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text by Kostas Prapoglou

“We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
And know the place for the first time.
Through the unknown, unremembered gate
When the last of earth left to discover
Is that which was the beginning”

— extract from The Little Gidding, T.S. Eliot

The industrial building on 18-20 lera Odos functioning as a music venue
is situated within the geographical district of the ancient cemetery of
Kerameikos (1100 BC - AD 500) in Athens. Nine metres below the face of
the modern city and tons of backfills, excavations since 1863 have brought
to light parts of inner and outer Kerameikos.

Located to the northwest side of the Acropolis foothill, the area received
its name from the ancient municipal borough (demos/éfjpog) of the
Kerameis (Kepapeig=potters), who in turn were named after the word
kéramos (képapog=pottery clay). The site was known for the deposits
of clay mud along the banks of the Eridanos river, used by the pottery
workshops that thrived in the region. Inner Kerameikos served as the
potters’ quarter within the city while outer Kerameikos covered the area
of the cemetery as well as the Démdsion Séma (dnuodaolov ofjpa=public
graveyard) just outside the city walls.

The exhibition building lies close to the funerary monuments of prominent
Athenians. It is located to the west of the Eridanos river and right above
lera Hodos (Sacred Way) linking Athens with Eleusis; west of the Dromos,
a wide road leading the way to the Platonic Academy (founded by Plato in
ca. 387 BC); and the —later— Christian orthodox church of the Holy Trinity



builtin 1955. Itis now all being overshadowed by today’s Peiraios roadway
and the adjacent buildings of the last century.

Embarking from the past, that holds the foundations of the building, the
exhibition will negotiate notions with clear references to antiquity yet
liberated from an obsessive fixation on the ancient world. It will take into
consideration every single metre of evolution and will speculate about all
of the possible nine metres of history that will follow.

What may lie nine metres below our feet, without us being able to discover
it, may equal with what —in a future reality— could exist nine metres above.
The surfacing of a utopian state of affairs, brings forth the imaginary, but
at the same time it flirts as a connection link with the idea of passage
and transition. A dialogue between layers of historicity and socio-cultural
development will be activated, leading the way to what follows from our
current moment in time opening our noetic horizons towards a future
domain. This will embrace an amalgamation of memory and collective
thinking filtered through the prism of linguistic and evolutionary progress,
biological hypotheses, posthumanism and artificial intelligence.

A ‘Persephone’ (the name is applied here as a metaphor for the awakening
of the unknown) emerges, whose discourse between realities is initiated
through a crack in spacetime, a crevice that [inter]Jconnects the worlds in
one breath.

The transformation of the urban habitat through literal and metaphorical
backfills embodies ideas of [dis]semblance, voidance, disdain, corrosion
of memory and the empowerment of an [inter]personal mythology and
fiction as well as the fabrication of an in-progress identity. The repertoire
of an ever-changing political and religious orbit is inscribed not only within
the historical continuity of this locus but also within a flow of a conscious
construction, deconstruction and conflict.

The aim of the curatorial practice in this show is to acknowledge the given
space within a context of verticality and realise the turbulent disorder and
the layering of the contemporary cityscape each time. Taking into
considerationthe ancient past, the exhibition will explore the choreography
of the urban arena that redefines the architecture of life itself, gradually

casting the foundations of a succeeding post-conflict society leading on
to the next. It will register the anxiety of non-belonging and will give
birth to a taxonomy of possibilities with human existence as the main
protagonist, undergoing a constant battle with time and its very own self.
While time eventually becomes part of a subjective territory subscribed
to an overriding system defined by new laws and norms, viewers will
be confronted by a sense of utopianism, cultural displacement and the
elusive quality of memory.

+9 brings together 16 contemporary artists from three generations inviting
them to divulge via their cross-disciplinary visual vocabulary a site, time
and context specific relationship. The continuous landscape of the venue
is interrupted by installations, video, sculpture, painting and ceramics.
All participating artists will discover in the ground and above its floor
themselves and the entire world while instantaneously will empower the
viewers’ desire to dig with their eyes and build with their dreams.

Cyclic Chorus 11 (2019) by Lydia Andrioti is the site-specific installation that
incorporates sculpture and video. Having received her inspiration from
Thespis —the first known actor in written plays of ancient Greece who
distinguished himself from the chorus by playing individual characters and
invented tragedy and theatrical touring— the artist deconstructs the main
principles of tragedy to conjure her own take on a contemporary stage
of affairs. The circular metallic structure is suspended 90cm above the
floor and carries nine active light bulbs pointing at each other, generating
a web of light beams. A video projected directly onto the core of the
sculpture encompasses a concoction of motions incorporating a pair of
hands playing a drum and a downward route on a spiral staircase. With
immediate references to aspects of spectacle and display, from ancient
Dionysiac practices to modern day entertainment realities represented by
the actual venue space, Andrioti partly highlights the aestheticand cultural
formulas for exercising the politics of entertainment and recreation. The
geographical placement of the building right on the road axis of the
ancient Sacred Way linking Athens with Eleusis (a town in West Attica,
18km away from Athens) is also in dialogue with the muted instrument
player and the descending movement, both indicative of the processional
and spiritual character of the Eleusinian Mysteries. At the same time, the
initiation hall of ancient Eleusis (known as Telesterio) could be parallelised



with our exhibition space itself. The singers regularly performing here
attract large audiences, contemporary pilgrims participating in a music
programme lasting a few months every year. Andrioti’s work is an homage
to the human condition as this is unravelled between light and shadow,
taking into consideration not only the protagonists and the participants
but also everything or everyone standing backstage; it is an acclaim for
every soul transcending the sphere of consciousness or reaching a state
of ultimate euphoria through meditation and ecstasy whether these are
bound to a matrix of ritualistic or entertainment modules.

The five-channel video installation the future has been found (2019) by
Manolis Baboussis investigates the conceptual symbiosis of an excavation
and the fragments of a found text that somehow signifies our current
present and concurrently discloses the future. Blurring the boundaries
of reality, the oracular verses of the unearthed text deeply interrogate
topical issues and the pathologies of our time. These poetic extracts
could perhaps be part of a personal diary, letter or testament of someone
who once lived in the distant past but in an unexplained way was able to
foresee the future through the eyes of the present reader. The inexorable
digging of the unidentified male figure denotes the crave to discover the
unknown. The instalment of the two screens on the chairs, springs to mind
reader’s chairs or passenger seats delineating a metaphorical quest for
the holy grail of knowledge, survival and immortality. Baboussis with his
sardonic burst of amphibological linguistic raps scans our contemporary
society and blatantly criticises it, directly reacting to its flaws and faults
in an almost prophetic way. The inventiveness in the artist’s take on
the future, bears immediate consequences regarding the way we deal
with our own fears when we think of it without us being part of it. The
idealistic declaration that the future is found, unexpectedly fills us with a
liberating and redemptive feeling as we suddenly develop the deception
of the elongation of time and, consequently, the lengthening of our mortal
entity. The work of Baboussis puts a surreal twist on the parameters of
life, humourously re-shuffling the elements of time and gently embracing
an emotional upheaval that almost invades us without noticing.

CrossFit (2019) by Despina Charitonidi is a coalescence of antithetical
materials; two 30mm reinforcement steel bars penetrate the body of a
marble block. The elements of marble and steel bars create a balancing

act supporting each other while a single wedge is placed under the marble
blockappearingasastrengtheningand stabilisation factor. The relationship
between such materials is an intimation of their incompatibility and their
conflicting nature. The use of marble for part of the sculpture signals the
abundance of natural marble resources in Greece and the Mediterranean
aswellasallthose architectural remnants of ancient civilisations frequently
left abandoned in archaeological sites and elsewhere. The piercing of the
marble by the rebars brings to the foreground ideas around the violation
and misuse of cultural stock, their re-use (spolia) and the hegemonising
presence of modern-day building materials fiercely wounding and
harnessing the power of the past. The wedge produced with a cutting-
edge 3D printing technology echoes several readings. It reminds us of a
prehistoric bifacial edged weapon and tool and also a later tool for lifting,
holding something in place or separating rocks such as marble. It now
becomes the apparatus to secure and sustain the entire structure, which
in turn comes forth as a potential buttress for one of the columns of the
venue. CrossFit (2019), borrowing its name from the homonymous fitness
regimen, reveals itself as a physical exercise subsuming weightlifting,
powerlifting and bodyweight support. It conveys a transient praxis of
reconciliation between materials and practices, periods of time, different
people and cultures. At first glance, it may settle as a romantic take on
co-existence, yet a closer inspection uncovers a vivid discordance and
disharmony.

Portal (2019) by Evangelos Chatzis, is a mixed media sculpture
incorporating marble, steel, photography, light and a mirror evincing the
artist’s perception of urban consciousness as this was initialised while
gazing at the city of Athens from the Parthenon, where he worked as a
member of its restoration team. The life-size gate that was conceived for
this exhibition has undeviating references to the monumental ancient
architecture and its practical applications yet seeking to embody those
integral components in today’s urban actualities. The signature abstract
grid of Chatzis —a digital embroidery— sourced from satellite imagery and
aerial photography, is now re-appropriated to impart not just the density
of spatial data but also an exploration beyond the ordinary and our current
understanding of things. The positioning of his sculpture above a mirror
surface tricks the eye not just within the visual discontinuity generated
by the network of countless images but it also reacts to a perception



of defying gravitational forces. Expanding on possibilities mediating a
dialogue with the Underworld, this trompe l'oeil ultimately opens a new
horizon beyond objective materiality turning those visual discontinuities
into a flux of time and space. The unavailing orientation of Portal (2019),
manifests that even though its axis factually leads to nowhere it could
hypothetically open up to somewhere in a different dimension bridging
the now with the past, the future, or the fabric of eternity; a realm where
time and other planes of existence could [co]exist.

The site-responsive installation Archaeology of the quotidian (2019) by
Lydia Dambassina comprises of a 4.70m. high pillar of 10,000 till receipts
suspended from the ceiling and 34 stacks of 25 magnesite plates (totalling
850) laid out on the floor right beneath. Painstakingly piercing each one
of the receipts with a steel rod, the artist creates an astonishing vertical
archive of daily lifeand the mundane, which unavoidably reaches the ceiling
and could well extend beyond that. Dambassina has been accumulating
receipts since 2008 as part of a body of work titled Party’s Over - Starts
Over coinciding with the global financial services firm Lehman Brothers
filing for bankruptcy and the financial crisis hitting Greece. For our
exhibition, the artist presents a paradox of quotidian reality, which entails
a certain requirement from the Greek legislation system asking taxpayers
to keep all receipts in case of further investigation, even though the ink on
the receipts evaporates and disappears within a few months. Dambassina
predominantly focuses on ideas around objective or false reality and
memory and the constant fluctuation of a present condition. For her, the
amassing of receipts becomes a trail of existence and an indication of
never-ending transactions of trivial items connected with everyday life
such as the purchasing of milk, bread and medicines. The evaporation of
ink is a clear remark on the erasure of memory and the proof of life. The
stacks of magnesite plates are introduced in relation to another aspect
of Greek life dating back to the ancient times. Stemming from mourning
customs, plate smashing has gradually become a vital part of the Greek
entertainment popular culture, symbolising the controlled loss with the
voidance of anger and sadness and the need for celebration. On the
other hand, the practice of conspicuous consumption (a term coined
by sociologist and economist Thorstein Veblen, 1857-1929) meaning to
publicly display economic power by breaking plates and glasses instead of
re-using them, reflects upon notions of societal change and a narcissistic

behaviour juxtaposed against a current pathogenic economic reality. For
the artist, the way we perceive the present is ultimately connected to the
past as well as the future and, similarly, the way we know ourselves —as
Socrates put it thousands of years ago— becomes the premise to better
understand society as it evolves with or without us. Archaeology of the
quotidian (2019) is a praise for the conscience that acts as a guide to our
moral and ethical behaviour and dictates the dialectics on how societies
form and endure.

The video installation Eleusis 2010 by Diohandi reconnects Kerameikos
with Eleusis. Our current location is where every year in ancient times
the procession of the Eleusian Mysteries departed from and arrived in
Eleusis via the Sacred Way to attend a series of rites involving Demeter
(the goddess of agriculture and fertility) and her daughter Persephone
who was seized by Underworld’s Hades and eventually returned to our
world. The monumental installation of Diohandi at the 17,000 sg.m. site
of the Old Oil Mill in Eleusis nine years ago, engaged seven sectors of
the derelict building to create a site-responsive intervention utilising light,
sound, found debris from the factory, concrete and wood. The esoteric
unicursal labyrinth that merges architecture and the viewer’s body into a
single entity challenges the opposing powers of mortality and immortality
imbued by spiritualism and mysticism. The spatial metamorphosis that
the artist orchestrated in Eleusis now finds its noetic counterpart in both
the industrial structure of our exhibition space and its ancient ground
nine metres below, acting as a linking agent between the two loci.
Transmitting a walk-through trail with her 30-minute video installation,
Diohandi pronounces the significance of self-exploration and the eternal
crossing towards catharsis through a process of existential and emotional
cleanse. Experiencing this analogy between the two environments within
the contemporary urban reality, the viewer re-establishes a relatedness
with the past and the present, simultaneously coming to terms with the
ontological meaning of a perpetual metaphysical journey and an ever-
shifting geography.

The Crew (2019) by Kleio Gizeli is a constellation of three glass chambers
suspended from the venue’s bridge-like metallic structure. Encapsulating
a curious being, each of the containers unfolds a micro-environment
which the viewer is able to inspect from up close. Working with an



array of materials such as clay, fabric, glass and nylon, the artist steps
outside her comfort zone to create larger-scale sculptures from the
making of miniatures that she is normally accustomed to. Nonetheless,
she persistently and fastidiously intervenes in every aspect of detail
whether this is a tiny spot on her sculpture’s skin or the colour of liquid
they reside in and the degree of blurriness and distortion it generates.
Gizeli’s cinematographic scenes trigger all strands of our imagination and
become a fertile ground for manifold interpretations. She leaves us to
decide whether these creatures are foetuses of the future, technologically
advanced hybrids destined to colonise a planet far away, or an abandoned
scientific repository of experiments that simply went wrong. The vividness
of their skin colour, the hyper-realistic portrayal of their limps and the
captivating gaze of their eyes create a blend of incongruous and ambivalent
emotions. Are these life forms enshrined or imprisoned? Are they of
refined intelligence or imbeciles? Are they friendly or hostile? Should we
feel sorry for them or be threatened by them? These are some of the
qguestions that the artist deliberately leaves unanswered and it is left to
the viewer’s judgement to decide. Suggestive of a sci-fi movie, The Crew
(2019) is an incubator of polyphony and diversity seeking to reconcile
our anxieties and dismay for frightening events caused by our common
destiny. The lucid ambiguity of the character of Gizeli’s cross-breeds is an
elegy to notions of both colonialism, decolonisation and anthropotechnics
imbued by false humanism and a fluctuating emotive cargo.

Electric Dreams (2019) by Zoe Hatziyannaki is a site and context responsive
installation reflecting on a future scenario where technology has obscurely
reached a more advanced stage. A screen, a printer and other peripherals
take the shape of a curious apparatus functioning on a self-programming
and self-operating system. Artificial intelligence and its engagement with
the advancement of technology lies within the artist’simmediate interests.
The integration of simulated intelligence with emotional intelligence could
be a credible plot changing the way we see technology today and how
we interact with it. The machine presented by Hatziyannaki belongs to a
framework of a future reality, perhaps not so far away. It is able to enact
its very own logic and reasoning and concomitantly perform a task while
wielding its own emotional artificial brainpower. We witness a device that
is surprisingly charmed by the ancient past and is attempting to rediscover
the site of Kerameikos by autonomously accessing satellite footage and

creating a brand-new work of art inspired by its beauty. Analysing the
topographical coordinates and other constituents with algorithmic and
computational procedures, it automatically generates an image that for
itself this represents the ultimate exquisiteness of aesthetics for such
scenery. With perspicuous allusions to the role of technological means
over contemporary art practices, Hatziyannaki examines the debate
on what is art today and to what extent technology is acceptable to be
entangled with the production of an artwork. She challenges the belief
that technology can arise as an obstacle for artistic expression as opposed
to the fact that it is widely used to produce an artwork. The prospect
of a self-thinking and feeling appliance might still be far away yet the
sense of a manmade machine sharing mutual feelings with us may seem
paradoxically comforting, especially when it comes to postulating a state
of future dystopia on our planet.

The large-scale of Untitled (2006-7) by Yannis Kondaratos stands sturdily
and imposingly provoking visitors with its enduring and monumental
character. Supported by the colossal moveable stage panels, the canvas
painting turns into an active architectural spatial element. Having been
placed on stage, it overlooks the viewer, synchronously embodying an
intense impression of theatricality. The puzzling narrative of Kondaratos’
work s yet again redolent of his metaphysical and equivocal terrains, where
shapes and forms are subject to multiple readings. Based on a strictly
symmetrical arrangement, his chosen theme toys with our mind and
imagination as we automatically put ourselves in the process of decoding
a potentially symbolic scene. The zoomorphic or anthropomorphic
gualities of the depicted being stretched between the central vertical axis
and the other two smaller vertical parts on either side, are evocative of a
crucifixion or a sacrificial situation. Whether this being is vertically hanged
or horizontally laid on a table or ready to take off, is up to us to decide.
Allowing people to access a deeper realm of reality beyond the physical,
Kondaratos traces with his unique visual lexicon the ways we theoretically
perceive the polarities of self and the process we reassess our mental
tropes to adapt to the impermanent actualities of life.

Ek-stasis (2019) is the installation by James M. Lane utilising a pair of his
own Converse shoes slightly being lift off the ground by their own laces
that are suspended from the access walkway bridge (catwalk) above the



stage. Upon visiting the exhibition space for the first time, the artist felt for
its location and its proximity to the ancient Kerameikos site. The disguised
poeticism and lyricism of the place had a deep impact on the artist, who
eventually decided to respond with the appointment of his very own
shoes and the symbolic act of the absence of a human body. The title of
his work stems from the ancient Greek word ekstasis (Ekotaolg), whose
etymology means displacement, trance and emotional inebriation. The
two components of his installation are the basis of multiple connotations;
for Lane, the venue’s bridge implies ideas of elevation and catharsis on
both spiritual and physical levels. It is a representation of psychopomps
—entities such as Anubis, Hermes, archangel Michael, Shiva and Azrael
appearing in several cultures, responsible for carrying and lifting the soul
up to the heavens and the afterlife— and also a remark on crucifixion and
martyrdom. The elongated laces, which are in fact many pairs of laces
co-joined with knots, belong to an array of individuals from all walks of
life attesting to the diversity of human identity and cultural background.
At the same time, they transpire as a simplified rendering of neurones
and their synapses as the means for information transmission between
realms. Toying with conceptual antonyms such as that of spiritual and
physical hypostasis, corporeal mortality and soul immortality, conscious
and unconscious, weight and counterweight, the artist balances between
perceptions of the real and the ethereal inviting us to see what he sees
and feel what he feels. His pair of shoes —a timeless American basketball
shoe, later also embraced by powerlifting athletes and today becoming a
very popular footwear from all generations— suspended by a flying steel
bridge, intensifies those added cross-cultural and power relationship
qualities of Ek-stasis (2019).

The Voyage (2019) by Despina Meimaroglou is a life-size model of an
Egyptian Middle Kingdom sarcophagus similar to the ones recently
unearthed nine metres below the surface at the Deir El Bersha necropolis
near the Nile valley town of Minya, 225km south of Cairo. For this work,
the artist traces back her very own origins at the town of Minya, where she
was born and raised, and before her family fled the country. Intentionally
imitatingthe Egyptiantechnique, materialand decorative features, abrand-
new wooden panel coffin is constructed and placed on wooden pallets to
accentuate the idea of transition from one place to another whether this is
used in a literal or metaphorical sense. As per the original counterparts of

the Book of Two Ways —a collection of graphical illustrations and funerary
spells that describe the passage to the afterlife— the interior of the coffin
is populated with meticulously processed imagery responding to episodes
from the artist’s life. The chosen auto-biographical scenes appear on a
par with the Egyptian narrative canon involving the routes of land and
water as the way to the afterlife. Like an archaeologist who encounters a
sarcophagus for the first time, the audience is encouraged to explore its
interior with a torch light. Permeated by a mood of dense auto-sarcasm
and a sense of self-evaluation, Meimaroglou puts under the spotlight the
greatest fear of all, humourously entertaining the viewer in their attempt
to decipher the myriads of her own cartoonlike hieroglyphics. For her, The
Voyage (2019) is a reminder and a celebration of life as well as a temporal
trail of our corporeal existence. It is a personal encyclopaedia or a comic
book or an exabyte (EB) of data enunciating the power of transmitting
and treasuring all facts and evidence on one’s living story.

Metamorphosis (2019) by Eusevia Michailidou is a 2.30m high sculpture
rendering the corpus of an inanimate tree, standing sturdily on the
stage of the venue space. Traversing across notions of life, trauma and
death, decay and renaissance, the artist, at the core of her practice,
expresses the transfiguration of nature through various processes such
as burning, corrosion or physical ageing. The asymmetrical posture of the
sculpture reminiscent of a disarticulated body, emerges as an archetype,
a collectively inherited unconscious idea of the past or —as Jung would put
it— a recurring symbol haunting generations. The close resemblance of
the trunk with that of an olive tree may also labour as a reference to the
ancient tree of moria (popia), a sacred olive tree —now extinct— propagated
from the original olive, which, according to mythology, goddess Athena
herself put on the sacred rock of the Acropolis. Extending her concerns to
natural habitats of the past that accretively alter and adapt to new terms,
Michailidou points our attention to our obligatory compromise with the
liquidity of time, which has an inextricable part in every change. This is
laboriously affirmed with the technique of imitating natural decay where
salt unexpectedly appears as an acting agent of preservation. Its value
(spiritual as well as monetary) known since ancient times (Homer, lliad,
IX:205-17; Herodotus, I1:77, 86) not just in Greece but in other places too,
highlights diverse allegorical parameters on a level of cultural multiplicity
and hybridity. Metamorphosis (2019) is the personification of an esoteric



excavation, a trajectory where the human nature collides with its primeval
roots and dissolves into ad infinitum.

