOUG Kal ePnelpieg drou kat ta 6Uo ouvundapxouv Kat dAAnAenidpouv.
Eniong, evblagépetat yia tn Siepelivnon tng adlaxwplotng oxéong Je-
10V TNG EMOTAKNG Kal TNG T€XVNG. Autd odnyel oe pia dleniotnyovikn
€pYQACia PE TOV NXO, TIG EIKAOTIKEG TEXVEG, TOV NMPOYPAUUATIONO, Ta NAE-
KIPOVIKA Kal TN QUOLKA.

Ynv ékBeon twv Mouowv o Kpavibiwtng napouatalet to Ixoykpaps MdelP,
pia ONTIKOAKOUGTIKN £YKATAGTAON MoU §EPEUVA TIG OXETELG HETAEU TwV
XPWHATWY Kal TwV OUXVOTATWV. Epnveuopévog and v Avayévvnon,
xpnatyonotel tnv Mavayia tou AiBadioy, évav nivaka tou 1506 tou Paga-
MA. H Mavayia napouactadetal va gopd €vav pnAe pavoua Je xpuood nepi-
YPappa nou épxetal o€ avtiBeon pe 10 KOKKIVO PpOpend TG. Kabe xpwpa
0ToV NiVaKa anoKTd Jia HUOTIKIoTIKA onyacia, énou to pnAe oupBoAilet
TNV eKKANGia Kal 1o kOKKIvo Tov Bavato tou Xplatou. H kAaoikn aloBntikn
TOU aVATPENETAL e TNV YnPLakn enéupacn nou o Kpavidiitng el0ayel 0to
¢pyo tou, anodopwvtag v [Mavayia tou AiBabioy o€ pikpd kat ioa Kupika
owpatidla, nou 1o kabéva Pépel pia ouXVOTNTA MOV OXETICETAL LE TO XPW-
pa tou. Mapd tn petdBacn and 1o kAaolkd ato oUyxpovo, e€akolouBei va
upiotatal pia ouvunapgn xpwpAatwy Kat cuxvotntwy. EnAéyovtal {eotd
Kal PUXPA Xpwpata, 6nwg To KOKKLVO Kat To UMAE, Mou avuikatontpi{ouv
UYNAGTEPEG Kal XAUNAGTEPEG OUXVOTNTEG AVTIOTOIXA.

la 1o Bivteod Tou 0 Kpavidiwng xpnatyonoinoe ta avolxtd Aoylopi-
k& openFrameworks kat Pure Data, Siaipeoe tnv elkova Tou nivaka
o 10.000 KuBikd owpatibla Kal katévelpe SlaPOPETIKEG OUXVOTNTEG
oe KaBe xpwpa Kat afla andéxpwong tou. Ot ouxvATNTEG KUpaivovTal
ano 50 €éwg 800Hz. KaBwg n kapepa Kiveitat yupw and tn {wypa-
QIKA, 0l YEVVNATPIEG NMou napdyouv xpwpa/ouxvotnta akolyovial,
yeyovog 1o onoio e€nyel tov t{tAo tou €pyou, Ixoykpape H €viaon
TOU NXoU Tou KaBe owpatdiou gival oxeTkA e TNV andotach tou
ano TNV KAPepa nou KIve{tal 0Ttov Xwpo Kat tautietal Je tov napa-
npntN.

To épyo ToU Kpaviidhtn eyelpel TNV €NOTNHOVIKA KAl KAAAITEXVIKN
NePLEPYELD OXETIKA Pe Tn peBodoAoyia Tou Kat tn dnploupyikn 6tadi-
kaaia ava@opikd pe T xpnon cwpatdiwy cuxvotntwy wg naétag. O
6log Aéel: «0 NX0G KAl TO XPWHA €XOUV MOAAA KOV XAPAKTINPIOTIKA Kal
QUOLKEG 1610TNTEG. Tia napddelypa, pnopoUpe va neptypdwoupe Kal ta
6U0 wg KUPata. YNAapxouv MNEPLOXEG NXOU Kal pwTOG Mou ot avBpwrol
unopoUv va avtAn@BoUv pe TNV aKon Kat Tnv 6pach ToUG, KAl MEPLOXEG
onou 161k6¢ e€onAlopoG elval anapaitntog, 6nwg o Acua Twv uno-
AXWV-UNEPRXwWV Kat unepUBpwv-uneplwdwyv neploxwv. O¢ PUOIKAG,
ndvia Pe yonteUouv aUTEG Ol KOIVEG IBIOTNTEG KAl EPEUVW TPOMOUG Yid
va 1§ avadelfw Kat va tig avtinapabéows. MNa éva evnuepwpévo Kovod
€lval ouUvapnacTiko va BIwaoel hia MPOoKANTIKA Kal EUQUWG aVOIKOHO0-
pnpévn elkova, aAAd Kal va ouveldNTonotnoEL TNV ENOTNHOVIKA EMKU-
pwon niow and autnv. 0 Kpavidldytng Katagepvel va KivnBel opgaAd
and tov évav kAGdo atov GAAov, yeyovog nou kablatd o €pyo Tou Oxt
povo Blwpatikd, aAAd kat eknatdeutikd. Ano oploPEVEG andYelg, n
TEXVN Kal N PUAIKN Qaivetal va eival 6Uo evieAwg aoUvdetol Tpodnot
B¢aong tou kdopou. 0oT600, ol 6U0 KAGdOL anod Kalpou eig Kalpov dla-
0TAUPWVOVTAL JE CUVAPNACTIKG anoteAéopara.

XK.

After obtaining a BSc in Physics (University of Patras) and a
MSc in Optics (University of Essex), Yiannis Kranidiotis took
greatinterest in the exploration of the complementary field
of art. He is a multimedia artist whose work explores the
relationship between light and sound by creating spaces
and experiences where both coexist and interact. He is also
interested in investigating the inseparable relationship
between science and art. This leads to a cross-disciplinary
work with sound, visual arts, coding, electronics and
physics.

At the Muses exhibition Kranidiotis presents Ichographs MdelP,
an audiovisual installation that explores the relationships
between colours and frequencies. Inspired by the Renaissance,
he uses the Madonna del Prato, a 1506 painting by Raphael. The
Virgin Mary is shown wearing a blue mantle with a gold outline,
set against a red dress. Every colour in the painting acquires
a mystic significance, where blue symbolizes the church and
red Christ's death. Its classical aesthetic is revolutionized in the
digital interference that Kranidiotis introduces into his work,
deconstructing the Madonna del Prato into small and even
cubic particles, each carrying afrequency relevant to its colour.
Despite moving from the classical to the contemporary, a co-
existence of colours and frequencies continues to persist. The
selection of warm and cold colours such as red and blue reflect
higher and lower frequencies respectively.

For his video Kranidiotis used the open source software
products openFrameworks and Pure Data, he divided the
image of the picture into 10,000 cubic particles and allocated
different frequencies on every colour and hue value. The
frequencies range from 50 to 800Hz. As the camera moves
around the painting, the generators producing colour/
frequency are heard, which explains the work’s title,
Ichographs. The volume of the sound of each particle is
related to its distance from the camera that moves in space
and identifies with the observer.

Kranidiotis" work arouses scientific and artistic curiosity
regarding his methodology and creative process of using
frequency particles as a palette. He says: "Sound and colour
have many common characteristics and physical properties.
For example, we can describe both as waves. There are
areas of sound and colour that humans can perceive by their
hearingandvisible range, and areas where special equipment
is necessary, like infrasound-ultrasound and infrared-
ultraviolet ranges. As a physicist, | am always fascinated by
these common properties and | am investigating ways to
highlight and juxtapose them." For an informed audience it
is fascinating to experience a provocatively and intelligently
reconstructed picture, but also to become aware of the
scientific validation behind it. Kranidiotis manages to move
fluidly from one discipline to the other, which makes his work
not only experiential but also educational. From some angles,
art and physics appear to be two entirely unconnected ways
of observing the world. Yet the two disciplines from time to
time intersect with fascinating results.

CK.
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Mpog pia KBavtikn Apopoiwon, 2016-2017. Bivteo (05:00).
Towards a Quantum Assimilation, 2016-2017. Video (05:00).
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H kBavtounxavikn, wg €vag kKAadoG g UAIKNG, eivatn BepeAiwdng Be-
wpla TG PUONG 0e PIKPEG KAUOKEG KOl XAUNAEG EVEPYELEG TWV ATOHWY
KL TwWV Unoatopikwy cwpatdiwy. H evBouataoudg tou Mdvvn MeAavitn
He TV KBavTiKn pnxavikn Eekivnae petd and xpovia €peuvag OXeTIKA HE
n pebBodoloyia twv enotnpwv. O blog nepiéAafe €vvoleg nou oxetido-
V1l ge TN PIA0co®ia Kal Tnv KBavTikn GUOIKNA, NPOKEINEVOU va avaAUoel
T0 VEO TOUG MEPLEXOUEVO. Tov evdlapépel n kwdikonolnon Kat anokwdi-
Komnoinon Twv NANPOQOPLWY, Kal N Tuxatdtnta Kat pn npoBAewoTNTa
nou PrnopouUv va diepeuvnBoUv Pe EMOTNHOAOYIKA KPLTNPLA.

la tnv €ékBeon twv Mouowv o MeAavitng napouadtddel yia npwin gopd
10 KBaviiké Mavigéato tou kat pia ekboxn Bivieo and tnv eykatdotacn
ToU We T{tho Mpog pia KBavtikn Apopoiwon. Avayvwpilel 6t n KBavtikn
OKEWN BeV E10£PXETAL WG KOWVOG TOMOG OTIG OUYXPOVEG KOWVWVieG, aAAd
wq pia e€aipean, kal 611 bev elpaote og B€on va avtAn@OoUE TIG EVVOLEG
nou dnptloupynBnkav nptv ano €vav aiwva. Evéexopévwg autd ntav éva
and ta oNPAvIIKOTEPA KivnTtpa oty Npoondbeld tou va npoadlopioet ev-
VOLOAOYIKA TNV TEXVN Kal va avadlapop@waoel NoAUNAoKeG e€l0WOELG TNG
KBaviopnxavikng yla Ty enfyvwaon Kal tnv enavagloAdynon tng KaAAL-
TeXVIKNG pueBodooyiag. 1o BiBAio tou 2016 Dataphysica: Ta Mévie Biua-
1a yia éva KBavuiké Mavipéato, o Mehavitng ypd@et: «Agv €xoupe akoun
kapia aopain npdBAewn n yvwon nepi tng pUong twv yeyovotwv. Mpog
10 Napdv, 0 KAAAITEXVNG avaBet pia pwTia kat teAel Tig npénouoeg Buaieg
otoug Beolg... To Xpwa TNG WTIAG apnxava Kottddoupe, oav avika-
vol...» To Bivteo, Sidpkelag 5 Aentwy, xwpiletal .conooa ota névie dia-
(POPETIKA 01610 ToU Mavigéatou.

Ma v eykatdotacn tou dnutoUpynoe pia CUOKEUN MoU Napayel Tu-
xaieg avakAdoelg wtog. Xpnatdonoinae ALZep, NAEKTPOVIKA KUKAW-
pata, yuah, Xxpwaotikn okdvn Kal pdppapo. H enthoyn twv UAIKWDV
€ixe NolkiAia Kal o€ autd to £€pyo o 810G €nal€e Tov pOAo Tou KaAAITE-
XVN-pnxavikoU, Kataokeuadoviag Tov unxaviopo kat nelpapatdope-
VoG HE autdv. H dnpiloupyikn Slabikacia tou €xel MOAAEG OpOIOTNTEG
He authv Twv KaAAltexvav tng Avayévvnong, Kupiwg tou Agovdpvio
vta Biviol nou anoteAel tnv enttopn tng duadikoTNTAG EVAG KAAAITE-
xvn-epeupétn. Onwg o i6log bnAwvel, «Kata t dnpioupyia evdg pyou
€xvNg, 6U0 KUpleg NapAueTpol Tévovtal, kaBopidovtag o anotéAe-
OMa: N aVIKAaVOTNTA TNG TEXVIKNG 0T0 Va e€loveTal Pe Tn lavonaon Kat
n aBefaldtnta twv avtiotoxwy BnPdtwy nou €Xouv ekxwpnBel yla tnv
evvoloAoylkn kateUBuvon tou épyou. Kal ta §Uo otoixeia, Bewpolpe-
va QegNG HETPNOLKA, Napdyouv Pia pdacn avatpo®oddtnong otny Ka-
1GoTaon NG YVWoTIKNG AEIToupyiag Tou.

Ot apnpnpéveg évvoleg NG KBAVTIKNG QUOIKAG APAVOUV OUXVA TOUG
HN-EMIOTAPIOVEG 0TO OKOTOG, dAAG ot cuvepyaoieg petagl enotnPovVwY
Kal KAAALITEXVWV UNopei va pwtioouv To okotelvd Bépa Tng enotnpovi-
KNG Bewpiag, EPVoVTAg 1o 0To PwG. Evw Kdnotol KAAAITEXVEG ANAWG
anwBouvtal and v KRaviikn uoikn, o MeAavitng NpokaAel 1o Ka-
TECTNUEVO TOU GUYXPOVOU KAAATEXVN Péaa and TG EKONAWUELG Tou ol
onoieg kivoUvtatl aviiBeta atnv npoondBeld tou va dnyloupynoel KBa-
VTIKN ouveibnon pe Tov 1Ko Tou napdAoyo kal nepinAoko tpéno. Onwg
SnAwoe o Ahunept Aivotdly, «To nio ohpavtiké eival va pn otapatdg
néte va pwtdq. H neplépyeta éxet tov 6ikd tTng Adyo Unap&ng» (Meptodikd
Adip, 2 Maiou 1955).

XK.

Quantum mechanics, as a branch of physics, is the
fundamental theory of nature at small scales and low
energies of atoms and subatomicparticles. Yiannis Melanitis’
fascination for quantum mechanics started following years
of research on the methodology of sciences. He included
concepts related to philosophy and quantum physics in order
to analyse their new content. He is interested in encoding and
decoding information, and randomness and unpredictability
that can be researched using epistemological criteria.

For the Muses exhibition Melanitis presents for the first time
his Quantum Manifesto and a video version of his installation
entitled Towards a Quantum Assimilation. He recognizes that
quantum thinking does not constitute a common knowledge
in modern societies but is an exception, and that we are not
ina position to perceive concepts that were created a century
ago. Possibly this was one of the major motives in his quest
to conceptualise art and remodel complex equations of
quantum mechanics for the awareness and reassessment
of the artistic methodology. In his 2016 book Dataphysica:
The Five Steps for a Quantum Manifesto, Melanitis writes: "We
still have no safe prediction or knowledge on the nature of
events. At present, the artist lights a fire and performs the
necessary sacrifices to the gods... We stare at the colour of
fire mystified, impotent..." The video is 5-minutes long and is
evenly divided into the five different stages of the Manifesto.

For his installation he created an apparatus that creates
random light reflections. He used laser pointers, electronic
circuits, glass, pigment and marble. The selection of
materials was diverse and in this work he took the role
of the artist-engineer, constructing the mechanism and
experimenting with it. His creative process has many
similarities with that of Renaissance artists, mainly of
Leonardo da Vinci who epitomises the duality of an artist-
inventor. As he states, "During the creation of an artwork,
two main parameters intersect, determining the outcome:
the incompetence of technique to match the intellect, and the
uncertainty of the respective steps that are assigned for the
conceptual direction of the work. Both elements, considered
henceforth measurable, produce a feedback phase in
cognition's status."

The abstract concepts of quantum physics often leave non-
scientists in the dark, but collaborations between scientists
andartists canilluminate the dark subject of scientific theory,
bringing it to light. While some artists are just intimidated
by quantum physics, Melanitis is provoking the status quo
of the contemporary artist through his manifestations that
move against his attempt to create quantum consciousness
in his own absurd and complex way. As Albert Einstein
stated, "The important thing is not to stop questioning.
Curiosity has its own reason for existing." (Life Magazine, 2
May 1955.)

CK.
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0 MNwpyog Toeplwvng epnvéetal and v KAeww, poloa tng totopiag, yia
va NPOooQEPEL Pia £yKaTaoTaon PEIKTWY PECWV OXETIKA PE TNV aAXNELa.
[VWoTh WG 0 HECAlwVIKOG MPOSPOHOG TG XNPEIag, N aAxnpeia aoxoAei-
Tal e TV npoondbela va avakaAupBei éva oupnaviikd eNi€iplo kat va
petatpéyel ta Bacikd Petaiia oe xpuod. Mapdt n aAxnueia Bewpeitat
WG pia anoKPUPIOTIKA ENOTAKN, 0TO £€pY0 TOU 0 TOEPLWOVNG HETAMOP-
(pwvel 10 Belo, £va xnpIko UAIKS, o€ pia aAAnyopia yla tnv npootaocia twv
BLLOOIHWY PUTIKWV CUOTNHATWV.

H ®avtaciwon evég Bepaneutikou andnxou eival nAoUata oe aAAnyopia,
npoodidovtag pia nointikn Sidotaon oto 15eatd epyactnplo aAxnpeiag
ToU KaAAtéxvn. H payikn diadikacia tou Toepldvn agopd otn Yeta-
Tponn Tou Belou Kal Tou TPoMou nou autd oxetidetal he BepaneuTIKEG
181OTNTEG, KAl OUYKEKPIUEVA OTOV eUNAOUTIONG Tou Ubatog pe Beio,
onwg dlatiBetal oto Qappakeio. L& autod 1o €pyo 0 KaAATExvng naidet
oV pOAO ToU PavIacTikoU aAxnploth Kat Bepaneuth nou diepeuvd Tov
HUGTIKIONO KAl TNV aUTo-avakaAuyn wg EpYAAEia 0To paviaoTtiko ep-
Yyaotnplo tou. AUo avBpwniveg Kepalég, ev ibel Hoxeiwv Pe uypa anod
UG pideg Twv putwy, Bupiouv Bepuoknmia Kal Spouv wg nnyn evép-
yetag. To kitpvo xpwpa toug, and to Beio, cupBoAilel Tnv katdotaon
TOU vou Kal tng Slavolag nou oxetidetal ge T yvwaon Kat annxel tnv
opBoloyikn NAeupd Tou eykePaAou, Nou Tovwvel Thv avtinyn. Eival
€va anod 1a PWIEIVOTEPA XPWHATA TOU XPWHATIKOU GACHATOG Kal, yld
TOV KAAATEXVN, TO KITPIVO avapEPETAL 0TNV NVEUPATIKA KATAGTACN Kal
NV YPUXIKN €EENIEN.

To €pyo tou Toeplwvn €xel TNV (KAvOTNTA va KAveL ToV Napatnenth va
avadntnoel Tn HETaQuUalkn 1GoTach Tou Kat va avapwnBei nwg Ba ntav
n Unapé&n tou £dv anote\oUoe PEPOG TNG EUMEIPIKAG EMOTNHOVIKAG Ola-
Sikaoiag Tou KaAAiTéxvn kat €BAene Tov €QUTO TOU PéDa aToV Blwpatikd
XWPO Mou dnplolpynaoe 0 KAAATEXVNG. H €NIOTAPN Kal N NVEUMATIKO-
nta pynopei va eival ouvbedepéveg oe éva oAoTIKG oUoTnpa okéWng. O
QUTO-MEPANATIONOG KAl 0 MUOTIKIONOG dnploupyolv €va ouoTNUaTtik
Siktuo nou eyeipet pia oelpd and PINOCOPIKG EPWTINUATA OXETIKA LE TNV
€CEANIEN Kal TNV auto-avakaluyn. Mvetat éva eAi€iplo tng wng, pia ai-
XNUIKA NpogTtolaaia yia pia evdexdpevn napdtacn g {wng.

H enthoyn twv UAIKWV Tou Toeplidvn €xel MOAAEG OHOLOTNTEG LE TNV ENML-
otnpovikn nelBapxia tng xnuelag, mou PeAeTd tn oUvBeon, Tn Soun, TG
1516TNTeG Kal TN getaAAayn TG UANG. Tov anaoxoAoUv NapOpoLEG OpXES
HEOW TNG XPNoNG EUPEBEVTWV QVTIKEIUEVWY, PIVIHAAIOTIKWY IXVWV Kal
EIKAOTIKWY UMOYPAUMIOEWY yia va anokaAUYel TG eMPAVeLEG, TG 1Biat-
TEPOTNTEG Kal TIG KATaoTdoelg Tou xwpou. O 1o Aéet: «Mou apéoel va
opapartidovtal tnv Téxvn Ox1 1600 WG pia S1adoxn Twv avVTKEIPEVWY Mou
npénet va e€etacBouly, aAAd wg evidoelg nou SnuloupyoUvTal avaueTa-
€U tou 61aAGYOU TNG KEVOTNTAG, TNG AAXNUEIAG KAl TWV KOWVWVIKO-MO-
AITIKWV ouvOnKwY, 0nwg ot d1agopeg NTUXEG TNG {wNG Jag». H xpnon
TETOlWV UAIKWV, 6nwg to dAag, n okdvn Beiou, ot peyeBuvTikoi pakol, Ta
(QUTA, ol eUpeBeloeg PUTOYPAPIEG OTO £PYO TOU, AVAPEPETAL GTOV KUKAO
NG {wng PEow TNG aAXNPIKNG Slepyaaiag.

XK.

Giorgos Tserionis is inspired by Clio, muse of history, to
contribute a mixed media installation about alchemy.
Known as the medieval precursor of chemistry, alchemy
is concerned with attempts to discover a universal elixir
and to convert base metals into gold. Even though alchemy
is believed to be an occult science, in his work Tserionis is
transforming sulphur, a chemical element, into an allegory
for the protection of sustainable plantation systems.

The Fantasy of a therapeutic echo is rich in allegory, lending a
poeticdimensiontothevirtualalchemylaboratoryoftheartist.
Tserionis’ magical process concerns the transformation
of sulphur and the way it relates to therapeutic properties,
specifically the enrichment of water with sulphur, as made
available in the pharmacy. In this work the artist takes the
role of the imaginary alchemist and healer who explores
mysticism and self-discovery as tools in his fictional lab. Two
human heads in the shape of containers, with liquids from
the roots of the plants, are reminiscent of greenhouses and
act as source of energy. Their yellow colour, from the sulphur,
symbolises the state of the mind and intellect that relates to
knowledge and resonates with the rational side of the brain
which stimulates perception. Yellow is one of the brightest
colours of the chromatic spectrum and, for the artist, yellow
refers to spiritual conditions and mental evolution.

Tserionis’ work has the capacity to make the observer seek
his metaphysical dimension and wonder what his existence
would be like if he were part of the artist's empirical scientific
process and saw himself within the space which the artist
has created. Science and spirituality can be connected
into a holistic system of thinking. Self-experimentation
and mysticism create a systematic network that raises a
number of philosophical questions about evolution and
self-discovery. It becomes an elixir of life, an alchemic
preparation for a possible prolonging of life.

Tserionis’ choice of materials has many similarities with
the scientific discipline of chemistry that studies the
composition, structure, properties and transmutation of
matter. He is concerned with similar principles in his use
of found objects, minimal traces and graphic underlinings
to reveal the surfaces, specificities and situations of space.
He says: 'l like to envision art not so much as a succession
of objects that need to be studied, but as tensions created
in the dialogue between emptiness, alchemy and social-
political conditions, like different aspects of our life." His
use of materials such as salt, sulphur powder, magnifying
lenses, plants and found photographs in his work refers to
the circle of life through the alchemical process.

CK.
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0 lMwpyog AvaoTtaodkng KAvel Jia Koviiva Anyn evog yuvalke{ou po-
viéhou. Owrtoypagilel and niow v KOPN TG KonéAag, Je HaANd pe
avIaUYELEG MOU Eival AVOKATEUEVA 0aV va NTAV TO HJOVTEAO TOU EKTE-
Bepévo atov aépa n oe akpaieg Kalptkég ouvBnKeg. To Nepiypappa tou
KEPAAIOU ToU povieAou Tovidetal akdua nio éviova anod 1o yeyovog Ot
niow Tou aivetal va undapxel pia eotia pwtdg, n onola aPnVel TIG AKPeg
NG AAUYNG TG YUpw anod 1o KEPAAL, dnploupywvtag éva 161dpopeo
(PWTOOTEPAVO KAl EVIEIVOVTAG TO SUGBIAKPITO TWV XAPAKTNPITTIKWV TNG
yuvaikag o€ ornolovonnote Ba eMIXElPOUCE va TNV KOITAgel €0Tw and 1o
nAdL 0 pwtoypdpog dev divel kaBoAou atoixeia yia Tov nepiBaiiovia
XWPO Kal €101 EVIEIVETAL OKOMA NEPIOTOTEPO N MEPLIEPYELD TOU Beath yia
10 NpGowWo nou anelkoviletal, vd N eviunwon nou anokop(el givat
auTA Tou anpoonéAaoTou.

Ta paAAid, aAAG Katyevikdtepa n TpIxouia, eival évoeign oe€oualikotn-
1ag atnv lotopia tg t€xvng (BA. Tleg Xdouapvrt, «O1 Tpixeg Tou LWPATOG
otnv lotopia tng Téxvng kat tou Movtépvou MoAttiopoUs, oto To Népig
PavtikaA 4/1/2016, &iadiktuakn nnyn). And tn [évvnon g Appoditng
(1485-1486) tou Lavipo MnottoéAl PéxpL TIG H1APOoPEG KUPIEG MOU XTe-
vidouv 1 pudxvouv ta paAAld toug ota épya tou Eviykdp Nteykd tov
190 alwva, Ta paANd Kat 16laitepa ta eAeUBepa, Nou dev eival niacueva,
eivat .loxupd BENYNTPO TG yuvaikag. And tnv GAAN nAeupd, n 1oTopia Tou
Tlwv Pdokty, nou Aéyetal 0Tl €viwaoe anootpo®n yia ta EEnAeka HaAAld
kal 1o epnPaio tng oulUyou Tou otav TNV €lde yla NPWTIN Popd yupvn
TN vUXTa ToU YApou Toug Kat AtnoBupnae, sival evoelktikn piag otdong
anootpoPng Kat EAENG Tautdxpova, Nou onpatodotei n yuvaikeia oegou-
aAlkn dlaBeotpotnta yia pia peyaAn pepida tou avdpikoU nAnBuacpou,
16laitepa yt' autolg nou €xouv yahouxnBel pe 1o 16ewdeg thg oe§ouai-
KNG 0USETEPOTNTAG TOU EUPWAIKOU KAQOIKIOHOU.

Eival evolapépov 611 0 Avaotaodkng tthogopel 1o €pyo tou Aidvoin,
EVW OTNV MPAYHATIKATNTA N Kupiapxn eviunwaon Tou €pyou eival 1o
avt{BeTto, €181KOTEPA TO ANPOCMEATOTO TOU MOPTPETOU. 10wWG 0 KAAAITE-
Xvng va pn BéAel va gival povo elpwvikog aAAd va emBupei va kolvwvn-
0€l KATL BETKO Yia To dvolypa, nou dev eival aAAo and To 6Tl yevikdtepa
ouvobeUetal ndvta and to avtiBeto tou, SnAadn 1o KAg(oLpo, TN pn Npo-
oneAaoiudtnta. H ouykekpluévn pwtoypagia eival €vag otoxaogpdg otn
dladikaoia Npoogyylong tng yuvaikag tng onoiag n SUvapn eivat n oayn-
vn nou aokel oto avtiBeto pUAo. H oaynvn onpaivel 6Tl «dev Bploketal
noté ekel nou vopidel 61 ivat (Zav Mnoviplylap, Mepi Zaynvng, piep.
Euyevia MpappatikonoUlou, E€dvtag-Nnpata, ABhiva 2009, o. 17). Ot
yuvaikeg oaynvelouv Toug Avopeg Héow NG eVIUNWONG NoU avTioTpa-
TeUETAl TNV NPAYHATIKOTNTA (aUTdBL 0. 21) wg agedidAuTn, WG «alyxuon
NG enpdvelag Kat tou BaBoug» Kat wg apxn tng aBeBatdtntag (autdbt
0. 22-23). Av npayuatt Sel Kaveig JePIKA ano Ta Mo EUNVEUCHEVA Mop-
TPETA YUVAIKWV 0TN pwtoypapia, onwg To BioAl tou Evykp (1924) tou
Mav Pé\, To lNoptpéto otov KaBpéptn (1938) tou PaoUA Oupndk n autd
¢ MkAdpla Loudavoov (1928) tou Eviouapvt Ltdixey, Ba dianiotwoet 6t
n yuvaikeia napouacia 6ev gival Noté pwtoypapnuévn xwpig éva €ibog
nénhou n dAAou otoixeiou nou epnodilet tnv NAnpn NpooneAacipdTNTa
0to Npdowno tng. H yuvaikeia npooneAaciydtnta oe cuvbuAoHO E TO
anpoonéAaoTo NG yuvaikag eivat n BeAKTKGTNTG TG Pe Ty onoia bev
avTitiBetal 0to apoevikd, aAAG 1o KaAEl MPOKaAWVTAG ToU €AEN Kal anw-
Bnon tautoxpova.

K.

George Anastasakis takes a close-up shot of a female
model. He photographs her head from the back, featuring
her shuffled highlighted hair as if the model was exposed
to the open air or to extreme weather conditions. The
outline of the model’s head is emphasized even more
by the fact that behind it appears to be a source of light,
whose glow creates a peculiar halo and intensifies the
inaccessibility of her facial features to anyone who might
try to look at her, even from the side. The photographer
does not give any indication of the surrounding space and
thus the viewer's curiosity about the person depicted is
further accentuated and the impression he gets is that of
inaccessibility.

Hair, and the growth of hair in general, is a strong mark of
sexuality in art history (see Jess Howard, "Body Hair in Art
History and Modern Culture,"in The Norwich Radical 4/1/2016,
online source). From The Birth of Venus (1485-1486) by Sandro
Botticelli to the various ladies that comb or braid their hair in
Edgar Degas’ works in the 19th century, hair and especially
loose hair, which is not combed or worn in a bun, is strongly
alluring in women. On the other hand, the story of John
Ruskin, who is said to have felt disgust and to have fainted at
the sight of the untied hair and pudenda of his wife, naked on
their wedding night, is indicative of an attitude of both aversion
and attraction that the female sexual availability evokes for
a large portion of the male population, especially for those
who have been nurtured with the European classicist ideal of
sexual neutrality.