Marine animals and specifically —on this occasion— seashells, imperatively
partake in the visual language of Evi Savvaidi. Totem (2019) is a 2.40m high
emblematic structure inspired by the shape and patterns of seashells. The
artist chooses to incorporate them as vital components in her sculpture
giving the impression of a paradoxical fossilised formation that could
have easily been some mysterious object in a museum’s public display.
For Savvaidi, the seashell is a metaphorical vessel that conveys aspects
of the life cycle and symbiosis. While she simultaneously poses questions
on movement and migration, she also considers the relationship between
humans and the natural environment. The entire structure built with
cementand marble dustand supported by a metallic pole, restsin harmony
withinthe proximateindustrialsurroundings. Itimpregnatesacommentary
not just on the urban backdrop of our location and its modification since
ancient times but also on the endless exploitation of nature throughout
the centuries with a catastrophic effect on its ecosystems led by fast
growing urban communities. Recalling Deridda’s concept of hauntology,
Totem (2019) absorbs the replaced presence of being with its void equal
in tandem with the origins of history and identity. The parabolical quality
of Savvaidi’s sculpture becomes a tool for unveiling a parallel reality. It
nestles among the viewer and the encircling habitat and acts as a pylon
channelling a powerful interconnection and interdependence.

The installation by Nikos Tranos, Tear Gas (2019), is an assemblage of
innumerable lever fuses from flash and noise hand grenades as well as
teargas canisters. Collected from the area between Tositsa Street and
the National Archaeological Museum of Athens, a regular battlefield with
riots taking place almost every week in the last few years, they are laid out
within a circle on the venue’s floor evocative of the Panopticon system
of control designed by English philosopher and social theorist Jeremy
Bentham (1748-1832). Departing from the effects of the teargas CS agent
on the subject’s health such as disorientation, sore eyes, headache and
coughing, the artist parallelises them with the consequences of war and,
especially, when it comes to the luck of civilian population. For Tranos,
the victims of war may also be equated with the casualties of infectious
diseases such as the plague bacterium and its use as a biological

weapon. From history, we have observed a plethora of cases where the
enemy’s water supply was contaminated by infected animal carcasses or
populations being contaminated directly with the release of weaponised
plague infused in the blood stream of insects (a practice adopted by the
Japanese Army during World War 1) and more recently the use of anthrax
by terrorists. But a more familiar example to us is the notorious Plague
of Athens during the Peloponnesian War in 430 BC wiping out 25% of
the ancient city-state’s population with some of them having been buried
below our feet. The detailed account of ancient historian Thucydides
(Historiae 11:50-51) describes the symptoms of what could be a bubonic
plague yet according to modern scholars, similarities could be traced in
up to 30 different pathogens, amongst them typhus and Ebola that were
probably imported in Athens from its sea port. Thucydides’ account also
focuses on the societal upheaval during such an epidemic, resulting to
complete anomy, anarchy and disregard towards the legal system and
demeaning of religion. The lever fuses construct a documentation of
violence and alienation occurring side by side with the lack of values and
ideals in times of conflict and aggression. And whether it is war or protest,
the epicentre of sorrow and pain always resides within the human body
and soul.

The site-specific installation Viomen (2019) (a made-up acronym deriving
from the words violence and women) by Adonis Volanakis, receives its
inspiration from the myth of Zeus whose birth implicated the escape from
his father Titan Cronus’ practice to consume all his new-born children.
Cronus fed on a rock wrapped in swaddling clothes that Rhea offered to
him instead of her baby Zeus, giving him the chance to grow up secretly
and eventually fight to become the king of the gods. Volanakis juxtaposes
the robustness of the physical material as narrated in the ancient myth
against the fragility of a congregation of ceramic vessels. For him, these
ceramics are representations of female identity and their number is
associated with the number of Zeus’ consorts and lovers, which remains a
titillating debate amongst scholars to this date. Greek mythology portrays
the multitudinous ways that Zeus used to invent in order to capture his
female prey and involve them in sexual activities mostly without their
consent. Suspending his ceramics around the dark space of the venue, the
artist createsadomain of uncertainty, isolation and despondency reflecting
on the feelings of those women experiencing distress and desolation due



to domestic and family violence. Employing the luminous cobalt blue to
embellish the surface of his works, Volanakis” otherworldly choreography
mediates a prayer for the troubled souls and turns his installation into a
sea of oneiric landscapes voiding all sadness, infusing them with hope
and dreams. With mythology as the conduit of veiled meanings around
patriarchy and male dominated societies, Viomen (2019) is a hymn to all
mothers and all lovers who have played such an important role since the
beginning of time, deserving a better place in every society and culture.

Having observed the dense graffiti art around the urban setting of
Kerameikos, Eleni Zouni responds with her very own writing not just
within the physical limits of our venue but she also decides to interrupt the
visual cacophony and banality with discreet insertions of her own modus
operandi. Creating a trail of marks in the districts of Kerameikos, curious
passers-by may detect an enigmatic route which should they choose to
pursuit it, will be guided towards the entrance of +9. Directly applied onto
the walls of the venue, Linear Z (2019) is a site-specific installation where
undeciphered symbols, letters or even plain lines compose an elaborate
and intricate landscape. Visitors are encouraged to explore it and be part
of it. The meditational character of Zouni’s visual utterance captures not
just the essence of a convoluted religious discipline but also the traits
of pilgrimage in every aspect. Her cryptic notational system brings to
mind the peculiarity of ancient petroglyphs and petrographs loaded
with atavistic instincts breaking the boundaries of conventional linguistic
rules and those of semiotics. Linear Z (2019) is an homage to the spiritual
journey and awakening of each one of us and our need to communicate
with the divine, which almost always is expressed through nature and
its phenomena resolving into a state of equilibrium and tranquillity.
It transports us into a moment of introspection, contemplation and
emancipation. With her occult scriptures concealing a commentary on an
everlasting and imperishable movement, Zouni reimagines our world and
proposes a new one through the ideals of humanitarianism, emotional
elevation and spiritual rebirth.

“Space and time are modes by which we think, not conditions under
which we live”.
— Albert Einstein






+

Keipevo Tou KwoTta MNpdtroyAou

«Aev Ba maoupe va e€epeuvolue
Kall OANG MO TNG e€epelivong TO TEAOG
Ba eival va ptacoupe ekel art’ omou ekvoape
KOl VO YVWPLOOU E TO HEPOG yLa TipwTh ¢popda.
Méaoa amo tnv AyvwaoTtn, AnGHovNUEVN TTUAN
OTAV TO TEAEUTOLO KOUMATL VNG TTOU QTOMEVEL V' avaKaAUPOel
elval ekeivo Tou amotéAeoe tnv apxn»
— amnoonaocpa ano to The Little Gidding, T.Z. EAlot

To BlopnxavikoU xapoktipa Ktiplo eni tng lepag 060U 18-20 evtacostal
OTOV €UPUTEPO YEWYPOPLKO LOTO TOU apxaiou vekpotadeiou Tou
Kepapekou (1100 m.X. - 500 p.X.). Evvéa pétpa kATw amod Tn olyxpovn
€M AVELATNGTIOANCKALTOVOUCETIXWHATWOEWYV, aAVaoKoPECamokaAuav
noN amnod 1o 1863 TURUATA TOU £0Ww Kal Tou €€w KepapelkoU.

Bplokopevn otn Bopelodutikn mMAeupad tng AKpOTIOANG, n meploxn EAaPe
TO OVOUA NG amo Tov apxaio Srpo twv Kepapéwyv, oL omolol Ye tn oslpd
TOUG OVOUAOTNKOV £TOLATIO TN AEEN «KEPAUOG» (TtNAGG). H TortoBeaoia tav
YVWOTA yla Ta amoB£pata mnAoy Katd UKo tne 0xng tou Hpldavou
TIOTOMOU. AUTA XPNOLUOTIOLOUCAV EUPEWG TA EPYACTAPLA KEPALKAG TTOU
avOuav otnv neploxn. O éow KepapELKOC AEITOUPYOUOE WG N CUVOLKL TWV
KEPOUEWV PECA OTNV TTOAN eV 0 £€w KEPOUELIKOC KAAUTITE TNV TEPLOXN
Tou vekpotadeiou kabBwg emiong kot to «Anuoclo Inupa» (Snuédolo
vekpotadeio) akplPwe £€w amo ta Telyn.

To KTiplo TNG £KOEONC OTEKETAL TTANGLOV OTA TAPLKA UV UELQ TWV ETILH VWV
ABnvaiwv. TomoBeteital Sdutikd TNnNg Koitng tou Hptdavou motapou,
akplBwg eni tng lepag O8ou mou cuvédee tnv ABrva pe tnv EAguociva,
SUTKA Tou «Apopou» Ttou odnyouaoe Ttpog tnv Akadnuia MAdtwvog (mou

(6puoe o NAatwvag nmepimou to 387 1.X.) KOL TOV —HETEMELTO— XPLOTLAVLKO
vao NG Ayiag Tpladag xtiopévog to 1955- 6Aa autd umo T okLd tTnG odou
MelpoLwg KoL TV OPOPWYV OLKOSOUNUATWY TOU TEAEUTAIOU alwva.

Me adetnpia to mapeAb6v nmou umofaoctalel ta BepéAla TOU XWPEOU
huog, n €kBeon Ba Sioxelplotel €vvoleg pe ocoadeic avadopéc otnv
opxoLotnTa, OMAAAOCOOPEVEG OUWG ATO EUPOVIKN apxaloAatpia Kot
apxatodayveia. Oa AdBel urmtodn kabéva amnod ta evvid PETPa eEEALENG KaL
Ba BoAbookomnoel Ta TBavVA evVLA LETPA LOTOPLAC TTOU ETTOVTAL.

To TL umopel var UTAPXEL EVVLA HETPO KATW amo ta modla pag Sixywe va
€Xou e T duvatotnta va To avakaAUPoupe eival LoodUvapo pe To TL Ba
UMOPOUCE va UTIAPEEL LEAANOVTLKA EVVLA HETPA TIAVW. AvadUeTal Aoutov
LLLOL OUTOTILKH GUBOON TTOU EVIOYUEL UEV TO GOVTACLOKO, OPWE TtapaAAnAa
EPWTOTPOTIEL WC OUVOETIKOG KPLKOG LE TNV €vvola TOU MEPACLATOC KOl
™¢ petafaonc. Evag StdAoyog avapeoa o€ eMimMeda LOTOPLKOTNTAG Kol
KOWVWVLKO-TIOALTIOMLKAG avamtuéng Ba evepyomolnbei, odnywvtag mpog
TO €MOUEVO BrHA oMo TO TWPWO XPOVIKO Hag otiypa Sleupluvovtog
mapAaAAnAa Toug vonTikoU¢ paG opilovtes mpog évav UEANOVTLKO TOTO.
AUTOG Ba evioXUOEL TNV CUVEVWON TNG LVANG KL TNG CUAAOYLKAG OKEWNC
Tiou GLATPAPOVTOL UTIO TO MPLoUA TNG YAWOGOLKN G Kal EEEALKTIKAG TTpoodou,
TWV EKACLWV BLOAOYLKAG UDNAG, TOU UETAVOPWIILOHOU KAl TNG TEXVNTAG
vonuoouvng.

Avaduetal Aoumov pla «Meposdpovn» (to dvopa XpnolUoToLeitol edw
w¢ petadopad mou umodnAwVeL TNV £YEPon TOU AYVWOTOU) TNG omolag o
S1aAoyog LETOED TPOYLOTIKOTATWY OVOKIVELTOL SLOUECOU ULOG OXLOUNG
OTO XWPOXPOVO, HLOG PWYUNG TIOU [S1a]oUVEEEL TOUG KOGUOUG HECT ATTO
v 8l avaoa.

H MeTaTpOm TOU QOTIKOU TOTIOU €V HECOW KUPLOAEKTLKWV Kol
HETADOPIKWY ETMXWUATWOEWY EVOWUOTWVEL vonuata [ouv]kaAuyng,
avaipeong, anafiwong, StaBpwong TG UvNUNG Kat evioxuong pag [Sia]
TPOOWTILKAG LUBoAoyiag kat puBomAaociag kabwg Kot cUYKpOTNONG LG
ev e€elifel TautoTNTAC. TO PEMEPTOPLO PLAG HETABAANOUEVNG TIOALTIKAG
Kol OpNOKEVUTIKAG TPOXLAG OIMOTUTIWVETOL KoL eyypadeTal OxL HOVo otnv
LoTopLKN aAAnAouxia Tou TOmou auTtol aAAd KAl OE Lo PO CUVELSNGCLAKAG
dounong, arnodounong kat cuUyKpouong .



O 0TOXOC TNG EMIUEANTIKNG TPOKTIKAG OE QUTAV Tnv €kBeon eival
Va OVOYVWPIOOUE TOV OUYKEKPLUEVO XWPO HECA Ao ML ouvOnKn
KaBeToOTNTAC KOl va cuveldntomoljooupe TN Platn Statapayn Kat tn
SL0OTPpWHATWON TOu CUYXPOVOU OOTLKOU TOTiou Ttou AapBavel xwpa
kaBe ¢opa. Aaupavovtag unoyn to apyxaio mapeABov, n ékBeon Ba
Slepeuvnoel Tn xopoypadia PG AoTIKAG apévag mou avakabopilel Tnv
QPXLTEKTOVIKN TNG BLag tng {wng Kal mou dtadoxika Bétel Ta Bepéla
HLOG €EEALOOOUEVNC UETO-OUYKPOUOLOKNG KOwwviag odnywvtag otnv
EMOPEVN. Oa kataypAPEL TNV avnouxia Tou Pn-avnKeLv Kat Ba yevvroet
pLo Taglvopunon mbavotnTwy PE MpwTaywvloTth tThv avBpwrivn UTtapén
o€ adLAAELTTN TTAAN UE TO XPOVO OAAA Kal e ToV i6Lo TG Tov eauTto. Kat
EVW 0 XPOVOC EVTEAEL YIVETOL LEPOC EVOC UTIOKELLEVIKOU TESLOU TO OTtolo
gyypadeTOL OE £VOL CUOTN O TIOU EMOVATTIPOOSLOPIZETAL OO VEOUG VOLOUG
KQLLTIPOKTLKEG, OLBeaTEC Oa €pOouv avTipETwOL e Eva alobnua outoniag,
TIOALTIOULKAG LETATOTLONG OAAQ KAl LE TNV acadr moldtnTa TG UVAUNG.

H ékBeon +9 pépvel kovta 16 ELIKAOTIKOUC OUYXPOVNG TEXVNC TPLWV YEVEWV
TIPOOKAAWVTOG TOUG VA amoKoAU Pouv HECw TOU TTOAUETIKOU Ae€loyiou
TOUG HLOL OXECN QVTOTOKPLVOUEVN OTO XWPO KAl TO Xpovo (site+time-
specific). H eviaia emipavela tng £€kBeong SLAKOTITETAL ATIO EYKOTOOTACELC,
Bivteo-mtpoPoAeg, YAuTTd, {wypadlkn Kal KEPOAULKA. Ol CUUUETEXOVTEG
KaAALTExveg Ba avakoaAUPouv HECA OTO XWHA KAl TIAVW OO TO TOLUEVTO
TOV €0UTO TOUG Kal TOV KOOOo OAo, evw Ba evepyomoljoouv otov Beartn
TNV avaykn va oKAPEeL e Ta LATLA KOl VoL XTIOEL e Ta OVELPOL.

O KukAtog Xopocg Il (2019) tng Auvdiag Avépuwtn sival pla site-specific
gykataotacn mou meplAapPdavel éva yAumto kat Pivteo. Exovrtag
EUTVEUOTEL QTTO TOV O£0TTN —0 MPWTOG YVWOTOC NOOTOLOC OE ypamTd £pya
™¢ apyaiog EAAASag o omoiog anoomaotnKe amno Tov Xopo UTOSUOUEVOG
HLEUOVWHUEVOUG XOPAKTAPES KOL UTINPEE AUTOG TToU ednUpE TNV Tpaywdia
KOl TIG BeATPLKEG TIEPLOBELEG— N ELKOOTIKOG amodouel Tig BepeAlwdelg
apXEC TNG TPpaywSiag yla va poTeivel Tn SLKA TNG EKSOXN OXETIKA UE LA
OUYXPOVH OKNVI YEYOVOTWVY KL TIPAEEWV. H KUKALKI) LETAAALKH KATAOKEUN
KpEuetal 90ek. mAvVw amod to SAMESO KoL TIEPLEXEL EVVEQ EVEPYEC AQUTIEG
dwWTLoOHOU OV N LA OTPEDETOL ATIEVOVTL OO TNV AAAN, SNULOUPYWVTAG
€va Siktuo amod 6éopeg pwtodc. To Bivreo mou mpoPfaiAetal ameuBeiag
HECO OTOV TIUPNVO TOU YAUTITOU MOPOUCLALEL €val PELYUO KLV OEWV OO

€va {euyog xeplwv mou mailouv TUUMavo Kal Tnv kabodikn Stadpoun oe
€va oTELPOELSEC KALLOKOOTAOL0. Me dpeoe avadopEC o€ vorpata yupw
ano to B€apa kal tnv enidel€n, amnod TG apxoieC ALOVUCLAOKEG TIPOKTIKEG
WC¢ TNV TIPOYHOTLKOTNTO TNG OUYXPOVNG SLAOKESOONG TIOU EKTIPOCWTIEL O
KaBauTog Xwpog TnG €kBeong, n AvoplLwtn ev PEPEL TOVILEL Ta aLoBNTIKA
KOLL TIOALTLO LKA T(POTUTIAL YLOL TNV AOKNON TNG TIOALTIKAG TG dlaokédaaong
Kal Tn¢ Yuxaywyiag. O yewypadlkog mpoodloplopdg Tou KTipiou akplpwg
TIAvw otov 061ko afova tngapxaiaglepdc Odol mou cuvedee TV ABriva ue
Vv EAgucoiva (moAn tng Sutikng Attikng, 18 XIA. amod tnv ABrva) Bploketal
eniong oe Slaloyo pe Tov aBOpuUBO EPUNVEUTH TOU KPOUOTOU Kal TNV
kaBodbkn kivnon, kablotwvtag Ta wg eVvOELKTIKA oTolxela Tng Stadikaoiog
KOl TOU TIVEUUATIKOU Yapaktripo twv EAevoiviwv Muotnpiwv. Tnv idla
OTLyUR, N aiBouoa punong otnv apyaia EAevoiva (yvwotn wg TeAeotnplo)
Ba pmopovoe va TapaAAnAloTel pe tov XWPOo TNG €kBeong pag. Ot
TpayoudLoTtég ou epdavilovrol edw MpooeAkUOUV £va TEPACTLO KOLVO,
oUYXPOVOL TIPOCKUVNTEC TIOU CUUUETEXOUV OE £VA LLOUGLKO TIPOYPOAUOL
mou Slapkel oplopévoug unveg kabe xpovo. To €pyo tng AvdpLwtn eival
€vag GOpog TIUNAG OTNV avBpwWILVN KATAOTAON OMWE auTh eSuTAwveTal
avapeoa amnod to ¢wg Kot TN okld, Aappfavovtag untodn oxt HOvVo Toug
TIPWTOYWVLOTEC KOL TOUG CUHUETEXOVTEC AAAQ €Tiong OAa Kal OAoug Tou
Bplokovtal oto mapaocknvio. MpokKettal yio pveia mpog kabe Yuyxn mou
untepPaivel tn ouveldnolakn odaipa i ayyilel pla KOTAOTOON AOAUTNG
eudopiag péoa amod tov Stahoylopd Kot TNV €KOTACN OVEEXPTNTWE Ao
TO AV Ol OUVONKEG aUTEC cuvdEovTal e €va OLKTUO TEAETOUPYLKWV N
JUXaYWYLKWY XOPAKTNPLOTIKWV.

H site-specific eykatdotaon Viomen (2019) (éva MAQOUATIKO AKPWVULLO
TIOU TIPOEPYXETOAL OO TLG AYYALKEG AEEELG violence kol women) Tou Avtwvn
BoAavakn, AapBAaveLtnv EUnvVeuon Tng oo to Pubo tou Ala, Tou omoiou n
YEvvnon eUMAEKEL TNV anoSpaor] amo Tov natépa tou Kpovo Tou KATATve
Ta veoyévvnta matdid tou. O Kpovog KOTATILE pLa TIETPA TUALYUEVN OE
omapyava nmou Tou €dwoe n Péa avti Tou veoyévvntou Ala, Sivovtag tou
TNV EVKOLPLA VOl LEYOAWOEL LUOTIKA KOl TEALKAL VOL TIOAEUNOEL TOV TTATEPQ
TOU yla va Yivel 0 apxnyog Twv Bewv. O BoAavakng avitumapaBaiiet
TNV OVOEKTIKOTNTA TOU PUOLKOU UALKOU OMwG auto epdavileTal otnv
adriynon tou pubou pe TNV €uBPAUOCTOTNTO TWV KEPAULKWY OKEUWV.
M’ autdv, TO CUYKEKPLUEVO KEPOAULKA OVTUTPOOWIIEVOUV TN YUVALKELQ
TOUTOTNTO KoL 0 0plOUOC TOUG CUVOEETAL UE TOV OPLOUO TwV CUVTPOPWV



KOl TWV EPWHEVWYV TOU Ala, TTIOU TIAPOUEVEL L0 OKOVSOALOTIKN) culiTtnon
HETAEL €peuvnTwV PEXPL Kal onpepa. H eAAnvikn puBoloyia dunyeital
TOUG oAUAPLBOUC TPOTIOUG TIoU 0 Alag (ocuxva amokaAoUUeVOC «Blag»
amo tov KaAAITEXvn) ouvnBle va aypoAwTtilel Tn yuvalkeia Tou Asia Kat
Va TNV EUTTAEKEL 0 0€EOUAALKEG SPAOTNPLOTNTEG OXESOV TIAVTOTE XWPIC
™ B€ANnon toug. TomoBETWVTAC T KEPAULKA TOU VA mTavTal EVTog Tou
UTIOPWTLOPEVOU XWPOU, O ELKACTLKOC CUYKPOTEL Evav TOTo aBefatdotntag,
QTOMOVWONG Kal andyvwaong ou oVTAVOKAQ Ta cuvalotniuota ekeivwy
TWV YUVALKWV TIoU Blwvouv tnv ameAmnioia kot tn povalla efattiag tng
OlKLOKAG Kol evdoolkoyevelaknG Bilag. Emiotpatevovtag 1o {wvtovo
UMAE Tou KoPaAtiou yla va SLoKOOUNOeL TNV emPAVELD TWV EPYWV
TOU, N amokooun xopoypadio Tou BoAavakn uvPwWveL P TPOCEUXN
yla TI¢ TaAAMwPNUEVEG PUXEC KOl UETATPEMEL TNV EYKOTAOTAOH TOU
o€ pa Balaocoa elGUAA LKWV TOTWV aKUpwvovTag OAn tnv BALPN, Kot
gunotilovtag tnv pe eAnida kat ovelpa. Me tn puboloyia wg to pEcov
OUYKEKOAUUUEVWY VONUATWY TIOU OXeTI{ovTal YE TNV Tatplapyio Kot
TIC avOpoKPATOUUEVEG Kowwvieg, to Viomen (2019) eival €vag UUvVOG
yla OAEC TIG UNTEPEC KAl OAEC TIC EpWHEVEC Tou Sladpapatilouv évav
TOOO ONUAVIIKO POAO QO TIG ATAPXEC TOU KOOUOU Kal SlKaouvTal pia
KaAUtepn B€on o€ kABe Kowwvia Kot TTOATIOUO.

To MAnpwua (2019) tng KAewwg MkiwleAn) €ival €vag OOTEPLOUOC TPLWV
YUOGAWVWV BoAdUwY TOU KpEpovTtal amd tn yepupOoxnun HETOAALKN
KATAOKEUH LECO OTOV XWPO. O EYKAELOUOC LLOG TIEPLEPYNC OVTOTNTAG LECA
oe kaBe Soxelo amokaAUTITEL €val piKpoTtepLBAaAAov To omoio o Beatng
umnopet va Stepeuvioel amnod Kovid. AOUAEUOVTAC UE Lo TANBWPA UALKWV
OMwc¢ NAGG, Ldaoua, YUaAL Kot VALAOV, N ELKAOTIKOG UTtEpPBaivel Ta 6pLa
™M¢, SnUoupywvTag YAUTA PHeyoAUTEPNG KALHLAKOG ATt TIG HLVIATOUPEG
HE TIG omoleg ouvnBwe Nrav eolkelwpévn. Mapola autd, enepPalvel
UTTIOMOVETIKA KoL JE ETUEAELA O KAOE MTUXN TWV AETITOUEPELWV TOUG,
€lte MpOKeLTAL YLO £Va OTELPOEAAXLOTO CNUELO 0TO SE€PLO TOU YAUTITOU TNG
€(TE yla TN XPWHUOTIKA AmOXPpwWaon Tou UYypoU HECO OTO OTOLO KATOLKOUV,
okopa Kat tov Babuo Baumnadac kot mapapuopdwaong mou auTo TTPOKAAEL.
OL KwvnuotoypodlkeG oknVvEG TNG KIZEA EKTUPOOKPOTOUV OAN HOG
™ doavrtaocio Kol PETATPEMOVTOL OE YOVIUO £€60¢0o¢ yla TOAUTIAEUPEG
epunvelec. Mag adnvel va anodpooiocoupe v UTA Ta TTAACHATA Vol
€uBpuatou péAovtocg, TexvoloyLkamponyuéva uBpidlamounpoopilovrat
yla va amoLKioouv évav MAQVATN TIOAU HAKPLA, 1) L0 EYKOTAAEAELLUEVN

ETILOTNMOVLKH TPATELQ TELPAUATWY TTOU ATMAWG EXEL TTAVUCEL VA AELTOUPYEL.
H xpwpatikn {wvtavia Tou SEPUATOC, N UTIEPPEAALOTLKI QTIELKOVION TWV
AKPWV KABWC KAl To PAE A TWV LATLWYV TOUG TTOU alyaAwtileL tov Bgatn,
Snuoupyoulv éva Pelypo avtipaTikwy Kol SIXOOUEVWY CUVOLOBNUATWY.
Elvat autéc ol popdéc Twng dulayuéves n dulakiopéveg; Eival
e€eAlyuévng vonuoouvng n avdpeikela; Eival PpLlikeg i exOpikég; Mpémet
va atoBavBoupe AUTN YU aUTEG 1 amelAn; Autd elvol oplopéva amnod ta
EPWTAMOTO TIOU N KOAALTEXVIC OKOTILUA OPrVEL QVOTAVTNTA KOl KOAEL
Tov Beatn va anodaciosl pe tn Sk Tou Kpion. YmodnAwvovtag Kamnota
Klvnuatoypadlkn tawia emotnuovikig davtaciag, To MAnpwua (2019)
elvalt pa kowrida moAudwviag kat SiadopetikdTnTAg, aVAINTWVTAG
va OUUPALWOEL TIC avVNOUXLEC KAl TNV AMOYONTEUCH HOC ylo SUVAUEL
TPOUOKTIKA yeyovoTa mou Ba mpokAnBoUv amo To Kowo Hag TEMPWUEVO.
H évtovn audlonuia Tou XapoKTApa TWV YEVETIKWV SLOCTOUPWOEWV
™¢ Mkilehn amotelel pa eleyeia yUpw OO VONUOTO OTTOLKLOKPATLOG,
OITOOTOLKLOTIONONG KoL avOpWTOTEXVIKNG, PIATpApPLOUEVN amd €vav
Peudn avBpwrniopo kat éva petafaAAopevo ouykivnoloko doptio.

H ovtamokpwwOpevn oOTovV XwPo EyKotaotacn Apyatodoyio 1n¢
ka9nuepwvotntoc (2019) tng Avdiag Aaunaociva amoteAsital amo pia
otAAn pe 10,000 anodeifelg tapelakwy pnxavwyv Uouc 4.70 LETpWY IOV
KPEUETAL amod TNV opodn Kol and 34 otoifeg pe 25 mdta payveoitn n
KaBeuLa (cuvoAkd 850) TomoBetnuéveg oto damedo akplPw anod KATwW.

‘EXOVTOG TPUTIHOEL TIPOOEXTIKA TNV KABE amodeLen pe pla atodAwvn paBso,

N €KAOTLKOC SNULOUPYEL Eval EVTUIWOLOKO KABETO apxelo Tekunpiwong
™G KaOnuepvng TwAG Kal MLoG povotoviag, To omoio avamodeukta
ayyilel v opodn kat Ba pmopouoe MOAU €UKOAQ VO GUVEXLOTEL Kol
Tépa amo auto. H Aaumnaoiva Eekivnoe va ouyKeVTPWVEL amodeifelg amno
1o 2008 W¢ MEPOC VOC oWHATOG SOUAELAG Ue TiTAO To MA€vTl TeAsiwoe
- 10 MAévtL éavapyilel TOU CUVETECE UE TNV MTWYXEUON TNG €TALPELNG
XPNHUOTOOLKOVOULKWY UTINPECLWV Lehman Brothers kol TNV OLKOVOULKN
Kplon mou xtumnoe tnv EAAGSa. Itn Sikn pag €kBeon, n KAAATEXVLG
napouotalel po mapadofotnta NG KABNUEPWVAG TTPAYUATIKOTNTAC, N
orola oxeTileTal e UL CUYKEKPLUEVN amaitnon Tou EAANVIKOU VOULKOU
ouOTAUATOG oV I{NTA amd Toug GoPOAOYOUEVOUC VO SLOTNPOUV OAEC TLG
amodeillelg oe MePIMTWON MEPALTEPW EAEYXOU TIAPOAO TIOU TO PEAAVL OTLG
anodeitelgeCatpiletalkateéadaviletal peoa oe Staotnua Alywv pnvwv. H
Aapmoaoiva Katd KUpLo AOyo e0TLAlELOE LOEECYUPW ATIO TNV AVTIKELUEVLKA N



TNV TAQGLOTLK TTPOAY LOTLKOTNTAL KOLL UV LN KOLTN SLopKH QUEOUELW TN LLOG
napouoag ouvoinkng. N’ autryv, N cUCoWPELON AMOSEifEwWV LETATPETETAL
oe pLa Stadpopn tng UMaPENG Kat pLa EVOeLEn ateAeiwTwy cuvallaywyv
TETPLUUEVWYV TIPOLOVTWY Ttou cuvEovTal e TNV KaBnuepvi {wn Omwe n
ayopd yaAaktog, Pwuol kat dapudkwv. H e€dtuion Tou pelaviou eival
€va Eekabapo oxoAlo yla tnv Staypoadr tNG UVAKNG KoL TNV TEKUNplwon
™¢ dlag tn¢ {wng. Ot otoifeg Twv MIATWY amd payveoitn sloayovtal
o€ OX€on UE Eva AANO KOPUATL TNG EAANVIKAC {wAG TTOU EEKWVA OO TOUG
apxaioug xpoévouc. Npoepxoevo amo ta £0ua yupw amo tov Bprvo, To
OTIACLUO TWV TILATWV EYLVE SLadoX LKA {WTIKO KOUUATL TNG EAANVIKAC AATKAG
KouAtoUpag Slaokédaong, cupPBoAilovtag TNV €AEYXOUEVN OMWAELQ HE
NV akUpwaon Tou BupoU Kal TnG AUTING KAl TV OVAYKN yLla yLopTH. Ao
NV GAAN MAEUPA, N TIPOKTLKN TNG EMLOEIKTIKAC KATavaAwong (évag 6pog
TIoU £10NXON Ao ToV KOWWVLIOAOYO Kol olkovopoAoyo Thorstein Veblen,
1857-1929) mou onpuaivel tn dnuoota eMiSELEN OLKOVOULKNG EUPWOTLOG
LLE TO OTIACLUO TILATWVY KL TIOTNPLWV QVTL TNV EMAvVAXPNOLUOToLNon Toug,
QVTOVOKAQ VONLATA TTOU OXETI{OVTAL LE TNV KOWVWVLKN aAAOYH KOL UE L
VAPKLOGLOTIKY) ouUTiEpLdOPA TIOU EPYETOL O€ avtiBeon Ye pla TpExouoa
TaBoyevr) OKOVOULKN TIPAYHATIKOTNTA. o TNV KaAATexvida, o TpOmog
TIOU QVTIAQUBOVOUOOTE TO MOPOV CUVOEETAL KATEEOXNV LE TO TTAPEAOOV
KOLL TO LEAAOV KalL, OMOLWC, O TPOTIOC TTOU YVWPL{OU UE TOV EQUTO HaG —OTIWG
0 ZwKPATNG to €0e0e YIALASEG XpovLIa TIPLV— yiveTal n mpolmoBeon va
KATAVON OOUE KAAUTEPQ TNV KOWVWVia OTtwe auTr e€eAlooetal pe i} dixwg
guac. To €épyo Apyatodoyia tng kadnuepivotntoc (2019) elval Eéva eyKWULO
™G enilyvwong mou Spa w¢ 08nyog otnv nOKN Kat tn S€ovToAoyLkn HOgG
ouuneplpopa kat KaBopilel TN SLAAEKTIKN TTAVW OTNV OTOLN Ol KOWWVIES
Stapopdwvovtal kat cuvexilouv va udiotavrad.

H Bivteo-eykatdotaon EAcvuoiva 2010 tnG ALOXAVTNG EMAVACUVOEEL TOV
Kepapewko pe tnv EAevciva. H twpivh pog tomobeaoia £ykettal eKel Omou
KABe xpovo otnv apxaldtnta n moumnn Twv EAevoiviwv Muotnpilwv eixe
w¢ adetnpla kat mpoogyylle tnv EAevoiva péow g lepag Odou yla va
TapOoToOEl O€ Lo OELPA LEPOTEAEDTLWY TTOU oXeTilovTav Ue TNV Afuntpa
(Bed ¢ yewpylag Kot TNG yovILOTNTAC) Kal TV KOpn tng MNepoedovn, n
omola annxon amno tov Adn kat TeAka enéotpePe Al otov Avw Koéopo.
H pvnuewwdng eykataotaon tn¢ Atoxaving otov 17,000 T.4. Xwpo TOU
MaAatov EAatoupyeiou otnv EAeuoiva mplv evvid xpovia, eVEMAEEE enmTd
TUAHUOTO TOU EPELMWHEVOU KTLplou yla va dnuloupynoel pa mapéppfacn

OVTOTIOKPLVOLLEVN OTOV TOTIO QUTO XPNOLUOTIOLWVTACS dWG, NX0, EVPEBEVTA
UALKQ OTTO TO EPYOOCTACLO, TOLUEVTO Kal EVA0. O E0WTEPLKOG LOVOSPOULKOG
AaBUpwvBog MOU EVWVEL TNV QPXLTEKTOVIKN KAl TO cwua Tou Beatr ot
hio evialo ovtotnta, BEtel o SOKLUAOLO TIG OVTIKPOUOUEVEG SUVAUELG
¢ BvntotnTag Kot tnG abavaciag SLUPECOU TOU MVEUUATIOUOU KAl TOU
HUOTIKIOPOU. H XwplkA HETAUOPpdWON TIOU N ELKOOTIKOG EVOPXIOTPWOE
otnv EAevciva, Bplokel Twpa to vonTiko LooSUvaud tng OxL HOvo oTov
Blopnxoviko xwpo tng €kBeong aAAd kal oTnV apxaio yn evvid PETpA
KATW Kol 8pa w¢ mapdyovtog cuvSeoIUOTNTAC METAEY TwV SUO TOTWV.
MNapouaotalovtag pia mopeia StEAevong oto Bivteo Stapkelag 30 Aemtwy,
n Awoxavtn ekppadlel tn omoudaldtnTa NG AuTo-SlEPEUVNONG KAl TNG
owwviog StEAeuong mpog TNV KaBapon pEow pag Stadikaaoiag umapéLlakou
Kal ouvalobnuatikou efayviopou. Buwvovtag oauthiv Tnv avaloyia
avdapeoa ota dU0 mepBAAAOVTA TTOU EVTACOOVTAL 0T CUYXPOVN OOTLKNA
npaydatikétnta, o Beatng emavamnpoodlopilel tn ouvdeolpdTnTA
HE TO TapeABOV Kal To TmMapov, EVw Tautoxpova cupBlBaletal pe tnv
OVTOAOYLKH onuacia plag agvang LETadUOLKAG TTOPELOG KAl LLOC SLaPKWE
HeTaBaAAOUEVNG Yewypadiag.

‘EXovTag mapatnPAoEL TV TIUKVOTNTO TWV YKPADLTL OTOV AOTLKO LOTO TOU

KepapewkoU, n EAévn Zolvn avtamokpivetal pe tn Sk ¢ ypadn oxt
HOVO HEoa oTa PpUOLKA OPLA TOU XWPOU Uag aAAd entiong anodacilel va
napeUPBAAEL 0TNV OMTIKY Kakodwvia Kot meldTnTa TNG TEPLOXNG TIG HIKEC
NG SLAKPLTIKEG TPOCONKES. Anpoupywvtag pa Stadpoun pe onuadia
oTNnV TEPLOXN Tou Kepapelkol, LAOTEPLEPYOL TIEPAOCTIKOL UIMOPOUV va
OVLXVEUOOUV HLO OLLVLYUOTIKY TIopEia, n omola, av anodacicouv va tnv
akolouBrioouv, Ba toug odnynoeL otnv €icodo tou +9. Eyyeypauuéva
aneuBelog OTOUG TOIYOUGC TOU XWPOU, UN OToKpUTIToypodnUéEva
OUUPBOAQ, XAPOKTAPEG N KOL OMAEG YPOAUUEG OCUVOETOUV TO TEPITEXVO
Kal ToAUTAOKO site-specific tomio tou €pyou lpauuikn Z (2019). Ot
Beatég evBappuvovtal va To eEEpeUVAOOLV Kal va yivouv pépog tou. O
SLOAOYLOTIKOG XAPAKTIPOG TOU OMTIKOU AOYoU TNG ZoUvn TEPLKAELEL OxL
HOVO TNV oucia KAmoLlou TOAUGUVOETOU BpNOKEUTIKOU CUCTHUATOC AAAQ
KOl Ta YVWPLoUOTO TNG TPAKTLKAC TOU TIPOCKUVILATOC O OAEC TOU TG
ekdavoelc. To anmokpudpo cuotnua onueloypadiag pEpvel oto vou TNV
Slopopdia Twv apxaiwv metpoypadlwy Kat TETpoyAudLlkwy, GopTIoUEVA
HE aTaBLOTIKA EVOTLKTA KOl allpovTag Ta OpLla TV CUUBATIKWY YAWOOLKWV
KAVOVWV KAl TwV apXWV TNG ONUEWWTIKAG. H Mpauutkn Z (2019) eival



€vag ¢Opog TIUAG OTO MVEUHATLKO TagidL Kal tnv adumvion Tou Kabevog
HOG KOl TNG avAyKNG Vo ETILKOWVWVAOOUUE e To Belo, To omoilo oxedov
navtote ekppaletal péoa anod tn puon Kal Ta GaVOUEVA TNE, 08NYWVTAC
o€ Lo ouvonkn ooppormiag kal yaAnvng. Mag peTtadEpeL O pla oTyuUn
evbooKOmnoNnG, otoxacpou Kal ameAeuBépwong. Me tig SuovonTtEG TNG
YPADEG TTOU QMOKPUTITOUV €val OXOALO yla TNV aévan Kol tTnv adpBoaptn
Kivnon, n Zouvn enavanpoodlopilel ToV KOOUO HAC KOl TIPOTEIVEL £vav
KalvoUplo péoa armo ta LOewdn Tou avBpwmLopoU, TG CUVALCONUATIKAG
avVATOOoNG KaL TNG TIVEULOTLKA G AVAYEVVNONG.

To peyaAwv dlootdoewv €pyo Atitdo (2006-7) tou MNavvn Kovtapartou,
opBwvetat SuvapLka Kal EMBANTIKA TIPOKAAWVTOG TOV ETILOKETTTN UE TOV
£€VTOVO KOl UVNUELOKO TOU Xopakthpa. XtnpllOpevo amnod Ti¢ KOAoooLaleg
KLVOUUEVEG ETILPAVELEG TNG OKNVAG, TO €PYO0 OE KAUPA UETATPEMETAL OE
EVEPYO QPXLTEKTOVIKO OTOLXELO TOU Xwpou. TomoBetnuévo otn oknvn
napatnpel tov Beaty amd PYnAd €evoOPKWVOVTIAC OCUYXPOVWG ULa
€vtovn evtUmwon BeatplkdtnTag. H awypatiky adriynon tou £pyou
ToU Kovtapdtou MapameUMeL yio AAAn pa popd o pia StpopoUpevn
Kal petaduolkn odaipa, omou oL popdéC kal ol popueg avadluovtal
OOV QVTLKELMEVA TIOAAOMAWY AVOYVWOEWV. BAoLlOPEVO O€ L auoTtnpad
OUUMETPIKN SlappuBuLon, To erAeypévo BEpa tou KaAAtéxvn mailel pe
TO HUaAO kat tn dpavtacia pag kKabwe avtopata BAlOULE TOV EQUTO HOG
oe pla Sdadikaocio amokwdikomoinong plag evoéeXxouevng oUUBOALKAG
oknvAG. OL{wopopdkEG N avOPWTTOUOPPLKEG LOLOTNTEC TOU ELKOVI{OLEVOU
OVTOG ToU epdaVIlETAL TEVIWUEVO QVAPECO OE £vav KEVIPIKO afova
KaBw¢ kot Ta SU0 UIKPOTEPA KABETA aviwmd oTeAEXn, dEPvVouv OTO
VOU pla oTaupwon f pla cuvenkn Buoiag. To edv auto To MAAoUa ivat
KPEUOOUEVO KABETA 1) TOTOBOeTNUEVO TTAVW o opllovtia emidpavela N
elval €tolpo va amoyelwbel, KAAOUUAOTE EUELC va TO ATOPOCIOOULE.
Erutpénovtag toug Beatég va ewoéNBouv oe €va Babltepo daoua
TPAYUATIKOTNTAC TEPAV TOU GUOLKOU KOOopoU, o Kovtapdtog tyvnAatel
HE TO HMOVOSIKO TOU OMTIKO A£€IAOYLO TOUC TPOTOUG TIOU BewpnTKA
avTIAQUBaVOUAOTE TNV TTOALKOTNTA TOU €aUTOU Hag Kol T Stadkaoia
enava&loAdynong Tng vonTikng SLadLlkaolog mpocappoyn G OTLG EPrIUEPEC
TIPOYHATIKOTNTEG TNG {WNAG.

H eykatdotaon pe titho Ek-stasis (2019) tou James M. Lane sumA€kel éva
Cevyapl umodnuatwyv Converse ta omola avuPwvovtal EAAxLoTA amno To

€6adog anod ta idla Toug Ta KopPdovia TToOU KPEUOVTAL Ao TV YEdpupa
TeEXVIKOU e€omAlopol (catwalk) mavw amd tn oknvh. Ao TV mMPwTn Tou
KLOAOG emioken OTO XWPO TNG €KBeONC, O KAAATEXVNG QAYATNOE TNV
TomoBeoia KoL TNV €yyUTNTA TOU HE TOV 0pX0LLo TOTO. H GUYKEKOAUUUEVN
TIOLNTIKOTNTA KoL O AUPLOMOG TOU XWPOU €ixav €vav Loxupod OVTIKTUTIO
OTOV KOAALTEXVN, O OMoloG TEAIKA amodAcLoe Vo aviamokplOel pe tn
XPron Twv UTIOSNUATWVY TOU Kal TN SURBOALKN TipAtn TnG amouoiog tou
avBpwrnivou cwpatog. O TITAOC TOU £pyou TPOEPXETAL OO TNV apxaio
eAANVIKA AéEN EkoTaolg, N ETOLOAOYLa TNG Omolag ONUOLVEL LETOTOTILON,
kataAnyiakatouvaloOnuotikn ueEdn. TaSU0 CUOTATIKA TNG EYKATACTACNG
OuyYKpotoUV tn PBdon ywo moAAamAoU¢ ocuvelppouq. MNa Ttov Lane, n
VEPupa uMOSNAWVEL voruata avataong Kal KaBapong o MVEUUATIKO
Kal duolko emimedo. Mpokettal ya pa avodopd otoug Puyomoumnoug,
ovVTOTNTEC OMWCE 0 AvouLg, o Epung, o apxayyelog MixanA, o Zifa kot o
AlpanA ou anavtwvtal oe S1adopoug MOALTIOHOUC, Kal eivat urteUBuvoL
yla tn petadopd kat tnv avopwon tng Puxng otoug oupavous Kal oTn
uetabavato {wn. Eival emiong pla avoadopd otn otaUpwon Kol oTo
Ocilo paptuplo. Ta €MUK KOPSOVLIA, TA OMOLA TNV TPOYUOTIKOTNTO
amoteAovvtal oo ToAudplOua {eUyn OUVEVWHEVO HE KOUTIOUC,
OVAKOUV Og avBpWToUG amd OAEC TIC KOWVWVLIKEG TAEELG uTTOSNAWVOVTOG
NV TolKopopdia NG avBpwrmivng TauTOTNTAC KL TO TIOALTIOMLKO
untoBabpo. Tnv (Sla oTyUr, ATOKAAUTITOVTOL WG HLO OTTAOUGTEUMEVN
€k6OXN VEUPWVWV KAl TWV CUVAYPEWV TOUC SpWVTAC WE TO PETOV YLa TN
puetadoon mAnpodoplwy PeTafl emumédwv mpaypatikotntac. Mailovtog
LE EVVOLOAOYIKA OVTWVU O OTIWE N TIVEULOLTLKH KAl n GUGCLKN uTtdoTacn, N
UALKNA Bvntotnta kat n Yuxkn abavaocia, To cuveldnTo Kal To AcuVELSNTO,
To BApOC KaLTO AVTiBapPOo, 0 ELKOOTIKOG LOOPPOTIEL AVAETA TNV avTiAnyn
TOU XELPOTILOLOTOU KAl TOU QUAOU TIPOCKAAWVTOG HaC v SOUUE O,TL BAETEL
Kal va atocBavBoupe 6,tL awoBavetal. To {eUyog MAMOUTOLWV TOU —€va
Slaxpoviko ApepLKaviko umodnua yla kahabBoodaiplon, mou apyotepa
EKTLUAONKE SedVTWC amd Tou¢ abAnTéC dpong Bapwv Kol ohuepa ivat
TOAU SnNUOPINEG O OAEC TIC NALKIEG— €TIL OKNVNG KPEUAUEVO, EVTEIVEL
EKEIVEC TIC SLATIOAITLOULKEG KAl OXEoewV dUvaUNg LOLOTNTEG Tou Ek-stasis
(2019).