Interestingly, Anastasakis entitles his work Opening, when
in fact the dominant impression of the work is the opposite,
namely the inaccessibility of the portrait. Perhaps the artist
does not only want to be ironic but wishes to communicate
something positive about opening, namely the fact that
generally itis always accompanied by its opposite, i.e. closure,
inaccessibility. In this case, Anastasakis’ photograph is a
meditation on the procedure of approaching a woman whose
strength lies in the seduction she exerts towards her opposite
sex. Seduction means that "she is never there, where she
thinks she is" (Jean Baudrillard, About Seduction, Eugenia
Grammatikopoulou tr., Exantas-Nimata, Athens 2009, p. 17).
Women seduce men by means of impression, contradicting
reality (ib. p. 21) as indissoluble, as "confusion of the surface
and the depth" and as the uncertainty principle (ib. pp. 22-23). In
fact, if one looks at some of the most inspired female portraits
in photography, such as Man Ray's Ingres’s Violin (1924), Raoul
Ubac’s Portrait in a Mirror (1938) or Edward Steichen's Gloria
Swanson (1928), one will discover that the female presence is
never photographed without akind of veil or other element that
prevents full accessibility to her face. The female accessibility
along with her inaccessibility make up woman's allure with
which she is not opposed to man but summons him in a way
that involves both attraction and repulsion.

CP
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Aaunpivn MnoBIATooU w, ms
Lamprini BoviatSou we.. s

Aurtég kat Ekeivn, 2016. MoAUBL o€ xapTi pe VOEOEIG XPNOTIKWY AVTIKEUEVWY Kat AGdt ae pétalo (120x133).
This man and that woman, 2016. Pencil on paper with readymades and oil on metal (120x133).
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H Aapnpivh MnoBldtoou napouatdlel oe pia intuxn ouvBeon 6o vé-
oug, évav avopa Kat pia yuvaika, yupvoug oav Toug npwitonAaotouc:
H yuvaika Bpioketal oe petwnikn otdon pe TG naAdpeg ndvw anod to
0tBog Kal Ta akpodAKTUAd va akoupnouyv th Bdon tou Aaigou tng. Ta
nhouota avolxtoxpwpa paANd tng yuvaikag oxnpatidouv Boatpuxoug
nou anAwvovtal Npog TV NAEUpd Tou avdpd. To Npdownod NG KaAU-
ntetat and v évBeon evdg kaBpéptn xeploy, Tou onoiou n em@avela
avtavdkAaong Bpioketal npog tnv kateUBuvon tou Beath Kal anokaAU-
nTeL o€ éva P€PoG Tou TN {wypaPLopévn aneikdvIon Tou NPOowWou TG
KaAALITEXVISag nou enotpe@et To BAEUpa Tou Beatn. O dvdpag oxedidde-
a1 oe NAdyla 0Tdon og KovTIvh andatacn and TG AKPEG TwV HAAALWV TNG
yuvaikag, nou oxebdv tov ayyidouv. To npdownd Tou eniong kKpUBeTal
ané pia laitepn oUvBeon oe lapopeTikn KAipaka and 1o owya tou,
nou neplAapBavel pia cuptaplépa pe avolyuéva ouptdpta, n onofa Bu-
pidel apéowg ™ yAuntkn olvBeon tou LaABadop NtaAi, Appobditn ng
Mndou pe Zuptdpia tou 1936 (Bappévog yUwog pe JETAANIKA XEPOUAL
kal pouvteg BLdov), nou Bpioketal oto Ivotitouto Téxvng Tou Likdyou.
Miow ano tn ouptapiépa, Pia oTevA aviypatikn okaAa gaivetat va odn-
Yel 0Tnv Kopuen TG KePaAng tou Gvdpa. Ot evBETEIG NoU N KAAAITEXVIG
xpnolponotel otnv nepintwon tou dvdpa eivat pia BoUptoa yia YaAAid,
nou tonoBeTel 0T0 UYPOG TwV XEPLWV TOU, KAl £va HIKPG WaAibL nou kOPeL
KAMOLEG TPIXEG TNG Yuvaikag, mou tonoBetel 010 UYoG TOU PETWMOU ToU.

H oUvBeon 6ev nepihapPavel kapia avagopd oe nepiBdAlovia xwpo.
H yupvétnta og ouvbuaoud pe 1o yeyovdg auto, ot 6nAadn ot pryou-
pEG OTEKOVTAL anoKoppéveg and onolodnnote mAaiolo, paptupd pia
npéBeon tng KaAATEXvISAg va net KAt HlaXpovikd Kal OIKOUUEVIKO
Y10 TG OX€0ELG PeTAagU Twv 6Uo pUAwY. And Tn pia NAgupd, o avopag
efval €toipog va nidoet T Bolptoa Kat va neptnotnBei ta paAAd g
yuvaikag, aAAd, andé tnv dAAn, oképtetal {owg va ta KOWel KidAag. H
TaAGVTwon Tou avipikoU UNoKeIPEVOU PETAEU TG TPUPEPATNTAG NPOG
T0 AAAO QUAO Kal TNG EMBETIKOTNTAG MOU OKOMO €XEL va KaBumnotdgel
T yuvaika otnv e§ouaia tou eival pia cuvBnkn yvwaoth kal apxaia, n
ornoia €pXeTal 0T0 HUAAS KOITWVTAG TN GUYKEKPIUEVN oUvBean. H nAd-
yla atdon tou dvbpa beixvel 6Tl HaAAov Tov evolagépel n yuvaika nou
Bpioketat 6inAa tou. Xe avtiBeon pe autdy, n yuvaika napouaciadetat
UETWIKA, HE Ta XEPLA O€ APUVTIKNA 0Tdon oav va gival aixpgaAwTiopé-
VN KUPLOAEKTIKA 0TO VAPKIOOIOTIKG TNG €{dwA0 Pe T0 oroio n KaAATé-
XVIG paivetal va tautidetal, KAAWVTAG Kat TG YUVaiKeg NMou KoltoUv 1o
€pY0 va TauTioTolV Kl autég, avtipetwnidoviag 1o eidwAd toug atov
kaBpé@tn (BA. Tig anodwelg tou Ziykpouvt OpAuvT yia TovV VAPKIGOIoHO
Kal TN 0X€0N TOU JE TNV ayann npog Tov dAAo otnv nepintwon twv
wpaiwv yuvaikwy, oto Liykpouvt Opouvt, ia tov Napkiooioud. Mia
Eioaywyn, ptep. Nikog Xpnatidng, Mpivkinia, ABnva 2013). AvékaBev
0 kaBpéptng ntav éva aUpPoAo ng yuvaikeiag patatodogiag, to onoio
n Mnoidtoou @aivetat va enBupel va xpnolponolnoel Xwpig va ano-
notnBe{ tnv navapxaia cupBolikn tou didotacn (BA. EAeva Koaokilo,
«0 KaBpégtng atnv Téxvn: Matalodofia, AAnBela kat Opapa», MeAéteg
ot Aoyorexvia tou 2000 Kat 21ou Aidva, Top. 34, 1e0x0G 2, apBpo 7, aa.
282-319). H oUvBeon Bupilel ta Adyta tou PpouvT yia tn Alunivto h tnv
€PWTIKN oppn nou elval kat avdykn avdplkng euong eite cupBaivel
0TouG avdpeg elte 0TIG Yuvaikeg Kal ave€dptnta Pe to pUAO Mpog To
onoio aneuBuvetat (Xiykpouvt ®pduvt, Tpeig PeAETeS yia T oefouali-
KN Bewpia, utep. BaoiAelog Matpoylavvng, MAEBpov, ABrnva 2014). H
EPWTIKN 0pUN Tou avdpa enintei tnv eyyltnta pe 1o Ao eUAo, TV
onoia anokpoUel n yuvaika enbupwvtag ny anéotacn, dnAadn, dnwg
avagépet o OpouVT, va ayaniétal NeEpLocoTEPO Napd va ayand. H alv-
Bean tng MnoBLatoou eivat p{a oklaypdenon poAwyv Twv pUAwWY, autou
Kal eKEiVNC.

K.M.

Lamprini Boviatsou presents a two-fold composition of
two youths, a man and a woman, nude as the first couple
of Adam and Eve: The woman is in frontal posture with her
palms over the chest and her fingertips touching the base
of her neck. The woman'’s rich light-coloured hair forms
curls that spread to the man’s side. Her face is covered by
the inlay of a hand mirror whose reflective surface is pointed
towards the viewer, revealing partly the painted depiction
of the artist’s face returning the viewer's gaze. The man is
represented sideways near the ends of the woman's hair
that nearly touch him. His face is also hidden by a special
composition on a different scale in relation to his body that
includes achest of open drawers, which immediately evokes
the sculptural composition of Salvador Dali’s, Venus of Milo
with Drawers of 1936 (painted plaster with metal pulls and
mink pompons) located at the Art Institute of Chicago.
Behind the chest of drawers, a narrow enigmatic staircase
seems to lead to the top of the man’s head. The inlays used
by the artist in the case of the man is a hair brush, placed
at the height of his hands, and a small pair of scissors that
cuts some of the woman'’s hair, placed at the height of his
forehead.

The composition does not contain any reference to the
surrounding space. The nudity in conjunction with this fact,
i.e. that the figures stand isolated from any context, reveals
the intention of the artist to state something timeless and
universal about the relation between the two sexes. On
the one hand, the man is ready to get the brush and comb
the hair of the woman and, on the other, perhaps he is also
thinking of cutting it. The oscillation of the male subject
between affection for the opposite sex and aggression that is
intended to subdue the woman to his power is an ancient and
well known condition which comes to mind while looking at
this composition. The man’s lateral posture indicates his
interest in the woman next to him. Unlike him, the woman is
presented frontally, with her hands in a defensive stance as if
literally captured in her narcissistic idol with which the artist
seems to identify, calling furthermore the rest of the women
viewers to identify as well, addressing their own reflectionin
the mirror (see Sigmund Freud's views on narcissism and its
relation to love for the other person in the case of beautiful
women in Sigmund Freud, On Narcissism. An Introduction,
Nikos Christidis tr., Principia, Athens 2013). Historically
the mirror has been a symbol of feminine vanity, which
Boviatsou seems to wish to employ without renouncing its
historical symbolic value (see Helena Goscilo, "The Mirror
in Art: Vanitas, Veritas and Vision," Studies in 20th and 21st
Centuries Literature, vol. 34, issue 2, article 7, pp. 282-319).
The composition is reminiscent of Freud's words on libido -
or the sex drive — whose nature is necessarily male whether
it occurs in men or women and regardless of the sex to
which it is addressed (Sigmund Freud, Three Essays on
the Theory of Sexuality, Vasileios Patrogiannis tr., Plethron,
Athens 2014). The sex drive of man seeks proximity with the
opposite sex that the woman rejects for she seems to desire
distance, as Freud mentions, preferring to be loved rather
than to love. The composition of Boviatsou is an outline of
gender roles, this man'’s and that woman'’s.
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0 Métpog =evakng {wypdapioe tov Inool tou Naun, évav xapaktpa g
MaAatdg AlaBrkng nou ntav eNipavng nyetng tou lopanA kat S1ddoxog
ToU Mwuon. 0 Ingoug tou Naun €uelve yvwaTog yia T NMOAEPIKA Tou
katopBwpata, YeTagl twv onoiwv €xouv e€€xouaa Béan n katdkinon
g Xavadv otnv Makalotivn Kat n NTwon Twv TelXwv g lepixolg, nou
anod66nke ot Belkn eUvola Kal pecoAdpnan.

Ytnv lotopia tng Budavtivag t€xvng aAAd Kal apyotepd, O OUTIKEG
avanapaotdoelg, o Inoolg tou Naun epgavidetal Navia pe otpatiw-
TIKN 0ToAN, €netdn n KUpta 1510TNTA ToU NTaV 0TPATNAGTNG. Xapakin-
ploTikn gival, and tnv anoyn auth, N Tolxoypagia nou Tov avanaploty,
otn Movn tou Oaiou Aoukd tov 110 atwva pX Qotdoo, 0 Zevakng Tov
avanaplota xwpig oToAn, yupvo and tn péon Kat navw Pe anAwpévoug
Bpaxioveg, TévVoVIEG Kal HUG o€ oUONAON Kal MAAAUEG AVOLKTEG, e 6d-
XTUAa nou naoxi¢ouv va ypanwBouv and tig onég tng N€Tpag ota teixn.
To BA€Upa, akivntonoinpéVo MPog OTYNY, va KOITd NMpog td Navw, Xw-
pic anapaitnta va BAénel, npobibel tn Babia avnouxia kat €viaon nou
SlaKaTEXOUV ToV Npwa.

Eival xapaktnpotikn n tonoB€tnon tng oUvBeong, nMou enitdooel 10
aioBnpa avnouxiag: n eryoUpa tou Indou tou Naun avantooetal po-
AIG 0TO €va TETaPTo XAUNAS PEPOG TNG oUVBeaNng Kat 6Ao To unoAolno
KoPpaT kataAapBdavetal ano To Teixog, 1o onoio eavtddel NeEAwpLo Kat
otBapd. MaAAov yt' autév tov Adyo o KaAAitéxvng Sivel Tov eVOAAOKTIKO
T(tAo 010 £pyo tou: To Teixog 110 NAvw PEPOG TNG aUVBeang, o yahavag
oupavdg We ta Alya oUvvepa unoSnAWVEL pla NPEUN XEWEPIVA HEPT.
01 Beppol tévot TG NéTpag kal Ing odpkag avttiBevial appovikd pe 1o
Yuxpd yahadio tou oupavou Kat Sivouv pia akivnoia kat yaAnvn otnv
neplppéouaa atpdopalpa, Nou £pxovial o€ avtiBeon ye TV €viaon g
(plyoUpag Tou 0TPatnAGTN Kal tn popTikn otiapdtnta Tou Teixouq. Onwg
oTnv NePIPNUN NPoyevEDTEPN OEIPG £pYWV TOU Z€VAKN HE TPOPIHOUG
TOU Npwnv yuxiatpeiou Xaviwy, €101 ki €dw n onpacia Tng YuxoAoyiag
elval peydAn.

AuTS Nou Kavel eviunwaon oTov Beath Tou OUYKEKPIPEVOU £€pyou eival
0 1pdénog nou napouotaletal o oTPatnAdING, o onoiog dev eival o evde-
Setypévog oUte eival oUppwvog pe T BiBAloypapia atnv onoia undpxet
avapopd o autov. Moté dev Ba eppavidotav €101 KAMoLog o onoiog eixe
0Ta xépla Tou TG TUXEG £vOG 0AOkAnpou atpatol. H napouciacn tou
Inoou tou Naun taiptddet NeploodTePO 0TO NWG 0 (610G ovelpeUETaAL TOV
€0UTO ToU, Pe Sebopévo GTL ol avnouxieg Kal ta dyxn ouxvd tpopodo-
ToUV 10 Ovelpd pag. O Zevdkng enAéyel va onTIKOMOINOEL TO GVELPO TOU
€Bvapxn Kkal Ye auth tnv agopun va avadei€el tnv avBpwnivn nAeupd
Tou, nou Siénetat and eoéRo, abuvapia kal aywvia, OYEIG NMou évag otpa-
AGTNG Hev Npénel NoTé va anokaAUnTel kal nou n 1otopla éxel Kabe
AGYo va anokpuntel. H 0ToAn ToU oTpatiwTikoU NyETN €Xel wg oKomno,
andé onpelohoytkn dnoywn, va eMBAAeL Tov pOAO Tou Kat va KaAUWeL akpl-
Bwog TG aduvapieg autég Mou 0 Zevakng eMAEyel va NpoPBaAel.

To teixog NpoBaAAel tepdoTio Kal anelAnTiké navw and tn tyolpa Tou
yupvoU otpatnAdtn. Moldlel oxebdv anpoonéAacto Kal SnAwvel Tn
Bapia euBuvn tou apxnyoU aAAd Kal KaBevag Mou €xel eNWUIOTEL Pia
avdoyn B¢on, e€attiag TNg Katavopng twv poAwv otnv Kolvwvia. v
NaTpLapPXIKN Kotvwvia, otnv oroia {oUpe 6w Kat ndpa noAAd xpovia, o
pOA0G Tou apxnyou dlavépetal napadoaotakd aToug vdpeg ot onoiol, wg
YyvwaoTtov, noté dev kKAaive, aAAd npénet va avuetwnidouv evepynTika
Kal Ue NoAgUIKN apeth TG eUBUVEG, TIG NPOKANCTELG Kal TIG avTi§odtn-
1€G TG {wng. H ibla n ouykpotnon Tou eyw ota dvelpa oupBoAiletal e
éva KAoTtpo, 6nwg éAeye o Zak Aakdv, Ta okdpnia epeinia tou onoiou
aMoKAAUMTOUV TOUG PNXAVIoHoUG TNG EUPOVAG KAl VEUPWONG ano Tig
onoieg KatatpUxetal to avdpiko UNoKeipevo (Zak Aakav, «To tadio tou
KaBpéptn wg AlapoppwTtiké tng Acttoupyiag tou Eyw», Kelueva |, L€l
Mapiot 1966, 0. 94).

K.

Petros Xenakis painted Joshua, a character from the Old
Testament who was a prominent leader of Israel and
successor to Moses. Joshua was known for his war exploits,
the most prominent of which were the conquest of Canaan
in Palestine and the fall of the walls of Jericho, attributed to
divine favour and mediation.

In the history of Byzantine art and later in western
representations, Joshuaalways appearsinmilitary uniform
because he was a commander. Typical in this respect is
the fresco depicting him in the Monastery of Saint Luke
from the 11th century AD. However, Xenakis represents
him without the uniform, naked from the waist up with
outstretched arms, tendons and muscles contracted and
palms open with his fingers struggling to grasp the holes
of the wall stones. The gaze, immobilized in time, looking
upwards, without necessarily seeing anything, betrays the
deep anxiety and tension pervading the hero.

The set up of the composition imparts the feeling of anxiety:
the figure of Joshua develops only in a quarter of the lower
part of the composition and the rest is occupied by the wall
which appears huge and rugged. For this reason probably,
the artist gives a second alternative title to the work: The
Wall. At the top of the composition, the blue sky with a few
clouds indicates a calm winter day. The warm tones of the
stone and the flesh are harmoniously opposed to the cold
blue sky and they endow the surrounding atmosphere with
a stillness and tranquillity that contrasts with the intensity of
the commander’s figure and the cumbersome rigidity of the
wall. As in the well known earlier series of Xenakis" works
with the inmates of the former psychiatric unit of Chania, the
importance of psychology is accentuated here as well.

What makes a profound impression to the viewer of this
work is the way in which the commander is presented which
is totally inconsistent with the literature in which there is a
reference to him. Someone that has the fate of an entire army
in his hands would never appear as such. The presentation
of Joshua seems closer to a dream of himself, given that
our concerns and anxieties often feed our dreams. Xenakis
chooses to visualize the dream of a national leader and with
this opportunity to highlight his human side, governed as itis
by fear, weakness and distress, aspects that a commander
should never reveal and which history also has many
reasons to hide too. The uniform of the military leader aims,
from a semiotic point of view, to impose his role and to cover
exactly these weaknesses that Xenakis chooses to highlight.

The wall emerges huge and menacing above the figure of
the naked commander. It looks almost inaccessible and
designates the great responsibility of the leader and everyone
else who has taken on a similar position, due to the division of
roles in society. In the patriarchal society in which we live, the
role of the leader has traditionally been allocated to men who,
as is known, are never supposed to cry, but should cope with
the responsibilities, challenges and vicissitudes of life actively
and with martial virtue. As Jacques Lacan claimed, the very
constitution of the ego in dreams is symbolized by a castle in
ruins, the scattered remains of which reveal the mechanisms
of obsession and neurosis which historically plague the male
subject (Jacques Lacan, "The Mirror Stage as Formative of the
Function of the |," Writings |, Paris, Seulil, 1966, p. 94).
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Y1a naAid eneloddia Tng TNAEONTIKNG 0€lpdg 2Tap Tpek, ol NPWEG, XApn
0€ Jia €161KN CUOKEUN, £€aEPWVOVTAV Kal TNAEUETAPEPOVTAV 0€ GAAN
Xxwplkn dtaotacn. Mapd g e€eAi€elg, autd napapével akdun enotn-
povikn pavtacia. Opwg eival nepiepyo: Ma va pUyoupe and Tig NOAeLg
o6nou {oUpE, Naipvoupe To autokivntd pag kat Bavoupe oto agpodpd-
pto. Mapkdpoupe Kat petd anod Alyo Bplokdpacte ndvw and ta oUvve-
@a. Kat petd and Aiyo akéun €xoupe @pBAcel otov Npooptopd pag, o
onoiog pnopei va Bpioketat ato GANo dkpo tou nAhavntn. Kat peta and
pia nuépa entotpépoupe oto idlo onpeio, EavaBplokoupe To autokivn-
16 Jag Kkat yupidoupe onitt. LInv agponoplkn Stadpopn and v ndAn
Hag Yéxpt Tov Npooplopd pag dev eidape tinota (eKTO¢ ano TG taivieg
nou pnopei va npéBariav ato agponAdavo) oUte npBape oe enagn pe
T0UG vOIAPEOOUG TOMOUG Kal To QUAIKS Tonio. Mnnkape otnv ABnva
Kal Bynkape otnv Kevipikn AQptkn n ato TokIo N o€ éva Tponiko vnol.
Xwplg kapia petaBatikn katdotaon. Opwg o xpdvog nou danavdtal
katd 1o 1agibt Bewpeital and tnv wPeAIOTIKNA Sopn TG Kolvwviag pag
un napaywykog. Etol autog oeilel, apevog, va pelwvetal 60o givat
duvatdy, kal, apetépou, va aflonoleital Kal o (610G Npog 6PeA0G TG
epyaciag. Aev undpxel KAAUTEPO PEPOG YId VA CUVEISNTOMOINTEL KAVE(G
v Unapé&n tou MAavntikol XwptoU, yla 1o onoio yilolae o Mapoah
MakAtoUay, Kal To gatvouevo TN naykooplonoinong ano éva o1ebvég
agpobpdplo. Méoa and Tig UETAPOPEG, ot NOAELG HaG £ylvav pHEYaAUTe-
pEG ano 6,1l gival xwptka. Ta agpodpduia NG véag enoxng npenet Oxt
HOVO va Npoo@éPOouV TIG anapaitnteg avéoelg piag oAoéva kat auga-
VOHEVNG AVAYKNG YIO AEPOMOPIKEG PETAKIVATELG, AAAG va upvoUv Tnv
aioBnon tng avaxwpnong kat tng deLENG.

H Ne@éAn Anpuntplddn ypdpet yia tnv Agpotonia: «Av €npene va ne-
plypdyw pe AEEelg TNV eunetpia piag moAUwpNng NThong navw and yn,
BaAaooa kat oUvvepa, ekel dGnou n avtiAnyn tou avBpwnou yia ta dpla
TOU OWMATOG Kal Tou BAEPUATOC Tou enavanpoadiopidetal, Ba pidaya
yla tnv aioBnon poubidopatog evog owpatog eyKAwpPIopévou atnv
KaBNAwWTIKA ouvBNKn Tou kabiopatog tou agponAdvou, yia tov BopBo
TWV UNXavwv Kat 1oug acUvOeToug apUoIKoug NXoUuG Péaa anod Toug
onoioug o eyképaiog avaldntd nxntikd potifa kat otadlakd apxidel va
akouUel pia peAwdia va avadletat péoa ano to ouvexég Bountd, yla 1o
BA€uua nou enontevel atéppova ton{a va anAwvovial and Kdtw oe
KATown, o€ pia véa oxéon pE T0 WG Tou NALOU, Yia To YAUKO ovelpo-
néAnua, To dokorno adlakono ayvavieua, yla v aiobnon nou €xel o
avBpwnog 41t 1o onpeio and 1o onoio Nnapatnpel Tov kOGP0 Bpioketal
ekel €€w, Ndvw anod ta oUvveQQ, TNV WPA Nou anAwg Koltalel ano to
napdBupo tou agponAdvou e To Cwpa akivnto, vikBoviag tn ouvei-
6non Tou va intatat ndvw anoé Tov KOoWo, va anoktd yeudaiobnalakd
unepPatikG XapakTnpa enontelag Twv NAvIwy, yia tnv oAoéva auga-
VOHEVN €V1aon Kal KaBapotnta TNG PaviaoTiKNG HOUCIKNG olvBeong
nou akoUel péoa 0To HUaAd Tou PéXpL TeAIKA va xabel, unokuntovtag
0TOV UNXaVIKO Nxo Tou agponAdvou nou napsuPBaiAetal Eagvika otav
10 0OWHa npénet va Eepoudlaoel, va unvnoel ava otnv npayuatikon-
T0 TWV QUOIKWYV Tou opiwy, 6Tav 1o agponAdvo apxioel T Siadikaaia
NG Npooyeiwaong.

Ytnv eykatdataon ng Anpntptddn, o Beatng napakohouBei pia nn-
on ndvw anoé atéppoveg yaieg kat BdAaocoeg kal unopei va epBubioTel
oe éva nepiBdAlov e€opoiwang Ntnaong pe 1plodldotata ypapika dn-
Hloupynpéva oTov UNoAoyioTn, popwvIag Pia KAOKA €IKOVIKAG npay-
HOTIKOTNTAG. XT0 NEPIBAAAOV EIKOVIKNG MPAYMATIKOTNTAG EMNIXEIPEITAL
n enava-dnuloupyia-npooopoiwon tng ouvexoUg, 0XedoV a-owWHPATNG,
€HUNELPIag NG NTNONG MECQ OTOV NEPLOPLOPEVO XWPO EVOG AEPONAAVOU,
6rou 1o avBpwnivo owuad, kaBnAwuévo otn B€on Tou, Yéoa anod to
BAéppa tou (ntatal aviaciakd ndvw ano t yn.

oM.

Inthe oldepisodes of the Star Trek television series, the heroes,
thanks to a special device, were vaporized and teleported to
another spatial dimension. Despite technology developments
since the series was made, this still remains science fiction.
Butitis strange: To get out of the cities where we live, we take
our car and we arrive at the airport. We park, and after a while
we are above the clouds. And after some more time we have
reached our destination, which may be located at the other
end of the planet. And after a day we return to the same place,
we find our car and return home. In the flight from our city to
our destination we did not see anything (except for the movies
that may be screened in the plane), nor come into contact with
the sites and the natural scenery that were in between. We
boarded the plane in Athens and came out in central Africa or
Tokyo or a tropical island, without any transitory state. But the
time spent during the journey is regarded as unproductive by
the utilitarian structure of our society. So this should, firstly,
be reduced as much as possible and, second, be itself utilized
for the benefit of work. There is no better place to realize the
existence of the Planetary Village, which Marshall McLuhan
spoke of, and the phenomenon of globalization than an
international airport. Through the means of transport, our
cities have become greater than what they are in terms of
territory. The airports of the new era must not only offer the
necessary comfort for an ever-growing need for air travel, but
they have to praise the sense of departure and arrival.

Nefeli Dimitriadi writes about her Planescapes: "I | had to
describe in words the experience of a long flight over land, sea
and clouds, where the perception of man about the limits of his
body and his gaze is redefined, | would speak about the feeling
of numbness of a body entrapped in the riveting condition
of the aeroplane seat, about the buzz of machines and the
disconnected unnatural sounds in which the brain seeks
sound patterns and gradually begins to hear an emerging
melody through the constant hum, about the gaze which sees
endless landscapes sprawling below on a ground plan, in a
new relationship with the sunlight, about the sweet reverie, the
pointless uninterrupted contemplation, about the sensation
man has that the point from which he observes the world is out
there, beyond the clouds, at the time when he is just looking out
of the window of the aeroplane with his stationary body, feeling
his conscience flying over the world, acquiring a hallucinatory
transcendental character that oversees everything, about
the increasing intensity and purity of the imaginary musical
composition that he hears in his mind until eventually it is lost,
succumbing to the mechanical sound of the aeroplane that is
suddenly interposed when there is aneed to stretch one’s legs,
to wake up againin the reality of one’s physical limits, when the
aeroplane starts the process of landing."

In Dimitriadi’s installation the viewer watches a flight over
endless lands and seas and can immerse himself in a flight
simulation environment with three-dimensional graphics,
wearing a virtual reality head-mount display. In the virtual
reality environment an attempt is made to re-create/
simulate the seamless, nearly disembodied, experience
of flying in the confined space of an aeroplane, where the
human body, immobilized in the aeroplane seat, hovers
imaginatively through his gaze over the land.

TM.
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MavBoc 2avtopvaiog w, m
Manthos Santorineos ...

MeAayxoAia lll, MIKTEG TEXVIKEG aplBuNTIKWVY Kal YEWUETPIKWY UNOAOYIOHWV QUTGHATWY Kal XEIPOovakTikwy, 2017.

Wnolaka kat avahoyikd ouothpata endavw ae 1panéd (150x150x75).
Melencolia Ill, Mixed technique of arithmetic and geometric calculations automated and manual, 2017.

Digital and analog systems on a table (150x150x75).
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H €€€AiEn tng GouAeldg Kat tng okéwng tou MavBou Xavrtopivaiou anod
1a TéAn g 6ekaetiag Tou '70 pnopel va Aeitoupynoel wg pia katdBeon
0€1pAg NPOUNVUPATWY yia Ty aAAayn Tng KoUAToUpag TG EIKGVAG Mou
Ba oupPel. Ynod pia évvola, av ot yeviég tng dekaetiag tou ‘60 kal tou
'70 eixav wg¢ eKoviopata 1oug MnnTAg, Toug POAIVYK Ztéouvg Kal Ty
non pouatkn, otg dekaetieg Tou '80 kat Tou ‘90 ntav ta Bivteonaixvidia.
H Nwvtévio Atav ot MnntAg tng enoxng pag. H avtibpaon evog naiktn
anévavt oe éva kahooxedlaopévo Bivieonaixvidl eival, ev pépel, napo-
Hola JE QUTAV MoU €XEL KAVEIG anévavtl o€ €va GIAY N O€ €va EIKAOTIKO
¢pyo: elval pia aiwoBnukn avtibpaon. OUTwG N GAAwG, €va and ta npdy-
Hata nou eNEPePE 0 HOVTEPVIOUOG 0NV KAANTEXVIKN dladikacia ntav
0 au€npévog poAog tou Beatn. Iin ouvéxela tng Sladikaoiag, autdg o
poAog Ba pnopouoe va au€nBel akouN NePIOCOTEPO O €va €pYo Mou,
EVW €Xel OAA TO XAPAKTINPIOTIKA Kal TIG CUPPACELG £VOG €pYOU TEXVNG,
anepnoAd eBeloviikd auth tnv 1IS16TNTa Yid va TNV Napaxwpnoel 0Tov
Beatn/xpnaotn. MA&ov autdg eivat o dnploupyds. Kat to npaypatiko épyo
1éxvng 6ev gival n MAGCTIKN £YKATACTAON OTOV XWPO, AAAG TO NAEKTPL-
KO pevpa oTov eyKEPaAo autoU mou kabetal navw ae authv. Ot Alaiv
kat Opeviepik Ae Nupnepviép, ouyypageig tou BiAiou O Kdauog twv
Bivreonaixvibicyy, unoatnpidouv 6t ta Bivteonaixvidla eivarn 10n téxvn
(unevBupidoupe O Ta KOPIKG glval n 9n). Ta Bivteonaixvidia onpepa
potdlouv va Bpiokovtal otnv idla nepinou Béon pe tv t¢ad npwv and tov
B’ Maykdaopio MéAepo: Snpo@ian aAAa xwpig KaAAiTexvikd kUpog. Eival
avanoeeukTo 6tav ol avBpwnol, 1laitepa ot StavooUpevol, ptholv yla ta
NAEKTPOVIKA NAXv{dla va Ta GUYKPIVOUV e KAANTEXVIKEG LOPPEG MOU
hén E€pouv kal ayanouyv: Tov Kivnpatoypa@o, th {wypagikn, tn Aoyote-
xvia. Av dpwg autd ndn éxouv ta pouoeia n ta BpaPeia toug, ta Bivteo-
naixvidla anAwg ta naicelc.