To Taéiét (2019) tng Aéomowag Meipdpoyhou eival €va poviéAo
TIPAYUATIKWY SLOOTACEWV HLOG QALYUTTTIAKAG capkoddayou tou MéEoou
BaolAelou mapopolag pe ekeivwv mou npbav npocdata oto dwg evvid



HETPA KATW armo TtV enidavela tng vekpomoAng Deir El Bersha kovtd otnv
Mivia, pa toAn tng nediadag tou Neidou, 225 xiA. votia tou Kaipou.
M’ auto To £py0, N ELKOOTIKOG QVIXVEVEL TNV KATAywWYr TNG OTNV TOAN
™M¢ Mivia, omou n dla yevwnOnke Kal HEYAAWOE, TPV N OLKOYEVELA
™¢ eykataleipel tn xwpa. MiuoUpevn €K MPOBECEWC TNV ALYUTITLOKN
TEXVIKN, TO UAIKA Kol OLAKOOUNTLKA OTOLXELM, KATAOKEUAETAL MLa
Kalvoupla Brnkn amo koppatia EVAoU Kal Tormobeteital mAvw o EUALVEG
naAéteg Sivovtag Eudaon otnv Wéa ¢ PeTABaong and tov £va TOmo
OToV AAAO pE TN PETAdOPLKN 1 TNV KUPLOAEKTIKA onuacia tng. Onwg
ota auBevtikd opdAoyad tou oto BiBAio twv Avo Tponwv —uia cuAloyn
amno elkovoypadroeLg Kal TadLka E0pKLa Tou ePLypAdouV To MEPATHA
otnV AAAN {wn— To ECWTEPLKO TNE KATAOKEUNG SLavOIleTal e OXOAOOTIKA
eMeEEPYAOUEVEG ELKOVEG TTOU QVTATIOKPIvOVTOL O€ ETEL0OSLA TNG LW G TNG
KaAALTEVLIS0G. Ot eTiAeypéveg auToPloypadiLkeg oknvEG epdavilovtal o
OVTLOTOLYLOl LE TOV OLLYUTTTLOKO Ny NUATIKO KAVOVA TIOU OU UItEPLAa U BAVEL
TI¢ SLadpopég amd TNV €npd Kal To VEPO WG TPOTIOL TIPOCEYYLONG TNG
HETA Bavatov {wNnG. Zav apXaloAdyog mou avakaAUTTEL pla oapkodayo
yla mpwtn $opd, To KOO TAPAKIVEITAL VO SLEPEUVHOEL TO ECWTEPLKO
pe tn Bonbela evog dpakou. Alakatexopevn amod pla Stabeon €vtovou
OQUTOCOPKACOUOU Kal pia aiobnon auvto-afloAdynong, n MeipdapoyAou
pixvel dwg otov peyalutepo ¢ofo amd O6Aoug, Staokedalovtag e
Xloupop tov Beatr) OTNV MPOOTABOELd TOU VA OTMOKWOLKOTIOW)OEL TIG
HUPLAdEeC Twv SIKwV TNG LepoyAU LKWV Ttou Bupilouv KivoUpeva oxEdLa.
M’ avtnv, to Taéidt (2019) sival po uTTEVOUULON KOL EVOL EYKWHLO YLOL TN
{wn kaBwg Kal éva eprEPO POVOTIATL TNG BVNTAG oG UTtapENG. AmtoteAel
UL TpoowTtkA eykukAomaideta i éva BiBAlo kouLke f €va exabyte (EB)
6ebopévwy nou anodidouv tn Suvaun petadoong Kot anobnocaupPLoUoU
OAWV TWV YEYOVOTWV KOl TNE TEKUNPLWONG TNG LoToplag evog avBpwrou.

To épyo Metauopewon (2019) tn¢ EvoeBiag MiyanAidou sivat éva yAuTto
UYoug 2.30 W. IOV TIPOCOUOLALEL TO CWHA EVOC avevepyol S€vTpou, TO
OTIOl0 OTEKETAL ayEpwXa OTN OKNVH Tou xwpou. MA£ovtag avAapeca o€
€VVOLEC YUpW aro tn {wn, To Tpalpa kat tov Bdvato, Tnv anocVvOeon Kot
TNV avay£vvnaor, N ELKOOTIKOC, OTOV TIUPHVA TNG TIPAKTIKNAG TNG, ekdpalel
TN petouciwon tng dpuong péoa amnod dtadopeg Stadikaoieg 6nwe n kavon,
n dtaBpwon kat n duoikn ynpavon. H acOUUETPN OTACN TOou YAUTTTOU
TIoU Ttapaméunel o€ e€apBpwuévo cwpa epdaviletal wg Eva apxETUTO,
pLo 16€a Tou CUAAOYLKOU aoUVELSATOU Tou €xel kKAnpodotnbel amd to

napeABov 1 —onwg o MNouvyk Ba to €6ete— éva emavalappavouevo
OUUPBOAO TIOU OTOLXELWVEL YEVEEG. H KOVTIVH] OUOLOTNTA TOU KOPHOU UE
auTtnAV evog Sévtpou eAldg Ba pmopouoe va amoteAécel avadopd OTo
opxoio 6€vtpo tnNg pHoplag, To Lepd SEVTPO EALAG —TIAEOV AVUTIAPKTO— TTOU
TIOAAQTAQOLAOTNKE A0 TOV OPXLKO KAPTIO EALAC, TOV Omolo, cUUPWVA UE
TO HUBO, n bla n Bed ABnva ¢utePe otov LEPO Bpdxo tng AKPOTOANG.
MPOEKTEIVOVTOC TIG AVNOUXLEC TNC YUPW o Ta GUOLKA TTEPLBAANOVTA TOU
napeAB6vTog mou SLapkwg LeTaBAAAovTaL KOl TTPOCAPUOTOVTaL OE VEOUG
o6pouc, N MixanAibou kateuBUVEL TNV TPOCO)XN HOC OTOV UTIOXPEWTLKO
HoG oUUBLBACUO E TN PEVCTOTNTA TOU XPOVOU, N omoia eival appnkta
ouvdedepévn pe kaBe alhayn. Auto emuBeBalwvetal eudAvTaAoTA PE TNV
TEXVIKN HipNong ¢uolkng amoocuvBeong Omou To aAdTL anpoodoknta
eudavileTal wg ovaoTOATIKOC Tapdyovtag cuvtipnong. H afia tou,
TIVEUMATIKI KABWGE KAl XpNUATIKI, yVWOoTH ano tnv apxatotnta (Ounpog,
IAlada, 1X:205-17, Hpobdortog, 11:77, 86) 0xL povo otnv EAAGSa Opwg Kal
o€ AANEG TTEPLOXEC, UTIOYPAUUILEL TIOLKIAEG OAANYOPLKEC TTAPAUETPOUC OF
emninedo mMoATlopLKAG ToAAamASTNTAC Kol UBpLdlopol. H Metauodpewon
(2019) elvain mpoowromnoinon KLOG ECWTEPLKNAG OVATKADNG, LLOG TTOPELDG
omou n avBpwrivn ¢UCN CUYKPOUETOL UE TIG OPXEYOVEC KATABOAEG Kol
Slaokopmiletal LEoa OTO AMELPO.

H mevrakavaAn Bivteo-eykataotaon 1o uéAdov Bpeédnke (2019) tou
MavwAn Mnapnolon OSlepeuvd TNV €VVOLOAOYLKN OCUUPLwon pLag
ovaokadng Kal Twv BpauopATwV eVOC eUPEBEVTOC KELUEVOU TO OTOLo UE
KATIOLO TPOTO ONUOTOSOTEL TO TTAPOV KAl TOUTOXPOVA OTOKOAUTITEL TO
HEAAOV. ZUYXEOVTOG TO OPLA TNG TIPAYUATIKOTNTAG, OL tpodNTLKOL oTixol
TOU KELUEVOU TIOU €pYXETOL 0TO WG Kpivouv o BaBo¢ emikatpa {ntrpata
Kol TTOOOYEVELEG TNG ETOXNAG HAC. Ta TMOWNTIKA OUTA amoondopata Oa
Umopouoayv (owg va armoteAoUV HEPOC EVOC TPOCWTILKOU NUepoAoyiou,
€VOG YPAUMOTOC N Kal TNG SlaBnkng KAmolou Tou €I{nNoE OTO HOKPLVO
apeABOV, OUWG—LE Evav OVEENYNTO TPOTIO— UTIHPEE LKAVOG VA TIPOBAEY EL
TO UEANOV PEoO QO T PATLA TOU TOPOVTOC avayvwotn. To aducwnnto
oKQYLUO TNG N TAUTOTMOLNUEVNG avdpLKNG dplyoupag UTIOSNAWVEL TN
Aaxtdapa ylwa tnv avokaluyn tou ayvwotou. H tomoBétnon twv dvo
oBovwv oe SU0 KOPEKAEC PEPVEL OTO PUAAO KAPEKAEG avayvwaotnpiou
N Boelg emPatwv oklaypadwvrag pla petadoplky avalitnon Ttou
aylwou SloKomotnpou TG yvwong, ¢ emPBiwong kat ¢ abavaociag. O
Mnaumouong He to capdovio Eéomaoua apdpAeyOUeEVWY YAWOOLKWVY



TEXVAOUATWY COPWVEL TN CUYXPOVN Kowwvia kot ekdBapa tnG ooKel
KPLTLKA, QVTIOpWVTAC AUECO OTA EAATTWHATA KAl TO OPAAUATA TNG
oxebov pe évav tpomo mpodnTikd. H edpeupetikdTnTA TNG €KSOXNE TOU
KQAALTEXVN yla To HEAAOV, €XEL AUEON OUVAGDELD PE TOV TPOMO TOU
Slaxelpllopaocte Toug 1dLoug pagtoug dpofoug dtav 1o oKePTOUAOTE SiXWE
va elpaote pépog tou. H beahiotikn SnAwon nmwc to pHeAov BpEbnke,
QVATIAVTEXA HaC YEULEL e Eva aloBnua aneAeuBépwong kat AUTPwWonNG
kabwg Eadvika avamtuoooupe tnv Peudaiobnon Tng EMUAKUVONG TOU
XPOVOU Kall, KATA CUVETELQ, TNV Tapdtacn Tng Bvntig pag unodotaonc.
To £pyo Tou Mmapmnouon TomoBEeTEL Ul COUPEAALOTIKI) QVATPOTI) OTLG
TIAPOUETPOUG TNG {WNC, OVOKATOVEUOVTOG HE XLOUMOpP Ta OTOLXEla Tou
XPOVOU Kol EVOTEPVIIETAL LLO OVOOTATWON CUVALCONUOTIKA N omoia pag
KUPLEVEL XWPLG KAV Vol TO TIPOCEEOULIE.

Ol BaAdoaolol opyaviopot kot blaitepa —o€ aUTAV TNV NepimTwon— ta
KOXUALQ, OUUETEXOUV EVEPYA OTO OTTIKO Ae€AOyLo TG EUNG ZapfBaién.
To épyo Totéu (2019) sival pa epBAnuatiki Kataokeun Uoug 2.40 .
EUTVEUCUEVN amod TN GOpUa KoL T HOTIBA TwV KOXUALWYV. H EKAOTIKOG
ETUAEYEL va Ta evtael w¢ {WTKA SOULKA OTolxeEla oTo YAUMTO TN,
Slvovtag tnv evtunwon evog mapadofou amoAlBwpEVOU OXNUATIOUOU
mou Ba umopoloe gVAoya va OMOTEAEL €va LUOTNPLWEEG OVTIKELUEVO
TIou €KTIBeTAL O€ KATOLO pouoeio. MNa tnv ZapPaidn, to KoxUAL eival Eva
boxelo pe peTadoplkéC TPOEKTACELS TOU SlaBLBalel €VVOLEC OXETIKA
HE TOV KUKAO TN¢ {wng Kal tn¢ ocupPiwong. Evw Bétel epwtipata mou
adopolV TNV KVNTIKOTNTA KAl TNV UETAVAOTEUON, TIapAAANAa Aappavel
umoyin tn oxéon Twv avlpwnwv pe to Ppuotkod meptBariov. To £pyo oto
OUVOAO TOU KOTOLOKEUALOLEVO ATIO TOLUEVTO KOlL Lo papOCoKovn otnplletal
0€ EOWTEPLKN HETAAAKA BEpya kol Bploketal oe amoAuTn appovia He
TOV AUEOCO Blopnxaviko meptBaiiovia xwpo. EUmepLléxel Evav oXoAlaouo
OXL HOVO YylO TO QOTIKO TAAiolo TNG TomoBeciag pag Kal Twv alAaywv
TIOU UTECTN OO Ta apyaio xpovia aAAd emiong Kal TNV OKATATIAUOTN
EKUETAAAEUON TNG GUONG KATA TN SLAPKELX TWV ALWVWV LE KATACTPODLKA
QMOTEAECUATA YlO TO OLKOCUOTNUATA TIOU TIPOKAAOUVTIAL oMo TIG
TaXUTATO QVAMTUCOOOMEVEG KOWWVIEG. AvakaAwvtag tn ¢locodikn
gévvola tnG ¢avracpatoloyiog (hauntology) tou Derrida, to Totéu
(2019) evotepviletal Tnv uTIOKABLOTOUEVN TTApouaia TG UTAPENG UE TO
avUTOPKTO (PavTtaopaTiko) opoAoyo Tou o€ oXECN KAl CUVAPTNON LUE TNV
TIPOEAELUON TNG LOTOPLAC KAl TNG TAUTOTNTAC. H mapaBoAikr blotnta Tou

yYAunttoU tng ZapPaidn HeTATPEMETAL O £va EPYAAELO TTIOU ATMOKAAUTITEL
e mopAdAAnAn mpaypatikotnta. QwAldlel avapeoa otov Beatr Kot
TO YEWTOVIKO TEPBAAAOV Kal evepyel w¢ TMUAwvac-6laudog Loxupng
Slaolvbeong kat aAAnAe€aptnong.

H eykatdotaon tou Nikou Tpavou, Tear Gas (2019), eivat po culdoyn
avapiOuntwv xepohafwv  xewpoBoupidwv Aaudng, KpOTou KoL
S0KPUYOVWVY. ZUYKEVIPWHEVEG QMO TNV TEPLOX OVAUECOH OTnV 080
Tooitoa kot to EOvikd Apxatoloyikd Mouoeio tng ABrivag, éva ouxvo
niedilo paxng pe emelcodia mou Stadpapatilovral oxedov kabe efdouada
Ta TEAEUTALO XpOvLa, BplokovTal apadLaoUEVES EVTOC KUKAOU OTO TTATWHA
¢ €kBeong, Bupilovtag To «MavomTiko ZUotnua eAéyxou» oxedlaoUévo
ano tov Bpetavo dpldcodo kat Kowwviko Bewpntiko Jeremy Bentham
(1748-1832). Me adetnpia TG EMSPACELS TOU CUOTATIKOU SAKPUYOVWY
CS otnv uyeila tou avBpwmou, OMWE AMOMPOCAVATOALOUOC, EPEOLOUOG
ota patia, movokédalog Kal Brxag, o KAAATEXVNG Ta tapaAAnAileL pe
TIC ETUTTWOELG TOU TIOAEHOU KAl KUPLWG OTAV TIPOKELTAL YLa TNV TUXN TOU
anpootdteutou MAnBuopou. MNa tov Tpavo, Ta Bupata Tou TIOAEUOU
Umopouv emiong va €€lowbolv pe TIC AMWAELEG oMo UETASIOOUEVEG
vOOOUC, OTIWE 0 BAKIAOG TNE TTAVWANG KALTN XPHON TOUG O€ BLOAOYLKA OTTIAQL.
TNV LoTopia oUVAVTAUE TIOLKIAEG TTEPLTTWOELG PUTIAVONG TWV EXOPLKWY
amoBepdtwy UOatog He HoAuouéva koudapla {wwv f ancubeiog oe
TMANBUOPOUC LE TN CUVELSNTA El0AYWYH TIAVWANG OTO ala EVTIOUWV (ULa
TIPAKTLKN TIOU ULOBETABNKE QMO TOV LOMWVLKO oTPATO KOTA TN SLApKELa
Tou B’ maykooulou moAépou) f mo mpoéodata TN XPron tou davbpaka
OO TPOUOKPATEG. OUwC €va TILO OLKELO TTPOG EUAC TOpAdELlypa elval o
Stafontog Aopog tng ABrvag katd tn Sldpkela Tou MNeAomovvnolakou
MoAépou to 430 m.X., o omolog €oBnoe amod tov Xaptn to 25% tou
TMANBuopoU TNG apxaiag MOANG-KPATOUG, LETAEY TWV OTOLWV KATIOLOL TTOU
elval evtadlaopévol kKatw amo ta modia pag. H Aemtopepnc avadopd Tou
LoToplkoU @oukudidn (lotopiat 11:50-51) meplypAdel TO CUUTMTWHATA OO
oUTO Tou Ba pmopouoe va eivat n BouBwvikr TavVwWAN OPWE cUUGWVA UE
HEAETEG OUYXPOVWV ELSIKWY, OUOLOTNTEC Bal Prmopouoayv Vo EVIOTLOTOUV
oe mavw oo 30 maboyova, PeTal Twv omoiwv o TUdOoG Kal o L1og EpmoAa
nou Tubavotata ewonAbav otnv ABriva amnd to Alpndvi tng. H avadopa
TOU OoUKUdLEN EMIONG EMLKEVTPWVETAL OTNV KOWVWVLKA avatapoxi Katd
™ SLdpkela pLog tétolag emdnuiag mou o0driynoe otnv andiutn avouia,
ovapxio Kal avuTakor TPog To VOULKO cUoTnUa Kal otnv unoBaduion



™¢ Bpnokelag. Ol xewpohaPég ouvBeTouv pla kataypadn tng Blag kat
NG amo&EvVwaong ToU CUMITOPEVUOVTAL LE TNV amouoia Twv afLwv KoL Twv
davikwv o€ EPLOSOUG CUYKPOUOEWV Kal exBpotntag. Kal eite mpokeLtal
yla oAepo ) Slapaptuplia, To EMIKEVIPO TNE AUTING KAL TOU TTOVOU MTAVTA
€YKELTOL 0TO avOpwrivo cwua Katl tnv Puxn.

To €pyo CrossFit (2019) tng Aéomowag Xapttwvién amoteAel TN
ouvévwon avtlBetikwv UAkwv: duo pafdol evioxuong xaAuBa 30
XIAlooTwv SlamepvolVv TO CWHO €VOC HApUAPLVOU Oykou. Ta otolxeia
TOU HAPUAPOU Kal TwV paBdwv dnuioupyolv pla mpaén Looppomiog
otnpilovtag To £€va To AAAO evw pla odrva TomoBeTelTal KATW amod To
HOPUAPLVO TUAMA WG CUVTEAEOTAG evOUVAUWONG Kal otaBepomoinong.
H oxéon avapeoa oe TETola UALKA €ival €vog UTIOWVLYUOC WG TTPOG TV
acupBatn KoL avilkpouOuevn Toug ¢uon. H xprion Hapudpou ylo
HEPOC TOU €pyou amoteAel €va oxOAlo yla tnv adBovia twv GuoLKwv
MOpwV Hapuapou otnv EAAada kat tn Meooyelo kabBwg Kot yla OAa
EKELVOL TOL APXLTEKTOVIKA KOTAAOLTIO TWV apXaiwV TOAITIOUWY TTOU CUXVA
TIAPOLEVOUV EYKATAAEAELLUEVA OE OPYOLLOAOYLKOUG XWPOUC Kol aAAou. H
Statpnon Tou popudpou amo tig papfdoug PpEPVEL OTO TPOOKNAVLO LOEEC
yUpW OO TNV KOKOTOLNON KOL TNV KAKOUETOXELPLON TOU TOALTIOULKOU
anoBEparog, tnv enavaxpnon tou (spolia) kal TNV nyeUoVIKN apouaoia
TWV SOULIKWV UALKWV TNG oUYXPOVNE EMOXNG TIOU Tpaupati{ouv dypLa Kot
TBaocsvouv ™ duvapn tou tapeABovtoc. H adrjva Tou KATAoKEUATTNKE
He mponyuévn texvoloyia 3D printing amnyel MOAAQTAEG AvVayVWOELG.
Mag Bupilet éva mpoiotoplkd OmAo Kal epyadeio SUTARC 0PN kabBwg Kal
TO PETEMELTa gpyaleio yia avuPwon, otabepomoinon avIKELEVWY N
yla SLaxwpLopd METPWHATWY ONMWEG TO HAPUAPO. TwPA UETATPEMETAL O
g€aptnua yla tnv acdalela kal tn Statpnon OAng tN¢ KATACKEUNG, N
orola JE TN OELpA TNG MapouoLaleTol SuvnTIKA cav Lo avtnpiba o évav
QIO TOUG OTUAOUG TOU KTLpiou. Aavel{OEVO TOV TITAO TOU Ao TO OLWVU O
npoypappa GuoIkng Kataotaonc, To CrossFit (2019) amokaAUMTETOL WG
Ll AOKNON TIOU EVOWMOTWVEL TNV apon Bapwv, to Auvaulkd TplaBAo
(powerlifting) koL tn ot pLen pe cwpatiko Bapoc. AtaBLpalel pia epruepn
npa&n cupuPLBacpol PETOED UALKWVY KOl TIPOAKTLKWY, XPOVLKWV TIEPLOSWV,
Sladopetikwv avBpwnwy Kot TOATIOHWY. MTopel apxlkd va polalet
HE poMaVTLKA €kdoxr ouvUTOPENG, OMWC ULA TIPOOEXTIKOTEPN HATLA
QTOKAAUTITEL Lo €vtovn Sixoyvwpia kot Sucapuovia.

To €pyo Electric Dreams (2019) t™n¢ Zwng¢ Xoatlnylavvakn sival pia
EYKATAOTAON QVTATIOKPLVOUEVN OTO XWPO KAl OTO EVVOLOAOYIKO TTAQLCLO
™G £kBeong e€etalovtag Eva LEAAOVTIKO CGEVAPLO OTIOU N TeEXVoAoyia £XeL
dOaoel pe adleukpivioto TpOTO o€ £va Lo ponypEvo otadlo. Mia 086vn
UTTOAOYLOTH), £VOC EKTUTTIWTA G KAl AAAEC TIEPLD EPELAKEG OUTKEVEC TIALLPVOUV
™ popdn evog nepiepyou e€omAiopol mou udiotatal pPe €va cuotnua
OUTOTIPOYPAUUATIONOU KAl aUTOAeltoupylag. H texvnt vonuoouvn
KoL N €UMAOKN TNG otnv €€EALEN TNG TEXVOAOYIAC EVTACOETAL OTA AUECA
evlladépovia TNG €KAoTkoU. H eVOwPATWON TNG TPOCOUOLWTLKAG
vonuoouvng otn ouvalobnuatiky vonuooluvn Ba umopouce va
amoteA£oel pla mbavotnta mou Ba petaBaAAeL Tov TpOTIO TOU BAEMOUUE
NV Texvoloyia onuepa Kal To Mw¢ aAAnAemibpoupe pe auvtriv. H
punxavn mou mopouctalel n Xatlnylavvakn avAKEL O0TO TAALOLO HLOG
HEAAOVTIKN G TIPAYHATIKOTNTOG, (OWC OXL Kal TO0O0 HaKpLVAG. Elval tkavn
va Xxpnolgomolnoet tn Sikn TG AOYIKN KoL CUANOYLOUO KoL TOUTOXpOvVa
va SLEKTIEPALWOEL Lo AELTOUPYLA EVW OLOKEL TN SLKA TNE CUVALOONUATIKN
texvnt) Swavontikr duvapn. MNVOUAOoTE UAPTUPEC ULAC CUCKEUNG TIOU
anpoodoknTa yontelETAL amd To apxaio mapeAbov kal mpoomnabel va
ovakoAUPEL €K VEOU TOV TOTO Tou Kepapelkol QmOKTWVTAG AUTOVOUO
npooBacn oe Sopudopkég AAYPELC Kal Snuloupywvtog €va VEO
€PYO TEXVNG TIOU EUTVEETAL QMO TNV Opopdld auTrn¢ tng Tomobeaiac.
AvoAlovtag TG TOTOYPADIKEC CUVTETAYHUEVEG Kal OAAOL OTOLXElOl He
OAYOPLOULKEG Kol UTIOAOYLOTIKEC Oladikaoieg, mMopAyETAl QAUTOUOTO
HLOL ELKOVOL TTIOU YLOL TO (810 TO PNXAVNUA OVTUTPOOWIIEVEL TNV ATIOAUTN
TEAELOTNTA TNG ALOONTIKAG yLa €va avaloyo tomio. Me cadeic avadopeg
0TO POAO TWV TEXVOAOYLKWY LECWV OTLG TIPAKTLKEG TNG CUYXPOVNG TEXVNG,
N Xatl{nylovvakn BETEL €Ml TAMNTOG TO {NTNO TOU TL E(VaL TEXVN ONUEPQ
Kal o€ oo BaBbuo n cuppetoxn tng texvoAoyiag eival amodektr otn
Snuoupyia evog €pyou tEXVNG. AudLoBntel Tnv anoyn OtL n texvoAoyia
umopel va umtapéel eumodlo otnv KAAAITEXVIKA €kdpoon amd Tn OTLyUN
TIOU XPNOLUOTOLE(TAL EUPEWC OTN Sladikaoia mapaywyng evog €pyou. H
T{POOTTTIKI) LLOG CUOKEUNG TTOU Ba Umopel va OKEMTETAL KoL VO oloBaveTal
oo HOvN NG low¢ PBplokeTal akopa HAKpld, OpUwG N aiobnon piag
uNxavng ¢tiaypévng and avbpwrivo xépt mou Ba polpaletal peE €UAG
Kolvad cuvalodnpata nibavotata va pavialel mapadofwe mapnyopnTikn,
Kal eLOIKA Otav €PBEL N OTLYUN VA EIKACOUUE HLa LEAAOVTIKI) SUCTOTUKN
KATAOTAOoN Lo TOV TAQVNTN HaC.



To épyo MUAn (2019) tou Eudyyelou Xatln €ival €va yAUTITO HELKTAG
TEXVIKNG Tou TmepllapPBavel pdpuapo, oidepo, dwrtoypadia, odwg
Kal KoBpémtn mou avadelkvUel TNV avtiAnPn tou KaAATEXVN yla TV
00TIKN €v-cuvaioBbnon, Onw¢ autrh MPOoEKUPE evw TAPATNPOUCE TNV
TOAN ¢ ABrvag amnd tov MapBevwva, OMou €pyAoTNKE WG MEAOG TNG
opadag ocuvtnpnong tou pvnueiou. H MpaypoTKwY SLH0TACEWY TTUAN
mou oxedldotnke yU autnv tnv €kBeon €xeL amopEyKAITEC avodopEg
OTN MVNUELOKN OPXLTEKTOVIKN TNG APXULOTNTOG KOL OTLG TIPOKTIKEG TNG
epapuoyéc evw Tpoomobel va EVOWHOTWOEL Ta {WTLKA OTOLXELD TNG
ONUEPLVNG QOTLKAG TIPOYHOTIKOTNTOG. TO XOPAKTNPLOTIKO adALPETIKO
mAEypa tou Xatln —éva Pndlokd KEvinuo— mou mnyalel and €KOVEC
Sopudopwv kal aepodwrtoypadieg, emavaypnoLUOMOLETAL TWPA YLd
va petaAopunadeloel OxL HOVo pla xwpotallkn mAnpodopnon aAid
EMIONG Kal yla vo e€epeUVNOEL TTEPA QMO TO OUVNBOEC TOV TPOTO TOU
avtiAapBavopaote ta mpdyuata onuepa. H tomoBétnon tou yAumtou
MAvw o€ emidpAavela KABPEMTN UnepSeVeL TO HATL, OXL LOVO WC TIPOC TNV
OTITLKA] OLOUVEXELA TIOU Snuloupyeital amd to cloTnua avopibuntwy
€IKOVWV oAAA Kot aAAnAosmbpwvtag pe tnv avtiAnyn adndlong twy
VOUWV TNG Baputntag. AleupUvovTtag TIG MBavOoTnTEG ToU avantUooouV
€vav dtaloyo petov Katw Koopo, npeudaicbnon autr ovuclactikd avoiyet
€vav VEo opllovta MEPAV TNG AVTLKELUEVIKNCG UAIKOTNTAC UETATPETIOVTOAG
EKELVEC TILG OTITLKEG ACUVEXELEG O€ LA OUVEXN PON XpOvou kat xwpou. O
00adrnCMPOCAVATOALGUOGTOU €pyou [TUAN (2019), SLaknpUTTELTTIWG AKOUA
KL av 0 agovag tng odnyel patvopevika mpog to noubeva, Ba pnopovoe
UTIOBETIKA v 08NYel tpog pLat AAAN dLaotaon YepUpwWVOVTOG TO TWPA LE
TO MaPeABOV, To PEAAOV, 1N OKOUA KAl UE TO GACUA TNG OLWVLOTNTOG: HLa
odaipa MpayUaATIKOTNTAG OTIOU 0 XPOVOC Kal GAAa enineda Umapéng Ba
pUrmopouoayv va [cuv]umdpxouv.

«O Xwpog KaL 0 xpovog dev elval ouvOnKeg oTLg omoleg {ou e, AAAa
TPOTIOL LE TOUC OTIOLOUCG OKEDTOUAOTEY.
— AAumnept Alvotav















Lydia Andrioti, Cyclic Chorus Il (2019) Audia Avépuwtn, KukAtog Xopog 11 (2019)
metal, light bulbs, video projection (4 mins) HETOANO, Aapmtnpeg, Bivteo mpofoAn (4 mins)
3.00 x 0.90m 3.00 x 0.90m






Manolis Baboussis, the future is found (2019)

two LCD screen videos (duration: 12.20 and 11.59 mins),
three analogue TV screen videos

(duration: 1.28, 1.44 and 1.44 mins), chairs

following spread: video still

MavwAng Mnapumnouong, To uéAdov Bpednke (2019)

buo Bivteo oe LCD 0606vec (6tapketa: 12.20, and 11.59 mins),
Tpla Bivteo o avaloyikég 000veg tnAedpaong (Stapkela: 1.28,
1.44 and 1.44 mins), KpEKAEG

EMOeVeC oeAideg: video still






Despina Charitonidi, CrossFit (2019)
marble, 30mm reinforcement steel bars,
3D printed wedge

1.30x0.23 x 2.50m

A¢omowa Xaptrtwvidn, CrossFit (2019)
pHapuapo, paBdot evioxuong xadAuBa 30mm,
odnva oe 3D ektUMWON

1.30x0.23 x 2.50m






Evangelos Chatzis, Portal (2019)
marble, steel, LED lights, digital print
on plexiglass, mirror

2.00 x 0.85 x 2.40m

Evdyyehog Xatlng, MuAn (2019)

pHapuapo, oidepo, pwtiopog LED, Yndlakn
ektUTwon o€ plexiglass, kaBpémntng
2.00x0.85x2.40m









Lydia Dambassina, Archaeology of the quotidian (2019)
10,000 till receipts, 850 magnesite plates, 1mm steel rod
0.15x 0.8 x4.70m and 1.00 x 1.45m

Aubla Aaumnaociva, Apxatodoyia tne kadnueptvotntoc (2019)
10.000 amobeifelg Tapelakng pnxavng, 850 mdta and payvnoitn,
atodAwvn BEpya Imm

0.15x 0.8 x4.70m kat 1.00 x 1.45m






Diohandi, Eleusis 2010 Awoxavtn, EAsuoiva 2010
single channel video projection (30 mins) novokdavadn Bivteo mpoPoAn (30 mins)
following spread: video still enopeveg oeAideq: video still






Kleio Gizeli, The Crew (2019) KAeww Tkileln, To MAnpwua (2019)
glass, clay, plastic, fabric, nylon, YUQAL, nAOC, mAaoTiko, Udaaoua, nylon,
silicone, water, colourants, LED lights OLALKOVN, VEPO, XpwHaTa VEPOU, dwTlopdG LED
dimensions variable Slootdoelg peTafAnTEg






Zoe Hatziyannaki, Electric Dreams (2019)

computer screen and printer, computer peripherals,
paper, digital print, rubble

dimensions variable

for video click here

Zwn Xatlnylavvakn, Electric Dreams (2019)
080vn uoAoyLOTH KOl EKTUTIWTAG,
TEPLDEPELOKESG CUOKEVEG,

xopTi, Pndlakni ektunwon, pnala
Slootdoelg petaBAnTEG

yla Bivteo natrote edw


https://vimeo.com/342810788
https://vimeo.com/342810788




Yannis Kondaratos, Untitled (2006-7) Mavvng Kovtapdtog, Atttdo (2006-7)
oil on canvas, 2.10 x 2.65m AadL o kappad, 2.10 x 2.65m






James M. Lane, Ek-stasis (2019)
Converse shoes, laces
dimensions variable

James M. Lane, Ek-stasis (2019)
unodniuata Converse, kopdovia
Sdlootaoelg petaBAnTEG



Despina Meimaroglou, The Voyage (2019)
wood, digital print, fabric, beads, embroidery,
palettes, light torches

1.70 x 0.60 x 0.60m

A¢omowva MeipdpoyAou, To Taéibt (2019)
€U0, UndLakn ektuMwon, VPacua, XAVIPEC,
KEVTNUQ, TIAAETEC, PaKol

1.70 x 0.60 x 0.60m






Eusevia Michailidou, Metamorphosis (2019)
steel mesh, paper, salt, ash, coal

0.67 x0.83 x2.37m

EvoeBia MiyanAidou, Metaudpewaon (2019)
oibepo, xapti, aAdtt, otaytn, kdpBouvo
0.67x0.83x2.37m






Evi Savvaidi, Totem (2019) EUn ZaBBaidn, Totéu (2019)
concrete, marble dust, steel TOLUEVTO, HOpUapOCKovn, aldepo
0.50 x 2.40m 0.50 x 2.40m






Nikos Tranos, Tear Gas (2019)

1,000 lever fuses from flash and noise hand
grenades as well as teargas canisters (collected
between 2015 and today from Tositsa St. between
the School of Fine Arts of the National Technical
University of Athens and the

National Archaeological Museum)

dimensions variable

Nikog¢ Tpavog, Tear Gas (2019)

1,000 xetpoAaBeg xelpoBopuBidwv kpotou, Aaudng
Kal SOKPUYOVWV (CUYKEVTPWUEVEG

amno tv 060 Tooitoa petal A.X. KaAwv Texvwy
MoAutexveiou kat Apxatoloyikol Mouaoeiou otnv
ABrva amo to 2015 £wc onuepa)

Slootaoelg peTaBANTEC






Adonis Volanakis, Viomen (2019)
name giving, white clay, cobalt paint
dimensions variable

Avtwvng BoAavakng, Viomen (2019)
ovopatodooia, Aeukog NAGC, xpwHa KoBaAtiou
Slootaoelg peTaBANTEC






Eleni Zouni, Linear Z (2019) EAévn Zouvn, Mpauutkn Z (2019)
chalk KLLwALa
dimensions variable Slaotdoelg petaPANTES









Lydia Andrioti (b.1982, Athens) attended the visual arts programme of
Ecole Nationale Supérieure des Beaux Arts in Paris (ENSBA) in 2006 with
an Erasmus scholarship and in 2009 she graduated from the Athens School
of Fine Arts (ASFA). In 2012, she received an MFA in New Media from Pratt
Institute (NY, USA). During her stay in the United States, she participated
in group shows and got involved with the production of settings,
costumes and new media installations for theatrical plays, performances
and installations. She has worked for the restoration of the magnetic
and TV installations of Nam June Paik for the collections of Guggenheim,
MoMA, Art Institute of Chicago, Metropolitan and Chase Bank. She has
worked, among others, with two funding members of Judson Memorial
Church (2013-2015), Phyllis Yampolsky on the research and the archival
of her activist work regarding McCarren Park Pool for Lincoln Library and
the Preservation Community of the city of New York, and with Elaine
Summers for her Kinetic Awareness and Skytime projects. Andrioti has
participated in exhibitions in New York, Vienna, Paris, Ireland and Greece,
such as Des Knaben Wundernhorn (solo show), Sechsschimmel galerie,
Vienna, Austria, 2019; The birds and the lightworkers backstage are
working together (solo show), Gazi hall spaces, Athens, 2017; The fantastic
journeys of energy, Kappatos Gallery, Athens, 2016; Antidote, Mykonos
annex of the Athens School of Fine Arts, Mykonos Biennale, 2015; In
Praise of chance and failure, Family Business, New York, USA, 2013; Crisis
and Paganism, Mykonos Biennale, 2013; Intimate Space, Olympic Village,
Vienna, Austria, 2011; Culture Industry, Folklore and Clichés, Vox, Athens,
2008; Gemine Muse, Crawford Municipal Museum, Cork, Ireland, 2005.
Andrioti’s work explores representations of emotional places by unfolding
visual vocabularies. She uses media incorporated within installations
including actions, re-enactments, video projections, sound, drawings,
collages, photographs, sculptures, ready-mades, and she often utilises
the site-specific character of the presented pieces. Since 2009 she has
been involved in curatorial projects. She lives and works in Athens.

Manolis Baboussis (b.1950, Athens) is a visual artist, photographer
and architect. He studied architecture and restoration in Florence and
Rome. His diploma thesis in architecture with Professor A. Natalini of
Superstudio proposed the demolition of a psychiatric hospital instead
of building it. From 1994 to 2016, he documented the work of Jannis
Kounellis. His work focuses mainly on issues around institutions, memory

and the environment. He uses the mediums of photography as well as
drawings, texts, video projections and installations. His first work Volterra
(1973) was presented at the time as a slide show, within the context
of an installation, while later, the exhibition of its large-scale prints -
regardless of chronological or thematic coherence— composed a dense
conceptual and plastic dialogue. In 2013, he resigned from the position
of professor at the ASFA, where he taught since 1999 an approach in
contemporary art by the medium of photography. He presented his work
in several solo exhibitions such as: Attention works in progress, Alatza
Imaret, Thessaloniki, 2018; Something stupid, Romantso, Athens, 2017,
Beyond Planning, Centre of Contemporary Art lleana Tounta, Athens,
2014; Skeletons, Benakis Museum, Athens, 2011; All over the place,
New York Photofestival, 2009; Photographs, Central European House
of Photography, Bratislava, 2008; judgment, Yeni Mosque, Museum of
Photography, Thessaloniki, 2007; Possesioni, Centro d’ Arte Moderna e
Contemporanea della Spezia (CAMeC), 2006; Manolis Baboussis 1973-
2003, EMST, Athens MMCA, Thessaloniki, 2003. He has participated in
numerous group exhibitions in museums and art spaces in Greece and
abroad such as La verita é un altra, Galleria Nazionale d’ Arte Moderna
e Contemporanea, Rome, 2018; ANTIDORON. Works from the EMST
Collection, Documental4, Fridericianum, Kassel, 2017 and The Body, The
Soul and The Place, State Museum of Contemporary Art (SMCA) at the
National Art Museum of China, 7th Beijing Biennial of Contemporary Art,
2017. His works are in private and public collections. His monographs and
albums as well as his poetry have been published by EMST, the Benakis
Museum, CAMeC and others. He lives and works in Athens.

Despina Charitonidi (b.1991, Athens) enrolled at the Department of
Conservation of Antiquities and Works of Art of Athens in 2010. In 2011,
she left Greece to become a creator rather than a conservator. In the
same year, she enrolled at the School of Fine Arts of Rome (Accademia
di Belle Arti di Roma) where she studied traditional sculpture. In 2013,
she attended the HKU University of Arts of Utrecht (Hogeschool voor
de Kunsten Utrecht) where she completed her studies mainly focusing
on installation and performance. Her artistic language varies through
sculpture, site-specific installations and performative works. Fundamental
characteristic of her work lies within the study of the properties of different
materials and the connotations they evoke to the viewer. Many of her



works introduce notions of weight and balance. Her practice explores
affective questions like the relationship between intimacy and power. In
her performances, she treats the body as a tool of limited capabilities,
uncontrolled fragility and mimic repetition. In 2016, she participated in
the ‘Positioning” workshop by actor Janwillem Schrofer who remains her
coach to this day. Her work has been presented at —-amongst others— the
Old Qil Mill of Eleusis (within the context of Eleusis European Capital of
Culture 2021), Greece, 2018; the Neu Now Online European League of
Art Institutes, 2016; the Ultrecht Centraal Museum at Hoog Catharijne
(Project One Light Stand), the Netherlands, 2015; Animal, Londonewcastle
Project Space, London, 2015 and MACRO (Museum of Contemporary Art
of Rome) (Artisti Nomadi Project), 2013. She lives and works in Athens.

Evangelos Chatzis (b.1982, Athens) studied marble crafts at the School
of Fine Arts of Panormos Tinos, Greece, from where he graduated in
2010 and in 2016 he graduated from the Athens School of Fine Arts with
distinction (department of sculpture under G. Lappas). He also attended
photography and drawing courses as part of his studies at the Athens
School of Fine Arts. He has been awarded from the Ministry for the Aegean
in the field of marble crafts. His work encompasses sculpture installations
and structures as well as digital collage art. He has participated in many
group exhibitions, such as: [unJknown destinations chapter Il: shell // the
politics of being, 15th High School of Athens, 2018; Pillow gravity, Ekfrasi
Gallery, Athens, 2018; Common Ground, Kappatos Galleries, Athens, 2017;
8th Fine Arts Students biennale, Thessaloniki Centre of Contemporary Art,
Thessaloniki, 2016; In art, Zina Athanassiadou Gallery, Thessaloniki, 2016;
Shapes, Colour, Materials: the Garden of Sculptures, Italian Embassy,
Athens, 2016; The City from Acropolis, Three Sculptors Gaze at Athens,
Ekfrasi Gallery - Gianna Grammatopoulos, Athens, 2014; 7th Fine Art
Students Biennale, Theocharakis Foundation, Athens, 2014; Art & the City
Il, city models, City Link, Athens, 2011. He lives and works in Athens.