«KdaBe enoxn ovelpeUetal Tnv enoxn nou Ba akohoubnael, aAAg, eniong,
e 10 va ovelpeUeTal KateuBUveTal oTn oTyun nou Ba Eunvhoet, éypage
o0 BaAtep Mnévylaptv. H nopeia tou MévBou Xavtopivaiou tautiletat e
autnv tn S1adikaaoia: ovelpeUeTal Yia véa €noxn, Tov Ynelakd NoATtiopd,
kal anoé noAU vwpig naoxidel ote 1o EUNVnpa va givat Gnwg 1o £XelL OVEL-
peutel. Ano tn dekaetia tou ‘80, npoonabel va neptypdyel Tov ynelakd
NoAITIOPO Kat aoxoAeitat pe Ty npowBnon twv véwv dedopévwv Tou.
Kdvel €peuva yia 1o €pyactnplo Tou KAAATEXVN WE Ta VEQ PEDA. LTnV
npoondabeld tou va unootnpi€et tnv dnown tou, neptypdeet 1o ladiktuo
600 xpdvia nptv and v NPwWIn avakoivwaon tou Tiy Mnépvepg-At (Zuvé-
6plo Tou 1987 tng Etatpeiag MAnpo@opikng Ynoloylotwy «To epyactnplo
TOU KAAATEXVN TNV EMOXN TNG MANPOPOPIKNAG).

H 6paotnpiotntd tou polpddetat otnv KaAAtexvikn Snyioupyia, Ye nAe-
KTPOVIKA Kal 0TN OUVEXELD VEa PEaa, 0Tn BewpnTikn €peuva, wg napa-
YWYOG o€ €pya AAAwV KaAATexvwy, Kat otn Slopyavwaon eKGNAWoewy
yla v npowBnaon tou wnelakoU noAttiopoy: Béonioe 1o epyactnplo
«EIKOVa», CUVEPYACTNKE E TO TUARA TEXVNG Kal TexvoAoyiag oto Kévipo
YUyxpovng Téxvng «IAedva ToUvtay, ibpuce 1o Kévipo yia tov Wnopiakd
MoAtiopo «@oUpvog» kat 1o SieBVEG peaTPAA «MevTtiatépay. Alopyavw-
o€ oepvapla, opiAieg kat ekdnAwoelg kat tagidelel otnv EAAGSa Kal oTo
€EWTEPIKO, NaPouoladovag £pya ToU Kal powBwvTag TG 16€eg Tou. And
10 2000 a@iépwoe 1o peyaAUtepo pépog Twv §pactnpIoTNTWY ToU 0TV
Avwtdtn IxoAn KaAwv Texvav - ALKT.

Metd 1o teheutaio peoTBAA «Mevuatépa», Mou aQlEPWaOE 0TA NAIXVi-
dla (Maxvibidouoeg Mpayuauxdinteg, 2007), €0Tpeye 10 evOIAPEPOV TOU
otnv TexvoAoyia kat otn doun twv naixvidiwy. Epydotnke yua tn dnpt-
oupyia evog eAAnvoyaAhikoU Mdotep (AZKT, Maveniothpio Mapiot 8) pe
QVTIKE(UEVO TNV TEXVN, TNV EIKOVIKN NMPAYHATIKOTNTA KAl T0 MOAUXPNOTI-
k@& ouothpata, 6nou aglonoinoe TG Texvoloyieg Twv NaXvISIWV yia Tn
onploupyia kaAAitexvikwy €pywv. Mpoondbnaoe va avakaAUyel pia véa
wnolakn Sopn 1 niBavov outonia. Ekave éva povaxikd tagidL oto dvelpo,
KOVTPA OTIG TACELG ToU KalpoU, nou xapaktnpidetal and v awclodogia
g avadtnong Kat th eAayxoAia Tng npaypatikdtntag.

oM.

The progress of the work and thought of Manthos
Santorineos since the late 70s may serve as a confession
of a series of premonitions of for the shift in the culture
of the image that is going to happen. In a sense, if the
generations of the 1960s and 1970s idolised the Beatles,
the Rolling Stones and pop music, in the 1980s and 1990s
they idolised the video games. Nintendo was the Beatles of
our time. The reaction of a player to a well-designed video
game is, in part, similar to that which one has towards a
film or a visual work: it is a sensory response. Either way,
one of the things that modernism brought to the artistic
process was the increased role of the spectator. As the
process develops, this role could grow even more in a work
that, despite having all the features and conventions of a
work, voluntarily compromises this property to hand it
over to the viewer/user. Now he is the creator. And the true
work of art is not the plastic installation in space, but the
electric current in the brain of the one that rests on it. Alain
and Frederic Le Diberder, authors of the book The World of
Video Games, argue that video games are the 10th art (if we
recall that comics are the 9th). Video games today seem
to be in about the same position as jazz was before the
Second World War: popular but without artistic prestige. Itis
inevitable when people, especially intellectuals, talk about
computer games to compare them with artistic forms that
they already know and love: cinema, painting, literature.
But these already have their museums or awards; one can
only play the video games.

"Every era dreams of the era to follow, but also, by dreaming
it is directed to the moment it will wake up," wrote Walter
Benjamin. The path of Manthos Santorineos identifies with this
process: he dreams of a new age, the digital culture, and from
early on he struggles so that the awakening may be as he has
dreamt it. Since the 80s, he has been trying to describe the
digital culture and he has been occupied with the promotion
of its new data. He has been doing research on how the artist
works with new media. In his efforts to support his view, he
described the internet two years before its first announcement
from Tim Berners-Lee (Greek Computer Society conference
of 1987 "The artist's workshop in the age of information").

His activity is divided between the artistic creation with
electronics and afterwards with new media, the theoretical
research, as a producer in the works of other artists, and
organizing events to promote digital culture: he set up the
"Eikona" laboratory, he collaborated with the "lleana Tounta"
Contemporary Art Center, he set up the "Fournos" Centre for
Digital Culture, and he founded the "Mediaterra" international
festival. He organized seminars, lectures and events and
he travels in Greece and abroad, presenting his works and
promoting his ideas. Since 2000 he devoted the majority of
his activities in the Athens School of Fine Arts - ASFA.

After the last Mediaterra festival, which he dedicated to
games (Gaming Realities, 2007), he turned his attention to the
technology andstructure of games. He worked for the creation
of a Franco-Hellenic Master's degree (ASFA, University of
Paris 8) concerning art, virtual reality and versatile systems,
where he utilized gaming technology for the creation of
artistic works. He tried to find a new digital structure or
possibly a utopia. He went on a lonely journey to the dream,
against the trends of his time which is characterized by the
optimism of search and the melancholy of reality.
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Mpwrondpa orjpara véwv ontikdyv Ap. 121, 2000-2005. HAektpovikdg Kepauvdg oe anoxakwiévo BakeAitn kat aépa oe UAo (100x100x15).
Avant-garde signs for new optics No. 121, 2000-2005. Electronic lightning in decoppered Bakelite and air on wood (100x100x15).
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«Autd 1a KaAAlypa@ikd npaypatonolnyéva —h oxedlaouéva— npo-
owna Sev Koltave, NePIUEVOUV», YPAPEL Yia Tn SouAeld Tou Kwoth
tng dekaetiag tou 1970 o Miép Peotavy. «Eivat BouBd oav tnv ent-
Bupia. Eivat n evépyela autoU nou ta Kottdlet n onoia Toug ava-
Sivel wn, pia {wn nou 6ev undpxet o0AoKANPWTIKG Napd péoa oto
BAéupa Tou AAAou». H dpvnon Twv KATECTNPEVWY HOPPWV TNG TE-
XVNG Kal N aviikataotaoh toug and 1o dyplo oxédlo-okitoo (avii tng
{wypapIkNG-yAuNTIkng) Ba xapaktnpioel 1a €pya tng dekaegtiag Tou
1970. Kat padi pe autd, n noinon kat 6An n KouAtoUpa Tou viavia,
TWV KATAOTAolaKWwy, tng YuxedéAelag. Apyodtepa 1o npolndpxov
UAIKO (péviupeivt) Ba ndpel tov KUplo poAo ota peviiaceunAdd ing
endpevng dekaetiag. Ita yéoa tng dekaetiag tou 1980, npoxwpel o
otadlakn Katapynon twv UAKKWY pop@wv. Elodyel 1o atoixeio tou
kepauvou. Ot texvoloyieg wg n véa outonia, To Tuxaio... H oxéon
ToU pe tov KopvnAto Kaotoptadn kat tov Peatavy énaige iowg évav
Kaiplo poho. H pete€€NIEN Tou and aviepykpdouvt KaAALITEXvVN Kat
nointn otn otpatokpatoUpevn ABnva oe évav eupwnaio texvolo-
YIKO EIKAOTIKO Pe NapeUPBacelg ota BeoUIKA NOAITIOPIKA Npdyuata
tng MfaAAiag kat peidoveg exkBeatakég napouaieg Ba eival n Kuplotepn
€lkéva Twv PeydAwv aAlaywv oto €pyo tou. Ano 10te 0 Kwotng
ouppetéxel ot e€eNifelg, napakolouBei, kataypdpel kat Snutoup-
yel pia véou tUnou téxvn.

0 Kwotng, otnv ouaia, ev kataokeuddel 1o idlo t0 €pyo, pe nv
évvola nou ot napadoaotakoi {wypdgol n yAlnteg @Tidxvouv ta
KaAAltexvnpatd toug, aAAd npoetolpddel o nAaioto oto onoio Ba
dnutoupynBei 1o €pyo — 6nAadn o kepauvog. Kat ot atypég nou Ba
OUMBOUV AUTEG 0L NAEKTPIKEG EKKEVWOELG €lval, av Oxl TEAe{wG Tu-
xaieg, TOUANGXIOToV evieAwG pUn eleyxdpeveg, aveféleykteg. Otav
Byel 0 €pyo anod tnv npida, anokaAUMTeTal N (OXETIKA) XElpWVa-
KTIKN KATAoKeun tou: UAa, pétaAla, @UANG, XWHa, KUKA®WPATa —
KoAANpEéva kat ouvteBelpéva. Ouwg anouatddet €101 0 0UOLAOTIKOG
NPWTAYWVIOTAG ToU KAAMTEXVIKOU £pyou Tou KwaoTn, n NAEKTPIKN
ekkévwon. Towg éva peydlo napddofo oxetkd pe Tn HOUAELG TOU
Kwotnh elvat n aioBntikn anotiynon tng. Akdun kat népa and tnv
Kplon kal tnv axpnaotia twv alobntikwy Kpitnpiwyv ((owg and kaipd
Eenepaopéva) oTnv TEXVN TNG ENOXNG PAG, Kat NdAL ta £pya tou Kw-
otn eival duokoho va optoBetnBolv. Apaye npénel va aflohoynael
Kaveig aloBntika 1ig o€eldwoelg Twv HeTdAAwy, ta vepd Twv EUAwWY,
10 51G0NPTO TOU XWHPATOG MAVW OTIG EMPAVELEG; AKOMN NEPLOTOTE-
po, Npénel va a§loNoyNOEl TIG HOPPEG TWV NAEKTPIKWY KUKAWHATWY
6nou autd eaivovtat kat dev eival teAeiwg abéata; H pnnwg n oucia
Bpioketal otnv {61a v nAekTpikn ekkévwan; Kal av cupBaivel kAt
TETOL0, MPENEL VA AEI0AOYNCEL TO OXNUA N TO XPWHA TWV NAEKTPIKWV
onwvBnpwy; Tt kdvel akplBwg pia NAeKTpIKN ekkévwan Mo wpala
ano kdnota aAAn;

Av Kat bev bivel Eupaon ge auth Tnv €vvold, 0 KwoTtng Kataokeud-
{el uNXavég NApaywyng KEPAUVWY, UNXavég oUvBeong eIKOVWY WG
1ptodldotatwy aAAd duAwy epnelplwv. H epnelpia tou kepauvou Kal
NG NAEKTPIKNG EKPOPTIONG Ba Nepdoel oe ox£dla kat, akdpn, o€ noi-
non. Ta ox€dla nou napdyovtal oe authv tn dladikacia anoteholv
and pdva toug pia tepdotia neploxn (av kat ouvnBwg deixvovial
oe ouvbuaouod e Ta nio Tploblaotata €pya tou). H autduatn ypa-
eN-naputolpa twv nAekipornoéu Ba anoteAéoel pia ouvoAlkn ena-
vakaAuyn tou oxediou. Tuvepyaletal e tov Kwota Mavilwpo, o
onoiog ouvBETel éva NAEKTPAKOUOTIKG €pyo Yla va ouvdeBel pe éva
Bivieo tou Kwoth ndvw otnv onTiKA Kal EYKEQAAIKN epnelpia Tou
Kepauvou.

oM.

"These cursively realized - or designed — faces do not look,
they are waiting," Pierre Restany writes about Costis’ work of
the 1970s. "They are silent like desire. It is the energy of the
one who looks at them which restores life to them, a life that
does not exist completely but through the gaze of another."
The denial of established forms of art and their replacement
by the wild design-sketch (instead of painting-sculpture)
would characterize all the works of the 1970s. And along them
the poetry and the entire culture of dada, the situationists,
the psychedelia. Later, pre-existing material (readymade)
would take the lead role in the mediassemblages of the next
decade. In the mid 1980s, he progresses towards a phasing-
out of material forms. He introduces the lightning element,
and technologies such as the new utopia, the random... His
relationship with Cornelius Castoriadis and Restany probably
played a crucial role. His transformation from underground
artist and poet in militarized Athens to a European
technological artist with interventions in the institutional
cultural affairs of France and major exhibition appearances
would be the main feature of the great changes in his work.
Since then Costis participates in developments, monitors,
records and creates a new type of art.

Costis, in fact, does not create the work itself, in the sense
that traditional painters or sculptors create their artwork,
but prepares the context in which the work - that is the
lightning — will be created. And the moments that these
electrical discharges occur are, if not completely random,
at least completely uncontrolled, and uncontrollable. When
the work is unplugged from the socket, its (relatively)
manual construction is revealed: wood, metals, leaves,
soil, circuits — glued and synthesized. However, in this form,
the essential protagonist of the artistic work of Costis, the
electrical discharge, disappears. Perhaps a great paradox
about the work of Costis is its aesthetic valuation. Even
beyond the judgement and the disuse of aesthetic criteria
(perhaps long outdated) in the art of our time, Costis’ works,
again, are difficult to delineate. Does one have to evaluate
aesthetically the oxidation of metals, the wood grains, the
scattering of soil on the surfaces? Even more, must one
evaluate the form of the electrical circuits where one can see
them and they are not completely invisible? Or maybe does
the essence lie in the electrical discharge itself? And if so,
must one assess the shape or colour of electrical sparks?
What is it exactly that makes one electrical discharge more
beautiful than another?

Despite not emphasizing this notion, Costis manufactures
lightning production machines, machines that compose
images as three-dimensional but intangible experiences.
The experience of lightning and electrical discharge will be
conveyedindesignsandevenin poetry. The designs generated
in this process are themselves a huge area (although usually
shown in conjunction with his more three-dimensional
works). The automatic writing-score of electropoemes will
be an overall rediscovery of the design. He collaborates with
Kostas Mantzoros, who composes an electroacoustic piece
to connect with a video of Costis on the visual and cerebral
experience of lightning.

TM.
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Bdow kaBaiog v, o
Vasso Gavalsse ..o

Adxvog 7, 4, 5, 2015-2016. Xapti kat gIAp (90x192).
Link 7, 4, 5, 2015-2016. Paper and film (90x192).

H Bdow NkaBaiog, and tnv nepiodo akopn twv onoudwv tng otnv Avw-
T4t ZXoAn KaAwv Texvav Kat Tn SINAWPATIKA TNG oTNV anopoitnon
ToU 1998, Katanidotnke kal a0XoANBNKe CUGTNHATIKA HE TN YEWUETPL-
kN {wypapikn. Tnv npotiunon Kat tnv aduvapia ng auth v eeAiooel
Kal n aloBntikn €épeuvd tng Katahnyet Ndvia oe véeg NPoTAcELG Pe pia
OUOTNPATIKNA, OTOXEUPEVN, EEEAIKTIKN Npdtacn, n oroia Baciletal oTig
nponyoUpeveg avantnoELg, NPOXWPWVIAg NAvia o€ VEEG, NPOoWL-
KEG, avavewEVeG AUOELG.

To tpintuxo €pyo AUxvog, tng €kBeong twv Mouowy, napouaotddel
YEWHETPIKG avayAupa Pe auotnpd YewUeTplkd oxédla, tpiywva,
noAUywva, Nnupapoeldn oxnpata pe éviova ta o§UKOpUPa oTolXela.
Ot auotnpd nelBapxnpéveg YEWHETPIKEG KATAOKEUEG HE Ta NOIKIA
avayhuga npoadidouv Babog kal aioBnon piag kivnong, evw pag
HETAQEPOUV vONTd 0 éva NAavnuikd oupnav. Kataokeuaotika ol
ouvBéaoelg, Je anoAutn ouppeTpla Kal eKTponég aAAd kal avandvte-
XEG YEWUETPIKEG ouvaBpoioelg, dnuloupyolvtal and tnv 16iaitepn
XPAON TOU XaptloU Kal TNV eNKAAUYN pe €va PETAAAIKO @QIAY. To
HETAAAIKOG oToixelo polpaia dnuloupyel aviavakAdoelg Kal 10 pwg
npooAaufdvel kKupiapxo poAo, naxvididoviag ge TNV UAIKOTNTA TWV
OTOIXEIWV.
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Even from the period of her studies at the Athens School of
Fine Arts and her graduation thesis in 1998, Vasso Gavaisse
grappled and systematically dealt with geometric painting.
She develops this preference and predilection and her
aesthetic research always leads to new proposals with a
systematic, targeted, evolutionary proposal, which is based
on previous investigations, always moving into new, personal,
renewed solutions.

The triptych work Link, of the Muses exhibition, presents
geometric reliefs with strict geometric patterns, triangles,
polygons, pyramidal shapes with strong pointed elements.
The strictly disciplined geometric constructions with the
various reliefs add depth and a sense of movement, while
carrying us mentally in a planetary universe. In terms of
construction, the compositions’ absolute symmetry and
aberrations and their unexpected geometric assemblages are
created by the distinct use of the paper and the coating with
metal film. The metal element inevitably creates reflections
and the light takes on a dominant role, frolicking with the
materiality of the elements.
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H {610 Bewpel nwg ta épya tng Baaciovial 0Tn AOYIKA Kal YEWHETPIKN
Sopn, evwy o beltepo eninedo KivntonoloUvtal ol aloBnaoelg and tnv
UANn Kat tnv enibpaon tou pwtdc. Ta eykepaAikd potiBa npoadidouv
pia NveupatkdTNTa KAt N eUpNUATKOTNTd TG 0tn cUAANYN, oUvBe-
on Kat eKTéAeon aneAeuBepwivel To €pyo and tnv TUNkh anodoaon Tng
yewpetpiag, ouvbuddoviag tn Aoyikn pe 1o YeudaloBnaotakd oToixeio,
TIG AWVIYHATIKEG, OUXVA avandaviexeg dlatunwoel e TG SOUIKEG aAAN-
Aouxieg Tou xwpou Kal Tou xpévou, Tou BaBoug, Tou dykKou Twv axnpa-
TWV KAl TWV 0WHATWY, ToU pWTOG Kal TNG AVIavakAaong.

Ot ouvBéaoelg TnG Kal n 6An TNG £peUvd, O€ TEXVIKO, aloONTIKG Kat
Sopikd eninedo, ouvexiouv tnv napddoon piag KovoTpoUKTIPBL-
0TIKNG dldotaong pe andAuta npoowrnikn ékppaon. H MkaBaiog
anokaAUntel Nwg n anapxn wng dnytoupyiag tng otnpietal ota
Yteped tou MAdTwva, ta onoia ovopdotnkav €101 eneldn YeAetnBn-
kav atnv Akadnpia tou MAdtwva. Etal, 10 1eTpdedpo oxnpatidetal
and tpiywva kat oupPBolidel tn pwtd, 10 €€aebpo dnuloupyeitat
ano tetpdywva Kat cupBoAidel tn yn, 10 oktaebpo anoteAeitat and
1plywva kat oupBoAilet tov aépa, 1o bwdekaedpo anaptidetal anod
nevidywva kat cupPoAilel Tov aiBépa, v 1o €lkoodedbpo oxnpa-
tietal ano tpiywva kat oupPoAilet 1o vepo. H MkaBaioé Bubile-
TatL TNV €peuva, Tn yvwon, tn tholoyia Kat tn grhocopia yupw
and ta névie noAlebpa, 10 onold EVOWUATWVEL OTIG EYNVEUCGUEVEG
ouvBéoelg tng. Ta Xteped oupPfoAridav ta Sopikd otoixela Tou oU-
UNavtog, Kal autd To €xel METUXEL N KAAAITEXVIG otny anddoon au-
TNG TNG OUPNAVTIKAG aloBnong, Twv alwpoUPevwy owPdTwy, Tou
UE€POUG Kal Tou OAou.

Ta tpia yewPeTpIKA avayAuga dnploupyolv €vav oUPNAVTIKG, OKO-
1elvd xwpo pe Babog, atov onoio tonoBetolvial NOIKIAG TPLYWVIKA,
nupapoeldn, ofukdpuPa, NoAuedbplka QwIelva oxnuata, ta onoia
dnploupyolv puBpoug npoaodidovtag kivnon péoa and tn dlaTakTkN
ouvéxela g Unap&ng toug. Tautdxpova neptBdAdovtal anod pikpd
avefdptnta, awpoupeva Tpiywva n noAuedpa, ta onoia Eepelyouv
ano TN YPAPHIKNA CUVEXOUEVN OElpd, oav MIVEAIEG auBUNAPKTEG 01O
oupnavtikd oUvolo. H dladoxn kat n ouvéxela TG ypapuikng diata-
€ngnepva and tn pia olvBeon otnv AAAN, 6nwg oupBaivel oto peoaio
Kat 1o 6£€16 TUAKa Tou TpINTUXoU, dnploupywvTag pia éviovn QWIEL-
vh dlaywvio.

H HeTaAAIKN QWTEIVOTNTA TWV EMPAVELWY, €€ 0U Kal 0 TTAOG «AUXVOG»,
and 1o pwg nou dlaxéetal, Npoodidel pia Yuxpn éviaaon, evieivoviag
TN 0XE0N XWPOU Kal XpOVOU, EVIOXUOVTAG TNV AVIYMaTiKn 6tdotacn tng
ouvBeong, NnpooBétovtag, TEN0G, pia avandaviexn NVEUPATKOTNTA 0TO
ouvoho.

H payeia tou épyou Kivei to evdlapepov, akdun kat otoug adaeig Kat
ana{beutoug Beatég, oe oxéon Pe Baotkég apxég TnG YewNeTplag Kat
Twv Jabnpatikwv. H cuppetpia, n teAeidtnta, 1o Babog, 10 pwg Kaln
OKI4, T0 H€POG KaL T GAOV, T oUPNAVTIKO oTolxXe(o Kat ta avayAupa ye-
WHETPIKA OXNPATA, 0TA ENPEAWG EKTEAETUEVA avayAuQa, Sleyeipouv
10 ouvaioBnpa og e181KoUG Kat un.

AT

She herself believes that her works are based on logic and
geometric structure, while at a second level the senses are
mobilized from matter and the effect of light. The cerebral
patterns impart a spirituality and her ingenuity in the
conception, composition and execution liberates the work from
the typical rendering of geometry, combining the logic with
the hallucinatory element, the enigmatic, often unexpected
formalities with the structural sequences of space and time,
depth, volume of the shapes and the bodies, light and reflection.

Her compositions and her whole research on a technical,
aesthetic and structural level continue the tradition of a
constructivist perspective with a completely personal
expression. Gavaisse reveals that the beginning of creation
is based on Plato’s Solids, which are named as such because
they were studied in Plato's Academy. Thus, the tetrahedron is
formed by triangles and symbolizes the fire, the hexahedron
is generated by the squares and symbolizes the earth, the
octahedron consists of triangles and symbolizes the air, the
dodecahedron is composed of pentagons and symbolizes
the ether, while the icosahedron is formed by triangles and
symbolizes the water. Gavaisse isimmersed in the research, the
knowledge, the literature and the philosophy concerning the five
polyhedra, which she incorporates in her inspired compositions.
The Solids symbolized the building blocks of the universe, and
this is achieved by the artist in the rendering of this universal
sense, of the suspended bodies, of the part and the whole.

The three geometric reliefs create a cosmic, dark space with
depth, in which various triangular, pyramidal, pointed, multi-
faceted bright shapes are placed, which create rhythms
imparting motion through the injunctive continuity of their
existence. At the same time they are surrounded by small
independent, floating triangles or polyhedra, which stray beyond
the linear consecutive order, as self-contained brushstrokes
in the universal whole. The succession and continuity of the
linear array is passed from one composition to another, as in
the middle and the right part of the triptych, creating an intense
luminous diagonal.

The metallic brightness of surfaces, hence the title
‘Link," caused by the diffused light, gives a cold intensity,
intensifying the space and time relationship, enhancing the
enigmatic dimension of the composition, finally adding an
unexpected spirituality to the whole.

The mystique quality of the work sparks the interest even
of viewers who know nothing about the basic principles of
geometry and mathematics. The symmetry, the perfection,
the depth, the light and the shadow, the part and the whole, the
universal element and the carefully executed geometric shapes
in relief arouse the emotion of specialists and the lay public.

LT
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Niko¢ MakapoUVvag e,
Nikos Makarounas ce.. s

Eipaote 6Aot priaypévol ané dotpa, 2016. Bepviki Aadiou oe 0o (140x180).

0 Nikog MakapoUvag autodikaiwg CUHPETEXEL aTNV €kBeon Twv Mou-
0WV Kal CUYKEKPLUEVA 0TO KOUHATL MOV €ival aplepwPEVO OTN YEWUE-
Tpia Katta yabnuatikd. Mpv and tnv yypapn Tou aTtnv AvwTtdatn ZXoAn
KaAwv Texvdiv, 0 MakapoUvag anéktnoe €va npwto ntuxio ato Ma-
Bnpatiké TuApa tou Maveniotnuiou ABnvwv. EKtote, 0AN N €IKAOTIKA
Tou dnptoupyia kabopiletal and éva pihocoikd unodBabpo oe dpeon
OUVOMIA{D PE Ta HABNPATIKG, TN YEWWETPID, TN AOYIKA Kal TIG VOUOTE-
A€l€G TG, Kal auto, 1600 o evvololoyikd NAaicto, 600 Kal ae aloBNTIKG
eninedo. AkOUN Kal anod tTn SINAWUATIKA ano@oitnon Tou and tn EXoAn,
10 1996, Siatnpei pia ouvénela kat ia eEEAKTIKN GUVEXELD OTNV €pEuva
kal otnv ene€epyaaia IAocoPIKWY NAaloiwy, Navia pe avantugn ou-
otnpdtwy pe Slapopeg aAAnAouxieg petagy Toug.

Ta épya, eyKataoTdoelg 0ToV XWpo, enttoixia, Bivieo, pwrelva koutid,

€X0UV Kanola Kuplapxa kolva atoixeia. To Xdog kat Taén tou 1996-1997
h ta WaAibia tou 2009 anoteholvial and nAnBwpa pikpwy yalpwy
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We are all made of stars, 2016. Oil varnish on wood (140x180).

Nikos Makarounas takes part in the exhibition of the Muses ex
officio and namely in the part that is dedicated to geometry and
mathematics. Before enrolling at the Athens School of Fine
Arts, Makarounas obtained his first degree in the Mathematics
department of the University of Athens. Since then, all his
artistic creation is determined by a philosophical background in
direct conversation with mathematics, geometry, logic and its
causalities,asmuchinaconceptual framework as on an aesthetic
level. Since he graduated with a diploma from the School in 1996,
he has retained a consistency and an evolutionary continuity in
the research and the treatment of philosophical contexts, always
developing systems with various sequences among them.

The works, in situ installations, wall-pieces, video, light boxes,
have some dominant common elements. The Chaos and
Order of 1996-1997 or the Scissors of 2009 consist of a set of
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QVTIKEIPEVWV MOU alwpoUvIal 0ToV XWpo, eNtpénoviag atov Beatn
Kat npotpénovtag tov va neptdlaBel kat va yivel pépog tou €pyou. Mia
AdAAn opdda épywv avantiooovial atov Toixo Pe Sldpopa koppdtia
Hatpwv TUNudTwy dlapdpwy PeyeBuwy, ta omoia ouykAivouv dnui-
oupywvtag éva oxnua. To 1998, atnv opadikn ékBeon pe titho «An-
Hioupyia Eikévag - KatavdAwon ZuvaioBnudtwy», nou enpgeAndnka
0to naAio6 Initi tng Kunpou, dnplotpynae 1o épyo Kdopog, éva enttoi-
X10, €vav peydho palpo KUKAo, nou anoteAolvtav anoé noAAd, acUp-
UETPA Kopuatia, Slapopwy Slaotdoewy. LTnv (dla Katnyopia aviakel 1o
€pyo Mepinantg tou 1999, ano tn oelpd ABeBaidtnteg, pia duadidkpitn
ouvBeon, pe 6ldonapta TUNPATA NoOU 0av va EKTIVACOOVTAL Kal TAUTO-
XPOVa OUYKEVTpWVOVTAL, 0rnou opwg Slakpivel Kaveig pla yopen ot
kivnan.