Lydia Dambassina (b.1951, Thessaloniki, Greece) at the age of 15 she
moved to Lyon where she completed the secondary school. She studied
at the School of Fine Arts of Grenoble and Psychopathology and Pedagogy
at the Universities Paris V and Grenoble. She worked as a researcher in
psychiatric epidemiology and as art director in film production. Since 1976,
Dambassina has been working with different mediums such as painting,

photography, installations, texts and video projections. In 2004, she started
working on a series of staged photographs in which the image co-exists
with texts —mainly excerpts—from the Greek and French daily newspapers.
Amplifying news fragments into weighty ontological or existential gestures
seems an efficient way to deal with all this tragic absurdity. In the last
ten years, her work focuses on the global economic and moral crisis and
inequalities that develop geometrically. She has presented her work in 24
solo shows including the following: Mors, Museum Katsigra, Larissa, 2018;
Gini Coefficient, Yeni Jami, Thessaloniki, 2016; 2100 mots d’‘amour, 2500
mots d’amour, Underground Ottoman Fountain of Splantzia, Chania, 2015;
Party’s over-Starts over, State Museum of Contemporary Art, Thessaloniki,
2012; Party’s over-Starts over, Museum Alex Mylona, Athens, 2012;
What scratches the glass from the inside, Ad Lib group dance, Festival
of Athens, 2008; Real Freedoms that people enjoy, Nuit Blanche, eglise
Saint Eustache, Paris, 2007; Family story, Gallery Eleni Koroneou, Athens,
2007; Family story, Hopitaux Universitaires, Geneve, 2007; Wonderful
rooms, Ad Lib group dance, Athens, 2006. She has participated in 51
group exhibitions including: Looking Out Looking In, Murat Centoventidue
Arte Contemporanea, Bari, 2018; New Acquisitions, National Museum
of Contemporary Art, Athens, 2017; Shared Sacred Sites, Macedonian
Museum of Contemporary Art, Yeni Mosque, parallel programme of
Thessaloniki 6th Biennale, Thessaloniki, 2017; Genii Loci, Greek art, 1930-
2016, Museum Manege, Saint Petersbourg, 2016; Tradition Reversal,
Collection of Thessaloniki State Museum of Contemporary Art, Collegium
Artisticum, Sarajevo, 2014; Unhappy ready-made, KUAD gallery, Istanbul,
2014; Proposal for the Monument dedicated to the Holocaust Jewish
victims in Athens, Jewish Museum of Greece, Athens, 2011; Others, a
selection of works from the biennials of art of Marrakech, Istanbul and
Athens in Palermo, Museo Riso, Fondazione Puglisi Cosentino, Catania,
2010; Heaven, 2nd Athens Biennale, Athens, 2009; Heterotopias, 1st
Thessaloniki Biennale, State Museum of Contemporary Art, Thessaloniki,
2007; Places, Benakis Museum, Athens, 2007. She lives and works in
Athens and Paris.

Diohandi(b.1945, Athens) studied paintingand engravingatthe Accademia
di Belle Arti and costume design as well as graphic design in Rome. She
attended architecture at the Polytechnic of Central London. She has
presented her work in 16 solo exhibitions in Italy, Scotland, Greece and



Cyprus. She has participated in group exhibitions in Greece and abroad and
she has represented Greece in the VIl Biennale de Paris, Xl Bienal de Sao
Paulo, X Quadriennale Nazionale d’Arte di Roma, | International Sculpture
Symposium / Olympiad of Art, Seoul and 54th Venice Biennale. She was
awarded in four international exhibitions of engraving and she was also
awarded for her artistic excellence during 2009-2010 by the Association of
art critics, Hellenic department (AICA Hellas). Diohandi’s research is based
on the re-creation of the environment through the relationship in space -
time. Her work is a continuous quest. On completing the presentation of
a project —guided by her experience from it— she creates in-situ the next
one, specifically and exclusively for the new given space and the new given
time. Her art interventions complete the environment and act in synergy
with it, thus creating a certain course —designed and defined by her—via
successive alterations of mediums, materials, sound and lighting. Her aim
is the feeling that will be experienced by the viewers and the message
they will receive when they actually find themselves within a large-scale
installation, always embracing a narrative that evolves in space - time. She
lives and works in Athens.

Kleio Gizeli (b.1978, Athens) studied painting at the Fine Arts University
of Athens (with T. Patraskidis as her tutor), scenography and photography
(1997-2002). She attended courses at Université Paris 8, France with an
Erasmus exchange scholarship and completed a Master’s Degree in Fine
Arts at Central Saint Martins College of Art and Design, London (2005).
Her work has been exhibited internationally in Europe and the United
States, including numerous art fairs (Athens, London, London Art Fair,
Glasgow, Kunst Zurich, Art Chicago, New York, Los Angeles) and has been
represented by Flowers Gallery in New York and London (2005-2017),
where she had two solo shows, Subtly Into The Night, 2011 (Flowers/Cork
Street) and Small Acts, 2007. Exhibitions in Greece include: [un]known
destinations chapter llI: shell // the politics of being, 15th High School of
Athens, 2018; lonios Parliament Corfu, 2017, Zoumboulakis Gallery, 2014,
Piraeus municipal gallery, 2004, and the Biennial of Young Artists from
Europe and the Mediterranean, 2003. From the early stagesin her practice,
her work is based on forms of fragmental narratives, ordinary snapshots
and imaginary characters that linger in between the familiar and the
eerie. In her meticulously crafted dioramas and small-scale installations,
constructed worlds come together as a staged scene, often with the use

of a variety of mediums such as micro-sculpture, sound, animation, light
and motion. She has also worked as a set designer in theatre and films, a
storyboard-artist and a miniature-set maker for the cinema for both Greek
and international productions. Her work is in public and private collections
in Greece and abroad. She lives and works in Athens and London.

Zoe Hatziyannaki (b.1976, Athens) studied photography at Kent
Institute of Art & Design, UK and completed a practice-based PhD at
Goldsmiths College, UK with funding from the Greek State Scholarships
Foundation. Her work has received the Jerwood Photography Award.
She has exhibited and published in Greece and abroad including: The
Tourists/Depression Era, Unseen Amsterdam, 2018; The Past of Things
to Come, A-DASH, Athens, 2018; The Decline of Heroes/Depression Era,
Culturescapes, Antikenmuseum, Basel, 2016; (IM)Material Gestures,
Fondazione Sandretto Re Rebaudengo, Turin, 2016; TEN Visual Cultures,
The Showroom Gallery, London, 2015; Depression Era, Benakis Museum,
Athens, 2014; Secrets & Crises, lleana Tounta Centre of Contemporary Art,
Athens, 2013; To Have & Have Not, Noorderlicht Photo Festival, Groningen,
The Netherlands, 2013. She is a member of the Depression Era collective
and a co-founder of A-DASH project space, Athens. She currently teaches
at the Visual Arts department of Deree, the American College of Greece.
Her latest work, exhibited at A-Dash project space in 2018, was funded
and supported by NEON Organisation and the Architecture Syndicate of
Athens. She lives and works in Athens.

Yannis Kondaratos (b.1968, Athens) studied painting at the Athens School
of Fine Arts (1987-1992). In 1991, he attended courses at Middlesex
Polytechnic, London, with an Erasmus exchange scholarship. Since 2012,
he holds a doctorate degree (PhD) from the Panteion University of Social
and Political Sciences, Athens, and he is currently an assistant professor
at ASFA. He has presented his work in seven solo exhibitions: Medusa
Art Gallery, 2017; Alpha C.K. Art Gallery, Nicosia, Cyprus, 2016; Medusa
Art Gallery, Athens, 2015; About Art Gallery, Athens, 2010; Contemporary
Art Centre lleana Tounta, Athens, 2006; Gallery M. Liacopoulou, Athens,
2002; Municipal Cultural Centre Technopolis, Athens, 1998. His work has
been exhibited in several group shows such as [unJknown destinations
chapter II: shell // the politics of being, 15th High School of Athens, 2018.
He has also participated in scientific conferences and he has published



books and texts on art.

James M. Lane (b.1969, Athens) studied photography at Parsons School
of Design / New School for Social Research in New York and Paris. He
grew up in a family of painters in Plaka, Athens. During 1986-1995, he
studied photography and worked as a fine art, still life and architectural
photographer in NYC. In 1995, he returned to Athens. The cultural void
between the mirroring continents of America and Europe shaped Lane’s
idiosyncrasy and proved fertile soil for the systematic exploration of art’s
potential to penetrate into the personal and collective unconscious. His
research-based work focuses on the mechanisms of memory, identity,
dormancy and the dualism of visual perception/mental imagery. The
artist employs photography, digital imaging, video, installation and
performance. Since 2015, he has been leading a multidisciplinary research-
based art project titled Allochthon, introduced in the Archaeological
Dialogues 2018 at the Greek Archaeologists’ Association in Athens. Lane
has presented his work in eight solo exhibitions in Athens, New York and
Korea and numerous group exhibitions, workshops and performances
in galleries, museums, art fairs and festivals internationally including:
The XXXV International Festival Sarajevo; the Greek Archaeologist’s
Association, Athens; School of Fine Arts, Athens; Analogio Festival, T.A.F/
The Art Foundation, Athens; Space 52, Athens; Transmediale, Berlin;
Ileana Tounta Contemporary Art Center, Athens; Beton7 Center for the
Arts, Athens; In Khan Gallery, New York; KOPAK Public Art Consulting,
Seoul; MOMus, Thessaloniki; DESTE Foundation, Athens; Athens Photo
Festival; Municipal Gallery of Athens; Municipal Cultural Centre of Chania,
Crete; Olivepress Art Factory, Crete; Odysseas Elytis House, Mytilene;
Megaron/The Athens Concert Hall; The Thessaloniki Concert Hall; ACG
Gallery/American College of Greece, Athens; Freud’s Dreams Museum, St.
Petersburg; Festival Miden, Kalamata; Unlike Festival, Oslo; Montrouge
Art Center, Paris and ARCO Art Fair, Madrid. Lane’s work is included in
public collections such as Freud’s Dreams Museum in St. Petersburg and
MOMus in Thessaloniki as well as significant private collections such as
the Dimitris Daskalopoulos Collection and the Dakis Joannou Collection.
He lives and works in Athens.

Despina Meimaroglou was born and raised in Egypt (1944) and her
deep interest and continuous observation of the overpowering socio-

political situations which rule and determine the human fate around
the world usually become the ignition of her involvement in long term
art-projects. In 1966, after the completion of her art studies (NDD) at
Kent Institute of Art and Design in Maidstone, Kent, UK, and due to the
political upheaval taking place in Egypt during that time, she moved with
her family to Athens where she worked as a graphic artist and art director
in advertising for 10 years. Since the end of the 70s she devoted her time
entirely to her artistic endeavour. Since 1981, she has presented more
than 30 solo exhibitions in Greece and abroad and has participated in
important international shows at museums and art foundations, such
as: [unJknown destinations chapter Il: shell // the politics of being, 15th
High School of Athens, 2018; [un]known destinations, chapter |, former
Zarifi residence, Kypseli, Athens, 2017; the Pyramid Atlantic Art Centre,
Washington DC; John Jay College of Criminal Justice/CUNY, NY; Columbia
College, Chicago; Fondazione Mudima, Milan; Maison Européenne de la
Photographie, Paris and other shows in Toronto, Czech Republic and the
Library of Alexandria in Egypt among others. In 2009, she participated
in the 2nd Biennale of Thessaloniki and the 1st International Women’s
Biennale at Incheon South Korea. Since the mid 1990’s, her work has been
presented repeatedly in a number of important art conferences mainly in
the United States and she has been invited to several art workshops and
residencies at American universities and foundations as well as at Quito
University in Ecuador, Richmond American College in London and recently
at MEU (Middle East University, in Amman, Jordan). Series of her works
are included in important collections of American universities as well as
museums in Greece (State museum of Contemporary Art Thessaloniki,
Rethymnon Centre for Contemporary Art, Crete, the Portalakis Collection),
and in private collections both in Greece and abroad. Today, her art
practices include photography, video, in situ installations, printmaking
and a number of artists’ books.

Eusevia Michailidou (b.1964, Athens) studied painting at the Athens
School of Fine Arts (1985-1990) at the studio of D. Mytaras under the
supervision of Prof. R. Papaspyrou. She also studied sculpture at the studio
of Th. Papayannis (1997-1999). She has held four solo shows: Art Wall
Gallery Athens, 2015; Diana Gallery Down Town Athens, 2005; Haritos
Gallery Athens, 2000; Thema Art Space, Athens, 1997. She has participated
in numerous group exhibitions in Greece and abroad such as Estia-zo, a



parallel programme of the 6th Thessaloniki Biennale of Contemporary Art,
2017; Evressis #1, Contemporary Greek Art Institute, ISET, 2017; AOGHNA
by Art, Cultural Olympiad, 2004; Biennale of Young European Artists,
Granada Spain, 1993; 4th Biennale, European Academies of Visual Arts,
Maastricht, the Netherlands, 1993. Michailidou creates sculptures that
evoke fossils, tree trunks, roots, rocks and other organic elements of the
natural world. She uses ash and charcoal to convey the concepts of decay,
death and trauma. During the process of creation, she coats her works
with salt, a medium that appears quite evident in their final form. It is the
ritual practice of catharsis, the transubstantiation and the transition to a
spiritual, immaterial level, which are vital elements in the artist’s overall
body of work. Her works are part of private and public collections. She
lives and works in Athens.

Evi Savvaidi (b.1970, Rhodes) studied sculpture at the Athens School of
Fine Arts (2004-2012) under Th. Papagiannis and N. Tranos. She studied
the art of mosaic with D. Aggelidou and the art of glass at the Pilchuck
Glass School Summer Sections, Seattle Washington USA (2010). She has
also participated in workshops in Seattle, Boston and Prague. She has
presented her work in 10 solo shows and participated in numerous group
exhibitions including: Sky is the Limit, Sculpture by the Sea, Cottesloe
Beach, Perth Australia, 2019 (curator Kostas Prapoglou); Home Sweet
Home, Water for Life International Art Exhibition, Niagara Falls History
Museum, Niagara Falls, Ontario, Canada, 2018; The Big Fish Eats the Little
One, Sculpture by the Sea, Bondi, Sydney Australia, 2017; Diamonds Are
Forever, Armani Hotel, Burj Khalifa, Dubai, 2017; Home Sweet Home, The
Other Art Fair, Saatchi Art, London, 2017; From Caravaggio to modern
days, Piazza Del Popolo, Rome, Italy, 2015; International Edition Art Fair,
Hangaram Art Museum of Seoul Arts Centre, Seoul, South Korea, 2014;
Salon Art, Louvre Carrousel Centre, Paris, France, 2014; La Mostra Dentro
la Torre Eiffel, Salon Gustave Eiffel, the Eiffel Tower, Paris, France, 2014;
Art Monaco, Grimaldi Forum, Monaco, 2014; Florence Biennale: Ethics
DNA of Art, Fortezza da Basso, Florence, Italy, 2013; The Circle of Life,
Affordable Art Fair, Metropolitan Pavilion, New York, USA, 2013. She has
received several awards including: the Florence Biennale 2013: ‘Ethics
DNA of Art prize’ for installation and the Palazzo Guicciardini Bongianni
Florence ‘Botticelli Prize’. Savvaidi’'s works are in private collections in
Greece and abroad. She lives and works in Athens and Rhodes.

Nikos Tranos (b.1957, Evia, Greece) studied sculpture at the Athens School
of Fine Arts (1983-88) and at the Ecole des Beaux-Arts in Paris (1990-91).
He has been teaching sculpture at the ASFA since 1995 and he is named
the new Dean of the School as of September 2019. He has presented his
work in solo exhibitions and has participated in many group shows, such
as: [unJknown destinations chapter Il: shell // the politics of being, 15th
High School of Athens, 2018; White Power, Zoumboulakis Gallery, Athens,
2017; A Glacier at Our Table, ANTIDORON, Fridericianum, Documental4,
Kassel, 2017; Between the Pessimism of the Intellect and the Optimism
of the Will, Thessaloniki, Greece, 2015; Agora, 4th Biennale of Athens,
2013; The Magic Circle, Gazon Rouge, Athens, 2012; Public Domain,
Supermarket Art fair with Lo and Behold, Stockholm, 2012; Greek Art, Sem-
Art Gallery, Monaco, 2011; Microgeographies, Art Athina, Athens, 2011;
Hommage a Galerie Artion, Kappatos Galleries, Athens, 2011; Battlefield,
The Art Foundation, Athens, 2010; Paganism, OPA2 performances, Art
Athina, 2009; Open Plan, Art Athina, 2008; Places, Macedonian Museum
of Contemporary Art, Thessaloniki, 2007; Crimen Majestatis, A-D Gallery,
Athens, 2007; Egnatia, Saledo, ltaly, 2005; Makronissos project, Greece,
2005; Marubi 2004, National Gallery of Tirana, Albania, 2004; DESTE Prize,
DESTE Foundation, Athens, 2002; Spell your name, Artio Gallery, Athens,
2002; Travel Warnings, Artio Gallery, Athens, 2000. The installations of
Nikos Tranos reshape the surrounding space and function interactively
activating the viewer’s senses and reactions. The quest for new balances
between the canny and the unexpected, the commentary on social
conditions, the desire for communication through a work of art as well as
the multidimensional interpretation of recurring patterns (home, images
of urban life, violence) are just but a few of the elements that define the
conceptual content of his works. He lives and works in Athens.

Adonis Volanakis (b.1976, Athens) studied at the University of the Arts
London, Wimbledon College of Art [BA (Hons), receiver of the overall
Vice-Chancellor Prize], Central Saint Martins College of Art & Design
(MA and Pre-Doctoral Research) and Aalto University (MA Erasmus) in
Helsinki. His practice is a collaborative amalgam of human relationships
and aesthetics, poetry and politics, visual and performing arts. In 2006, he
founded blinddate12, a togethering collaborative platform engaging visual
artists, performers, poets, philosophers and newcomer artists from the
Middle East. Volanakis presents performances and installations, curates
exhibitions as well as he designs and/or directs dance, theatre and opera



in: USA (Anya and Andrew Shiva Gallery, Dixon’s Place, Kimmel Galleries);
the UK (Royal Opera House, Covent Garden, National Theatre); Switzerland
(Archaeological Museum of Basel, Kaskadenkondensator); Georgia
(History Museum of Thilisi, State Silk Museum); Greece (DOCUMENTA 14,
Stavros Niarchos Foundation Cultural Centre, Macedonian Museum of
Contemporary Art, State Museum of Contemporary Art, European Cultural
Centre of Delphi, Museum of Contemporary Art of Crete, National Theatre,
Greek National Opera, Athens and Epidaurus Festival, Benaki Museum,
Onassis Cultural Centre, Cacoyannis Foundation, Athens Biennial); France,
Canada, Czech Republic and Finland. He has curated and facilitated
community public art projects in Patras, Ithaca, Heraklion and Piraeus. He
taught at the University of Peloponnese and at the University of Patras
(2004-2012), he was a Fulbright Visiting Artist at the Art & Public Policy
Department, Tisch School of the Arts, New York University, where he taught
as a Visiting Professor in MA Arts Politics (2013-2017), he was a researcher
at the Ecole Nationale Supérieure des Arts Décoratifs in Paris (2012-2014)
and, since 2013, he is a Visual Arts Professor at the Athens Conservatoire.
He has received scholarships from the following foundations: Fulbright,
Linbury, Onassis, London Institute, Arts and Humanities Research Board
UK, Vardinoyannis, Leventis, Propondis, Spyropoulos and B&E Goulandris.
He works and lives in Athens.

Eleni Zouni (b.1954, Piraeus, Athens) studied graphic design at the Vakalo
School and painting at the Athens School of Fine Arts. She lived and
worked in Barcelona between 1984 and 1986, and from 1989 to 1994
in Utrecht and Amsterdam. She has held ten solo exhibitions and taken
part in numerous group shows. Selected solo exhibitions: In a manner
of speaking, Medusa Art Gallery, Athens, 2016; Letterforms, Epigraphical
Museum of Athens, 2013; Change of Distances, Medusa +1 Art Gallery,
Athens, 1995; Linea Atenas-Barcelona, Vincent Bernat Gallery, Barcelona,
Spain, 1989. Selected group shows: [un]Jknown destinations chapter Il:
shell // the politics of being, 15th High School of Athens, 2018; The art of
artist statement, Hellenic Museum of Chicago, USA, 2004; Greek Artists,
Quests, 1950-2000, Rethymnon Centre of Contemporary Artistic Creation,
Crete; We are elsewhere, we are going elsewhere, Aeschylia 1998, Eleusis,
Greece, 1999; Tribute to Greek Artists 1960-1990, 42e Salon de Montrouge,
Montrouge-Athénes, Athens, 1997. In 2009-2010, she undertook a
postgraduate course in Visual Communication at the University of Derby

- Vakalo Art and Design College. As part of her research, she delved into
the dialectical relationship between writing and painting. Her book Where
Does Painting begin? Where Does Writing Begin? was released in 2010.
She lives and works in Athens.






H Audia Avéplwtn (yev.1982, ABrjva) mapakoAolBnoe to MPOypaApp
tng Ecole Nationale Supérieure des Beaux Arts oto Moapiot (ENSBA,
unotpodia Erasmus 2006) kat to 2009 amodoitnoe amd tnv Avwtdtn
ZxoAn KaAwv Texvwv (AZKT). To 2012 amodoitnoe amod To PETATITUXLAKO
npoypappa New Media tou Pratt Institute otn Néa Yopkn. Katd tnv
napopovn tng ot HMA (2009-2015) €ixe OUUUETAOXEL O OUAOLKEC
€KOEOELG KL LOXOANONKE LE TNV TTOPAY WY OKNVIKWY KOL KOOTOU LWV YLO
BeaTplkEG MapaoTAaoelS Kal performances. Epyaotnke oTn ouvtnpnon Twy
HOYVNTIKWY KOl TNAEOTITIKWY EYKATOOTACEWV Tou Nam June Paik yla Tig
ouM\oyEg Tou Guggenheim, MoMA, Art Institute of Chicago, Metropolitan
kat Chase Bank. Metafl aA\wv, €xeL cuvepyaoTel pe SUO WOPUTIKA HEAN
tou Judson Memorial Church (2013-2015): tnv Phyllis Yampolsky mavw
oTNV £pEuva TOU akTLBLoTikoU ¢ €pyou oto McCarren Pool Park yia to
Linkoln Center kal to Preservation Community of the city of New York,
kat tnv Elaine Summers ywa ta Kinetic Awareness kat Skytime projects.
‘Exel ouppeTaoyel o ekBEoelg otn Néa Yopkn, otn Biévvn, oto MNapioy,
otnv IpAavédia kat otnv EAAada 6nwg: Des Knaben Wundernhorn (atopikn
€kBeon) otnv Sechsschimmel galerie, Biévvn, 2019, The birds and the
lightworkers backstage are working together (atouikr €k8eon), Gazi hall
spaces, ABrva, 2017, The fantastic journeys of energy, Kappatos Gallery,
ABnva, 2016, Antidote, Mykonos annex of the Athens School of Fine Arts,
Mykonos Biennale, 2015, In Praise of chance and failure, Family Business,
Néa Yopkn, 2013, Crisis and Paganism, Mykonos Biennale, 2013, Intimate
Space, Olympic Village, Blévvn, 2011, Culture Industry, Folklore and Clichés,
Vox, ABrva, 2008, Gemine Muse, Crawford Municipal Museum, Kopk,
IpAavéia, 2005. H AvéplwTn €peuva avamopaoTACELS CUVALCONUOTIKWY
xwpwv Eeduthwvovtag omtikd Ae€Adyla. Ta péoo TTOU XPNOLUOTOLEL
EVOWMOTWVOVTAL OTLC €YKATAOTACELG TNG KoL epAappBavouv SpAoelg,
Bivteo mpoPoAég, nxo, oxédia, collage, pwrtoypadia, yAuntd, ready-
mades, eV ouXVA XPNOLUOTIOLEL TOV in-situ xapaktripa otnv SOUAELA TNG.
Am6 1o 2009 aoyoAeital pe tnv emUEAELa ekBEoewWV. ZeL Kal epyaleTal
otnv ABrva.