To £€pyo nou dnplolpynaoe yia Ty €kBean Twv Mouowv avikel o' auth
TNV Katnyopia twv enttoixiwy, éxel titho Eipaote Aol puayuévor and
dotpa, Kal anoteAeital and tpnpata Slapdpwv peyeBwv Kat oxnud-
TWV anoé Kovipa nAake Bahdoong, Bapuévo paupo. Ta Pikpd patpa
koppatdkia, Tpiywva, TeTpdywva, NUIKUKALG, NoAUywva Kat enpnkn
TUNYata, didonapta otov Toixo dnuloupyouv pia duadldkpitn Hopen,
éva npogik avépikou npoownou. O idlog opoloyel Nnwg Ba pnopoloe
va QEpEL ToV Titho Autonpoowroypapia Kal nwg B€Ael anAwg va deiel
nwg «kal €Ew Kal péaa eipaote To {610, n UAN pag eival to 6o npdypay.
YTov T0{X0 Katw anod tn olvBeon npooaptdtal éva PIKpd Palpo Kouti,
10 onoio napanéunel atnv aévan duvatdtnta Sidonaong kat enavadn-
Hioupyiag and 1o péPog ato dAov.

0 MakapouUvag ndvta enavépxetal oTIG €VVOLEG TOU PEPOUG KAl TOU
6Mou, og ouothpata oupnaviikwy dladikaclwy. Mia oppaAiloTikn
enavaAapBavépevn avantu€n nou npogpxetal and tnv eufaduv-
on otn AoyIKN Kat TiG VOPOTEAELEG TNG, GMOU TO YEPOG Kal To OAov
anoteAolv tnv Kupiapxn evvololoyikn didotaon. To PvIPaAIOTIKO
0TOIXE(D, TO AOMPO Kal paupo, N YEWHETPIKOTNTA TNG POPHAG, TO
yeudaloBnatakod otoixelo, KABWG Kat n avantugn tautdxpova evog
UIKPOKOOHOU Kl EVOG HAKPOKOGHOU, gival atolxeia nou enavépxo-
VAl KL anotehoUv Kupiapxeg €VVOLEG TOU avavewpévou €pyou. Eva
dAAo otoixeio nou eneepyadetal Ye GUVEMELD KAl OUVEXELD €ival n
avadelgn tng payeiag tng UANG oe aAAnAe€dptnon Ye tn payela Kat
TNV anAotnta NG POPHAG.

Me 1o Ejuaote Aot puayuévol and dotpa o Makapouvag diaxelpiletat
€K VEOU TO JEPOG Kal T0 OAOV 0 CUCTAUATA CUUMNAVTIKWY dladikaat-
v, 6nwg oe éva NaMoTepo €pyo tou, 1o Kouti. ETal, ol PIAOCOPIKEG
OKEWELG Tou BéAyou vouneAiota guaikoxnpikoU IAd Mptykodiv, nou
avantuooetl ato BiBAio tou To TéAog tng Befaidintag (1996), enavépxo-
V1l oTI§ £0TIA0ELG Tou Makapouva. Ot évvoleg Nwg o T€A0G pnopei va
€navanpoodloploTel, Nwg To PéPog pnopei va enavacuvBEael To OAov,
€Naveépxovial otn yeveoloupyo tou 15€a. ‘Etal, pia yonteia evundpxet
otnv eNoTpodn otn Snploupyia pe enavadlatunwon. Ot ikpol nAiv-
Bol, atdktwg TonoBeTnpévol, oav oe Payvntikd nedio, ouvaBpoilovtat
dnpoupywvtag KAt cuykekplpévo. Ma dAAn pia popd, cwpatidia nou
Slaokopnidovtal kal guvevwvovtal Snploupyolv pia avBpwnivn pop-
on. Mpokettal yia pla dnpioupytkn eppovn nou Pe S1GQopeg apoppeé
EMAVEPXETAL, JE AVAVEWTIKN HOPPN, avatpo@odoTwvTag TNV EIKACTIKA
dnptoupyia tou MakapoUva, e6w Kat pia elkooastia.

AT

smallblack objects that float in space, allowing and prompting
the viewer to walk around them and become part of the work.
Another group of works develop on the wall with various black
parts of various sizes, converging to create one shape. In 1998,
in the group exhibition entitled "Image Creation - Emotions
Consumption," which | curated in the old House of Cyprus, he
created the Cosmos work, a wall-piece, a large black circle,
which consisted of numerous, asymmetric pieces, with
differentdimensions. In the same category belongs the Walker
work of 1999, from the Uncertainties series, an inconspicuous
composition, with scattered sections that seem like they are
simultaneously ejected and contained, where one however
distinguishes a form in motion.

The work that he created for the Muses exhibition belongs to
this category of wall-pieces, it is entitled We are all made of
stars and is composed of marine plywood parts of different
sizes and shapes that are painted black. The small black pieces,
triangles, squares, semicircles, polygons and elongated parts,
are scattered on the wall creating an inconspicuous form, a
profile of a male face. He himself confesses that it could be
entitled Self Portraitand that he just wants to show "that outside
and inside we are the same, our material is the same thing." On
the wall below the composition a small black box is attached,
which refers to the perpetual possibility of disintegration and
regeneration from the part to the whole..

Makarounas always comes back to the concepts of the part
and the whole, to systems of universal processes. A repeated
formalistic development that originates from penetrating
deeperinto the logicandits causalities, where the part and the
whole are the dominant conceptual dimension. The minimalist
element, the black and white, the geometricality of form, the
hallucinatory component, as well as the development of both
amicrocosm and a macrocosm, are elements that return and
are dominant notions of the renewed work. Another element
that he processes with consistency and continuity is the
designation of the magic of matter interdependently with the
magic and simplicity of form.

With We are all made of stars Makarounas handles anew the
part and the whole in systems of cosmic processes, such
as in an earlier work of his, the Box. Thus, the philosophical
thoughts of the Belgian physical chemistand Nobel Laureate,
Ilya Prigogine, developed in his book The End of Certainty
(1996), return to the foci of Makarounas. The concepts that
the end may be redefined, that the part may recompose the
whole, return to his creative idea. Thus the return to creation
by restatement has an inherent fascination. The small
blocks, randomly placed, like in a magnetic field, congregate
creating something specific. One more time, particles that
are dispersed and combined create a human form. This is
a creative obsession that makes its appearance on various
occasions, in a refreshing form, feeding back into the artistic
creation of Makarounas, for twenty years.
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AyYEAOC 2KOUPTNG o vin
Angelos Skourtis r....

Mdria tou AaviiA, 2015-2016. Mpapitng Kat HAAAIvn KAwath (200x180).

7

€0a ano ta

Mia euxdpiotn €éknAngn pe nepipeve 6tav aneubuvBnka otov Ayyeho
YKoUPTN NPOKEIPEVOU VA GUPPETAOXEL OTNV NPOTACH [OU Yld TV €K-
Beon Twv Mouowv. Me tov ZKoUptn eigacte pilol, cuvodolndpol otnv
Téxvn €6 KAl NoAAG xpdvia. Exoupe ouvepyaoTel oe NOAAEG ekBEoELg
otnv EAAGSa kal oto e€wtepikd Kal €xoupe XTioel Pia oxéon ayanng
Kal ektignong. Ayvoouaoa tnv naAatdtepn ox€on Tou pe €vav EeXwPLoTo
KAAATEXVN PE TOV 0Moio pag ouvédee MOAUETNG PIAID Kal cupnopeuon,
tov Aavinh (1924-2008). H cuvdvinon twv Tpiwv pHag, HEow Tou €pyou
TOU ZKoUpTn, gival pia euxdplotn ouykupia.

Mpékettal yia 6Uo cuvapnaoTtikoUg KAAAITEXVEG, HlAPOPETIKWY
YEVIWV: TNG YeVIAg tou '60 o AavinA kat tng yeviag tou ‘80 o
YKoUPTNG. AU0 KOAAITEXVEG PE MPWTOTUMO KAl MPWTIOMNOPLAKO
¢€pyo, 6lavoolpevol, pe YVWOELG KAl KAOAALEPYELD, aydnn yla To
oUyxpovo Kal 6eBacuo otn dlaxpovikn napadoon. KaAAlTExveg
pe NnBog Kal ouvexn €peuva Kal avavéwaon tou noAUnAeupou
€1KAOTIKOU TOUG €pYOU.
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Through the Eyes of Daniel, 2015-2016. Graphite and woolen thread (200x180).

M:

| was greeted by a pleasant surprise when | asked Angelos
Skourtis to participate in my proposal for the exhibition of the
Muses. We are friends, companions in art for many years. We
have collaborated in many exhibitions in Greece and abroad
and have built a relationship based on love and appreciation.
| wasn't aware of his earlier relationship with a unique artist
with whom | shared a long friendship and understanding,
Daniel (1924-2008). The three of us meeting through the work
of Skourtis was a pleasant conjuncture.

These are two exciting artists of different generations:
Daniel belongs to the generation of the 60s and Skourtis
to the generation of the 80s. Two artists with original and
innovative work, intellectuals, with knowledge and culture,
love for the contemporary and respect for the timeless
tradition. Artists with ethos and continuous research and
renewal of their multifaceted visual work.
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Ma tnv €kBeon twv Mouowv Kal OUYKEKPIUEVA PE avagopd ota
MaBnpatikd kat tn Mewpetpla, o LkoUptng dnuloupyel éva 1dlotuno
paivuipeivr. Aev olkelonoleital éva avtikeigevo, aAAa, oe éunveuan,
0€ OUVOMIAIO Kal 0 OUVExeld , Pe Tov AavinA, olkeloroleital €va
YEWUETPIKO OXNpa, pia okéyn, éva aiviypa, éva dAuto npdBAnua nou
anaoxoAnaoe tov ZentepPplo tou 1974 tov (Slo tov AavinA.

0 AavinA, oto BiBAio tou EmiAoyr and 1o HugpoAdyio 1973-1985 (1987), ex-
¢pAadet Tov NpoPANUATIONS TOU OXETIKA We T XaAkoypagia MeAayxoAia
(1514) Tou NtUpep. OpoAoyei nwg ntav éva aiviypa nou tov anacxoéAnoe
nptv and noAAd xpovia, ylati o NtUpep cupnepiéhaBe otn xakkoypaia,
ndvw 6e€1d, évav nivaka pe aplBpous. LIn GUVEXELD NEPLYPAPEL MWG
npoonabnoe va Bpet pia mBavi Aion oxediadoviag 1o oxnpa nou dnpi-
oupyouvtay, akohouBwvtag toug aptBuolg and ta 16 pikpd tetpdywva.
Kat katahnyet: «Tt aupBoAidel autd 1o oxnua nou KABe ypappn Tou €xel
Kat TNV napdAANAn NG Kat oav oxnya €xel pia duvapikotnta. Paivetat
oav va eival 0 okeAeToG NG oUVBeoNG tng xaAkoypagiag. [...] Eival autd
A KAt GAAO;». TG 6€ €1koveg Tou BiBAlou nou apopouv oeAibeg Tou Xel-
pOYPaPOU, NAPoUCLAleTal T0 YEWHETPIKO OXNUd, EQAPHOCHEVO NAVW
0TN XaAKoYPaQia, Kal To XEPOYPAPO Mou NepIAAUBAVeL To Keievo Tou
AavinA ota yaAAkd. To xelpoypa@o ota YaAAIKa KataAnyel pe tn AéEn
“Aa kapndA ???”, nou onpaivel padloupyia, okeuwpia. O awwviog Aavi-
fA, pe To NvelUpa tou, TG avnouxieg Tou, TNV eucTpo®ia Tou, 1o XloUuop
Kal TN Jovadikotntd tou.

0 ZkoUuptng anotiel pOPo TPNG oTov AavinA, evw TO €py0 T0 OVOUE-
Let «Méoa and ta pdtia tou Aavinds. To HETapEpEL 0T0 ONpEpPa, P éva
AT, anAod anotunwia oTov 1oixo. MeTapEPEL GTOV TOIXO TO YEWMETPIKO
0x€b10 Tou AavinA pe oAUPL Kal 0Tn CUVEXELD To KAAUNTEL e vApa. Al-
nAa oto €pyo TonoBetel Kal 1o £pyo Tou NTUpep Kal TO KE(UEVO PE TOUG
npoPAnuatiopous tou AavinA. H olkelonoinon tng okéwng Kat Tou npo-
BAnuaTiopoU yUpw and éva aiviypa evog GANou kaAAitéxvn gival kdt
povadikd ato €pyo Tou LkoUptn. Autd nou eival BéBato eivat nwg 1o £pyo
auTo, av Kat povadiko oTo €id0og Tou, MePEXeL BACIKA XAPAKTNPIOTIKA TNG
TEXVNGTOU LKOUPTN, PE ONHAVTIKOTEPO, TNV anAJTNTA Kal KUPIwG TV £p-
(paon otnv Kupiapxn, Npwtdtunn Kal kaboplotikng onuaciag 16€a.

Me agonAlotikn anAdtnta Kat yevvalodwpia o ZKoUptng KAtaAnyeL:
«Tov AavinA péxpt to teheutalo tou tagidL tov Bacdvile n oxéon Tou pe
tov NtUpep Kat Toug apiBpoug tou. Eyw ouvexidw, niavovtag to vhua
and tov NtUpep atov AavinA kat and tov AavinA o€ péva wg éva Pikpo
Oelyua euyvwpoolvng Kal eKTUNoNg o€ €vav PeydAo KAAATEXvN TNG
yevidg tou '60, nou ndvta tov evilEPepe N €peuva, Kal KPATnoe otn
{wn tou éva NBog afenépaoTo NMou oudENOTE To EEMOUANTEY. LTNV KU-
ploAegia, o Ayyehog ZkoUpTng NLAveL To vApa nou évwve tov NtUpep pe
Tov AavinA, kat to ouvexidel, avdyovtdg to o€ €pyo TEXvVNG, We 1dlaitepn
€QAPUOYN TNG £VVOLAG TOU PaivVTLEIVT.

AT

For the exhibition of the Muses, and specifically with reference
to Mathematics and Geometry, Skourtis creates a special
readymade. He does not appropriate an object, but in
inspiration, in conversation and in continuation, he appropriates
a geometric shape, a thought, an enigma, an unresolved
problem that preoccupied Daniel in September 1974.

In his book Selection from the Diary 1973-1985 (1987), Daniel
expresses his concern about Durer's Melencolia (1514)
engraving. He confesses that it was a riddle that preoccupied
him many years ago, because Durer included in the top right
of the engraving a table of numbers. He then describes how
he tried to find a possible solution by drawing the shape that
was created, following the numbers of the 16 small squares.
And he concludes: "What does this shape symbolize, whose
every line has a parallel and itself has a dynamism. It appears
as if it is the skeleton of the composition of the engraving.
[..] Is this it or something else?" In the pictures of the book
that concern the pages of the manuscript, the geometric
shape is presented, applied over the engraving, along with
the manuscript that contains Daniel's text in French. The
manuscript ends with the word "La cabale 7?7, which means
intrigue, conspiracy. The eternal Daniel, with his spirit, his
concerns, his wit, his humour and uniqueness.

Skourtis pays tribute to Daniel, calling his work "Through
the eyes of Daniel." He adapts it to the present, with a plain,
simple imprint on the wall. He transfers the geometric
design of Daniel in pencil and then covers it with thread.
Next to the work he also places the work of Diirer and the
text with Daniel's concerns. The appropriation of another
artist's thought and reflection on a riddle is unique in the
work of Skourtis. What is certain is that this work, although
unique in its kind, contains basic features of Skourtis’ art,
especially the simplicity and the emphasis on the dominant,
original and crucial idea.

With disarming simplicity and generosity Skourtis concludes:
"To his last trip Daniel toiled over his relationship with Durer
and his numbers. | continue, grasping the thread from Direr
to Daniel and from Daniel to me as a small token of gratitude
and appreciation to a great artist of the generation of the
60s, who was always interested in research, and his life was
distinguished by a sublime ethos that he never betrayed."
Skourtis literally grasps the thread that connected Direr
with Daniel, and follows it, elevating it to a work of art, with a
particular application of the readymade concept.

LT
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TTOAYMNIA | POLYHYMNIA

® Mouoa twVv Yuvwy
BioAoyia / latpikn

EmpéAeia: AAE€log MNanalaxapiag, MA, DEA

lotopikog Téxvng & EmpeAntng EkBeoewv

Muse of Hymns

Biology / Medicine

Curator: Alexios Papazacharias, MA, DEA
Art Historian & Exhibition Curator



AnooToAoC KapaoTeEQYIOU wwmyms
Apostolos Karastergiou w..

Aurtdo: pdpuakakaixdniakatveupoayyeiaknbtarapaxin, 2015. Kohad{ pe tunwpévo xapti (28x20) AENTOMEPEIA.
Untitled: drugsandpillsandneurovasculardisorder, 2015. Collage with found printed paper (28x20) DETAIL.
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To ouvoAIko £pyo Tou Andaotohou Kapaaotepyiou Ba pnopoloe va Bew-
pnBei apkeTd eTepOKANTO, AV OKEPTEL Kave(g Ta SlapopeTikd péoa nou
xelpidetal kal neplAapBdvouv ox€dia pe PHoAUBL, EUAOUMOYIEG Kal He-
Aavn, ubatoypagieg, pwrtoypagia, KOAGL, SIAPOPETIKES TEXVIKEG EKTU-
nwong, aAAd Kal anoppunavtika oe okovn N Uypo Kal aanouvi. Qot6co
undpxouv Kanoleg 0taBepég Nou xapaknpifouv 1o €pyo Tou o€ OAo
T0U 10 €Upo¢. H eviunwolakn oxeblaotikn delvotnta kat deglotexvia
ye v onoia dnpioupyel ta oxédla ofnvet onolovénnote ocuvalgBnya-
TIoPO, SnploupywvTag €pya ota onoia n {wypa@ikn dev dlaxwpiletal
and 1o viokoupévto. H anoguyn twv unepBoAwv Kat n avBpwnivn KAi-
Jaka, nonoia enttuyxdvetat eite ye tn pey€Buvon Tou Pikpou gite Ye tn
Opikpuveon tou peyalou, eav auto kpiBel anapaitnto. H cuotnpatikn
€peuva tnv onoia npayuatonolel yla KGBe €pyo Tou, TEKUNPLWVOVTAG
T0 ENIOTNPOVIKE, evd NnapdAAnAa to tonobetel pe oagnvela ato eupy
nedio evblapepdviwy tou. To nedio autd ekteivetat and tnv dla v
evbelexn napatpnon €wg tnv npoondbela anddoong piag aviikel-
HEVIKNG E€1KOVAG TNG MPAYHATIKOTNTAG, WOTE va eMBAAAEL CUVEXWG
NV NPoaBnKkn SeUTEPWV aPNYNOEWY NMPOCWIKWY, KOWWVIKWY Kal
I0TOPIKWY PJECT and ouoTAATA AVAPOPwWY NMou OTAVEL 0 KAANTEXVNG N
pnxaviopoug tautioewy £pyou Kat Beath nou evepyonoloUv Ol EIKOVEG
Tou. Ta Bépatad tou npogpxovtal kKupiwg and tn Bloroyia, tn {woloyia
kal T gutohoyia, ta onola GPWG ouxva cuvbéovial He AOYOTEXVIKE,
10TOPIKEG N dAAou eidoug avapopég Kal evblapépovta, 6nwg n Tuno-
ypaoia kal n elkovoypaenon Twv napandvw BEpatwy.

Y10 €pyo Autdo: pdpuakakaixdniakalveupoayyeiakndiatapaxn, o Kapa-
otepyiou TonoBetel tunoypaikd otoixeia and ouokeuaoieg papua-
KEUTIKWV OKEUAOPATWY MoAU ouvnBiopévwy otnv eAAnvikn ayopq,
yla va oxnyatioouv tov titAo tou €épyou.’OAa autd ta okeudopata eival
Yl TNV KATanoAéUnon Twv CUPNTWHATWY TNG NPIKpaviag, piag noAu
Kolvng aAAd 16laitepa enwduvng xpdviag veupoayyelakng Slatapaxng,
napd 1o yeyovog OTL 0 UNXAVIoHOG Mou Ty NpokaAel 6ev £xel NANPpwG
OleuKkplvioBel akdpa Kat onpepa.

Xwpig NoAAEG bleukplvioelg anod NAeUpAG LATPIKAG Yia Ta aftia nou thv
npokalolyv, N avIETWNION aUTAG TNG Xpoviag katdotaong neplopi-
{eTal OTN PAPUAKEUTIKA VTIHETWION TWV CUUNTWHATWY. 10 KOAGL
ToU 0 Kapaatepyiou xpnaotponotel wg S5opikd UNKO Tou Tithou Awpideg
ano6 ouokeuaoieg, 6rou 6eanodel £vag TUNOYPAPIKOG XAPaKTNPag and
pia emAoyn avaAynTik@y, KATAOTAATIKWOV Kal ayXOAUTIKWV, Mou Mol-
KiAouv ano v noAU cuvnBiopévn napaketauoAn, nou Bpioketal oe
kGBe anity, €wg TNV Mo e€eIBIKEUPEVN COUPATPINTAVN Kal Thy e€aptn-
oloyéva aAnpaloAdun.

Mapd to yaAAdov duodpeoto BEPa TG NPIKPaAviag Kal Tou Névou e to
onoio ouvdéetal, 1o £pyo dev unepdpapatonolel onotadnnote Katd-
otaon. Meploodtepo unoypappidel TNV oIKEIOTNTA PaAg Pe Pia alobnti-
KN nou ouvnBwg Teivel va nepva anapatnpntn éwg adldgopn Kat va
yivetat oapng Kat avayvwpiolun étav eivat avaykn. Mpodkettat yia tnv
aloBNTIKA TWV CUOKEUAGIWY TWV PAPHAKWY: UTH TNG 0APAVELAG, TNG
anoTeEAEOUATIKOTNTAG Kat TG Bepaneiag, Tou avtidotou, TG AUong Kat
g avakoUelong.

Tautdxpova, watdoo, N aloBnTikA auth eival 0 andAUTOG EKNPOCWNOG
piag npaypatikétnTag 6rnou n avakoU@ion tou névou Kat n Bepaneia
AettoupyoUv wg Npoidvia evdg NoAltiopoU Kat ta Npoiévia naviote
anodntolv katavdAwan. Ynd auth tnv évvola, 1o PIKPOG auto kohad he
TOV HeydAo TitAo Tou KaBpetidel 1o kKGBe ATOpO TNG ONUEPIVAG KO-
vwviag 6nwg avtnpoowneUetal Péoa anod TG KaBapég Ypaupeg Ing
aleBNTIKAG TNG KATAGTOANG TOU NOVOU.

An.

The overall work of Apostolos Karastergiou could be
considered quite incongruous, if one considers the different
media that he handles that include designs with pencil, coloured
pencils and ink, watercolours, photography, collage, different
printing techniques, and also powder detergents or liquid soap.
However there are some constants that define his work in all its
range. The striking design flair and craftsmanship with which
he creates the designs erases any sense of sentimentality,
creating works in which the painting is not separated from the
document. The avoidance of excess and the human scale, which
is achieved either by the enlargement of the reduced or by the
reduction of the large, where this is deemed necessary. The
systematic research which he carries out for each of his works,
documenting it scientifically while he places it clearly in the
broad field of his interests. This field extends from the thorough
observation itself to the effort of rendering an objective picture
of reality, so as to constantly impose the addition of secondary
personal, social and historical narrations through systems
of reports set by the artist or mechanisms that create an
identification between the work and the viewer activated by
his pictures. His subjects come mainly from biology, zoology
and botany which, however, are often associated with literary,
historical or other references and interests as typography and
the illustration of the subjects above.

In the Untitled: drugsandpillsandneurovasculardisorder
work, Karastergiou places typefaces from packagings
of pharmaceutical products that are very common in
the Greek market, to form the work’s title. The intent of
all these products is to cure the symptoms of migraine,
a very common but very painful chronic neurovascular
disorder, despite the fact that the mechanism that causes
it has not yet been fully clarified, even at present.

Without many medical explanations for the reasons that
cause it, the treatment of this chronic condition is limited to
the pharmaceutical management of symptoms. In his collage
Karastergiou uses the title strips of packagings as his building
materials, where a typographical character dominates from
a selection of analgesics, sedatives, and anxiolytics that
range from the very common paracetamol, found in every
home, to the more specialized sumatriptan and the addictive
alprazolam.

Despite the rather unpleasant topic of migraine and the
pain associated with it, the work does not overdramatize
any situation. It rather highlights our familiarity with an
aesthetic that tends to pass unnoticed, usually as indifferent,
and becomes clear and recognizable when necessary. This
is the aesthetic of the medicines’ packaging: one of clarity,
effectiveness and treatment, of the antidote, the solution and
the relief.

At the same time, however, this aesthetic is the ultimate
representative of a reality where the relief from the pain and
the treatment act as products of a culture and products always
seek to be consumed. In this sense, this small collage with its
long title mirrors every person of the present society as each
is represented through the clean lines of the aesthetic of the
suppression of pain.

AP.
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0 Xapdhapnog KoupkoUAng eival pwtoypdpog, pwtopendptep, KaAA-
TEXVNG, dj, Haviwdng CUAEKTNG QUTWV (KUuplwg nipuTtwy) kKabBwg Kat
a€lonepiepywv elkdvwY, Kataotdoewy Kat oupBaviwy. Ot KAAOOTNHEVEG
nayideg, Ta Kovwvikd Tapnou kat n BpnokoAnyia Kat o pavatilouog Kabe
eiboug eival Ta KUpLa oToIXElD TNG NPAYHATIKOTNTAG e TV onola NpoTiHd
VA KATtamavetal o KAAATEXVNG. Anpioupyel elkoveg elte e Tov pwTo-
YPAQIKOG Tou Gakd eite pe pia NolkiAia NPaKTkwy nou nepidapfdvouv
N YAUNTIKA, T {wypa@IKn, TO £TOLUO, TN JOUGCIKN KAl TOV NX0 N 0TIONMOTE
AM\o kpivet avaykaio. QoT600, T0 £pY0 TOU, ONOLASNMOTE HOPPN KL AV PE-
pe, dlénetal ndvta Kat unoypappidetal and éva Bacikd XxapakInPIoTiKO
TOU PWTOYPAPOU: TN GUVEXN TOU EYPARYOPON Kal Napatnpnukdtnta, nou
€VIoXUETAL and TNV IKAVOTNTA EVIONIOKOU TOU EVOLAPEPOVTOG CUKBAVTOG.

Y10 £pY0 ToU, €niong, unNdpxel MOIKIAIG TwWV avapopwy Tou: Nepiepyol
HUKNTeG Nou yivovtal n evaAhaktikn péda to 2014, cUyxpovol Boako,
vUxtad, gnap, kanvoi, yupvol dvBpwnol, £pya téxvng, nopveia, n acBé-
VELO Kiooa Katd tnv onoia 0 aoBevng katanivel ave§éAeyKta PIKpd avTi-
Kelpeva, ol 0ataviotég tng MNMaAAnvng, BivteokAin, n Mapi Kioupi, n pyap-
papoyAuntikn, n Aiota eival ateeiwtn. H eAAnvikn kat 6ieBvig npay-
HaTIKOTNTa, auTh EVOG MOATIoPEVOU KOOUOU, nou Ba éAeye Kamolog Ot
bev Bpiloketal kal oTig KAAUTEPEG TOU OTIYHEG, aAAG nou, nap’ dAa autd,
eival n ynopel va ivat dinAa pag n va eipaote MBavwg pépog tou N piAla
Hakpld, elval n Bacikn NNyn avagopwy 0To £pYo ToU KAAATEXVN.

H Ayia ABavaoia tou AtydAew anoteAei eniong Kataxwpnon oty Napa-
ndvw Alota. H 89xpovn onuepa ABavacia duapn, and tnv MaAd Ma-
vwAdda, and to 1945 unoothpile nwg €BAene oe opapata tnv Mavayia,
n onoia pdAiota tng denve Kal ypantd pnvupata oo 0tnBog, yla va ni-
otéyouv ol aniatol. To yeyovag ot n 17xpdvn téte ABavacia Atav evie-
AWG aypdupatn (CUPPWVa PE Toug cuyxwplavoug Tng 6ev Pnopoloe
kav va BaAel tnv unoypagn tng) kat n akpaia avopBoypapia Twv Beiwv
pnvupdtwy evioxuav 1o Balpa ota pdua twv eukoAoniotwy. And to
1945 péxpt onpepa, n Ayia ABavaoia, ekpetaAAeudpevn pia noAU eha-
@p1d, KANpovopikn 6gpuatikn NdBnon nou ovoudaletal SepuoyapIoos
Kal KUp{wg tnv agéela Twv avBpwnwy, KATAQEPE va CUYKEVIPWOEL
pia tepdotia neploucia and eKTdoelg Kat akivnta, KaBwg Kal va €xel otn
HoUAewn TG apketoug eBehoviég NioTolG.

0 deppoypaglopdg, av kat oxt 1dlaitepa ouvnBiopévog, eival pia apke-
TG Kovn, akivbuvn kat avwduvn ndbnon. O aoBeving napouaotadel Evav
noAU tonikd deppatikd epeBiopod, 0 onoiog Kal NAPAPEVEL yla APKETN
WPA EUPAVAG, HETG TNV EQAPHOYN OKOUA Kal EAAPPLAG UNXAVIKAG Mi-
eong 0to déppa. DUaIkd UNAPXOUV PAPHAKEUTIKEG OYWYEG MOU KaATa-
0TéANoUV 10 oUunTtwpa auto, edv embupel Kaveig va analAayel and
auth v unepeuatoBnaia.

0 KoupkoUAng napouatdlel £va nxntiko £pyo Bactopévo o€ UAIKOG yla
tnv Ayla ABavacia and to apxeio tou. Mpokeltat yia pia avBoAoyia, €va
€vlaio HOUOIKG apxelo pe enAeyPéva KOPPATIa, KATL avTioToIxo HE TG
KAoETEG MoU ouvNBIe KAMOLOG va YPAPEL Kal va akoUel 6tav dev NBeAe
va akoUael padlopwvo, kanoleg dekaetieg npiv. HXNTKA viokoupévia
and dIkaoTtnpla, HapTUPIEG MIOTWY, YVWHES [ATPWVY Kal Snoctloypapwy
Kal Houalkn ocuppdgovial oe éva padlopwviko ikaotikd dpdua, pia
KwHwbIa, éva penoptdl yla YETAPESOVUKTIO EKMOPMN TNG EAANVIKNAG
nAedpaong. To €pyo PIAGEL AlyOTEPO Yla Ty LlATPIKA Kal Th Bloloyia wg
€MOTAKEG MoU BeATILOVOUY TNV UYE(D Kal MEPLOTOTEPO Yld TNV NMPOCPO-
pd TOUG 0NV Npoaotacia piag Kovwviag nou eival £T1oiun va oTlypatioet
Kal va anokAeioel h va aylonoinoel otdnnote aviiAapBdvetal wg aflo-
nepiepyo.