O Avtwvng BoAavakng (yev.1976, ABriva) ormoudaoe oto MavemiotnLo
Texvwv tou Aovbivou (University of the Arts London), ota Wimbledon
College of Art [BA (Hons) mpwto Bpafeio teAelodoitwv tng oxoAnc],
Central Saint Martins College of Art (Master of Arts kat Pre-Doctoral
Research) kat oto Aalto University (MA Erasmus) oto EAcivkt. H mpaKkTikn

TOU amoteAel apdAyapo cuVEPYELOG UETOED avOpwTivwy OXECEWV Kal
aLoBNTIKNAC, TolNoNG KAl TTOALTIKI G, ELKAOTIKWY KOL TIOPAOTATIKWY TEXVWV.
To 2006, i6puoe tnv mMAathopua cuvavinong blinddatel2 pe atova tig
OUVEPYOTIKEG TIPAKTLKEG Kol €XEL €TMIUEANDOel OUVEPYELEG Kal €KOEOELG
OVAUEOO O€ ELKAOTIKOUC, performers, onTteg, epeuvntég pthoocodiag kot
vEODEPUEVOUG KOAALTEXVEC OO XWPEC TNS MEaong AvatoAnc. NMapouotalel
performances kol EyKOTAOTAOELG, ETUUEAEITAL EKOETELC, KL oknvoypadel/
oknvoOetel oe: Hvwpuéveg MNoAteieg (Anya and Andrew Shiva Gallery,
Dixon’s Place, Kimmel Galleries), AyyAia (Royal Opera House-Covent
Garden, National Theatre), EAA@Sa (DOCUMENTA14, Kévtpo MoAtiopou

16pupa Ztavpog Nudpxog, Makedovikd Mouoeio Zuyxpovng TExvng,

Kpatikd Mouoeio ZUyxpovng Téxvng, Eupwmaiko MoAwtiotikd Kévtpo
AeAdpwv, Mouoeio ZUyxpovng Téxvng Kpntng, EBvikd Ofatpo, EBvikN
Aupikny Zknvn, QOeotifal ABnvwv kat Embavpou, Mouceio Mmevakn,
Itéyn Mpappdtwy kat Texvwv 16pupatog Quaon, 16pupa Kakoytdvvn,
Mrmevale ABnvag), EABetia (Apxatoloywkd Mouoeio tng BaolAeiag,
Kaskadenkondensator), lewpyia (lotopikdé Mouoceio t™ng TipAidag,
Kpatikd Mouoeio Metaflol), TlaAAia, Kavadad, Toexia kat OwAavdia.

ExeL emiong emipeAnBel kal ouvtovicel dpaocelg otn dnuoola odaipa

pall pe kowotnteg oe MNatpa, 10dkn, HpdakAelo kat Melpatd. Aidate ota
MNavenotuia MNelomovvrioou kat Matpwv (2004-2012), oe €pPEUVNTIKO
npoypappe TG Ecole Nationale Supérieure des Arts Décoratifs / ENSAD
oto MNapiotl (2012-2014), oto Metamtuxlako Tunua Téxvn kot MoAttikn
tou Tisch School of Arts oto mavemnotiuwo tng Néag Yopkng / NYU (2013-
2017), kat and to 2013 £wg onuepa S16Aokel otn Apapatiky IxoAn
tou Qbelou ABnvwv. ‘Exel AaBeL unotpodieg, BpaPeia kal Stakpiloelg
ano ta Wpvpata Fulbright, Linbury, Qvaon, London Institute, Arts and
Humanities Research Board (UK), BapdwoyLavvelo, AeBévtn, Mpomovrtig,
Inupomoulog, kat B&E FMoulavdpr). Zel kat epyaletal otnv ABrva.

H KAsww FkiwleAn (yev.1978, ABrva) onovdace {wypadikr otnv Avwtotn
IxoAl KaAwv Texvwv otnv ABnva, pe kabnynt tov T. MNoatpaokidn,
dwtoypadia kat oknvoypadia (1997-2002). Doitnoe pe unotpodia
Erasmus oto Arts Plastiques Université Paris 8 (Mapiol) kat oAoKANpwoe
HETAmTU)LakEGomoubEgoto Central Saint Martins College of Artand Design
(Aovbivo, 2005). Epya tng £xouv mapoucLaoTel os ekBEoeLg kal Art Fairs
S1eBvwg (Aovbivo, Maokwpn, Zupixn, Zikayo, Néa Yopkn, Aog Avtlelec,
ABnva, Képkupa k.a.), evw petafl 2005 kat 2017 eknmpoownnOnke ano



v Flowers Gallery oe Néa Yopkn kat Aovdivo, OToOU MAPOUCLACTNKAV
Ol OTOUIKEC ekBEoelg tng Small Acts (2007) kau Subtly Into The Night
(2011). NapaAAnAa n douAsld tng £xelL mapouaotaotel otnv EAAGSa: [af
yvwoTol mpooplouoi kepalatio Il: kEAupoc // n moAwtikn tn¢ unmapénc, 150
AUkelo ABnvwv, Kupeéin, 2018, I6vioc Bouln Képkupag, 2017, ykahepl
ZouumnouAdkn, 2014, Anpotikn MvakoBnkn Mewpatd, 2004, kat MrievaAe
NEwv KaAAttexvwy tng Meooyeiou, 2003. H SOUAELA TNG EMLKEVTPWVETAL
O€ ULKPEG LOTOPLEC KOl adpNYNOELG KABNUEPLVWV OKNVWV KoL POVTOOTIKWY
XOPOKTAPWY, GANOTE QITOOTIAOUOTIKA KoL GAAOTE UTIEPPEQALOTIKA
Soopévwy, péoa amd pikpoypadieg Kot AAUTOUTELEC E€YKOTOOTAOELS
Tou ouvéualouv TN ULKPOYAUTITIKN KOL TOV KOOUO TNG MLWLIATOUpAC UE
aMa péoa onwg Nxo, Bivteo, dwc, kivnon. EXeL KAVEL OKNVIKA Yyl TO
Béatpo (Oatpo TExvng, Ofatpo MNopeia, omot EBvikoL Oedtpou 2016),
HLKPOOKOTILKA OKNVLKA / LLVLATOUPEG VLA TOV KLVNUOTOYPAdO 0€ EAANVLKEC
Kal E€veg mapaywyEC kat storyboards. Epya tng Bplokovtal oe SnUOCLEG
Kal LOLWTLKEG oUANOYEG o EANGSQ Kol e€WTEPLKO. ZEL KAl EpYALETAL OTNV
ABrva kat to Aovbivo.

H Avbia Aapnaciva (yev.1951, @scoalovikn) oe nAwia 15 xpovwv
ninyaivel otnv Auwv 6mou oAokAnpwvel Tnv deutepofabuia ekmaibevon.
Inovdaoce otn IxoAn KaAwv Texvwv tng KpevoumA kabwg Kot
Puxomaboloyia kat matdaywylkn oto mavermothpla Mapiot V' kal
lkpevoumA. Epydotnke w¢ epeuvnTpla 0TV Puxlatpkn emdnuioloyia
Kal w¢ KaAAtexvikny SleuBuvipla otnv mapaywyn Tawlwv. Amd To
1976 epyaletal pe Slapopetikd péoa Onwe {wypadikn, dwtoypadia,
EVKATAOTAOCELG, Kelpeva kot TpoPoAéc Pivteo. To 2004 dpxloe va
Soulelel og pla oelpd oknvoBeTNUEVWY dwToypadLwy OToU N KOV
OUVUTIAPXEL UE KELPUEVO —KUPLWE ATIOOTIACUOTO— OTTO TOV NUEPHOLO TUTIO
™¢ EAAGSag kat Tng FoAAlag. H HeTOTPOMH OMOCTIACUATWY TUTIOU OF JLa
onuaivouoa ovtoAoyLkn ) urtap&lakn XeLpovouia mapouotaleTal we EVag
OTOTEAECUATIKOG TPOTOC SLAmMPayUATeLong OAOU QUTOU TOU TPAYLKOU
napaAoyou. Ta teheutaia S€ka xpovia, n SOUAELA TNG ETUKEVIPWVETOL
OTNV TOYKOOULO OLKOVOULKN Kal NOWKn Kplon Kol oTIG avioOTNTEG TIOU
OVOTNTUOOOVTAL YEWUETPLKA. Exel mapoucitdoel S0UAEld tng oe 24
OTOULKEG ekBEoELg, peTall Twv omolwv ol: Mors, Mouoegio Katoiypa,
Ndploa, 2018, Gini Coefficient, Fevi T{aul, @eooalovikn, 2016, 2100 mots
d’‘amour, 2500 mots d’amour, Ynioyeio OBwpaviki Kprivn tng ZmAavtlag,
Xavid, 2015, Party’s over-Starts over, Kpatikd Mouoegio ZUyxpovng Téxvng,

Oeoocalovikn, 2012, Party’s over-Starts over, Mouceio AAe¢ Mulwva,
ABnva, 2012, Auto ou ydépvel to t{aut ano ™ ueoa nAsupd, Ad Lib group
dance, QeotBaA ABnvwyv, 2008, Real Freedoms that people enjoy, Nuit
Blanche, ekkAnoia Saint Eustache, Mapiot, 2007, Family story, ykoaAepl
Eleni Koroneou, ABrva, 2007, Family story, HoOpitaux Universitaires,
F'eveun, 2007, Yrépoya dwuatia, Ad Lib group dance, ABriva, 2006. Exel
ouppeTaoyel o 51 opadikég ekBEoeLg, HETAlL TwV omolwv ol Looking
Out Looking In, Murat Centoventidue Arte Contemporanea, Mmnapt, 2018,
Néa Anoktnuata, EBvikd Mouoeio ZUyxpovng Téxvng, ABnva, 2017,
Kowoli lepoi Torrot, Makedovikd Mouoeio Zuyxpovng Téxvng, Mevi TZaui,
napaAAnio mpoypappa 6n¢ Mmievale, @sococalovikn, 2017, Genii Loci,
EAAnvikn Téxvn, 1930-2016, Mouoegio Manege, Ayla MNetpoumoAn, 2016,
Mapadoon Avatpormr, cuppetoxn tou Kpatikol Mouoeiou Zuyxpovng
Téxvng Oeoocalovikng, Collegium Artisticum, ZepayeBo, 2014, Unhappy
ready-made, Txahept Kuad, lotavumoUA, 2014, Mpotaocn ywo  TOV
oxeblaopuo tou Mvnueiou twv EBpaiwv Bupdtwv tou OAOKAUTWHATOG
otnv ABnva, EBpaikd Moucesio t¢ EAAGSag, ABrva, 2011, Others,
Mrmevale tou Mapakég, KwvotavtvoumoAng, ABnvag oto MaAépuo,
Mouoeio Riso, Fondazione Puglisi Cosentino, Katavia, 2010, Heaven,
2n Mrmuevale, ABriva, 2009, Heterotopias, 1n Mrmiievale Osococalovikng,
Kpatikd Mouoeio Zuyxpovng Téxvng, Oscocalovikn, 2007, Torot, Mouoeio
Mmnevakn, ABrva, 2007. ZeL kal epyaletal otnv ABriva kat to Mapliot.

H Atoxavtn (yev.1945, ABrjva) omoudaoce {wypadikr KoL XAPAKTLK 0TV
Accademia di Belle Arti kat evéupatoloyia, ypadlkeg TEXVeEG otn Pwpn.
MNapakoAolBnoe apyttektovikn oto Polytechnic of Central London. Exel
TIAPOUCLACEL 16 ATOUIKEC EKBEoEL oTnV ITaAla, ZkwTia, EAAGSa kaL KuTpo.

ExeL AaBel pépog oe opadIkEC ekBETeLC oTnV EAAAS O KL 0TO EEWTEPLKO KOl

EXEL EKMTPOOWTNOEL TN Xwpa, otnv VIl Biennale de Paris, Xl Bienal de Sdo
Paulo, X Quadriennale Nazionale d’Arte di Roma, | International Sculpture
Symposium / Olympiad of Art, Seoul kat 54th Biennale di Venezia. Exet
BpapBeutel o€ 4 S1eOveic eKBECELC XAPAKTLIKAG KoL At TOo EAANVIKO TUARUA
™¢ AleBvouc Evwong Kputikwv Téxvng AICA Hellas yia tnv KaAATEXVIKN
Spaotnplotnta 2009-2010. H £€peuva tng Awoxavtng Paociletal otnv
avadnuoupyia tou eptBailovtog péoca amo Tn oxEon Xwpog-xpovog. H
SouAeld Tng elval pla cuvexng mopeia. OAokAnpwvovtag Tnv mapouaciaon
€VOG €pyou —Kal pe £pOSLlo TNV eumelpia tng and autdé— dnuloupyet in-
situ To emoOuevo, l8IKA Kal HOVO, yla To VEO SeSOUEVO XWPO KOl TO VEO



OUYKEKPLUEVO XPOVO. Ol ELKOOTIKEG TOPEUPBACEL CUUTANPWVOUV TO
nieplBAaANov Kal cuvepyoULV SNULOUPYWVTOG Hia Stadpopr —tnv omoia €xeL
oxeblaoel kal oploel— péoa amo SLadoxIKEG EVAANAYEG QAPXLTEKTOVIKWY
KOl ELKOOTLIKWY OTOLXELWV, UAKWY, AXOU Kot wTlopol. IToXo¢ TnG £ival
n aiobnon nmou Ba Blwwoel o Beatr¢ Kal To pvupa mou Ba AdBeL otav
BplokeTal HEOA OE UL ELKOOTLKA EYKATAOCTAON UEYAANG KALLOKACG OTIOU
UTIAPXEL Ttavta pia ditqynon mou e€eAlooeTOL OTO XWPO-XPOVO. ZEL Kal
epyaletal otnv ABrva.

H EAévn Zouvn (yev.1954, Mewpaldg) omovdace ypadlkéG TEXVEC OTN
ZxoAn BakaAd kat {wypadikny otnv Avwtatn IxoAn KoAwv Texvwv otnv
ABriva (1978-1983). Anto to 1984 £wg to 1986 £Inoe KAl EPYACTNKE OTNV
BapkeAwvn, €vw TO XPOVIKO dtaotnua 1989-1994 otnv OuTtpEXTn Kal TO
Apotepvtap. EXEL TPAYUATOTIOLNOEL SEKA OTOULKEG EKOECELG Kal TIOAAEC
OMAOIKEG, UEPIKEC Twv omolwv eival: Tpomo¢ tou Agyelv, Médouoa
AiBouoa Téxvng, 2016, Mpauuatouoppéeg, Emypadikd Mouoeio, 2013,
AAayéc Amootaoswv, Médouvoa +1 AiBouoca Téxvng, 1995, Vincent
Bernat, linea Atenas-Barcelona, 1989. Opadikéc: [alyvwaoTtol mpooplouol
kepalatio Il: kéAuoc // n moAwtikn te umapéng, 150 AUkewo ABnvwy,
Ku€An, 2018, The art of artist statement, Hellenic Museum Zikayo, 2004,
Avalntrioeic, 1950-2000, Mouoeio Zuyxpovng Téxvng PEBupuvo, Eiuaote
AAAoU ko taue AAAou, AloxUAela, 1998, EAAnvec KaAAtéyveg, Aplépwua
EAAnvec kaAAwtéyves 1960-1990, 42e Salon de Montrouge, Montrouse-
Athenes, 1997. To 2009-2010 mpayLOATOTOLNCE UETATMTUXLOKEG OTIOUSEC
otov kAado Omtikr Emikowvwvia oto University of Derby - BakaAd Art and
Design College. AoxoAeital S1e€0SIKA e TNV OMTIKI N EIKAOTIKN SldoTacn
™¢ ypadng Kot TNV SLOAEKTIKA oxEon HETatL ypadng kat {wypadiknc. To
2010 kukAodopnoe to BLBALo TG MToU apyilet n Zwypapikn; Mou apyilst n
Tpapn; Ze\ kol epyaletal otnv ABrva.

O Mavvng Kovtapartog (yev.1968, ABriva) omoudace otnv Avwtatn IxoAn
KaAwv Texvwv tng ABrivag (1987-1992). To 1991, doitnoe pe unotpodia
Erasmus oto Middlesex Polytechnic tou Aovbivou. To 2012, avayopeUTnKe
S16aktopag otnv lotopia kat Oewpla tng Téxvng amd to MNAvrtelo
MNavenotiuo Kowwvikwv kat MoAtikwy Emotnuwy. Eival emikoupog
kaBnyntn¢ otnv Avwtatn 2xoAn KaAwv Texvwv. EXEL MpoyUOTOMOLHOEL
EMTA OTOMIKEG ekBEoeLg: MéSouoa AiBouoa Téxvng, 2017, Alpha C.K.
Art Gallery, Asukwoia, 2016, Médouoa AiBouoa TExvng, 2015, Kévtpo

Tuyxpovng Téxvng IAeava Touvta, 2006, About, 2010, AiBouoca Téxvng
ABnvwv, 2002, TexvomoAig Afjpou ABnvaiwv - Nkadl, 1998. Exel AdBeL pépog
o€ TIOA\EG OpadIKEG eKBEoELG pe o mpoodatn tnv €kBeon [alyvwoTol
nipooplouoi kepadato Il: kEAupoc // n moAwtikn tne umapéng, 150 AUKeLO
ABnvwv, KupEAn, 2018. Exel emiong dwoel SLOAEEELC OE ETULOTNUOVIKA
ouvedpla kal Snupootevoel BLBALa Kal Kelpeva yla Tnv TExVN.

O James M. Lane (yev.1969, ABrjva) onoudaoce dwtoypadia oto Parsons
School of Design/New School for Social Research otn Néa Yopkn kot oto
MNapiol. MeydAwoe oe owkoyévela {wypddwv otnv meploxn tng MAdkog
otnv ABnva. Ano to 1986 £wg to 1995, omoudace Kal EPYAOTNKE OTO
XWPO TNG KAAALTEXVIKNG, apxitektovikng kat still life pwtoypadiag otn
NEa Yopkn. To 1995 enéatpee otnv ABrva. To MOAITIOUKO KEVO HETAEY
NG ALEPLKAVLKAG Kal Eupwmaikng nmeipou oxnuatios tnv Iloouykpaoia
TOU KAAALTEXVN Kal 0TAONKE yoVIHo €8adog yla TNV CUCTNUATIKN €peuva
TwV SuvatotNTwyv TNG TEXVNG WG avaokadEéo TOU TPOCWIILKOU Kol
OUAAOYLKOU QOUVELSATOU. H €pEUVNTLKN TOU TIPOCEYYLON €0TLALEL OTOUG
UNXAVIOMOUG TNG UVAMNG, TAUTOTNTAC, SUuvNTIKOTNTOG Kol Tov Sulouo
otnv omtik avtiAnyn/voepn amewovion. O KaAATéxvng cuvoualel T
dwtoypadia, Tn Pnolakn €kdva, to Blvieo, TNV €yKATACTACN KOL TLG
emuteAeotikég dpaoelg (performance). Ano to 2015, aocyoAsital pe TO
Slemotnpoviko/epsuvntikonpotilektAllocthonmoumapouoldotnke 6Toug
ApxatoloyikoU¢ Aladdyoug 2018 oto ZUAAoyo EAARVwv ApxaloAoywv.
O Lane €xeL mapouoldoel tn SOUAELD TOU O OKTW OTOULKEG EKOECELG
otnv ABrva, tn Néa Yopkn kot tnv Kopéa kat MOAAEC opadIKEG EKBEDELC,
epyaotipla kat performances Slebvwg 6nwge: The International Festival
Sarajevo, 2UA\oyog EAAvwy ApxatoAdywv, ABrva, 2xoAn KaAwv Texvwy,
ABryva, Analogio Festival, T.A.F./The Art Foundation, ABryva, Space 52,
ABnva, Transmediale, BepoAivo, Kévtpo ZUyxpovng Téxvng IAedva TolvTa,
ABrva, Beton7 / Kévtpo Téxvng kat NMoAtiopou, ABrva, In Khan Gallery,
Néa Yopkn, KOPAK Public Art Consulting, 2eoUA, MOMus, @scoalovikn,

16pupa AEXTE, ABriva, Athens Photo Festival, ABrva, MivakoBrikn Afpou

ABnvaiwv, MNveupatikd Kévtpo Xaviwv, Kpntn, Olivepress Art Factory,
Kpnitn, Owia Oduocéa EAUTN, MutiAnvn, Méyapo Moualkng ABnvwy,
Méyapo Mouotkig @socalovikng, ACG Gallery/American College of
Greece, ABnva, Freud’s Dreams Museum, Ayia MetpoumoAn, Festival
Miden, KaAapdrta, Unlike Festival, OoAo, Montrouge Art Center, Mapiot,
kat ARCO Art Fair, Madpitn. Epya Tou undapxouv o€ SnUOOLEC GUANOYEG



onwc oto Freud’s Dreams Museum otnv Ayia MetpoumnoAn kat to MOMus
oTn Oecoalovikn KaBwG Kol 08 ONUOVTIKEG LOLWTLKEG CUAAOYECG OTIWCE N
ouAoyn Anuntpn AackaAomouAou kat n cuAloyr Adkn lwavvou. ZgL kot
epyaletal otnv ABrva.