Al

Charalambos Kourkoulis is a photographer, photojournalist,
artist, dj, avid collector of plants (mainly epiphytic plants) as
well as curiosity pictures, situations and events. Intricate
traps, social taboos, bigotry and fanaticism of all kinds are
the main elements of reality with which the artist prefers
to deal. He creates pictures with his photographic lens, or
with a variety of practices that include sculpture, painting,
readymade, music and sound, or anything else he deems
necessary. However, his work, in any form he renders it,
is always governed and highlighted by a key feature of the
photographer: his constant vigilance and observation, which
is reinforced by his ability to detect an interesting event.

There is also a variety in his work owing to its references:
curious fungi that become the alternative fashion in 2014,
modern shepherds, nightbars, smoke, naked people, artworks,
prostitution, the picadisorder by which the patient uncontrollably
swallows small objects, Satanists of Pallini, video clips, Marie
Curie, marble sculpture, the list is endless. The Greek and
international reality, that of a civilized world, which one would
admit is not in its best state, is however, or could be, next to us,
or we could probably be part of it, or we could be miles away, is
the main source of reference in the work of the artist.

Saint Athanasia of Egaleo is also an entry in the list above.
Athanasia Samari, who now is 89 years-old, from Old
Manolada, claimed since 1945 to have visions of the Virgin
Mary, who even left written messages on her chest, in order
to convert non-believers. The fact that the then 17-year-old
Athanasia was completely illiterate (according to her fellow
villagers she could not even write her signature) and the
extreme misspelling of the divine messages reinforced the
wonder in the eyes of the gullible. From 1945 until today, Saint
Athanasiamanagedto assemble avast fortuneinland andreal
estate as well as having several faithful volunteers working for
her, by exploiting a very mild, hereditary skin disease that is
called dermographism and, especially, the naivety of people.

Dermographism, although not particularly usual, is a fairly
common, harmless and painless condition. The patient
has a very local skin irritation, which remains visible for
some time after the application of even light mechanical
pressure on the skin. Of course there are medications that
suppress this symptom, if one wishes to get rid of this
hypersensitivity.

Kourkoulis presents a sound piece based on material on
Saint Athanasia from his archive. This is an anthology, a
single audio file with selected pieces, something similar to
the mixtapes that one used to write and listen to when one
did not want to listen to the radio, some decades ago. Sound
documents from courts, faithful witnesses, opinions of
doctors and journalists and music are stitched onto a radio
courtroom drama, a comedy, a story about a midnight show
of Greek television. The piece speaks less about medicine
andbiology as sciences thatimprove health, and more about
their contribution to the protection of a society that is ready
to stigmatize and exclude or canonize anything perceived as
acuriosity.

AP.
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Ivwotakég Zovbeopog, 2014. Na6L og E0Mo (100x120).
Cognitive Link, 2014. Oil on wood (100x120).
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H dwypapikn tng Mdohag MaiaBibn Eekiva and éva aitnya kat tnv
AVTIOTPOPN TOU: TNV EQAPHOYN TOU UAIKOU NMou ovopaloupe mMANpopo-
pia oto olotnpa nou xapaktnpi{oupe WG yvwaon Kal aviiotpoea v
avaywyn Tou cUCTAPATOG Yvwon o€ nAnpogopia. Kat wg nAnpogopia
unopei va avatpopodoteitat péoa anod nv KaANTexvikn npdén oe éva
HeyaAUtepo oUOTNPA YVWONG Kat JETd o€ éva akdpa Kal oUTtw Kabe-
€ng. Ot etkdveg tng MaAaBidn épxoviat and S1APoPEG NNYEG. LUYKEKPL-
Wéva, oTo €pyo [Vwatakdg ZUveauog unopei va Slakpivel KAmnolog Tig l-
kovoypapnoelg BIBAlwY Twv dekagtiwv tou 60 kat tou 70, Tnv Mon Agr,
T0V 200LaAIOTIKO PeaAilopd, Ta KOHIK, h akopa Tov ApTolundAvTo Kat tov
Mavieplopod Kat Kupiwg elkovoypapnaoelg Naviwg iboug enotnyovi-
KWV oUYYpapdtwy Kal nelpaudtwy. I16aitepa, elkdveg HIKpookoniwy
00V QUTEG TWV EVIOHWY Kal TWV QUTWV Nou o Pounept Xouk dnpoaieu-
0€ 10 1665, YeTA aNo eVIATIKA pyacia HEAETNTA Kal e€aVTIANTIKA OXeL-
aotikn npoandBeta, ato BiBAio Mikpoypagia 1) pepikég Ouatoloyikég [e-
PlyPAPEC MIKDOOKOMIKWY ZwdTwV, KATAOKEUAOUEVEG e MeyeBuviikoUug
@akoUg, e napatnpnoeis kat Epwinaoeig en’ autcdv. Auth n ékdoan Npwn
(Qopd anekovioe autny th edopévn otoixelwdn povada tng BloAoyiag,
n onoia ovopdotnke KUTTAPO (0 avTioToIXog 6pog 0eA ota ayyAlkd on-
palivel, emnAéov, KeAl) and tov (610 Tov Xouk (€Tol Kal aAAlwg, dv dev
ATav 0 NPWToG nou To &ide, Ntav olyoupa o NPWTOG Nou To €6€lEe o€
aAAoug), enetdn ta KUTTAPA TwV PUTWYV €uolalay, 0Ta Jatia autou Tou
(PUOLKOU Kal apXITEKTOVA ToU 170U aldva, PE Ta KEALG 0TI KUWEAEG Twv
peAloowv. To pddnua avatopiag oto Napdv {wypa@ikd €pyo anoTeAEl
pia onoudn tng cuvexoUlg NpoondBelag avanapaywyng tng eNoTnyo-
VIKNG NapatnpNong Kat Tou cupnepdopatog, Tou Nelpauatog Kat tou
anoteAéopatog Kal T HETATPONN TOUG 0€ ONTIKNA NAnpopopia nou ei-
val Katavontn, EUKOAN GTNV anouvnPOveUon, OXNUATikn aAAd mAnpn
vonpdtwy, avaAuTikn kat cupnieopévn padi. 0 yvwatakdg ouvoeopog
0TnNV NpoKelpévn nepintwaon gaivetal va eivat o gdbnua avatopiag,
10 HaBnpa Blohoyiag, eviopoAoyiag, {woloyiag, putohoyiag, n avaykn
Twv avBpwnwv va pdbouv yia tov (610 Toug Tov £aUTE, TO GWHA TOUG,
n {wn kat oudnnote dnhwvel {wn yUpw toug. To udBnpa anoteel Ai-
YO-MoAU Tn oUVBAKN Mou Kavonolel To apxiko aftnpa tng {wypapIkng
¢ MaAaBidn- n cuvBAkn NG petatponng g NANpopopiag oe yvwaon
Kat avtiotpopa. O yvwolakog ouvdeopog enitpénel Kat enBAAAeL pia
oupnayn ontikd kat algBntikd yYAwooa, nou Bpiokel TNV Kataywyn g
otV Kolvh nopeia tng {wypa@Ikng Kat Twv eNOTNHWY, €161KA TNG ava-
Topiag, Tng latptkng kat tng Blohoyiag.

Al

Paola Palavidi's painting starts with arequest andits reversal:
the application of the material that we call information in the
system that we characterize as knowledge and conversely
the reduction of the system of knowledge into information.
And as information it can feed back, through the artistic
practice, into a larger system of knowledge and then to
another and so forth. The images of Palavidi originate from
various sources. In the work Cognitive Link specifically, one
may discern the book illustrations of the 60s and 70s, Pop
Art, Socialist Realism, comics, or even Arcimboldo and
Mannerism, and mainly illustrations of every kind of scientific
writings and experiments. Notably, images of microscopes,
like those of insects and plants that Robert Hooke published
in 1665, after meticulous work as a student and an exhaustive
design effort, in the book Micrographia, or some Physiological
Descriptions of Minute Bodies, made by Magnifying Glasses,
with Observations and Inquiries thereupon. This publication
depicted for the first time this given elementary unit of
biology, which was named cell (the term in English has the
added meaning of cage) by Hooke himself (either way, if
he was not the first one to see it, he was certainly the first
one to show it to others) because the plant cells resembled,
in the eyes of this 17th century physicist and architect,
the cells in bee hives. The anatomy lesson in the present
painted work is a study of the continuous effort to reproduce
scientific observation and conclusion, the experiment and
the result, and their conversion into visual information that
is understandable, easy to remember, schematic, but full of
meaning, analytical and compressed at the same time. The
cognitive link in this case seems to be the anatomy lesson,
the lessons of biology, entomology, zoology, botany, the
need for people to learn about themselves, their body, their
life and anything suggesting life around them. The lesson is
more or less the condition that satisfies the initial request of
Palavidi's painting: the condition of converting information
into knowledge and vice versa. The cognitive link enables and
imposes a compact optical and aesthetic language that finds
its origin in the common course of painting and the sciences,
especially anatomy, medicine and biology.

AP.
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‘Eva Enttpanéqio Maixvibt, 2016. AKpUAIKO o KapBa (130x130).
A Board Game, 2016. Acrylic on canvas (130x130).
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To Enzpanédio Maixvidt tou Tavvn Adapdkn, pe ta 25 aAAendAAnAa te-
TpAywva, Napanéunel 0To atépuovo natxvidl Tng olkovopiag Pe «tou
KUKAOU T yupiopatar, ané v avdntuén atnv Ugeon, and tnv avodo
0TNV NTWOonN, ano TNy EUPAPELd aTnv Kpion.

Ta autévopa {wypagikd nepiBailovia nou €xel Snploupynaoel o€ Kabe
S1dxwpo nepthapBavouv noikiloug cupBoAlopous yUpw and ta olko-
VOUIKA «nawxvibia» nou kateuBUvovtal and cuykekplpéva npdowna
aAAd Kat anoé adpata nvia. Apnynoelg ave&aptnteg aAAd Kat aAANAEv-
beteg, 6nou n pia lotépnon napanéunet atnv AAAn, aAAd Kat 6Aeg padi
OUVBETOUV Jia oUVAPMNACTIKA EIKOVOYPAPIKN Nopeia PEoa ato €pyo, Pe
epnodia kat avatponég. ‘Eva {wypaploté naixvidt npoonoinong, oup-
BoAKO, Nveupatikd Kal Yuxaywylkd, nou avti yia dapt xpetdletal o
puaAd, To ouvaioBnpa kat tn Aoyikn Tou naiktn-Beatn.

Ytnv opyavwpévn {wypapikn eNQAvela Tou Nivaka, ol MoAUUopQEG
EIKOVOYPUPIKEG EMAOYEG TOU AdapAKN pag anokaAuntouv otadlakd
TOUG €VVOLOAOYIKOUG OUVELpUOUG TOU Kal pag odnyoulv oe pia Siapkn
6ladikaaia avadhtnong otig eNPEPOUG €lKOveG Tou. Ot avanapaotd-
o€lg Kupaivovtal and tg Sideopeg ekPavaelg Tng Houoag KaAAdnng,
TNV NOAUMOPPIKA anddoon Twv aplBuwy, tnv aneikévion tou Beol
ToU epnopiou Eppn, HéXpL Kal TIG XELPOVOHIEG TWV XEPLWV NMou obn-
youUv o€ nolkiAeg kateuBUvoelg. Xe AAAa TETpAywVa, Ol EIKOVEG €ival
nio oUvBOeTeC, Pe 10Topieg OAOKANPEG, GNwWG 0To TeETpdywvo 14, 6rou
n glkovoypdenaon ivat egnveucpévn and 1o anoonacpa tou BiBAlou
0 Apduog pe tg @dunpikeg (1945) tou Twv Ltdvpnek: «ZupBaivel kat
noAU nepiepyo, ouvexiae o0 Soktopag. Ot apetég nou Baupaloups, n Ka-
AoouUvn, n yevvaodwpia, n avoxth kapdid, n tpdtnta, n katavonaon,
10 KaAd aloBnpata, 6N autd, cuvieivouv 0To va anotUXel KAmnolog péoa
otnv kKolvwvia. Kat 1o avtiBeto, autd nou olxawvopadte, n novnptd, n
anAnotia, n YMoxpdTnta, 0 eywlopog Kat n oup@epovtoAoyia odnyou-
ve oAdiata otnv enttuxia. Kievw and tn pia Baupadoupe TiG apeTég, and
TNV AAAN ayandape ta kEpdn nou pag divouv ol kakieg». Eniong, avape-
0a ota ndunoAAa oUpBola kat otig S1dpopeg avapopég yUpw and tov
@OBo Kat v €p1da, NApAnEPneL Kat 0To EPNOpLo, PE TNV anotunwaon
NG YVWOTAG XpwpoAiBoypaiag «o NwAwV Tolg YeTpntolg». 161aitepn
pvela KAveL Kal 0To YVWOoTo anod TNV apxaldtnta Kat eupéwg Sladedope-
vo 0Tov Peoaiwva naxvibt tng xnvag, wg oagn avapopd ota naixvidia
TNG TUXNG, aAAG Kal OTIG ENIMOVEG NEPINETEIEG KAl TOV MOXBO PEXPL TOV
TeAIKO 0TOX0-NPOOPITHO.

Mapd 1g NOANANAEG HEPOVWHEVEG EIKOVEG, HE TIG AENTOPEPEIG N pLvI-
HaAIOTIKEG NEPLYPAPEG Kal TN onpactoAoylkn Bapltnta, To €pyo Tou
Abapdkn xapaktnpiletal and n oufapn tou oUvBean Kat T xapa-
KINPLOTIKA avayvwpioldn oTov €IKACTIKO XWPOo a@NyNUaTikn ypaen
Tou. H epnveuopévn gUAANYN va avunapabéoet atov 6o kapBa 16oo
OlOPOPETIKEG YPAPEG, TEXVOTPOMIEG KAl JAVIEPEG Yl VA EEUMNPETNOEL
TG avaykeg tng Bepatoypapiag eudokipnoe kal NnpooéBeoe neplaon
€UYAWTTIO Kal EKPPACTIKOTNTA 0TO €PY0. ANd TIG NAPAOTATIKEG OUV-
Béoelg nepvd endéfla atoug elkovoypa@ikoug unawviypoug, and ta
NePLYPAPIKA 0T AQAIPETIKA oKitad, and Tig 61061d0Tateg IXvoypapn-
o€l oTIG TpLodlaoTateg, and 1a HIKPOOKOMIKA HeyeéDn ata peydAa, and
10 OlKela ypapAUata ota avoikela, anod Tig Napouasieg oTIG anouaieg,
and TG XpwHaATKEG €APOELG OTIG HOVOXPWHIEG, EAKUOVTAG Kal GUVe-
nalpvovtag €10l Tov napatnpnt. H NAQoTkOTNTA, N EKPPACTIKOTNTA,
n puBukdTNTa, N eualoBnaia otnv anGdoon TwWv aneKovioewy, ol ent-
ndeupéveg Yeudalobnaieg, ol NOAAANAEG EPUNVEUTIKEG NPOCEYYIOEIG
KalL Ta EUQUN TexvAopata otny Texvotponia evepyonotoUv Tn gpaviacia
ToU Beath Kal Tov NPOTPENOUY Og €va (AVIAoTIKO Kal MoAucUvBeTo
natxvidl piag govadikng ontkng eunetpiag.

AK.

The Board Game of Yannis Adamakis, with 25 successive
squares, refers to the endless game of economy and the
"turn of fate," from development to decline, from rise to fall,
from prosperity to crisis.

The autonomous painted environments that he has created
in each separator include various symbolisms concerning
financial "games" which are directed by specific persons
and also by invisible reins. Independent and interdependent
narratives, where one refers to the other, but together they
form a fascinating pictorial journey through the work, with
obstacles and reversals. A painted game of pretention,
symbolic, spiritual and entertaining, that instead of dice needs
the mind, the emotion and the logic of the player-spectator.

On the organized painting surface of the canvas the diverse
iconographic choices of Adamakis gradually reveal to us his
conceptual connotations and lead us to a constant search
process in his individual images. The representations range
from the various manifestations of the muse Calliope, the
polymorphic rendering of numbers, the representation of
the god of commerce Hermes, to hand gestures that lead to
avariety of directions. In other squares the images are more
complex, containing entire stories, as in square 14, where the
illustration is inspired by the passage of the book Cannery
Row (1945) by John Steinbeck: "It has always seemed strange
to me, said Doc. The things we admire in men — kindness and
generosity, openness, honesty, understanding, and feeling -
are the concomitants of failure in our system. And those traits
we detest — sharpness, greed, acquisitiveness, meanness,
egotism, and self-interest — are the traits of success. And
while men admire the quality of the first, they love the produce
of the second." Among the supernumerary symbols and the
various references to fear and dispute, it also refers to trade,
in particular to the chromolithograph well-known in Greece
"The Salesman on Cash." He makes special mention of the
goose game that was well known since antiquity and was
widespread in the Middle Ages, using it as a clear reference
to games of chance and to the strenuous adventures and toil
until the final target-destination.

Despite the multiple individual images with the detailed or
minimalist descriptions and the semantic significance, the work
of Adamakis is characterized by its solid composition and its
narrative writing, characteristically recognizable in the visual
field. The inspired conception juxtaposing on the same canvas
such diverse writings, styles and mannerisms in order to serve
the needs of the subject matter flourished and added abundant
eloguence and expressiveness in the work. It deftly passes from
representational compositions to iconographic allusions, from
descriptive to abstract sketches, from two-dimensional tracings
to three-dimensional ones, from tiny sizes to large ones, from
familiar graphs to unfamiliar ones, from presences to absences,
from chromatic bursts to monochrome ones, attracting and
thus exciting the observer. The plasticity, the expressiveness,
the rhythm, the sensitivity in the rendition of the illustrations,
the sophisticated illusions, the muiltiple interpretive approaches
and the intelligent tricks in style trigger the viewer's imagination
and encourage him in a fantastic and complex game of a unique
visual experience.

LK.
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To épyo Metauoviepvor Kaipoi tng EAevag Manadnuntpiou napané-
unet onpactoloyikd ota ypavadla tng otkovopiag, nou pnopei va
elvat ypavadla tTng avaouykpotnong Kal tng avantugng, aAAd tau-
TOXpova Kal ypavadia tng pnxavoppagiag kat tng dtaniokng. Mia
NPWTIN EPUNVEUTIKA MPOOEYYION PAVEPWVEL AVTIBETIKEG EVVOIEG MOU
npoBdAiovtat olBurAikd and tov {wypa@ikd Tng nivaka: n auotnpd
avBpwnoKkeviplkn olvBeon aneikovilel, apevog, tn pouoa KaA-
Aénn, wg Kvntnpta SUvapn Twv PNXaviopwy, He HovN eVOEIKTIKN
TAUTOTNTA €VA OXNPATOMOINKEVO NAEKTPOVIKO KUKAWHA €VOWWa-
TWHEVO 0TO €vOUNA TNG. APeTépou, N HoUoa TWV OLKOVOHIKWY Kat
MOAITIKWY ENIOTNUWVY napouciddetal apétoxn, xwpig blaltepn €x-
@paon, kal eykAwpPlopévn oe éva AaPuptvBwrdeg adié€odo. Auth n
enueAws dSnAwpévn apeilonuia dieyeipel aviipatikd ouvaioBnuata
Kat éppeca Bétel Baoikd epwtnpata yupw and to beoueiv kal AUgly
TWV PNXAVIOPWY TNG 0IKOVOMIaG Kal TNG MOAITIKAG Kal yld TO M0l0G
Kivel ta vapara.

To épyo tng Manadnuntpiou elval 0apwWG EUNVEUTHEVO EVVOIONOYIKA
ano tnv tawvia tou TodpAt TodnAwv Moviépvor Kaipoi (1936). Mia taivia
Slaxpovikd enikatpn, e Kupiapxo tov NpofAnpatioyd yupw anod tnv
€vtovn Blopnxavonoinon tng EMOXNG Kal TNV dtéppovn 0XEon avtina-
Aotntag avBpwnou kal pnxavawy autopatiopol. Lnpepad, 0Toug YeTa-
HOVTEPVOUG KalpoUg, anoTunwvovTag 1d ypavadia wg Bacikn lkovo-
YPAPIKA NAPANOWNA, N EIKACTIKOG AVAPEPETAL EPUECWG Kal 0Ta OUY-
XPOVd EPYACIakda npoBANUATa Kal ToV avtiKTumo ToUG 0TOV OIKOVOUIKO
Topéa, npoBAnpata ta onoia 6Ao Kal NepLocOTEPO NPOKUMNTOUV and tnv
unepavantugn tng texvoloylag kal tnv aduvapia Tou avBpwnou va ta
OlaxelploTel.

Ywn oUvBeon tng, 6Aa anelkovidovtal pe andAuta peaAloTikd Tpod-
no, aAAG Kal pe e€alpetika éviovn Petapuaolkn Siabeon. H yuvaikeia
popen avadletal PuUOIKN Kal avenitndeutn péoa and éva atépuovo
NANBoG 080VIWTWY TPOXWV Kivnong, 1o omoio N KAAMTEXVIG €XEL Amo-
5woel {wypapikd EVIEAWG NAPACTATIKA KAl O APHOVIKEG avaAoyieg,
OnulouUpywVTag €va gupnpatikéd tpilodidotato BéBog. MapdAAnia, to
XwpIg MONTIOUIKO, XpoVIKO 1 Tonikd Npoadloplopd eikovi{opuevo oU-
UMaV Kal T0 JOVOXPWHATIKG Kal MIVIMAAIGTIKO UQOG Tou £pyou dev na-
panéunouv ge Kapia Npaypatikotnta, aAAd kupiwg oe nepiPdAlovia
€€WNPayUatika, og dSnploupynyata tng paviaciag.

To Keviplkd povTo, oav pia divn tng aBucooou, givatl to onyeio Tou €p-
You pe tn peyaAUtepn évtaon, nou optoBetei Sopikd 6Ao to olvolo.
H poppoloyikn tou 1dlattepdtnta ogeiletal otn otadlakn opikpuvon
Kal cUPNUKVWON, £€wg TNV andAewyn, Twv elKoVICOPEVWY 060VTWTWY
KUKAIKWYV AVTIKEIUEVWY, dAAG Kal 0TI CUOTNUATIKEG AUEOUELWTELG Kal
unofabpioelg Twv PWTOOKIAoEWY NAVW 0NV AVAKAGOTIKN €MPAVELQ.
AuTh n pop@ikn anddoon €xel w¢ anotéAeopa va oxnuatidetal oto
UECO €vag KEVIPIKOG OPPAAGG, 0aV €Vag AOPUKTIKAG KAOLOG, OKOTEL-
VOG Kal uotnplwdng. AvtiBeta, otnv undAoinn oUvBeon anotunwvo-
v1al ot KUKAIKOI oxnpatiopol twv 61dtpntwy Tpoxwyv ye andAutn téén,
oe dlaAeinovta Kevd ndvw otov KaBpENTn, €101 WAOTE N eMPAVELD va
epgavietal Aapnepn kat pwtelvn. Auth n evaAhayn owrevotntag -
OKOTEIVOTNTAG OnpatodoTel HopPOAOYIKA TO £pY0 O€ PPN Aaunepd Kat
OKlePA, AAAG Kal NapaAnéUNEL CUVELPHIKA OTIG SIPOPOUUEVEG PTEIVEG
Kl OKOTEIVEG MAEUPEG TNG OLKOVOUIAG.

TéNog, agilel va onpelwBel 61t n Manadnuntpiou epuével Kat o€ autd
10 £€pyo 0Tnv KaBlepwpévn NG NPAKTIKN, va xpnatlponolel SnAadn
kaBpéntn wg unopabpo tng {wypaPikng tng eMEAveELag, WOTE va
UETATPENETAL TO €pY0 O MOAUHOPQIKG, avaloya pe Tov neplPdAlovia
XwWpo, aAAd kal og 61abpactiko, avaAoyd e TN 0TAoN ToU NapatnentA.
0 avtikatonTplopdg Tou PUAIKoU Npoownou eloxwpel duvauikd péaa
0To €pyo, kaBopilel TNV NAPACTATIKOTNTA TOU Kdl, EVW APXIKA dnpi-
oupyel apnxavia otov Beatn, ouclaoTIKA KAAANLEPYEL TN CUPPETOXIKN
Tou oxéon. Tov odnyel Ye autdv tov tpdno o pia cuvdldAegn, eviote
Kal aviaywviotikn, aAAd olyoupa kaBoploTikh otnv Napactatikdnta
TOU €pYoU, aQoU N HOPPN TOU €XEL NON EIOXWPNOEL € MOAUPNXAVEG
NAEKTAVEG.

AK.

The Postmodern Times work of Elena Papadimitriou
semantically refers to the cogs of the economy, which may be
cogs of reconstruction and development, but simultaneously
cogs of machination and corruption. A first interpretative
approach reveals contrasting concepts appearing in a
sibylline fashion from her painted picture: the strictly
anthropocentric composition depicts, on the one hand, the
muse Calliope, as the driving force of the mechanisms, with
the sole indicator of her identity being a schematic electronic
circuit built into her garment. On the other hand, the muse of
economic and political science is presented uninvolved, with
no particular expression, trapped in a labyrinthine deadlock.
This thoroughly declared ambiguity stimulates contradictory
emotions and indirectly raises fundamental questions about
the workings of the mechanisms of economy and politics and
about the matter of who pulls the strings.

The work of Papadimitriou is clearly inspired conceptually
by the Charlie Chaplin film Modern Times (1936). A film
historically topical, dominated by the concern about the
intense industrialization of the era and the endless relation
of rivalry between man and automatic machines. Today,
in postmodern times, illustrating the gears as the main
iconographic reference, the artist refers indirectly to
contemporary labour problems and their impact on the
financial sector, problems that increasingly arise from
the overgrowth of technology and the inability of man to
manage them.

In her composition everything is represented in an absolutely
realistic way, yet also in an extremely intense metaphysical
mood. The female figure emerges natural and unpretentious
through an endless number of toothed wheels, which the
artist has rendered completely figuratively and in harmonious
proportions, creating an inventive three-dimensional depth. At
the same time, the universe, represented without cultural or
temporal specification and the monochromatic and minimalist
style of the work do not refer to any reality, but rather to
unrealistic environments, to creations of the imagination.

The main background, like the vortex of the abyss, is the point
of the work with the greatest intensity, which structurally
defines the whole. Its morphological peculiarity comes
from the gradual shrinkage and condensation, including
elimination, of the illustrated toothed circular objects, and also
from the systematic fluctuations and downgrades of shading
on the reflective surface. This morphological rendering
results in the formation of a central hub in the middle, as a
stranglehold, dark and mysterious. By contrast, in the rest
of the composition the circular formations of the perforated
wheels are depicted with perfect order, at intermittent spaces
onthe mirror, so that the surface may appear shiny and bright.
This alternation of brightness - darkness morphologically
separates the work in bright and shadowy parts, but it also
evokes the ambiguous light and dark sides of the economy.

Finally, it is worth noting that, in this work as well,
Papadimitriou persists in her standard practice, using the
mirror against the background of the painting surface, in order
to make the work versatile, depending on the surrounding
space, but also interactive, depending on the observer's
position. The reflection of the physical individual enters
dynamically in the work, determining how representational it
is, and, while initially puzzling the viewer, it essentially fosters
his participatory relationship. It leads him in this way in a
conversation, sometimes competitive, but definitely crucial to
how representational the work is, since his form has already
penetrated into ingenious intrigues.

LK.
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EAevn TATCAAOC wie s
Eleni Tzatzalos wws

Aciptov twv Actpddvwy, 2016. Aépua, xaAkdg kat upavtd (240x140x80).
Convallaria Majalis, 2016. |_eather, soft copper and textile (240x140x80).
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H EAévn TZatdahog €xel npooeyyioel MOAAAKIG Kal €xel Slanpayuateu-
el NOIKIAOTPONWG OTO €IKACTIKS TNG £PYO TO APXAIOAOYIKOG eUpnpa Kat
YEVIKOTEPA TO MOAITIOTIKO YiyveaBal Tou napeABovtog. Méoa anod Tig
Snploupyieg Tng Biyel £vVoleG OXETIKEG HE TN «OUVAICONUATIKNA» apxal-
ohoyia. Avadeikvuel Tn dlaxpovikn agla Twv avBpwnivwy (XVWV Kat
TWV UNKWV Katahoinwv napeABovTwy noAttiopy, and ta texvoupyn-
HaTa £wG Ta OIKIOTIKA Kal Ta NePIBAAAOVTIKA anoelvapla.

H elkaoTikdG authv tn opd eUNVeEUOTNKE TO €PY0 TNG AMO €UPNPATA
NG evaliag apxaloAoyiag tou vauayiou OuhoupnoupolV OTIG OKTEG
g Mikpdg Aaiag, avapeoa otnv KUnpo Kat tn P6o. 10 OUYKEKPIUE-
VO vauaylo Kunplakou nhoiou, tou 14ou-13ou alva nX, BpéBnke no-
AUtigo poptio pe ayyela, 6nAa, xpuad okeln, KOOUNAWATA, KABWGE Kal
peydhog apiBudg xaAkivwy tahdviwy, Bdpoug 10 TOVwY, eVOEIKTIKA
TEKUNPLA TNG OIKOVOUIKAG gUPAPELlag Tng Kunpou tnv Yotepn Enoxn
ToU XaAkoU. To tdAavto, nou Katéxel onyaivouoa Béon otn oUvBeon
NG, NTav €va 61adedopévo PEoo cuvaAlayng, wg povada Bdpoug, Tng
npokepuatikng neptdédou, NGN and t 2n xikietnpida nX og 6An tn pe-
OOYELOKN AEKAVN KAL TO OXNA TOU, KATA pi{a €KO0XN TwV apXaloAdywYV,
efval autd ing teviwpévng dopdg odiou.

‘Etot n elKaoTikGG, Uatepa and enipovn épeuva oe BIBAIOBNKEG Kal pou-
oela, ouvédEDE apxIKA T £pY0 TNG HE To TAAAVTO, T0 {WOHOPPO OXNUA
TOU Kal TNV aKatépyaotn UAN TNG KATAOKEUNG TOU, TOV XAAKO, yid va
NapanéPYel evvoloAoyikd oTnv olkovopia Kal otn cuvaAAayn péow tou
vopiopatog. Tautdxpova Biyel kat NTUXEG 6NwG Tov Hlaxpovikd KataAu-
TIKO pOAO TNG KTNVOTPO®iag otV olkovoia, apoU 1o €pag, 1o HaAAL,
T0 KPEAG, T0 YOAGKTOKOMIKG Kal OAd Ta Npolovia TNG KINVOTPOPIKNG
6paatnpldtntag, and tnv apxatdTnta, TG NapadoolakéG KoVwVIeG aAAd
HEXPLKALTIG OUYXPOVEG OLKOVO(EG, anoTteAoUV OIKOVOUIKOUG MUAWVEG.

Yn oUyxpovn alwpoUpevn eykatdotaon tng n T¢atdahog, eKtog and Tig
EUQAVE(G eNPPOEG TNG and TNV aloBNTIKA Kal Tov GUMPBOAIoHO TwV Te-
pdotiwv o€ péyeBog apxaiwy TaAdviwy o€ oxnya 6opdg {wou, pvnyo-
veUEl EPUETWG KAl KOO £vaV CUVOETIKO KPIKO HE TNV MOAITIOTIKA KAN-
pOVOULA TNG apxatdTNTag, TNV TEXVOAOYIa: N EIKACTIKOG XPNOLHONOLEL TIG
and apXaloTaTwy XpOVwY YVWOTEG TEXVIKEG TNG XUTEUONG TOU XAAKOU
o€ kahoUnt Kat Ing UPavong OToV APYAAELS Yld TNV KATAOKEUN TwV Je-
TOAAIKWYV KAl UQAoPATIVWV PEPWY TNG EYKATAOTAONG. H 1000 EUQATIKN
napouaia NG UYNARG UPavTIKNG TEXVNG 0To £€pYo NG elval Kat pia oa-
(NG avapopd oTo €pY0 NG Jouaag KaAAIdnng, AGtpn twv Texvwy.

H éug@aon otnv UAIKN ovToTNTa TOU £pYou —8€pua, XaAKOG Kat Uupavio—,
N TOAUN TNG ENAVAANMTIKAG AMneOVIONG, N eviote UNep@uUaolkn anddoaon
TOU PeyéBoug, N ox€an ToU €1KOVI{OEVOU AVTIKEINEVOU UE TO UNAPKTO
Kal TO (PavIaolako, ol avanapacTaTikEG acUVEXeLeG, OAa oupBadidouv
yla TNV KaAUTEPN vonpatikn Kat aloBntikn andédoon tng oUvBeoNng TnG.
H kaAAitéxvig éxel Aettoupynoel pe andAutn eAeuBepia, anodeopeu-
Hévn akdpa Kat and ta eMAEyYUEVaA EIKOVOYPAPIKA NpdTUNna, WOTE va
unoypappioet tn Bapucnyavin AuAn nAeupd tng eykatdotaong Agipiov
TWV AgiPvwy Kat va eNKovwvnoel mo dueoa pe to Kotvo. O tithog tou
¢pyou ota Aativika —KovBarAdpia MayidAig— eivat eniong pia oapng na-
panounn oTtnv olkovouia Kal ato eundplo, wg cUpBoAo tng Maiag, Tng
untépag tou Beol tou epnopiou Eppun. AAwoTe, Sev eival tuxaio 6t 10
€v Aoyw GvBog, «to euvooUpEVo Tou Mdiou», cupBoAIlel 0TIG UEPEG HAG
10 eAeUBePO EUNOPIO Kal 0€ NOAAEG EUPWNAIKEG XWPEG SIKALWHATIKG
nwAeital pia yépa tov xpdvo xwpig daopoug.

Ot pvnpelakég S1aoTdoelg Twv NEPONTWY EIKAOTIKWY EYKATAOTACEWY
NG KAl N XpNon notkiAwv UAIKWY Kat Navapxatwy TEXVIKWY avakalouv
pvhpeg and Bpalopata NOATIoPWY, PVEiEG avBpWNWY, TEXVIKEG Kal
UAIKOTNTEG avalloiwTeg péoa atoug atwveg. Ot NpwTeg UAEG Npwto-
otatoUv €UQATIKA 0Td €pYa TNG, €(TE ATOPIEG, EiTE PETAMOINPEVEG OF
UQPAoUaTa, QVIIKE(UEVA £PAPHUOOUEVNG TEXVNG KAl KAAMTEXVIKA Té-
xvepya. Ot ouvexeig nelpapatiopol tng ota UAIKG, n Se€lotexvia, anod
Tov 0xedlaopd £wg v anddoaon Tou Tpiodldotatou yAuntou, n ikavo-
TNTA NG 0T oUVBEDN TWV APNYNPATIKWY, ONUACIOAOYIKA (POPTIOHE-
VWYV, £YKATA0TAoEwWV Npoadibouv ota £pya tng 161aitepn EKPPACTIKN
eUPPAdELa KAl MPOOPEPOUV Uia HOVASIKN PETAPOVTEPVA OMTIKN EYMEL-
pia otoug Beatég toug.

AK.

Eleni Tzatzalos has approached many times and negotiated
in various ways through her visual work the archaeological
find and generally the cultural life of the past. Through her
creations she touches upon concepts relating to "emotional”
archaeology. She highlights the timeless value of human
traces and material residues of past civilizations, from
artefacts to residential and environmental remnants.

This time the artist's work was inspired by the findings of the
underwater archaeology of the Uluburun wreck on the coast of
Asia Minor, between Cyprus and Rhodes. In this particular Cypriot
shipwreck of the 14thto 13th century BC, the archaeologists found
valuable cargo with vessels, weapons, gold objects, jewellery
and alarge number of copper ingots, weighing 10 tons, indicative
evidence of economic prosperity in Cyprus in the Late Bronze
Age. The talanton, which occupies the signifying position in her
composition, had been a common medium of exchange as a unit
of weight in the pre-monetary period since the 2nd millennium
BC throughout the Mediterranean basin, and its shape according
to the archaeologists’ view is that of the stretched ox hide.

Sotheartist, after persistent researchin libraries and museums,
initially connected her work with the talanton, its zoomorphic
shape and the raw material of its manufacturing, copper,
referring conceptually to the economy and trade through
currency. At the same time she is concerned with aspects such
as the historically catalytic role of livestock in the economy, since
the hide, the wool, the meat, the dairy and all other products of
livestock farming are, since ancient times, in traditional societies
and up to modern economies, economic pillars.

Inher present hovering installation, Tzatzalos, besides being
obviously influenced by the aesthetic and symbolism of the
huge ancient talanta in the shape of an animal hide, also
refers indirectly to another link with the cultural heritage of
antiquity, technology: the artist uses the techniques known
since antiquity, of casting copper in a mould and weaving on
a loom, for the manufacture of the metal and fabric parts of
the installation. Such emphatic presence of the high art of
weaving in her work is a clear reference to the work of the
muse Calliope, lover of the arts.

The emphasis on the physical entity of the work — leather, bronze
and textile, the boldness of the iterative display, the sometimes
surreal rendering of the size, the relationship of the portrayed
object with the existing and the imaginary, the representational
discontinuities, are all essential for the best conceptual and
aesthetic rendering of her composition. The artist has worked
with absolute freedom, liberated even from the selected pictorial
models, to highlight the momentous intangible side of the
Convallaria Majalis installation and to communicate more directly
with the public. The title of the work in Latin (known in English
as Lily of the Valley) is also a clear reference to the economy
and trade, as a symbol of Maia, the mother of the god of trade
Hermes. Besides, it is no coincidence that this flower, "favoured
by May," nowadays symbolizes free trade and in many European
countries it is rightfully sold one day in the year tax-free.

The monumental dimensions of her prominent visual
installations and the use of various materials and ancient
techniques recallmemories of cultural fragments, references
of people, techniques and materialities unchangedthrough the
centuries. The raw materials are emphatically at the forefront
inher works, either pure or processed into fabrics, applied art
objects and artistic artefacts. Her constant experimentations
with materials, the craftsmanship in the design up to the
rendering of the three-dimensional sculpture, her skill in
composing story-telling, semantically charged, installations
endow her works with a great expressive eloquence and offer
a unique postmodern visual experience for viewers.

LK.
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‘Epon BevETOAVOU e e
Ersi Venetsanou e

EAvropdvro, 2016. Miktd UAIKG: EUNO, pdpuapo, ailbnpog, xaAkdg, HOAUBL Kat pUANO xpucoU (67x105x61).
Eldorado, 2016. Mixed media: wood, marble, iron, copper, lead and gold leaf (67x105xé61).
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Tn d1ITth YN NG NPAYHATIKOTNTAG OKLAYPAQPE( e KAUOTIKG TPOMOo N
‘Epon Bevetodvou otny eykataotach tng Ke titho EAviopdvio (ota lona-
VIKG «0 XpUGaQEVIog»). Eva kovo EUAvo KIBWTIO yia ETapopEg yivetal
n akatépyaotn Bdon, ndvw otnv onoia tonoBetel pia petaxeiplopévn
{uyapld, poptiopévn e avBpwniva ixvn, Tapaypéveg VAPEG Kat dia-
(POPETIKEG NPOCWIKEG LOTOPiEG. To OKOUPLAOUEVO QVTIKE(UEVO PLAO-
Eevel 010 €va ok€NOG Tou Bpalopata xpuooU o€ Gavopevikn e§opugn,
Aapnepd delypata opuktol nhoutou nou n Bevetodvou kataokelaoe
WG Haylkn aAxnpioTpla yia Tig avaykeg Tou €pyou. To AAAo okENoG givat
YEUATO HE XPNOIPOMOINUEVOUG KAAUKEG OMAwY, 0€elbwpéva NETpwa-
10 Kal oKouplacpéva okounidla, PPIKTA anopelvapla nou unodnAw-
VOUV TNV KATaoTpo@n Kal tov Bavaro.

«Ano 6Aeg TG KateuBUvOoeLg TNG YewAoyiag enéAe€a va Slaxelplotw tn
xBovoypagpikn. Eival auth nou Pe €peuva enpépel TN €€EAIEN Kal Tov
nAoUto atov AvBpwno», ypdel Ue Nikpn elpwveia n Bevetodvou. EEE-
AIEN, mMAoUutog, olkovoplkd o@éAn, e€ouaia, kuplapxia, ndAepog, Bia,
padikég anwAeleg avBpwnivou SuvapikoU. OAeG AUTEG Ol KATAOTACELG
NMoU GUYKPOTOUV TOV PAUAO KUKAO TNG OTUYVAG MOAITIKNG KAl KOIVW-
VIKNG npaypatikdtntag yivoviat Uyla ota xépla NG KaAATExvdag:
UETPA BAPOUG Kal aNTEG HAPTUPIEG TNV EIKACTIKN {Uyapld tng avBpw-
nétntag.

YKIaYpaguwvtag tnv elkdva Tou 6UyXpovou KOOHOU, N KAAALTEXVIG OUV-
Btel éva apnynua nou Aettoupyei 1000 o KaBoAikd oo Kal o€ npo-
ownikd eninedo. Ot lapopeTikég dWelg Tou KIBwTiou peTatpénovTal
o vontég oghibeg nuepoloyiou, 6rmou n Bevetodvou Kataypdgel Tig
€VOOTEPEG OKEWELG TNG HE TN HOPPN CUVTOHWY MOINPAETWY Kal EUQUWDV
Aoyonaiyviwv. Ot ypagég anotunwvovtal otig EUAIVEG eMPAVELEG TOU
KiBwtiou nepionta wg Kateneiyovta UnvUpata Npog Toug NOKENTEG.
Toug npookaAoUv va Nepnatnoouy yUpw and 1o €pyo, MPOTPENOVTAg
v avdyvwaon, Tnv nepIoUAAOYN Kat TNV autoyvwoaia.

H {610 n kaAAtéxvig avoiyel Tov 6pdpo, BEtoviag ta 6ika tng unapél-
K@ epwtnuata nou npodidouv TG avnouxeg TaAAVTEUOEIG TNG YU-
xnG. BaBia Blwpatikn, n eykatdotaon tng Bevetodvou 6iaBaletat oav
avoixto BiBAio: «H nopeia tng / EAviopavto n MoAyoBdg; / undvopog
1 @A£Ba xpuooU;» ypagel atnv epnpdabia dwn tou kifwrtiou, e10ayo-
vtag tov Beatn otnv mepntouaoia tou €pyou. H apgionun unéotaon ing
npaypatikétntag unoypappidetat kat' enavahnyn oe 6Aa ta notnpatd
NG, eknépnovtag aioBnon aywviag kal emoeaielag, nou petadibetal
otov Beatn.

H kaAAitéxvig naidet eupnpatika pe g Aé€elg npog 6pelog NG ev-
voloAoyiag tou épyou: «KaAukeg / KdAukeg einate; dvBog n opaipa;»
Ypapel oe pia nAeuptkn oyn tou KiBwtiou. AAOU oupnAékel otnv
{610 ppdon v 16€a TNG Yévvag pe Tnv 16€a TG yéevvag (ota eBpaikd
«KOAaaony), TN €vvola tng dnploupyiag, 6nAadn, pe authv g aiw-
viag tpwpiag. Ot guAAoytopol dlatunwvovtal AaKwVIKA Kat navta
pe SlaAeKTIKN Hop®n yia va npoPAnyaticouv tov Beatn kal va tov
npotpéWouv va dwoel Tig SIkEG Tou anavtnoelg. H mAdotiyya vontd
aveBokateBaivel, avdhoya pe tnv alpa, Ta cuvaicBnyata, tn okEWn,
TIG YUXIKEG KAl YUXOAOYIKEG UETAAAAEELG, aAAd Kal TG nBikEG agleg
10U KaBevog Beatn.

To EAviopdvto, andppola tng Moxng TNG OIKOVOUIKNG Kpiong, EKKIvel and
TO ONPEPIVO KOIVWVIKOMOALTIKG YiyveaBal yla va kataAngel oe pia Babid
kal eninovn atpwyatoypagikn Sie{cbuon otnv avBpwnivn Unapén.

Ersi Venetsanou outlines in a caustic way the dual aspect
of reality in her installation entitled Eldorado (Spanish for
"the golden"). A common wooden box used for transport
becomes the raw basis on which she places used scales,
charged with human traces, troubled memories and
different personal stories. The rusty object hosts in one part
scraps of gold that supposedly come from mining, shiny
samples of mineral wealth that Venetsanou constructed as
amagical alchemist for the needs of her work. The other part
is full of used gun calyces (Greek for bullet casings), oxidized
minerals and rusty trash, horrible remnants that suggest
destruction and death.

‘Out of all the aspects of geology | chose to deal with the
chthonographic. It is the one that, through research, brings
evolution and wealth to humans," Venetsanou writes with
bitter irony. Progress, wealth, economic benefits, power,
sovereignty, war, violence, massive loss of human potential.
All these situations that make up the vicious circle of brutal
political and social reality are weights in the hands of the
artist: standards of weight and tangible testimonies to the
visual scales of humanity.

Sketching the picture of the contemporary world, the artist
composes a narrative that works both on a universal and
personal level. The different sides of the box are converted
into imaginary diary pages where Venetsanou records her
innermost thoughts in the form of short poems and intelligent
puns. The writings are imprinted on the wooden surfaces of
the box, in a prominent way, as urgent messages to visitors.
They invite them to walk around the work, encouraging
reading, meditation and self-awareness.

The artist herself leads the way, putting her own existential
questions that reveal the restless oscillations of the soul.
Deeply experiential, the Venetsanou's installation is read
like an open book: "Her path / Eldorado or Golgotha? /
Sewer or vein of gold?" she writes on the front facet of the
box, introducing the viewer to the essence of the work. The
ambiguous status of reality is emphasized repeatedly in all
her poems, emitting a sense of anxiety and insecurity that is
transmitted to the viewer.

The artist plays with words ingeniously in favour of the work’s
conception: "Calyces / Calyces did you say? Flower or bullet?"
(calyx is Greek for both bullet casing and the sepals of a flower),
she writes on one side of the box. Elsewhere she conflates in the
same sentence the idea of genna (Greek for "giving birth") and
the idea of geenna (Jewish for "hell), i.e. the concept of creation
with that of eternal punishment. The ruminations are expressed
succinctly and always in dialectical form to puzzle the viewer
and urge him to give his own answers. The scales go mentally
up and down, depending on the aura, emotions, thought, mental
and psychological mutations and moral values of each viewer.

The Eldoradbo, the result of the era of economic crisis, is based
on current socio-political affairs to reach a deep and painful
stratigraphic penetration of human existence.

BP
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Kwotac BpoUBag
Kostas Vrouvas e

H Apnayii tng Eupanng, 2016. Meiktd UANikd: aibnpog, XaAKog, vipa Kal Yewypapikog atAag (173x22x22 & 144x88x69).
The Abduction of Europa, 2016. Mixed media: iron, copper, thread and world atlas (173x22x22 & 144x88x69).
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MaAlvépopwVTag 0To EKKPEUES TOU XPAVOU Kal TG loTopiag, o Kwatag
BpoUBag katabétel, péoa and to €pyo tou H Aprayn g Eupdnng, éva
OUVAMIKO MOAITIKO Kal KOWVwVIKG 0xOAlo yla to onpepvo yiyveoBal. O
apxaiog eAANVIKGG pUBog tou 6ibet To epeBioua va ouykpotnaoel pia véa
10T0p(a, EUNAOUTIOUEVN HE To BAEUUA TOU EVESTWTA XPOVOU Kal POPTI-
OpE€vn pe Ta BLOPATA KAl TIG NANYEG TNG TPEXOUOAG OIKOVOUIKAG Kal MOAL-
TIKNG Kplong. O oUYKEKPIUEVOG HUBOG EPMNEPIEXEL TIG 1OEEG TNG yonTeldg,
T0U TagI610U, TNG NEPINETELAG, TOU TUXOSIWKTIOHOU Kal TNG KATAKTNONG.
16€e¢ ouvupaopéveg, katd tov BpouPa, pe tov kKAGdo tng yewypagiag.

To €pyo, pia eykataotaon otov xwpo, anaptidetal and €roa avi-
ke{peva kal yluntd, ta onoia o kaAAltéxvng ouvBétel o éva evvol-
oAoylké onTikG apnynpa, Bétovtag ta eni pépoug otolxeia og ou-
voptAia petagl toug. O Alag, natépag twv Mouowy, anelkoviletat
0NV KopUPn evoG AltoU vEOKAAOIKoU 0TUAOU, HETAUOPPWHEVOG OF
0pHNTIKG TaUPO Kal €T0lpog yia tn Blain apnayn tng navépopeng
KOPNG.

Avti va npoownonotnoel TNV nnyn Tou €épwta tou OAUpniou Beoy, o
BpouBag avanapaotd tv Eupwnn aAAnyopikd, pe tn gop@n evog
€vtunou oUyxpovou xaptn. To YAuntd avaAdyto emdelkvUeL Tn Jayikn
petdAAagn tou apxaiou pUBou Kal TNG KEVIPIKNG NpwTaywvioTplag,
ano veapn, {wvtavn Katnobntn unap&n, otnv NapNKPACUEVN KAl XpE-
okonnpévn Mpatd Hnelpo, Kataypappévn wg oTatiké anotunwa oe

BiBAio.

0 Maykoauiog Athag: H Xaptoypapikr EykukAonaibeia tou MAavitn In, pia
peyalodidotatn ékdoon tou Oikou MiAévioup to 2009, eival avolypé-
VoG 0Tn 0€Aida NG MOAITIKAG —€vavTl TNG YEWPUOIKNG— AMnEIKOVIONG
NG eupwnaikng nneipou. To xaptoypa@npévo yewypagikd tonio
npoo@épeTal atov Beatn yla Napatnpnaon Kal otoxaoud. Tov mpooka-
Ael og €va vontd a6 o€ olkeloug Kal AyvwoTtoug Tnouc. Eva KOKKI-
VO vhpd nou kataAnyel o€ Bapidt Slangpva wg oeAibodeikng 1o tuno-
YPa®Ik6 gaAdvi. AUTO TO vAda eKNEUMEL Pe TNV auatnph KaBetotntd
ToU TNV aioBnon tou andAutou kat SoypatikoU. H KOKKIVN KAWOTA TnG
ONPEPIVAG NPayHaTikoTNTag, egnotiopévn pe ta Bapn, ta Aabn kat 1o
aipa tnglotopiag, Aettoupyel wg évag alwnnAdg ouvayeppog, pia ona-
PAKTIKN Kpauyn Sixwg nxo. Inpatodotel Tnv entapaAela kat tn pévign
aywvia Tou oUyxpovou Eupwnaiou, KpoUovtag Tov Kwdwvad Tou Kiv-
SUvou aToug LloxupoUg.

«H enotnpovikn e€€AEN Tou KAGSoU TNG Yewypagiag ouvadel dueoa
Je T duvapikn nopeia TUNPATwWY Tou Naykdopiou mMANBuopoU nNpog
TNV KATAKTNGON KAl EKPETAAAEUON XWPWV Kal TONWV TNG YNG», YPAPEL
0 BpouBag. To €pyo Tou eppécwg oxoAlddel T xelpaywynon and 1o
ouotnpa tng olyxpovng Eupwnng kat 1ig BABEPEG KOWVWVIKEG Kal OL-
KOVOMIKEG OUVONKEG MoU auTo €xel eniBaAetl atoug abUvapougAaoug.
H ayvn képn tou pUBou, pe ta nhouota BEAYNTPA NG, HETAPOPIKA
Jetatpénetal oe donAaxvo Kpdvo nou dev dlotadel va kataniel ta
naidid tou.

Ytov nupnva autol Tou €pyou PBpiokeTal n évvola TG HETAUOPPWONG.
YnodnAwvel Tnv aévan aAAayn Twv NOAITIKWY KATaoTAoewy, ol oroieg
opidouv kal enavanpoaodiopiouv tdNoug, dpla Kat olvopa, avatpéno-
v1ag ta Sedopéva kal avadlatdooovtag ToV YEWKOWVWVIKO Kal YEWo-
ALTKO xdptn.

M.M.

Oscillating on the pendulum of time and history, Kostas
Vrouvas offers, through his work The Abduction of Europa, a
dynamic political and social comment on current affairs. The
ancient Greek myth gives him an incentive to set up a new
story, enriched by the view of present time and marked by
the experiences and the wounds of the current economic and
political crisis. This particular myth encompasses the ideas of
glamour, travel, adventure, opportunism and conquest. Ideas
inherent, according to Vrouvas, to the field of geography.

The work, an installation in space, consists of readymade
objects and sculptures which the artist composes in a
conceptualvisualnarrative, putting the individual components
in conversation with each other. Zeus, father of the Muses, is
depicted atop a plain neoclassical pillar, transformed into a
raging bull and ready for the violent abduction of the beautiful
maiden.

Instead of personalizing the source of the love of the
Olympian god, Vrouvas represents Europa allegorically in
the form of a contemporary printed map. The sculptured
lectern demonstrates the magical mutation of the ancient
myth and the central protagonist, from a young, lively
and lustful existence, to the decadent and bankrupt Old
Continent, recorded as a static imprint in a book.

The World Atlas: The Cartographic Encyclopaedia of Planet
Earth, an oversized publication of Millennium House in 2009,
is opened at the page of the political — as opposed to the
geophysical - display of the European continent. The mapped
geographicallandscapeis offeredto the viewer for observation
and reflection. Itinvites him on animaginary journey to familiar
and unfamiliar places. A red thread that ends in a sinker
traverses the printed page-spread as abookmark. This thread
emits, with its strict verticality, the feeling of the absolute and
the dogmatic. The red thread of today's reality, infused with
the weights, the mistakes and the blood of history, serves as a
silent alarm, a heartbreaking cry without sound. It marks the
precariousness and the constant agony of the contemporary
European, sounding the alarm bell to the powerful.

"The scientific development of the field of geography directly
complies with the dynamic march of segments of the world
population to conquer and exploit countries and sites of the
earth," writes Vrouvas. His work indirectly comments on the
manipulation of the system of contemporary Europe and the
distressing social and economic conditions that it has imposed
on weak people. The chaste maiden of the myth, with her rich
allures, is metaphorically turned into the ruthless Saturn who
does not hesitate to swallow his children.

At the core of this work is the concept of transformation. It
indicates the perpetual change of political situations, which
designate and redefine sites, boundaries and borders,
reconfiguring the data and rearranging the geosocial and
geopolitical map.

BP.
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‘Epon Xat¢hapyupou w..,
Ersi Hatziargyrou w... .

Wuxaywydg: Aavpio 3000 nX - 2016 pX, 2016. Miktd UAIKE: aibnpog, NAEyua, Nétpeg kat xwpa Aaupiou (250x100x100).
Psychagogos: Lavrio 3000 BC - 2016 AD, 2016. Mixed media: iron, stones and soil of Lavrio (250x100x100).
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To AaUplo, 10 apxaldtepo petaAAeio tng Eupwnng, €xel anoteAéael
yla v Epon Xat¢napyupou pia ave€aviAntn nnyn éunveuong and 1o
1987.‘Evag 1énog yepdatog naA{uynata tou xpdvou, €va Tonio YvAung
Kal 0ToXaopoU HE eUPavn ta (xvn TN NApaKUng Kal TNG KataoTPoPng,
NapExeL yla aAANn pia opd tnv npwtn UAN, yevvdel oUVOETEG OKEYELG
KaL NpooPépel NAoUCLEG £VVOLEG MPOG avanTuén.

To épyo Wuxaywydg: Aadpio 3000 nX - 2016 uX apBpivetal wg onovdu-
AwTh, Tpledpikn KoAdva aTov Xwpo, Mou Ba PnopoUaoe va enektelveTtal
070 dnetpov. AwpIknG AITéTNTAg, Napanéunel 0Toug Kioveg Twv apxai-
wv vawv. To épyo anaptifetat and évav YETAAAIKO OKEAETO, 0 omnoiog
ouykpatel T€o0epa opoldpop@a npiopata, e eAKOEON PeTATONION
TWV onovOUAWYV ToU, KATaoKeuaopéva pe SINAG peTaAAIkd nAéyuata
WG KUYWENEG eyKAwPBLopoU. Ta Tpla avantéypata Tou TpLywvou UPwvo-
vtat 61adoxika 1o €va ndvw oto dAAo Kat dlaxwpilovial ano 1o t€tap-
10 pe évav Kevd xwpo, o onoiog Aettoupyei wg avoixtd napabupo oto
Uyog tou BAEuatog tou Beatn.

To 81nA6 NAéypa dnploupyel MUKVWOELG, APALWOELG KAl OMTIKEG and-
1€G, petaAAdooovtag TNy aloBnTikn Tou €pyou avaAoyd PE TO Pwg
Kat tn B€on tou Beath atov xwpo. H didtpntn undotaon Tou UAIKOU
enttpénet otnv 6pacn va dielodloel and oplopéva onpeia 010 EcwTE-
PIKO TwV Nptopatwy. Ta PHETAAAIKA KEAUPN ecwKAglouv NETPEG TOU
Aaupiou nou aiwpouvtat and éva KOKKIvo vhpa. LUpBoAo Tou aipa-
T0G, dAAG Kal ToU XpOVoU, T0 KOKKIVO vAa Slangpva Katakopuea 1o
KEVTPO TNG KOAGVAG. ZTO ONWEio ToU Kevou xwpou/avolxtol napa-
BUpou, éva epeBwrdeg oUPNAEyUa anod NETPEG TOU opuUXeiou €pxeTal
o€ avtioTi€n pe TNV anépittn Napouaia Twv Aotnwv eykAwBIoPEVWY
0pUKTWV. To aneiAnTikd POpPwHa, To0 onolo alwpeital eNBEIKTIKA
Unpog oTo Patt Tou Beatn, Nnapanépnel CUVELPUIKG 0€ KakonBela, o€
ouvovBUAeupa 1wV Kat goAuopdtwy. Acttoupyel aAAnyopikd wg 1o
OKOTEWVO OTiyHd TNG ENOXNG.

H andtopn dtakonn tng abidAeintng pong Twv NpLopatwy and tov Kevo
XWPO nou @tho&evel TNV NETPIVN 0UOTAdA TNG AQUPEWTIKNG YNG EYEipEL
éva ouvaioBnpa enopdielag. H Xatdnapyupol eokeppéva Katakep-
patilel tnv aioBnaon KavovikoTNTag Kat tnv appovia Tou yAuntou, yia va
SNAWOEL TN PEUOTOTNTA TWV KOWVWVIKWY Kal MOAITIKWY KATaoTdoewv
ONMEPQ, TNV AOUVEXELD, TN PAREN, TNV Kplon, OXt HOVO TNV OLKOVOUIKA
aAAd Kat authv Tou Nvelpatog.

Y10 €6apog, otn Bdon tng KoAdvag, oxedladel YEWHETPIKG oXnpata
0TOV XWPO XPNOIUONOLWVTAG wG UAIKA Tn Aapapiva, nétpeg tou Aau-
piou kal palpa xwuata, anopelvapla tng eneepyaciag Twv HETAaAAeU-
pdtwv. H auotnpn yewpetpia tng oAiknG olvBeong anotelel dueon
avagopd otn Sopn Twv opuxeiwy, aAAd kat otnv ibia tn Sladikacia tng
€gopulng.

H avaykalétnta dnuloupyiag KATaoKeUwY yia Ty unootnpign tng £€o-
pugng epnholtioe 10 eAANVIKG Ae§INOYI0 HE KalvoUpYLEG, KAVOTOEG
AEEELG (N eAANVIKN A€EN kavotouia NponABe and TiG Kaveég TOPEG TNG
AQUPEWTIKAG YNG, pE GAAa Adyia, and tnv avaykatdtnta S1avolgng véwv
OToWV Yla tnv aveupeuon petaAeupdtwy). «H 1otopia kat n yAwaooa
kGBe 16Mou eival ouvupaopéveg Pe TN yewypapia tou. Ot el8IKEG Kal
HOVAOIKEG YEWYPAPIKEG 161aITEPOTNTEG KABWG KAl Ol XPATEIG YNG YEV-
voUV-6npiloupyoUV yia TIG avAYKEG TOUG £VVOLEG-AEEELG MOU NMOANEG po-
p€gonpadevouv n yAwaooa ano tnv onoia nponABav. To Aauptio Siabétel
6Ad ta napandavw otoixeias, ypdeel n Xat¢napyupou yia 1o £pyo TNG.

Mia ané autég tig Aé€elg, nou yevvnOnke o1a AQUPEWTIKG PETAA-
Aefa kal xpnolgonotnBnke aAAnyoplkd Yéoa otov XpOvo, eVow-
patwvetal atov titho. Yuxaywyds, o aywydg tng Wuxng, n &iodog
péow tng onolag Kiveitat o alBépag, e€aopaAioviag otoug HETAA-
AwpUxoug tnv nvon tng {wng, and 6nou NPoEPXETAl N GNUEPLVN
AéEN-€vvola wuxaywyia. H 6lauyng koAdva pe 1a 0paTtd ouoTaTiKa
Tng yivetal o aywyog tng eAnibag yla éva kaAUtepo alplo, peta-
Qépovtag éva alolodofo pnvupa kat €va navavBpwnivo aitnpa yia
10 HéANoV.