H mpoowrikn wtopia tng Aéomowag MeipdpoyAouv (yevvrbnke to
1944 xou peydlwoe otnv Aiyumto) cuvetélece otn Slopopdwon twv
TIPOTEPALOTATWY TNE KAl EMNPEACE TIC KOAALTEXVIKEG QAAA KUPLWG TLIG
avBpwrveg emAoyEC TNG. To 1966 PETA TNV OAOKANPWOT TWV ELKOOTIKWY
™¢ onmoudwv mavw otn lwypadikn, Turoypadia kol YpadlkEC TEXVEG
(N.D.D.) oto Kent Institute of Art and Design, Maidstone, Kent atnv AyyAla,
Kal KUPLlwg AOyw TwV TIOALTIKWY YEYOVOTWY TIou AdpfBavav tote xwpa
otnv Alyunto, gykataotabnke otnv ABrnva kat fekivnoe tn dekdypovn
Bnteila g otn Stadnruion wg ypadiotag Kal otn cuvexela wg art director.
Ao ta AN tou ‘70 €xel apoolwOel AMOKAELOTIKA OTO £pYO TNG. ATO TO
1981 wg onuepa £pya NG €XOUV TIOPOUCLOCTEL OE TIEPLOCOTEPEC ATO
30 OTOULKEG KOl TIOAAEG ONUOVTIKEC OUASIKEG ekBETELG otnv EANGSa Kal
1o €WTeEPLKO PETAEL TwV omoiwv: [ayvwoTtol mpooptouol kepadaio Il:
k€Auoc // n moAwtikn tne umapéng, 150 AUkelo ABnvwv, KuéAn (2018),
[a]yvwotot mpoopiouoi, kepadaio | (mpwnv owkia Zapidn, KuéAn,
ABnva), 2017, Pyramid Atlantic Art Centre, Washington DC, to John
Jay College of Criminal Justice/CUNY, Néa Yopkn, to Columbia College,
Jikayo, To Fondazione Mudima, Mi\avo, To Maison Européenne de la
Photographie, Mapiol kot GAAeg ekBEoelg oto Topovrto, Toexia, Aovdivo
kat T BiBALoBnkn tng AAe€avdpelag otnv Alyumto. JUMUETELXE 0T 2N
Mrttevale tn¢ Oeooalovikng kat tnv Women’s International Biennale /
Incheon otn Notwo Kopéa to 2009. Ano ta péoa tng dekaetiag tou ‘90
N SOUAELA TNG €XEL TAPOUCLAOTEL OE ONUAVTIKEG EKBETELG KOl CUVESPLA
TEXVNG KUpilwg ot Hvwpéveg MoAtteleg NG AMEPLKAG KoL N Sl €xel
TPookANDOel emavelAnuuéva o oeULVAPLA Kal residencies o€ apePLKAVIKA
TAVETLOTAULA Kal Wplpata, kaBw¢ kat oto Quito University tou
Ekouadop, katto Richmond American College oto Aovdivo kat teAeutaiwg
tov AskéuBplo tou 2017 oto MEU (Middle East University) oto Aupdyv tg
lopdaviag. Zelpéc €pywv tTNG mepAapBAvoVTOL O ONUAVTIKEC CUANOYEG
navenotnuiwyv ot HMA kat pouvoeiwv otnv EAAada (Kpatikd Mouaoeio
Tuyxpovng Téxvng / @ecoalovikn, Kévtpo Zuyxpovng Téxvng PeBUuvou,
ZuAAoyn Moptaldkn) KaBwg Kal LOLWTLIKEG CUAAOYEC. H ELKOLOTLKA TTPAKTLKNA
™¢ onuepa meplapPBavel pwroypadia, Bivieo, EyKATAOTACELS ULIKTWV

TEXVIKWY OTO XWPO, TUTIWHATA KABwWG Kal Eva onUavTIKO aplOuo
artists books.

H EvoefBia MyanAidou (yev.1964, ABriva) omoudace {wypadlkr otnv
Avwtatn IxoAnn KoaAwv Texvwv (1985-1990) oto epyacthiplo tou A.
Mutapad pe daokdala tnv P. Mamaomiupou Kot YAUTITIKY) OTO €pYaOTHPLO
Tou O. Mamaytdvvn (1997-1999). EXeL TPAYLATOTIOL| OELTECCEPLG ATOLLKEG
ekBéoelg: Art Wall Gallery Athens, 2015, Diana Gallery Down Town, ABrjva,
2005, Haritos Gallery ABriva, 2000, kat Thema Art Space, ABriva, 1997. ExeL
AaBel pépog o MOAAEC opadIKEC ekBEoeLG oTnV EANGSQ KAl TO EEWTEPLKO,
HETAL Twv omolwv: Eotia-{w (Estia-zo), Emtanupylo, @sooalovikn oto
MNapdAAnAo Mpoypaupa tng 6ng Mmievale Oscoalovikng, 2017, Evressis
#1, Ivotitouto 20yxpovng EAAnvikAg Téxvng ISET, 2017, AOGHNA by Art,
MoAwtiotikr) OAvpniada, 2004, Mrmiievale Néwv Evpwnaiwv KaAAttexvwy,
lpavada, lomavia, 1993, kat 4n Mrmievale Evpwrnaikwv Akadnuiwv
KaAwv Texvwv, OANavdia, 1993. H MyanAidou dnuioupyel yAumta mou
TIAPATEUTTOUV O€ amoAlBwpaTa, KOPUOUG SEVTpWY, PLIEC, TTETPWHATA KL
AaANa OpyavIKA oToLXELD TOU HUOLKOU KOOUOU. XpNOLUOTIOLEL OTAXTN KO
kapBouvo yla va anodwoel T ¢Bopd, TNV £vvola Tou BavATou Kal Tou
Tpavpatog. Katd tn dnuloupyila eMIKOAUTITEL TA £pya TNG UE QAATL, HE
TO UALKO va eival Wdlaitepa epdaveg otnv teAkn popdn toug. Mpokettal
yla tnv teAetoupyikn Stadkaoia tng kaBapong, yla tn LeTousiwaon Kal
TN METABoon OTo MVEUHATIKO, AUAo eminedo, mou amoteAouv Bookd
OTOLXELOL TOU OUVOALKOTEPOU €PYOU TNG ElKAoTIKOU. Epya tn¢ Bplokovrat
o€ IOLWTLKEC Kal SNUOoLeC CUANOYEG. ZeL Kal epyaletal otnv ABrva.

O MavwAng Mnaunovong (yev.1950, ABrva) eilval EKACTIKOG
KaAATEXVNG, dwToypddog Kal apXITEKTOVOC. ZTMOUSACE QPXLTEKTOVIKN
Kal avaotnAwoelg otn QAwpevtia kat Pwun. H SutAwpatikr tou epyooia
OTNV aPXLTEKTOVLIKN Ue kaBnyntn tov A. Natalini tou Supersudio mpotelve
avti Tng avéyepong evog Yuylatpeiou, Tnv katedadior tou. To Staotnua
1994-2016 tekunpiwoe to €pyo tou lavvn KouvéAAn. H Souleld tou
ETUKEVTPWVETAL KUPLWG 0 Bépata yupw amod Tou¢ Beopolg, TN UvAUn
Kal to TePLBAAAov. Xpnolpomolel Ta péoca tng dwrtoypadiag, oxedia
Kal Kelpeva, BvteompoBoAEC Kal EYKATAOTACELS. H Tpwtn SOUAELd Tou
Mnaumnouon amnd pia dpdon tou Volterra, 1973, mpoPAn6nke ekeivn tnv
enoxn w¢ slide show oto MAaiolo HLOC EYKOTAOTAONG, EVW OpPYOTEPQ
n ekBeolakn mapdbeon Twv PeEYAAwV OSLAOTACEWV TUMWUATWY TOU,



aveaptnTta XPOvoAoylkAG 1 Bepatikig ocuvadelog, ocuvbétouv €vav
TIUKVO €VVOLOAOYLKO Kol TTAQOTIKO StdAhoyo. To 2013 mopattibnke amo
TOKTLKOG KaBnyntn¢ tng AZKT, omou &idaoke amod 1o 1999 pla €IKACTIKA
npooéyylon pe ta péca g Dwrtoypadiag otn olyxpovn tEXVN. ExeL
TIPAYLATOTIOL | OEL ATOULKEG EKOEDTELC OMWG: Mlpoooxn ekTEAoUvVTaL Epya,
Alatla lpapét, Osooalovikn, 2018, Something stupid, Popavtlo, ABrva,
2017, ektog oxebiou, Kévtpo Zuyxpovng téxvng IAedava Touvta ABnva,
2014, SkeAetoi, Mouoegio Mnevakn, 2011, All over the place, New York
Photofestival, 2009, Photographs, Cental European House of Photography,
Bratislava 2008, Kpion, levi T{aui, Mouoeio Qwtoypadiag, Oscoahovikn,
2007, Possessioni, Centro d’ Arte Moderna e Contemporanea della Spezia
(CAMeC), ItaAia, 2006, MavwAng Mnoaumovong 1973-2003, EMXIT,
ABniva, MMZT, Oecoalovikn, 2003. EXel CUUUETAOXEL OE TIOAUAPLOUEC
OMadIKEG EKBEOELC o€ pouoeia Kal xwpoug Téxvng, otnv EAAada kal to
e€wTEPLKO ONWG: La verita e un altra, Galleria Nazionale d’Arte Moderna
e Contemporanea, Pwun, 2018; ANTIAQPON. H ocuAdoyn tou EMIT,
Documental4, Fridericianum, K&oeA, 2017; The Body, The Soul and The
Place, State Museum of Contemporary Art (SMCA) at the National Art
Museum of China, 7th Beijing Biennial of Contemporary Art, 2017. Epya
Tou Bplokovtal o€ WOWTIKEG Kal dnuooleg oculoyéC. Exouv ekdobel
povoypoadleg Tou Kal AEUKWHATA, OTIWE KAl N toinon tou, amnod 1o EMXIT, to
Mouoegio Mmevakn, to CAMeC kat AAAeG. ZeL kal epyaletal otnv ABrva.

H EOn ZapPaidn (yev.1970, Podog) omoudace yAumtiky otnv ABrAva
otnv Avwtatn 2xoAn KaAwv Texvwv (2004-2012) pe daokdaloug tov O.
MNamaytavvn kattov N. Tpavo. Imoudaoe TNV TEXVN TOU LWoaikoU PE TV
A. AyyeAidou kat Tnv TEXvN Tou yuaAlou oto Pilchuck, Z1atA OQudotyktov,
HMA (2010). ExeLEMIONCOUUUETACKELOE EPYACTHPLO.OTO ZLATA, TN Bootwvn
kaL tnVv Mpaya. ExeL mapouoLlaoeL To €pyo TNG o€ 10 ATOULKEG EKBECELG Kall
€XEL OUPUETAOXEL 0 TIOAAEC OUOIKEG eKBEDELS, OMwG: Sky is the Limit,
Sculpture by the Sea, Cottesloe Beach, MepB, AuotpaAia, 2019 (empéAela
Kwotag MNpamnoyAou), Home Sweet Home, Alebvr¢ EkBeon Téxvng Water
for Life, Mouoeio lotoplag, Niagara Falls, Ovtapio, Kavadac, 2018, The Big
Fish Eats the Little One, Sculpture by the Sea, Bondi, Zi6ve0, AuotpaAia,
2017, Diamonds Are Forever, Armani Hotel, Burj Khalifa, Ntoupmad,
2017, Home Sweet Home, The Other Art Fair, Saatchi Art, Aovdivo, 2017,
From Caravaggio to modern days, Piazza Del Popolo, Pwun, ItaAia, 2015,
AeBvng EkBeon Téxvng, Mouaoeio Téxvng Hangaram tou Kévtpou Texvwy

¢ ZeoUA, Notia Kopéa, 2014, Salon Art, Kévtpo Louvre Carrousel, Mapiot,
FoaAAia, 2014, La Mostra Dentro la Torre Eiffel, Salon Gustave Eiffel, Mupyog
Tou Awpel, Napiot, NaAAla, 2014, Art Monaco, Grimaldi Forum, Movako,
2014, Mrmuevale tng OAwpevtiag: Ethics DNA of Art, Fortezza da Basso,
QOAwpevtia, ItaAia, 2013. Exel Aapel moAa BpaPeia, onwg: Mmievale
™¢ OAwpevrtiag, 2013, BpaPeio eykataotaong «Ethics DNA of Art» kal to
BpaPeio Botticelli tou Palazzo Guicciardini Bongianni tng ®Awpevtiag. Ta
€pya NG ZaBpaidn Bpiokovral oe LOLWTIKEG cUANOYEC otnv EAAASa Kot TO
e€WTEPLKO. ZeL KoL gpyaletal otnv ABrva kat tn Podo.

O Nikog Tpavog (yev.1957, EUBola) onovdace YAUTTIKA oTnv AvwTtatn
SxoAf} KaAwv Texvwv tng ABrAvag (1983-88) kat otnv Ecole des Beaux-
Arts oto Mapiot (1990-91). Atdaokel yAumtik otnv AZKT ABrjvag amo to
1995 kat amnod 1o ZemtéuPplo tou 2019 Ba avaAdfel ta kabBrikovta Tou
MpUtavn tng ZxoAnG. EXEL TPAYLATOMOLOEL ATOULIKEC EKDECELG Kal EXEL
OUUMETAOXEL 0 TIOANEG opadikéG. Evdelktika: [afyvwotol mpooptlouoi
kepalato IlI: kEAuoc // n moAwtikn the unmapéng, 150 AUkewo ABnvwy,
KupéAn, 2018, White Power, ykaAepl ZoupumouAakn, ABnva, 2017, Evac
mayetwvoc oto tpanell puoag, ANTIAQPON, Fridericianum, Documental4,
Kassel, 2017, Between the Pessimism of the Intellect and the Optimism
of the Will, @ecoalovikn, 2015, Agora, 4n Mmuevale ABrvag, 2013, The
Magic Circle, Gazon Rouge, ABnva, 2012, Public Domain, Supermarket
Art fair with Lo and Behold, ZtokxoAun, 2012, Greek Art, Sem-Art Gallery,
Movakd, 2011, Microgeographies, Art Athina, 2011, Hommage a Galerie
Artion, Kappatos Galleries, ABriva, 2011, Battlefield, TAF, ABriva, 2010,
Paganism, OPA2 performances, Art Athina, 2009, Open Plan, Art Athina,
2008, Places, MMZT, Oecocalovikn, 2007, Crimen Majestatis, ykaAepl
A-A, ABriva, 2007, Egnatia, Saledo, ItaAla, 2005, Makronissos project,
Makpovnoog, 2005, Marubi 2004, EBvikn MivakoBnkn Tipavwy, BpaPeio
AEXTE,16pupa AEZTE, ABriva, 2002, Spell your name, ykaepi Aptio, ABrva,
2002, Travel Warnings, ykaAept Aptio, ABriva, 2000. OL EYKATOOTACELG TOU
Nikou Tpavou avadlapopdwvouv To Xwpo Kot AeltoupyolV SLadpacTikd
EVEPYOTIOLWVTOG TIC alobnoelg kot tig avidpdocelg tou Beatn. H
avalAtnon VEWV LoOPPOTILWYV HETAEL TOU OLKELOU KALTOU ampocdOKnTou, 0
OXOALAOOC KOWVWVIKWY KATACTACEWV, N eMSLwEn TNE EMIKOWVWVIOG LECW
TOU €pyou TEXVNG Kal N moAudidotatn eppnveia emavaapfavopevwy
potiBwv (omitL, €lkOveg TNG MOANG, Bla) elval peplkd amnd ta otolkeia
mou kaBopilouv TO €VVOLOAOYLKO TIEPLEXOUEVO TWV £PYWV TOU. ZeL Kol



epyaletal otnv ABrva.

H Aéomowa Xaputwvidn (yev.1991, ABnva) to 2010 eyypddnke oto
TUAUa Zuvtipnong Apxalotitwv kat Epywv Téxvng tng Abnvag. To
2011 adnvel Tnv EAAGSa yla va yivel Snuioupyog kat OxL cuvtnpnTng.
Tnv idla xpovid yivetat ekt otnv Akadnuia KaAdwv Texvwy tng Pwung
(Accademia di Belle Arti di Roma) omou omouddalel mapadooiakn
vYAurttikr). To 2013 petadEpel TG omoudEG TN otn 2xoAn KaAwv Texvwv
¢ Outpéxtng (Hogeschool voor de Kunsten Utrecht) 6rmou oAokAnpwvel
TIC OTIOUBEG TNG HE KUpLo afova TNV eykataotacn Kal tnv performance.
To KOAAITEXVIKO TNG A£EIAOYLO TOLKIAAEL PETAEU UVNUELOKWY YAUTITWY,
in situ eykataotdacswv Kot performance. To Baclkd XApAKTNPLOTIKO TNG
£pYAOLOG TNG EYKELTAL OTN MEAETN TwV OLOTATWY TwV Sladhopwy UALKWY
KOLL TWV CUVELPHUWV TIOU TpoKaAoUv otov Beatr. MoAAd amd ta €pya TG
€L0AYOUV TIG EVVOLEG TOU BApOouC Kal TNG Looppomiag. H mMPaKTky TG
e€etalel ouvaloOnuATIKA INTAMOTO OTWG N OXECN UETOED OLKELOTNTAC
kat efouvoiag. Xtic performances tTNG QVTIUETWI{EL TO OCWHA WG
EPYAAELO TIEPLOPLOUEVWVY SUVATOTATWY, OVEEEAEYKTNG €UBPAULOTOTNTAG
Kat atelelwtng emavaAnyng. To 2016 OCUUUETEIXE OTO €pyaoTnpLO
‘Positioning’ Tou nBomolov Janwillem Schrofer mou elvat o pévtopdg tng
HEXPL onuepa. To €pyo TNG MAPOUCLACTNKE, HETAEU GAAWV, OTO TOALO
ehalwoupyeio t¢ EAevoivag (oto mAaiolo tng EAeucivag MOALTIOTIKAG
Mpwtevouoag tng Eupwnng ywa to 2021), 2018, oto Neu Now Online
European League twv Ivotitoutwy Téxvng, 2016, oto Kevtpikd Mouaoeio
™¢ Outpéxtng oto Hoog Catharine (Project One Light Stand) OA\avéia,
2015, oto Animal, Londonewcastle Project Space, Aovbivo, 2015 kat oto
MACRO (Mouoeio Zuyxpovng Téxvng tng Pwuncg) (Artisti Nomadi Project),
2013. ZeL kot gpyaletal otnv ABrva.

H Zwn Xatfnytavvakn (yev.1976,ABriva) omoudaoce Visual Communication
oto Kent Institute of Art & Design KoL otn OUVEXELQ, PE uToTpodia
ano 1o 16pupa Kpatikwyv Ymotpodlwv, OAOKANPWOE UETATITUXLOKES Kall
S16aktoplkég omoudéc oto Goldsmiths College, University of London.
H SouAeld tng €xel BpaPeutel pe to Jerwood Photography Award
evw €xel ekteBel kal Snuooteutel otnv EAAGSQ Kal OTO €EWTEPLKO,
ocuvpuneplapBavouévwyv Twv: The Tourists/Depression Era, Unseen
Amsterdam, 2018, The Past of Things to Come, A-DASH, ABriva, 2018,
The Decline of Heroes/Depression Era, Culturescapes, Antikenmuseum,

Baoweia, 2016, (IM)Material Gestures, Fondazione Sandretto Re
Rebaudengo, Topivo, 2016, TEN Visual Cultures, The Showroom Gallery,
Novbivo 2015, Depression Era, Mouaoegio Mnevakn, ABryva, 2014, Secrets
& Crises, Kévtpo Zuyxpovng Téxvng IAeava Touvta, ABrva, 2013, To Have &
Have Not, Noorderlicht Photo Festival, Groningen, OAavébia, 2013. Eivat
HENOG TNC opadag Depression Era kal pio ek Twv 16putplwv Tou A-DASH
project space Athens. H rtio mpoogatr) SouAeld tng ektéBnke otnv ABrva
Tov Mdtwo tou 2018 pe xopnyla kat tnv umootnpLEn tou opyaviopol NEON
KOlL TOU ZUVSLKATOU ApXLTEKTOVIKNAG. ZEL KOl pyaleTal otnv ABnva.

O Evayyslog Xatlng (yev.1982, ABriva) oAokANpwoe T OTIOUSEG TOU
2010 oto MpomapackeuaoTko Kot EmayyeApatiko IxoAeio KaAwv Texvwy
Mavopuou TrAvou (papuapotexvia) kat to 2016 amodoitnos e aplota
ano to B' Epyaoctrplo NMumtikig tng Avwtatng xoAng KaAwv Texvwy Tng
ABrvag pe kaBnyntn tov I. Adruta. Katd tnv Stdpkela Twv omoudwv Tou
otnv AZKT, mapakoAoUBnoe ta epyactrpla ¢wrtoypadiag kat oxediou.
AwokpiBnke pe Bpafeia papupapotexviog amo To umoupyeio Awyaiou. H
Souleld tou TEPNAPPBAVEL YAUTITIKEC EYKOTOOTAOCELS KOL KATOOKEUEG
kKaBw¢ emiong kat épya pe tnv popdn Pnolakol KoAAAL. IupueTeixE o€
TANB0o¢ opadikwy ekBECEWY UEPIKEG amd TIG OToleC elval: [afyvwaoTtol
nipooplouoi kepadato Il: kEAuoc // n moAwtikn tne umapéng, 150 AUKeLO
ABnvwv, KupEAn, 2018, Pillow gravity, ykahept Ekdppaon, 2018; Common
Ground, Kappatos Galleries, ABriva 2017, 8n Biennale ¢ottntwv, Kévipo
Tuyxpovng Téxvng Oeooalovikng tou Kpatikol Mouoegiou Zuyxpovng
Téxvng, Oeococalovikn, 2017, in art, Zina Athanassiadou Gallery,
@eoocalovikn, 2016, O knmo¢ twv yAuntwy, ItaAkr mpeoPeia, ABrva,
2016, H moAn amd tnv akpomoAn, tpeic yAuntec kottouv tnv Adnva,
vkaAept Ekdppaon - MNavva Mpappatomovlou, ABrva, 2014, 7n Biennale
dortntwy, 16pupa Osoxapakn, ABrva, 2014, Art & the City ll, city models,
City Link, ABriva, 2011. ZeL kaL epydletat otnv ABrva.