M.NM.

Lavrio, the oldestmineinEurope, hasbeenfor ErsiHatziargyrou
an inexhaustible source of inspiration since 1987. A place
replete with palimpsests of time, a landscape of memory
and reflection with visible traces of decay and destruction, it
provides once again the raw material, it generates complex
thoughts and offers a wealth of concepts for development.

The work Psychagogos: Lavrio 3000 BC - 2016 AD is structured
in the space as a modular, trihedral column, which could be
extended to infinity. Its Doric simplicity refers to the columns
of ancient temples. The work consists of a metal frame that
holds four uniform prisms, with a helicoidal displacement of
its drums, made with double metal grids as trapping cells. The
three developments of the triangle are sequentially raised one
above the other and are separated from the fourth by a void
space which functions as an open window at the height of the
viewer's gaze.

The double gridcreates thickenings, dilutions and opticalillusions,
mutating the aesthetics of the work depending on the light and
the position of the viewer in space. The perforated substance of
the material allows the eyesight to penetrate within the prism
through certain points. The metal shells enclose stones from
Lavrio that are suspended from a red thread. Symbol of blood,
but also of time, the red thread vertically penetrates the centre
of the column. At the point of the void space/open window gap,
a dark cluster of stones from the mine comes in counterpoint
to the austere presence of the other trapped minerals. The
menacing construct, which ostentatiously hovers in front of the
eye of the viewer, evokes a malignancy, a patchwork of viruses
and contaminants. It operates allegorically as the dark stain of
the age.

The abrupt stoppage of the uninterrupted flow of prisms from
the void space that houses the stone cluster of the Lavreotic
land raises a precarious feeling. Hatziargyrou purposely
fragments the sense of regularity and the harmony of the
sculpture to signify the fluidity of social and political situations
today, the discontinuity, the rupture, the crisis, not just the
economic crisis but that of the spirit as well.

On the ground, at the base of the column, she designs
geometric shapes in space using as her materials the sheet
metal, stones from Lavrio and black soil, remnants from the
processing of minerals. The rigorous geometry of the whole
composition is a direct reference to the structure of the mines
and to the mining process itself.

The need to create structures to support the mining process
enriched the Greek vocabulary with new, innovative words
(the Greek word for innovation originated in the new sections
of the Lavreotic land, in other words, in the need to open new
galleries for the recovery of ores). "The history and language
of each place are intertwined with its geography. The special
and unique geographical characteristics as well as the uses of
land generate-create for their needs concept-words that often
mark the language from which they came. Lavrio has all these
elements," writes Hatziargyrou for her work.

One of these words, which was born in the Lavreotic mines
and was used allegorically over time, is incorporated in the
title. Psychagogos, the conductor of the psyche, the passage
through which the ether moves ensuring miners the breath
of life, from which today's word-concept psychagogia (Greek
for “entertainment’) originates. The transparent column with
its visible components becomes the conduit of hope for a
better tomorrow, bringing an optimistic message and a
universal demand for the future.

BP
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AAECaVOPOC ANUNTPIAONC oy v
Alexandros Dimitriadis ...«

Aotpovépog, 2016. AKpUAIKS ae KapBa (135x60).
Astronomer, 2016. Acrylic on canvas (135x60).
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0 Aotpovipog tou AAé€avdpou Anuntpiddn anotelei pia nointikn al-
Anyopia tng navavBpwnivng €peuvag Kat avadntnong tng aAnbelag
1600 0T0 CUPNAVTIKG UAIKO OTEPEWA, GO0 Kal 0TO ECWTEPLKO, NMVEU-
HaTIKO Kal Yuxiko nedio tou avBpwnou.

0 Anuntpladng opyavavel 1o nAaiolo napouaiaong o €€ S1ad0XIKEG
{oveg oKLAG Kat pwtdg, nou nnyadouv puoTnplaka and éva oAdAa-
UMpOo oUPAvVIo owWHA —aoTéPL; MAQVATNG— NMou onuatodotel ta acapn
Kal vontd 6pla Tng yvwaong Kat tng dyvolag otnv avBpwnivn Unap-
€n Kat e€epelivnon. e popen BIBAIKNG enipoitnong, €vag xeipappog
XpUOooU PWTOG eKpéel and To oUPAvIo 0WHaA Kat NeptAoUel Tov Nept-
WvUpo AoTtpovdpo, Mou Kpatd OAa Ta CUUNAVTIKG EpwTNPATA TOU av-
Bpwnivou yévoug o€ pia kat pdvo aotpikh KAEISapLd, Mou NEPIUEVEL TO
Aueoo EekAEiBwPA TNG YIa TNV MAPAXWENON TNG GUMMNAVTIKNG YVWONG
otnv avBpwnivn nepiépyela Kat katakinon. Kat to kAedi; Mol Bpi-
OKeTal T0 KAeWSl TG yvwaong; Eival 1o ylyavtio alwpoUPevo KOOUIKO
(GawvopEVO 0TNV NApPATAPNON N 0Tn Gavtacia tou veapol Aotpovo-
pou; Eivat n okid tng apgiBoAiag yia ta uloBetoUueva cuaTAPATa Kat
povtéAa oupnavtikng e€€AEng; Eival n okotetvi UAN tng ap@lofntn-
ong yla tnv npoéAeucn tou avBpwnivou yévoug; Eival n avefepeu-
vNntn ABUC00G TNG PUXNG MOU avTIKATonTpilel TO aXavéG GUUMNAVTIKO
Koopodpduto; Eival kat autd; Eivat kat ekeiva; Eival 6Aa €toUta nou
0 Anpntpladng avaldntd otn PIKPOKAIJAKA TOU XpwaoThpa Tou Kat
avtinpoowneUouy ta BepeAiwdn, ta Méyiota, ta Oeia epwtnyata Tou
avBpwnivou nNveuuatog;

Méoa and TG KAPTECIAVEG OUVIETAYUEVEG MOU OPYAVWVEL HE TN
Xpnon tou 6laxpovikoU, nenalatwpévou KAedlol wg KaBetou
4€ova Kat TNG NoAUXpwHATIKNG {WvNg Tou avaluduevou Aeukou
PwTt6¢ w¢ oplddvtiou GEova, o Anpuntptadbng eiodyel otov napa-
HUBEvVIo, MOINTIKG TOU KOOUO TNV auaTtnpn pgabnpatikn Aoyikn twyv
QO0TPIKWVY KAl CUPMNAVTIKWY VOPwYV nou niBavwg avalntd, diepeu-
va Kkat avaAlel o veapog —pabnteudpevog— Aotpovopog. Tuvdua
10 Npepo, otabepo, euBu BAEuua tou Aotpovopou oe aneubeiag
oUvbeon pe 1o BAéppa Tou Beath dnploupyel Tov Tpito Kaptealavo
agova BABoug Kat glo0ayel Tov napatnpntn dueod otov pnEIKEAEU-
8o, npoownikd KOOPO Tou KAAALITEXVN-6nploupyoU Mou autonpo-
OWMNOYPAQEITAl 0TA VEAVIKA XAPAKTINPLOTIKA TNG YUXNG Tou EavBou
4-xpovou ayoplou.

To pwg nnyddel and Toug aoTtépeg, aviavakAdtal ota oupdavia ow-
Hata KAvovTtag Ta 0patd Kal KUpLapxel 0To oupnavtiko otepéwpa. To
NOAUXPWHATIKG TOU PACHA HETAPEPEL TIG MANPOPOPIEG TNG KOOHIKNG
YEVEONG Kal 0ploBEeTEl TOV KATW E0WTEPIKO KOOHO TwWV OUMBOAWY WG
Katontplkn 61dBAaon tng Avw UAMIKAG Kal CUPNAVTIKAG NEPLOXAG TWV
anelkoviogwy tou Anpntplddn. H evépyela kat n UAn evaAAdooouv
popen, notdtnta, {wveg, enineda kat cuothpata Siaktvidoviag tn
OUMMNAVTIKN Koopoyovia Jéow Tou QwTOg NMou, akdua Kat av tagl-
Heliel ekatoppUpLa XpOVLa yia va QTAceEL 0T0 ONUEPT, HETAPEPEL WG
€IKOVA TN yVwon ano 1o napeABov Kat TNy NpoonTtikn 0AoKANPwWONg
npog 1o HEAAOV.

0 Anpntplddng péoa and tov peuatd Kal pHaylkod tou Koopo avadntd
TIG UPXEYOVEG AMNAVTNOELG 0TO NAPeABOV, 0To PEAAOY, OTO PwG, OTOV
€€w Kal Tov 0w KOOHO, CUVTIAoooVTag oTnV NEPINETEIT TNG EPEUVAG
TOU TG00 TNV MOAUMAOKOTNTA TWV GUUMAVTIKWY CUCTNHATWY Kal TwV
£€0W-61086pa0TIKWY TEKPNPLIWOEWY 600 Kal TNV anAdTnNTa Kat TNV Ka-
Bapotnta twv unoloyiopwy Tou AAunept Aivataty padi pe tn oUyxpo-
vn okéwn tou PoAdv Mnapt: «H 1otopikn e€iowon E=mc2 (n evépyela
looUtal Pe tn wada eni tnv 1axUtnta Tou pwtdg 0To TETPAYwVo) PEoa
and v anpdopevn anAdtntd ng taiptalet andAuta otnv kabBapn 15€a
€VOG KA€I810U, TOU YupvoU, (010U Kat and €va Kat povo JETAAAO KAEL-
5100, Nou pe paylkn euxépela avoiyel Tnv nopta v onoia aywvido-
paotav paviwdwg va avoioupe ebw kat awwveg» (Pohav Mnapt, «0
Eyképalog tou Aivataiv», MuBoloyieg, 1972).

LA

Alexandros Dimitriadis’ Astronomer is a poetic metaphor of
the panhuman search and research for the truth both in the
material universal firmament, and within the spiritual and
psychic inner field of man.

Dimitriadis organizesthedisplay frameworkinsixsuccessive
bands of shadow and light emanating mysteriously from
a brilliant celestial body - star? planet? — that represents
the unclear and conceivable boundaries of knowledge and
ignorance in human existence and exploration. In the form
of biblical epiphany, a stream of golden light is emitted from
the celestial body and bathes the notorious Astronomer who
keeps all the cosmic questions of humankind in a single
stellar lock that awaits its direct unlocking for the granting
of universal knowledge to human curiosity and conquest.
And the key? Where is the key of knowledge? Is the giant
floating cosmic phenomenon part of the observation or the
imagination of the young Astronomer? Is it the shadow of
doubt for the systems and universal development models
we adopt? Is it the dark matter of questioning in the origin
of the human race? Is it the uncharted abyss of the soul that
reflects the vast universal cosmodrome? Is it this? Is it that?
Is it all those that Dimitriadis looks for in the microscale of
his paintbrush that represent the Fundamental, the Greatest,
the Divine questions of the human spirit?

Through the Cartesian coordinates that he organizes with
the use of the timeless antiquated key as the vertical axis
and the polychromatic band based on analyses of white light
as the horizontal axis, Dimitriadis introduces to his fairytale,
poetic world the strict mathematical sense of stellar and
universal laws that the young - apprentice? — Astronomer
probably seeks, researches and analyzes. At the same time,
the calm, steady, straight gaze of the Astronomer in direct
relation to the viewer's gaze creates the third Cartesian
axis of depth and immediately introduces the viewer to the
groundbreaking personal world of the artist-creator who is
self-portrayed in the youthful characteristics of the soul of
the blond ageless boy.

Light originates in the stars, it is reflected in the celestial
bodies making them visible and dominates the universal
firmament. Its polychromatic spectrumbears the information
of cosmic genesis and defines the lower inner world of
symbols as specular refraction of the upper material and
universal area of Dimitriadis’ pictures. Energy and matter
alternate form, quality, bands, levels and systems beaming
the creation of the universe through light that, even though
it travels millions of years to reach the present, carries as
a picture the knowledge from the past and the prospect of
fulfilment into the future.

Dimitriadis, through his fluid and magical world, looks for
primordial answers in the past, the future, the light, the
outer and the inner world, conscripting to his adventurous
investigation both the complexity of the universal systems
and the inner-interactive documentations, and the simplicity
and purity of Albert Einstein’s calculations combined with
the contemporary thinking of Roland Barthes: "The historic
equation E=mc2 (energy equals mass times the speed of
lightsquared), by its unexpected simplicity, almost embodies
the pure idea of the key —bare, linear, monometallic, opening
with a wholly magical ease a door which had resisted the
desperate efforts of centuries." (Roland Barthes, "The Brain
of Einstein," Mythologies, 1972.)

LA
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Avtwvia [Nanatdavakn v, m
Antonia Papatzanaki c...

0O6Aot pe Zkotevé Owe, 1990. Eykatdotaon: nAe€lykAdg, @Bopilovta vhpata Kat pwg (28x20).
Domes with Dark Light, 1990. Installation: plexiglas, fluorescent fibres and black light (28x20).

74



To Eyxeipnpa twv Moucdv Evag Aidhoyog avapeoa otnv Téxvn kat tnv Enotipn | The Muses Project A Dialogue Between Art and Science

Kata tov apxaio EAAnva @iAéco@o, pabnuatikd, yewpétpn kal Bew-
pPNTIKO TNG pouaolkng MuBayopa tov Zapto (580 nX - 496 nX), ot téo-
oeplg adeAég entotnpeg eival ot AplBuol (yaBnuatika), Ta Ixnpata
(yewpetpia), n Appovia (Houaikn) kat n Aotpovopia. Ot eNOTAKEG
autég eivat aAAnAévdeteg kat Bpiokovtal n pia péoa otnv dAAn o€
nepikAeiouoeg opaipeg. Zuvduddloviag to apxaio eEAANVIKO aApapn-
10, NOU e0wKAElel aptBPoUG Kal HouatkoUg TOVOUG, Kal TIG TECOEPLG
QUTEG ENIOTAREG, cUpNEPaiveTal yla tnv Agtpovouia = agthp + vopog
Kal a-0thp = autd nou dev atnpiletal, apa Agtpovopia = ol gupna-
vuko{ vopot nou diénouv autoé nou dev otnpiletal kdnou, 1o aubu-
napkto. Ot vopot opi{ovtal pe tn pouoikn (Appovia), Tn yewpetpia
(Ixnpata), Ta pabnpatikd (ApiBuoi), kat 6Aa autd neplppéouv gTov
aiBépa, Tov xwpo nou nepIBAAAel TIG 0UPAVIEG OPAipEG.

Kal ot téooepig nubBaydpeleg adeApég enothpeg @aivetar va
ouvepyddovial Kat va OlEmouv To €IKAOTIKO €pyo NG Aviwviag
Manatdavakn pe pla ecwteptkn olunpagn kat .oopponia. Ot B6Aor Ing
NapanéUnouy o€ TUNUATA And 0UPAVIEG OPAiPEG, olomnoleg nepikAgiouv
andAutn pabnpatikn opydvwan, caeéoTatn YEWUETPIKA anotunwan
Kal pUBHIKA appovIKn avantuén, akoAouBwvtag 1600 Tig nuBayopeleg
apx€G, 600 Kal Toug anodedelypévoug enotnpovikG SlaxpovikoUg
VOHOUG TNG TdENG Tou UUNAVTOG. AMOTUMWUATA KOOHIKWY PWTEIVWV
pPOWV EVIOG €VOG OKOTEWVOU UMEPNEPAVIOG. To dnepo Kal 1o
nenepacpévo eunAékovtal evouveidnta otig napugég tou BoAwtou,
0UPAVIOU OTEPEWNATOG NMOU KATAOKEUAZEL N KAAAITEXVIG. A-xpovov Kal
G-tonov tonio. MeptAapBdvel 1o Kevo kal o aulov. loopponei 0to Kevd
KaL oTo OAov.

H Nanatavdkn eotiddet nv €eacn tng otnv neploptopévn pala tou
€pyou, xpnalponotwvtag pBopidovia vapata nou pwtoBoAolv Ye tn
BonBeta pnAak-Adit. To pwg twv Vv eival apudpd, kabwg Kiveital oe
0PLOKEG GUXVOTNTEG TOU 0patol QWTOG, KAl N QWIEIVOTNTA TOUG EMN-
peddetal and 1o ewg tou nepiBdAlovtog dnou duvapika avantiooo-
vtal. To anotéAeopa odnyel oe avakatdta&n kat dlagoponoinon tng
avTiAnyng ToU OPXITEKTOVIKOU XWPOU PETA GTOV 0Moio EVUNAPXOUV.

Miow and tn paBnuatikn akpiBela TNG KATAoKEUNG Kal TNV EAAEINTIKN
" unepBeTIKN yewUETpia TNG avtiAnyng, ot vOUoL Tou Jakpo-cUuna-
VTOG KUPLapXoUV aTaAAVIEUTOL OTO KATAOKEUAOUEVO, (BLWTIKO, E1Ka-
0TIKO pikpo-Slaotnua tng Manatdavakn. H €pguva tou €pyou enekTei-
VETAL 0TNV £VVOLa TOU KeVOU XWPOU, NoU eUNePLEXETal Héoa oTnv UAN,
Kal oTNV EVATEVION TOU KEVOU avApeoad 0Ta oupavia owpata. Otkoopol
NG, KATAQWTOL OTIG TPOXIEG TOUG, APNVOUV TO YPAHHIKG ToUG oTiyua
otnv npooxedlaopévn toug nopeia oAokAnpwvovtag pia npolndp-
xouaoa Siadpopn, TG onolag eAGXI0TO THNPA PNopel va eival eueaveg
Kat opatod, aAAd (Kavo MPog TNV anokpuNToypaenaon tou 6Aou. Aopikd
kal evouveibnta 1o 6hov eival ekel, oTnv Kataokeun. Ot SlAOTNUIKEG
g dlatd€elg npoeopAoUv TNV Naviotivh aévan nopeia Twv oupdvi-
WV OWHATWY NG, Eite 0TN Pavepn NAeUPd TWV TPOXIWV TOUG E(TE 0TN
OKOTEIVA VONTIKN NAEUPd TwV UNoAoyloTtikwy PeBddwv tng MNanatla-
vakn. Me paBnpatikn akpifeta, ot NAavntikég nopeieg twv dladpopwv
NG ouvex(ovtal ecagl Kal napapévouy aAwPnteg anod kabe eCwrepl-
kn nBeAnpévn n aBéAntn enépBacn tpitwy, APTIa TEKUNPLWHUEVEG KAl
NPOCTATEUMEVEG HEGA 0TOUG KOOHIKOUG oupavoUg TnG. ApXEYOVeG Kal
SlaXPOVIKEG EVUNAPXOUV GTN SUVAUIKNA TWV CUHNAVTIKWY SOHWV.

To nAavnukd kKoopodpduio tng Manatlavdkn atn pikpo-KAigaka
ToU KIve(tal, péet kal e€eAiooetal ave€aptnta anod tnv avBpwnivn na-
pouaia, unoypappidoviag tnv eAdx10Tn cUpPPETOXN ToU avBpwnou
070 ouhnavtiko yiyveoBal. Eival auBunapkto, apxéyovo Kal avenn-
p€acto ano tnv Unapén tou avBpwnivou napdyovia Kal iowg onpa-
10601el T0 NENEPAOPEVO TOU avBpWMIvoU YEVOUG Kal To MPOOoKalpo
TOU NAQVATN TOU 0TN PON TNG CUMMNAVTIKAG alwvIoTNTAG.

Tnv 6la ottypn, To pgovo Kupiapxo Kat unéptato ov, oy, o Beatng,
ev €ibel Mavtokpdtopog, Napatnpeig Kat ENOTATEI TOUG OUPAVIOUG
B6Aoug tng Manatdavakn pe 10 BAEPPa Tou andAUTOU yvVMOTN Kat
avayvwotn Tou ouunaviog. Eoy, 1o kévipo Bapoug 6Aou Tou KO-
ouou, n aixpn tou d6patog otnv e€€AEN tng vonong. Eay, to aka-
Jovikd nAdopa, o Katoxog g weudaioBnong nwg yla oéva 0Aog o
KOGHOG EYIVE...

LA.

According to the ancient Greek philosopher, mathematician,
geometrician and theorist of music Pythagoras of Samos (580
BC - 496 BC), the four closely related sciences are Numbers
(mathematics), Shapes (geometry), Harmony (music), and
Astronomy. These disciplines are interrelated and are found
within one another in encompassing spheres. Combining these
four sciences with the ancient Greek alphabet, which includes
numbers and musical tones, we conclude that Astronomy =aster
(star)+nomos (law), and a-ster =that which is not supported, thus
Astronomy = the universal laws that govern the unfathomable,
the self-existent. The laws are defined by music (Harmony),
geometry (Shapes), mathematics (Numbers) and these flow in
the ether, the space surrounding the celestial spheres.

All four Pythagorean sisterly sciences seem to collaborate
and govern the visual work of Antonia Papatzanaki with an
internal synergy and balance. Her Domes refer to parts of
celestial spheres which encompass absolute mathematical
organization, clear geometric mapping, and rhythmic
harmonious unfurling, following both the Pythagorean
principles and the scientifically proven timeless laws of
universal order. Imprints of cosmic luminous flows inside a
dark beyondness. The infinite and the finite are deliberately
intertwined at the edges of the dome, the heavenly
firmament that the artist manufactures. An A-chronon
(timeless) and a-topon (non-place) locus. It includes the void
and the immaterial. It balances the void and the whole.

Papatzanaki emphasizes the limited mass of her work using
fluorescent fibres that glow with the assistance of black light.
The light of the fibres is dim as it moves within the marginal
frequencies of visible light, and their brightness is affected by
the light of the environment where they develop dynamically.
The result leads to a rearrangement and diversification of the
perception of the architectural space within which they reside.

Behind the mathematical precision of the construction
and the elliptical or superlative geometry of perception,
the laws of the macro-universe dominate unwaveringly in
Papatzanaki's constructed intimate visual micro-space. The
research of the work extends to the concept of the void that
is contained within matter, and the contemplation of space
between the heavenly bodies. Her worlds, ablaze in their
orbits, leave their linear mark on their pre-planned course by
completing a pre-existing path that is only partly visible, yet
itis enough to be decrypted whole. The whole is structurally
and deliberately there, in the structure. Her space patterns
anticipate the eternal perpetual state of her celestial bodies,
either onthe visible side of the orbits or on the dark side of the
computational methods of Papatzanaki. With mathematical
precision, the planetary course of her routes continue
forever and remain unaffected by any external deliberate or
inadvertent interference of third parties, well documented
and protected within her cosmic heavens. Primordial and
timeless, they reside in the dynamics of cosmic structures.

The planetary cosmodrome of Papatzanaki moves, flows
and evolves in its micro-scale independently of human
presence, underlining the minimum participation of man
in the cosmic process. It is self-existent, primordial and
unaffected by the existence of the human factor, and perhaps
it marks the finiteness of humankind and the temporality of
its planet in the flow of cosmic eternity.

At the same time, the only sovereign and supreme being,
you, the viewer, as a kind of Almighty God, observe and
superintend the celestial domes of Papatzanaki with the
gaze of the absolute connoisseur and reader of the universe.
You, the centre of gravity of the whole world, the spearhead in
the development of the mind. You, the arrogant creature, the
holder of the illusion that the whole world is made for you...
LA.
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Kata tov Pwpaio piddoopo kat ouyypapéa MAivio tov Mpeofutepo
(23-79 pX), 0 aoTPOVOUOG, HABNUATIKOG, YEWHETPNG, YEWYPAPOG,
xaptoypdeog kal epeupétng Innapxog o Nikaeglg (190-120 nX), n
Katd pepikoUg Innapxog o Podlog, eivat ekeivog mou «dpnoe otnv
avBpwndtnta tov oupavd 0AGKANPO WG KANpovouLd».

0’Innapxog, o HeyaAUTepOG NApATNPNOLAKOG A0TpovOpog dAwY Twv
EMOXWYV, CUVETAEE TOV MPWTO KATAAOYO 01NV (0Topid Tou avBpwnou
pe tnv akptfn Béon 1.022 dotpwv. Mpdopata o Eupwnaikdg Opyavi-
ou6¢ Alaotiuarog €dwae To 6voua tou Inndpxou oe pia €16k «Ala-
OTNUOCUOKEUN» N onoia kataAoypapnaoe, pe e€alpeTikn akpifela, Tn
B¢on 120.000 dotpwv. To dotpo ToU VEoU KataAdyou We Tov aplBud
41.935 eival o aotépag HIP41935, nou pehetd kal evidooel oTig €l-
KOOTIKEG KAl A0TPOVOUIKEG EVAOXO0ANTELG TOU 0 Anuntpng Tpdykag.

Ot oupdvieg ouvietaypeveg tou HIP41935 givat: 0pBn Avagopd (RA)
8h-34m-2,338sec / AnékAion +370 57" 15,19 / Andaotaon 210 étn
Qw06 AnAadn av tafideloupe pe TNV TaxUnta diag aktivag pw-
166, Eeklvadviag anod tn n, xpetaldpacte 210 xpdvia yila va ptraoou-
pe otov HIP41935. Ag punv £exvape Nwg pia aktiva pwTtog TpEXEL Pe
300.000 xtAi6peTpa 10 SeutepdAento!

0 HIP41935 eivat o aotépag nou, atov xpoévo twv 30 npepwv nou
Ba dlapkei n napouaciaon NG €IKAOTIKNG €KBeang, o€ pia Kal yévo
OUYKEKPLUEVN XPOVIKN OTIYUh KABe 24wpo —nou €xel unoAoytotei
akptBwg ano tov Tpayka- Ba euBuypappidetal andAuta pe to {evid
ToU TONoU TnG ékBeong, To Xnitt tng KUnpou otnv ABhva!

Eav o Tpdykag 6ev ntav évag tahavioUuxog €IKaoTikog dnploupyog,
Ba pnopouoe va ival €vag epeUVNTAG A0TPOVOUOG Kal (0WG TEAIKE
n tautdInTd Tou nNpooeyyidel Tov avayevvnalako Xopo OuvifepadAic
HE TO €PEUVNTIKO Kal KPITIKO NVeUpd, TN GLAOMEPLIEPYELD KAl KUPIWG
TNV 1don yia evaoxoéAnon pe tnv Téxvn, TNV ENOTAPN, Th GtAocogia
Kat tnv épeuva. To €lkaotikd tou €pyo Tnnapxog 41935, népa and nv
avapopd 1png otov peydio EAAnva aotpovopo tng apxatdtntag, ei-
val Tautoxpova pia olyxpovn avapopd oto avBpwnivo EPEUVNTIKO
nvelpa kat otnv apxéyovn avadhtnaon yia tnv npoéAeuon tou avBpw-
nou, KaBwg Kkat pia dueon anotinwon NG aywviag yia tn JeEAAOVTIKA
Tou 6ladpopn. O dvBpwnog ato épyo tou Tpdyka anoteAel éva ava-
ndéonaocTo TUAKA Tou KoopikoU yiyveoBal, pia eupung ovidtnta nou
oupBAANel ouclaoTika pe TNy UNap€n Tng Kat tnv napoucia g TNV
eniteugn TG cUPNAvTikng oAokANnpwang. Me Tov aciyaoto epeuvnti-
KO ToU pOxBo Kal tnv anodedelypéva Bappaléa NPAKTIKA Tou, Npo-
oAapBdvel 0Ao Kat nio onpavtikoug poAoug atov enavanpoadloplopd
NG B£0Nng ToU OTNV Kook Sleknepaiwan.

To Innapxog 41935 eival pla €lkaoTikn, aoTPOVOULKNA, eykatdataan,
AuAn Kat aépatn oTiG avBpwWIVEG, MEPLOPIOUEVEG HUVATOTNTES TWV
aloBnoewv, kaBwg ouvdéel SUo oupdvia oWPATA TN OTIYPA TNG €U-
Buypdupiong Toug oto Koopikd otepéwpa. O Tpdykag ouvdEel Tov
aotépa HIP41935 kat tov tpito nAavhtn tou HAlakoU Yuothpatog, tn
M, Ye éva adpato vhapa, évav dulo Seapod, Mou elvatl UNApPKIOG Kal
UETPNAOLIYOG, apoU ot BE0ELG TwV oUPAVIWY wHATwV eival dedopé-
VEG, OUYKEKPIPEVEG KAl HETPNOIHEG. Mia KoopIKNA, adpatn, Suvapikn
oxéon avdueoa og 6U0 oupPAVIa 0WHATA, MOU ANéXouv PETAgy Toug
210 €t w166, To TPNKA TOU £pYOU MOU APEDa UNMopoUKE va avTiAn-
@BoUpE, va NapatnpnooUlE KAl va avayvwaooupe eival povo 1o ixvog
QUTAG NG eUBUYPduPIoNg Twv 6Uo oupaviwy cwPdTwy Navw otn
n, yéoa ato Init tng Kunpou otnv ABnva.

Y10 yhIvo (xvog Tou £€pyou, péoa ato Init tng Kunpou, o Tpdykag
tonoBetel pia tplodidotatn anelkdvion Tou avBpwnou wg deopwn
Kal évav xAaptn e TIG 0UPAVOYPAPIKEG OUVIETAYHEVEG TOU AOTEPT
HIP41935, wg 0dnyd npog vautiAAopévoug yla tnv nopeia npog tnv
€060 Ttoug oto oupnav. O dvBpwnog tou Tpdyka eival TUALYPEVOG
ota eopd TG UAIKOTNTAG, QUAAKIOUEVOG and TIG KOOUIKEG Bapu-
TIKEG BUVAPELG, IKETNG 0TN Sla0TNUIKA Koopoyovia, aduvapog otnv
uAonoinon tng €€66ou Npog 10 apxéyovo Ovelpo: Tnv anodpacn
npog 1o cUunayv, In euUyYN NpPog 1o PEAAoV.

LA

According to the Roman philosopher and writer Pliny the
Elder (23-79 AD), astronomer, mathematician, geometer,
geographer, cartographer and inventor Hipparchus of Nicaea
(190 BC - 120 BC), or by some Hipparchus of Rhodes, is the
one who "left the whole heaven as an inheritance to mankind."

Hipparchus, the greatest observational astronomer of all
time, compiled the first catalogue in the history of mankind,
giving the exact position of 1,022 stars. Recently the European
Space Agency gave the name of Hipparchus to a special
‘lander" which catalogued with great precision the position
of 120,000 stars. The star with the number 41,935 in the new
catalogue is HIP41935, the one that Dimitris Tragas studies
and integrates in his visual and astronomical endeavours.

The celestial coordinates of HIP41935 are: Right Ascension
(RA) 8h-34m-2,338sec / Declination +370 57" 1519 /
Distance 210 light years. So if we travel at the speed of a
light beam, starting from Earth, we need 210 years to reach
HIP41935, not forgetting that a light beam runs at 300,000
kilometres per second!

HIP41935 is the star that, during the 30 days of this art
exhibition, at a specific moment every 24 hours, which
has been exactly calculated by Tragas, will align perfectly
with the zenith of the exhibition site, the House of Cyprus
in Athens!

IfTragaswasnotatalentedvisualartisthecouldbearesearch
astronomer, and perhaps his identity approximates the
Renaissance Homo Universalis in his inquiring and critical
mind, the inquisitiveness, and particularly the tendency
to engage with art, science, philosophy and research. His
artistic work, Hipparchus 41935, besides a reference of
honour to the great Greek astronomer of antiquity, is a
contemporary reference to the human inquiring mind and
to the primordial search for the origin of man, as well as
a direct depiction of agony for his future path. Man is an
integral part of the cosmic being in the work of Tragas. He
is an intelligent entity that contributes substantially with his
existence and presence to the achievement of universal
integration. With his inextinguishable research toil and
his proven courageous practice he assumes increasingly
important roles in redefining his position in the cosmic
completion.

The Hipparchus 41935 is an artistic astronomical installation,
intangible and invisible to the limited possibilities of the
human senses as it links two celestial bodies at the moment
of their alignment in the cosmic firmament. Tragas connects
the star HIP41935 and the third planet of the Solar System,
Earth, with an invisible thread, an intangible bond that is real
and measurable since the positions of celestial bodies are
given, specific and measurable. A cosmic, invisible, dynamic
relationship between two celestial bodies that are spaced
apart by 210 light years. The part of the work that we may
directly perceive, observe and read is only the trace of this
alignment of the two celestial bodies on the Earth, in the
House of Cyprus in Athens.

In the earthly trace of the work, inside the House of Cyprus,
Tragas places a three-dimensional representation of man
as a prisoner and a map with the celestial coordinates of the
star HIP41935 as a guide to mariners on their way to exit the
universe. Tragas' manis wrapped in the chains of materiality,
imprisoned by the cosmic gravitational forces, supplicant
to the space cosmogony, weak in the implementation of
the exit towards the primordial dream: the escape to the
universe, the flight to the future.

LA
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Akpértnteg, 2016. Livikn uehavn oe xapti (90x104).
Extremities, 2016. China ink on paper (?0x104).




To Eyxeipnpa twv Mouodv Evag Aidhoyog avapeoa otnv Téxvn kat tnv Enotipn | The Muses Project A Dialogue Between Art and Science

0 Avbpéag Kovtoving napouctdlel éva €pyo apeiAking, evoxAn-
TIKNG 0xedOV apecoTNTAg, XwpIig NepIttd guactdwpata, pia dn-
ptoupyia otnv onoia oupBoAlopdg kal peaAlopdg Aeitoupyolv
aAAnAévoeta. Ot Akpdtnteg Gpouv ouvbuaoTikA Kal avIpatika,
npokahoUyv, anattolv oxedov tnv Npocoxn Tou Beatn, avuinapabé-
TOVTAG EIKOVOYPAQIKEG avaloyieg péow Twv onolwv ekppddletal n
anoéAutn avtigaon.

ElkaoTikdG Je onpaviikn ePnelpia otov XWpPo NG XApaKIKNG, 0
Kovtovng entAéyel €6w TNV TEXVIKN TOU OTEVOIA, KATOXUPWHEVN
KaAAltexvikd ndn and tig apxég tng dekaetiag tou 1980 péoa and
10 €pyd Tou YaAAou MnAek Ae Pat (y. 1952). Ltn pvhun tou Beatn
avakahoUvial oxédla YKpALTL Kal enttoixieg ouvBéaelg, n cUyxpo-
VN TEXVN Twv 6pOPwY, Nou eival 1600 NpdaPopn yld KAUOTIKO Kal
S1El0BUTIKG KOlVWVIKG oxoAlaoud. Lin Béon tou adn@dyou onpél,
6uwG, TonoBetoUvTal epyaleia nou anattolv TEXVIKN apTdTNTa: N
palpn otvikn gehdvn kat 1o nwvého. H xpwpatikn Altdtnta Kat ot
(PWTOOKIAoELG ToVI{oUV TIG HOPPEG Kal augavouv tn dpapatikdtnta
g oUvBeong, anaAAdooovtag 1o €pyo and kabe unowia aobn-
TIKNG pAuapiag. Tkonog dev gival n ateBntikn €pywn. To Péoo NG
KOAATEXVIKNG €ékPpaong tiBetal €6 ouveldntd otnv unNnpeaia tou
UNvUPaTog.

H popen tng poloag, tnv onoila o KAAAITEXVNG Tautiel pe tn MeA-
nopévn, katahapBavel 1o aplotepd péPog tng olvBeong. Auotnpn,
VEOKAQGOIKA €YKPATAG, HE TO avOpIkd Npoowneio aTo €va Tng XEPL, N
pouoa tng Tpaywdiag kabiotatal auténtng pdptupag piag AAAng tpa-
ywdiag, KoWwVIKNG, avBpwnioTkng, NBIKAG, akdpa Kal alobnTikng,
nou anelkovietat oto dlo €pyo. O 6oAopdvog, €vag veapdg —uno-
ylalopaote— avdpag, oxeddv anpodownog, TUAYUEVOG oQIXTd uéoa
o€ paupo €vbupa, Pe govn opathn €KPpaacn tn cUoNAcn Twv Patiwy,
Baotd 10 povikd 6rAo 0To €va XEpL Kat TNV anotpdnain anddeign g
npd&ng tou ato dAAo.

‘Eva BaBu xdopa, pia beoloyikn aywvia, pia avBpwnoloyikn kat
unap&lakn avadntnon, n ayepUpwin oUyYKPoUon avaueoa o duva-
UELG avTipponeg, 010 A€UKS Kal T0 pHaupo, 0Tn PPIKIACTIKA KEPAAN
Kal 10 Beatpiko npoowneio, ekppalovial aAANyopika o€ autd 1o
¢pyo. Mg tonoBetolvtal, ouclaoTika Kat cUPBOAIKE, ol avBpwni-
veg Kolvwvieg anévavt otn Bia, néoo enikalpn pnopei n enttpenetat
va eival n kaAAtexvikn dnploupyia, néoo, ev téhel, HeKTIKOG ivat
0 avBpwnog onuepa otn peaAlotikn avanapdotacn wng Biag, nou
gekivd o nabntikég eBlopdg, nwg npooAapPavetal n aAnbela Kat
Katd nooo autn xtidetal ndvw o €va diodtdotato NAéyua dyvolag
Kal aKPOTNTWY;

‘Oco peAetd kdnolog 1o £pyo tou Kovtovn, 1000 neiBetal 6t n andvinon
TeAIKA dev pnopei va 60Bel, Nwg ta epwthpata dev anaviwvtal, owg
81611 n aknBela bev eival npopavig n eivat unepBoAikd oduvnpn yia va
npPoaodIopIoTEl, Kal 6T N TéXVN Yrnopei va punv anoteAel aviidoto oth oko-
TEWVN OYn Twv avBpwnwy, TouAdxiotov Oxt 600 1oxupd Ba eniBupoU-
oape va givat. EKtog kat av n kdBapaon €pxetal NAvIote wg anotéAeopua
piag tpaywbdiag and ekeiveg nou dev opidel n poloa MeAnopévn.

M.

Andreas Kontonis presents a work of relentless, almost
disturbing immediacy without unnecessary embellishments,
a creation in which symbolism and realism operate
intertwined. The Extremities act in a joint and contradicting
manner, provoking, almost demanding the attention of the
viewer, contrasting iconographic analogies through which
absolute contradiction is expressed.

A visual artist with extensive experience in the field of
engraving, Kontonis chooses in this case the technique of
stencil, already patented artistically from the early 1980s
through the works of the French Blek le Rat (b. 1952). Graffiti
designs and wall compositions, the contemporary art of
the streets, which is so conducive to the caustic and incisive
social commentary, are recalled by the viewer. However, in the
place of the all-consuming spray one finds mounted tools that
require technical perfection: the black China ink and the brush.
The chromatic simplicity and the shadings emphasize forms
and increase the drama of the composition, relieving the work
from any suspicion of aesthetic prolixity. The objective is not
aesthetic delight. The means of artistic expression consciously
rises here to the service of the message.

The form of the muse, which the artist identifies with
Melpomene, occupies the left part of the composition. Strict,
neoclassically abstinent, with the male mask in her one hand,
the muse of tragedy becomes an eye-witness of another
tragedy, social, humanitarian, moral, even aesthetic, that is
shown on the same work. The killer, a young — we suspect —
man, almost impersonal, wrapped tightly in a black garment,
the contraction of the eyes his only visible expression, holds
the lethal weapon in one hand and the appalling evidence of
his act on the other.

A deep chasm, an ideological agony, an anthropological and
existential investigation, the unbridgeable conflict between
opposing forces, in the black and the white, in the gruesome
head and the theatrical mask, are allegorically expressed in
this work. How do the human societies address, essentially
and symbolically, violence, how topical can artistic creation be
orhow topicalis it permitted to be, how receptive of the realistic
representation of violence is man ultimately nowadays, where
does passive addiction begin, in what way is truth assumed
and in what terms is it built on a two-dimensional grid of
ignorance and extremism?

As one studies the work of Kontonis, so is one convinced that
a final answer cannot be given, that the questions are not
answered because there is no obvious truth or it is too painful
to be determined, and that art may not be an antidote to the
dark side of people, at least not one that is as strong as we
would like it to be. Unless catharsis always comes as a result
of atragedy that is not determined by the muse Melpomene.
GB.
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N é p G 'O K KG (lwavviva, y. 1982)
N O ra O k ka (loannina, b. 1982)

Anotundvovrag Apxitektovikd EndAia:

To Attiké HuepoAdyto tn¢ Mikpri¢ MntpénoAng ABnvewv, 2015. Avtibgivo anoppo@ntiké xapti (37x274x3 / 37x299x3).
Imprinting Architectural Spolia:

The Attic Calendar of the Little Metropolis of Athens, 2015. Archival absorbent paper (37x274x3 / 37x299x3).
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To pvnpeio, WG PopPEAG PVNNG, CUXVA EKPPATUEVO HECW TNG APXITE-
KTOVIKNG, anoteAel eupUtato Péoo aloBntonoinong Tou avBpwnivou
noAltlopoU Kat, ouvenwg, Ing avBpwnivng Unapgng kat epnetpiag. H
OPXITEKTOVIKG dopnpévn PvApn Aettoupyel wg avtavdkAaon ouyke-
KPLUEVWY MOAITIOUIKWV NTUXWV Kal kaBiotatatl, wg anotéAeopa, éva
noAuox16€G epyaleio avBpwnoloyikng épeuvag. Tt cupBaivel Opwg
étav n pvhpn, Kai, péow autng, n Beflwpévn avBpwnivn epnelpia,
avaKUKAWvETal, anodopeital yla va enavanpoodloplotel Kal va ena-
vepunveuBei und véo npiopa Kat og kKavoUpylo XwpPoxpovikd nAai-
o10;'000 nayta kat avBpwnoAoyika tekunplwpévn avaykn anoteAein
Slathpnaon tng pvnung, dAAo téoo ouvnBng eival kat n yetapdppwaon
TOU TPOMOU WE Tov onoio n PvAun ekppddetal, NnpooAauBavetal Kal
katavoe(tat. AnotéAeopa autwy Twv aAAendAAnAwy tpononotnoewy
€lval N KATAKEPHATIOPEVN €KPPATN TNG UVAUNG Kal ol e€{oou Kata-
KEPUATIOUEVEG EpUNVE(EG TNG. LNOAID pvAuNg YAAAov, napd pvhpn
OUVOAIKN.

YINV apXITEKTOVIKNA, WG andAio (Aat. andAiouy < apx. eAN. anoAdg) opi-
{etal n ek vEOU xpnan NaAaloTepwy HOPIKWY OTOIXE{WY O€ vedTEPa
Ktiopata. ZInv kapdid tng ABnvag, n Mavayia [0pyoennkoog, YVwaoTh Kat
WG Mikpri MntpdnoAn, anotelel é§oxo Selypa autng TNG NPAKTIKAG. L€
autdv Tov HIKpd vad-KouywotEXvNua tou 120U atwva, o onoiog avh-
KEL 0TOV TUNO TOU 0TaupoEldoUg eyyeypappévou pe abnvaikoU tunou
TPoUAO, €xouv evioixioBei 99 apxaia, naAatoxplotiavika kat Bulaviiva
avayAuga o SeUtepn xpnon, kaBlotwvtag tov pia eaipetn olvBeon
Kat €ékBeon onoAiwv. O vadg nepthapPavel emnAéov 44 anotunyata
onoAiwv Katayeypappéva 1o 2015 and v €IKAoTIKG Kal apXITEKTOVA
Népa‘Okka. Baolopévn o€ authv Th GUGTNPATIKA Kal, KAt apxnv, enl-
OTNPOVIKNA KATaypaen, n KAAAITEXVIG eMAEYEL va Jag napouatdoet 1o
avayAugo tou AttikoU Huepoloyiou.

To €pyo anaptiletal and ta Vo xaptiva €KTUNA TwV oroAiwv anod tn
pappdptvn avayAuen napdotacn oe 0o AiBoug, nou npowBoulv pia
véa YéBodo avanapaywyng Bactopévn atnv TEXVIKNA TwV apXaloAoyl-
KWV EKTUNWVY, YVWOoTN KUp{wg and th peAETn Twv apxaiwy entypapuv.
H texvikn ouviotatal oTnv epappoyn uypoU anoppo@nTikoU TUNOXap-
TOU 0TNV avayAupn enipAvela ToU avTIKEINEVOU PE ELBIKEG WYNKTPEG.
‘Otav apatpebel Kal oTeYVWOEL, TO XAPTIVO €KTUMO dlatnpei pia tplodia-
0Tatn anotUnwaon Tou apxaiou aVIIKEIPEVOU.

H kUpta 6wn tou ArtikoU Huepodoyiou anetkovidel tov {wblakd KUKAo
TV enionpwy attikwy goptwv. Ot Tpelg eyxdpaktol otaupoi Aageu-
TNKAV €K TWV UCGTEPWV Kal, NiBavotata, Katd TNy eVOWPATwon Twv
onoAiwv oto Ktiopa npog e€ayviopd Tng NayavioTikAG BePatikng TG
napdotacng. ANotunwvovag oTo Xapti 10 EVOWHATWHEVA OTO KTi-
oua ondAla kat npoBailovtdag ta wg €kBepa, 10 €pyo NG OkKa gp-
unveletal kat Blvetal apevog wg pia oupBolikn avaclotacn twv
QUBEVTIKWV OPXITEKTOVIKWY OMOAIWY, aQETEPOU WG EMTEAEOTIKN
OUVEXION TNG NPAKTIKNG Twv onoAiwv. Q¢ ek ToUTou, Pe TNV éviagn
TOU 0TOV €KBEOIaKO XWpPo 10 €KTuNno/ékBepa yevva éva nAedvaopa
onpaciag, nou pag napakivel va avaloyloToUpe TiG aUYXPOVEG MoAL-
TIOMIKEG MPAKTIKEG WG OUVEXEIG HETAYPAPEG Kal PeTaTon{oelg cuppo-
Alopv Kal 16wy, aviavakAwviag évav 5idAoyo HeTal Twv Texvmv
KAl TV ENOTNHWV.

0 pwtopog kabiotatal o KeVIPIKOG OKNVOYPAPIKOG Napdyoviag.
Méow twv enAeypévav MNywv ewtdg Kat Ing KatelBuUvong Toug, n
apvNTIKA POPHa TWV EKTUNWVY PETAPOPPUVETAL 0 i BeTkn, Tplo-
Sidotatn avanapdotaon tng avayAupng ikovag tou onoAiou, e€aipo-
VTag ToV avayAuQo XapaKTnpa Twv avIlKeWEvwy and ta onoia npo-
nABe 1o 6intuxo twv dUo ekTUNwv. H paivopevikd lepapxikn 1otopla
NG NApaywyng, agaipeong, olkelonoinong kat ékBeang Tou onoAiou
anodibetal pe autov tov Tpdno wg pia Tautdéxpovn, TPINAN XWPLKN
agnynaon.

Aglohoywvtag TNV €vvold TwV OMoAlwY WG KEVIPIKAG APXITEKTOVIKAG
16€ag kat npoBaAAoviag Tnv NPAKTIKA auth wg pia Hikpoypaeia ing
OUYKPOTNONG TNG UPXITEKTOVIKNAG, TO NMAPOV EYXE(pNUa HETOUCIWVETAL
o€ beiypa evioniopoU piag akpdag oelpdg MoATIOPIKWY elfewy, Kata-
Ypd@ovtag Tov oUVBETO OXNUATIOUS SIAPOPETIKWIV XPOVWV Kal TOMWV.
Qg ontkn epnelpia NOU ANOTUNWVEL TN HIAXPOVIKGTNTA TNG MOMTIOL-
KNG dnploupyiag, Kat wg XwpIKn Kal XpovIKA avanapdotaacn, o €pyo
¢ Okka pnopel va BewpnBei dnptoupyia aptywg avBpwnoloyikn.
M.

The monument, as carrier of memory, often expressed
through architecture, is a widespread means of sensitization
of human culture and, therefore, of human existence and
experience. Architecturally structured memory functions as
a reflection of certain cultural aspects and it is, as a result,
a diverse anthropological research tool. But what happens
when memory and, through it, lived human experience, is
recycled, deconstructed to be redefined and reinterpreted in
anew perspective andinanew space-time context? Asmuch
as the preservation of memory is considered a fixed and
anthropologically documented need, so the transformation
of the way through which memory is expressed, engaged
and understood is considered common. The result of
these successive changes is the fragmented expression of
memory and its equally fragmented interpretations. Spolia
of memory rather than memory overall.

In architecture, spolium (lat. spolium <anc. Greek spolas) is
defined the reuse of older components in newer buildings.
In the heart of Athens, Panagia Gorgoepikoos (Our Lady
who is Quick to Hear), known as the Little Metropolis, is an
excellent example of this practice. In this small temple-
masterpiece of the 12th century, which is cross-in-square
with an Athenian-type dome, 99 ancient, early Christian
and Byzantine reliefs have been immured in reuse, making
it an excellent composition and exhibition of spolia. The
temple includes 44 additional fragments of spolia recorded
in 2015 by the artist and architect Nora Okka. Based on this
systematic and, in principle, scientific survey, the artist
chooses to present to us the relief of the Attic Calendar.

The work consists of two paper mouldings of spolia from the
two blocks of the marble relief which promote a new method
of reproduction based on the technique of archaeological
embossing, known mainly from the study of ancientinscriptions.
The technique consists in the application of liquid absorbent
printing paper on the textured surface of the object by special
brushes. When it is removed and dried, the paper moulding
maintains a three-dimensional depiction of the ancient object.

The obverse of the Attic Calendar depicts the zodiac wheel of
the official Attic holidays. The three engraved crosses were
carved afterwards and possibly during the integration of the
spolia on the building, in order to purify the pagan theme of the
representation. By recording on paper the spolia embedded
on the building and projecting them as an exhibit, the work
of Okka is interpreted and experienced on the one hand as a
symbolic reconstruction of the original architectural spolia and
on the other as a performative continuation of the practice of
spolia. Therefore, with its integration in the exhibition space the
moulding/exhibit raises increased significance that motivates
us to reflect on contemporary cultural practices as continuous
transfers and shifts of symbolisms and ideas, reflecting a
dialogue between the arts and sciences.

The lighting becomes the central scenographic factor. Through
the selected light sources and their direction, the negative
form of the mouldings is transformed into a positive, three-
dimensional representation of the relief image of the spolium,
highlighting the relief character of the objects from which the
diptych of the two mouldings came. The seemingly hierarchical
history of production, abstraction, appropriation and exhibition
of the spolium is in this way rendered as a simultaneous, triple
spatial narrative.

Evaluating the meaning of spolia as a central architectural idea
and projecting this practice as a miniature of the constitution
of architecture, the present project is transubstantiated into an
example of tracking a long series of cultural mixes, recording
the complex formation of differenttimes and places. The work of
Okka, as a visual experience that captures the intertemporality
of cultural creation and as spatial and temporal representation,
can be considered a purely anthropological creation.

GB.
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XPLOTiVa 2YOUPOUUTN wsney om
Christina Sgouromyti ..

KdBeto Kupa / Nrdpa Znabi, 2016. =UAo kat peTaAAikd unoatnpiyuata / Ektinwon wekaopou oe xaptl (200x90x35 / 6x46x33).
Vertical Wave / Queen of Spades, 2016. Wood and metalware brackets / Inkjet print on paper (200x90x35 / 6x46x33).
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To Eyxeipnpa twv Mouodv Evag Aidhoyog avapeoa otnv Téxvn kat tnv Enotipn | The Muses Project A Dialogue Between Art and Science

AuUo épya aAAnAévbeta, oe atevh ouvdgela, aAAd, Katd n dnploupyd
TOUG, 0€ AVESTPAWMEVN OXEDN, T OMO{d ANOTUMWVOUV TIG MPOCWIIKEG
avadnthoelg TG Edw, n Xpiotiva Zyoupopltn ekppddet tnv avaykn
AMEIKOVIONG KAl EIKAOTIKAG EPUNVEING TWV KOIVWVIWYV Kal Twv avipw-
MIVWVY CUUMNEPLPOPWY, aKOAOUBWVTAG OUWG TIG 0PYAVIKEG POPUES TOU
@uaolkoU neplBaAAovTog, To onoio anoteAel Tn Bdaon twv NAviwy Kal,
OUVENWG, TV eUPUTEPWY aVOBPWMNOAOYIKWY PAIVOUEVWV.

YTnv eykatdotaon Kdbeto Koua, ol oppeG autég enavatornoBetolvial og
€va SoWIKO OXeOLa0TIKG MAioLo, KAVOVTAG XPNON Hiag apalpETIKNG EIKa-
0TKNG YAwaooag. H Slagatvopevn avtiBeon avapeoa 0TIG UOIKEG SUVARELG
aQeVOG Kal otnv avaykn tng €AAoYNG NAALOiwonG ToUG AQETEPOU YEVVA
pia elaotikn eykataataon nou dnploupyel tnv aioBnon evag pubuikd pé-
0VT0G MAALOU, £V NMPOKEIUEVW eVOG KupaTiopoU. Eival o iblog puolkog nai-
UG, ouxva eAAelWoeldNG Kal enavalapBavopevog, mou xapaktnpidel Kat
Slappéetl TIg avBpwMIvVEG KOVWVIES, TN CUKNEPIPOPA TOUG KAl Td £PYA TOUG.

0 evvolohoylkdg d€ovag tou €pyou GUYKPOTE(Tal endvw o€ auThv
akptBWG TN pavopevikh aviiBeon avaueoa oTg UAIKEG SUVALELG Kal
otnv avBpwnivn avaykn yia €EAeyxo Toug, avaykn KaTaoKEUAOHEVN Kal
OUVAUa KATAOKEUaoTIKN. Kat 1oUto ekppddetat 6xt pdvo elkovoypagl-
KQ, H€0A ano TIG APHOVIKEG PUBUIKEG MTUXWOELG Tou KdBetou KUuarog,
aAAd kat og eninedo UAIKWV. H nptn ontikn eviunwon dnploupyeitat
ano 1o §UAo, éva QUOIKG UAIKO, and ta NpwTta ota onoia otnpixtnke
Kal e ta onoia ekppdatnke n avBpwnivn dnptoupyikdtnta. To EUAo,
OHwWG, 6w e€aipetal ano pia oglpd PETAAAIKWY UNOCTNPLYHATWY, ava-
KATaOKeUAJeTal, HETAHOPPUVETAL KAl HETOUCLWVETAL O€ KAAATEXVIKN
Kal ouvapa texvoloylkn dnploupyia. Kat' autdv tov 1pomno, 0 Xpovog
NG KAAMTEXVIKNG NPAKTIKAG TauTi{eTal onpELOAOYIKE HE Tov aTéppova
€NavaAnnTiké puBpd ING pUONG, KABIOTWVTAG T £€pY0 Hia EKPPAON TNG
avBpwnoyevoUg 10Topiag Kal TG KOWWVIKNG EUNELPag.

Avaotpopn NG NPONYoUHEVNG NPOCEYYIONG AMOTEAEl N PWTOYPAPIKN
aAAnhouxia pe titho Nrdua Znabi Mia oglpd €81 pwtoypagliov kataypd-
PeLKaBNPEePIVEG ENITEAETTIKEG OPAOTElG eV elbel TEAeTOUPYIKOU X0pOU, pia
NPOCWIKA Tonioypagia atnv onoia n Lyoupouutn eyypdgpel kwdikomnot-
NUEVOUG KOWVWVIKOUG pAAOUG Kal EUPUAOUG NP0oadloplopolg TauTtdtnTag.

MoMovotito puBuoAoyiko atoixeio eivatnavia napdyv, n Npooéyylon edw
eival Slapopetikn, €dv Ox1 avtiotpopn. H yuvaikeia gopen, wg popéag
npoalwviwy UPBoAIKWY popTiwy, avtikpilet Tov Beath Kat entkolvwvel
HE auTdV HEOW Uiag OEIPAG XEIPOVOUIWY MOV Elval olKeieg aAAd Kal Ju-
OTNPIAKEG. LTOV VOU HAG £PXOVTAL TEXVIKEG WIHNONG, KIVACELG TEAETOUP-
YIKEG Kal ENavaANnTIKEG EVOG OUNBOAIKOU XopoU Tou onoiou yIvoudoTe
olwnnoi Kovwvoi Kal puoteg. Méow autng tng enavdAnyng, n onoia
Opwg bev glvat oUTe TUPAN 0UTE MAVOUOLOTUMN, Ol TEAETOUPYIKEG Npa-
KTIKEG eVOG OUPBOAIKOU KAapou eloBdANouv atov puUaIkd kdaopo.

Ot a§oVIKEG KIVAOELG TWV XEPLWY, To AeUKO évdupa, Ta yupva nédia, n
HETWMIKOTNTA, N ANOPACIOTIKA €KPPACN TWV PATIWV Kal To gaupo Bo-
100AwT6 6dnedo npoabdidouv pia aicBnon auatnpng dpapatikdntag
ano v onofa o Beatng eAKUETAL PE TPOMO OXEOOV HETAPUOIKA. H KAEL-
opévn SieuAAn BUpa oppayilel, Bappeig, £va Apato PUOTIKG, avolxTd
OMWG OE AMEIPEG EPUNVEIEG. LTNV KOPUPWON AUTWYV TwV €€0Xa eMIAEY-
pévwy onpelohoyikwv avtiBéoewy, opBwvovtat ta §Uo dpendvia nou
OUYKEVIPWVOUV ENAVW TOUG OAn 0xedov Tn dUVAMIKA TN Kivnong.
YUpBoAa euavdyvwata tou Bepiopoy, Tng Kapnopopiag Kat Tou adid-
Komou KUKAouU tng {wng, o omoiog EVOUPKWVETAL JEOA 0TO YUVAIKEID
0WHa, aAAd Kat TG epyaciag, Twv Kovwvikwy SIEKBIKNTEWY, TNG Ye-
wpylag nou Bepeliwoe Toug naiaidtepoug avBpwnivoug NoATIoHOUG,
a@ou xdpn o€ auth ouykpothBnkav otadlakd ot ndAelg. ESw, n Lyou-
popUTn pag 6ibel mpaypatika €va €pyo e€aiolag Aitdtntag kal oxedov
aaotelpeutou onpelohoyikoU Kal avBpwnoloyikoU poptiou.

M.

Two interrelated works, interwoven but, according to their
creator, in an inverted relationship, which reflect her personal
research. Here, Christina Sgouromyti expresses the need
for imaging and visual interpretation of societies and human
behaviours, following however the organic forms of the natural
environment which is the basis of everything and, therefore, of
wider anthropological phenomena.

In the installation Vertical Wave, these forms are repositioned
in a structural design framework, using an abstract pictorial
language. The apparent contrast between the natural forces
and the need for their rational framing generates a visual
installation that creates the sensation of a rhythmically flowing
pulse, in this case a wave. It is this same natural pulse, often
elliptical and repetitive, that characterizes and seeps into
human societies, their behaviour and their deeds.

The conceptual axis of the work is constructed onto this very
apparent contradiction between natural forces and the human
need to control them, aneed constructed and at the same time
constructing. And this is expressed not only pictorially, through
the harmonious rhythmic folds of the Vertical Wave, but also in
terms of materials. The first visual impression is caused by the
wood, a natural material, amongst the first on which human
creativity was based and through which it was expressed.
However, thewoodinthiscaseishighlightedby aseries of metal
brackets, reconstructed, transformed and transubstantiated
into an artistic and at the same time technological creation. In
this manner, the time of artistic practice semantically coincides
with the endless repetitive rhythm of nature, making the work
an expression of anthropogenic history and social experience.

The photographic sequence titled Queen of Spades is a reversal
of the previous approach. A series of six photographs record
everyday performative acts by way of aritual dance, a personal
landscape in which Sgouromyti writes coded social roles and
definitions of gender identity.

Although the rhythmic element is always present, in this case
the approach is different if not reversed. The female form, as
a carrier of ageless symbolic charges, faces the viewer and
communicates with him through a series of gestures that
are familiar and mysterious. Mimetic techniques, ritual and
repetitive movements of a symbolic dance come into mind, of
which we become silent partakers and initiates. Through this
repetition, which nevertheless is neither blind nor identical, the
ritual practices of a symbolic world invade the natural world.

The axial movements of the arms, the white dress, the bare
feet, the frontality, the resolute expression of the eyes and the
black pebbled floor impart a sense of strict drama into which
the viewer is drawn in an almost metaphysical manner. The
shut double door seals, so it appears, an unspeakable secret,
yet open to infinite interpretations. At the climax of these
brilliantly selected semantic contrasts rise two sickles that
gather on them almost all the dynamics of the movement.
Legible symbols of harvest, fruiting and the uninterrupted
cycle of life, which is embodied in the female body, but
also of labour, social claims, the agriculture that founded
the oldest human cultures, thanks to which cities were
gradually formed. Here, Sgouromyti really gives us a work of
exquisite simplicity and almost inexhaustible semantic and
anthropological charge.

GB.
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