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[un]known destinations

by Dr Kostas Prapoglou, curator

“the homeland is the journey™
— St. Augustine

The former Zarifi (also spelled Zarephe) residence — a fine example of Athenian art
deco and modernist aesthetics — was built in 1924 on the crossroads of Eptanisou and
Andros Streets and embodies the echo of a bourgeoisie that defined not just the
history of the area of Kypseli but the city of Athens during the 20" century. With owners
as merchants trading tea and sugar in Ceylon, the residence was situated at the
epicentre of an historic reality also encompassing other neighbouring residences,
such as the one next to it on 18 Andros Street. This became the first American college
of Athens for three years (1925-1928) before relocating to Psychiko. During the 1930s,
Ethiopian emperor Haile Selassie (1892-1975) unofficially stayed there for his summer
holidays with his family, and a few years later the building functioned as the
headquarters of the prestigious boarding school ‘Palladium Lyceum - Filip Doucas’.

Andros Street — among other areas in Kypseli — was in the forefront of the December
political events (Dekemvriana) of 1944,

Today, the neighbouring building on 18 Andros Street continues to exist, as a derelict
listed monument. The Zarifi residence changes hands. In 1984, its ground floor is
converted into a traditional rebetiko music hall (To Pontiki) while the rest of the building
continued to be vacant and inactive since at least 1978. After about 40 years of sleep
the house is now coming back to life, playing host to this exhibition.

As a shell and ark of memory encapsulating the layering of socio-historical events, the
show invites nine contemporary artists (a numerical metaphor for the nine decades
of the building’s life) to respond to the formation of a contextual backdrop as this
unfolds since the emergence of the former Zarifi residence. Diverse conceptual
chapters that deal with the presence and evolution of architecture, social identity
and human landscape, economic zenith and nadir, collective memory, the political
backstage but also the surfacing of an amalgamation of nostalgia, pride and
underlying hope, accompany the participating artists, who act as guides and
companions.

The arfists filter through their cross-disciplinary visual lexicon and diversity of mediums
the spoken (or in other words the subjective) history as this has been orchestrated
throughout time. They reveal a site-specific and site-responsive narrative which attests
the rethinking of values and the engagement with multiple emotional territories that
coexist and intertwine with one another.



The disturbing socio-economic and political manifestations of contemporary
civilisation have left their scars on the skin of urban monuments not only in Athens but
also in other similar neighbourhood counterparts in capitals around the world. What
used to be regarded as architectural jewels of a significant cultural heritage are now
standing as urban debris, mutely collapsing. The appropriation and reconfiguration of
urban space no longer acknowledges the existence of such buildings, state
restoration funding is minimal and many of them are helplessly disintegrating. The
detachment of these structures from their original habitats has become visible more
than ever.

[un]known destinations will bring to the forefront issues of abandonment, neglect and
desertion. It considers the relationship between public and private space that once
used to be in constant dialogue and draws our attention to the moment when these
stopped interacting with each other. The former Zarifi residence opens for the first fime
after several decades of stillness. Its rooms are now occupied by the works of the
participating artists, activating not only the inside but also its relation with the outside
contemporary urban setting. The use of artificial lighting has been deliberately
minimised — in some cases totally suspended - the windows open widely and natural
light invades and reoccupies the space. The house is re-infroduced to its new urban
reality comprising the surrounding modern building blocks and the enormous 1948
concrete parking space just across the road, also remaining redundant for years.
Private and public domain will be involved in a fresh interplay for the duration of the
exhibition.

Presentational frameworks and modes of arfistic expression perform as tools for
analytical reflection. Each of the artists receives their inspiration from notions of
creation and de-creatfion as these are imbued throughout the given spatial
circumstance. Found in situ objects — mainly pieces of furniture and some personal
items — are repurposed and fransformed into readymades which become a vital part
of the visual vocabulary for several artists in the show. The conception of construction
and deconstruction progressively comes forward; the artworks open up and engage
in a conversation with theirimmediate environment and eventually merge with it, they
become generators of a new re-narrated history.

All artists have one common point of reference; human activity and its fossilised
existential hypostasis with time as the protagonist of the plot. The fabrication as well
as interpretation of ideas around memory, personal mythology, life and death
permeated through channels of altered states of consciousness, tfranscend multi-
layered readings. Inspired by those historic fraumas and societal recast that distorted
the synthesis of the quotidian, all works on view embrace recurrent themes of identity
and interchange.

The diversity and multi-dimensionality of the artistic utterance of Maria Adromachi
Chatzinikolaou are visible in her site-responsive installation here is your home now
(2017). Having occupied one of the most vital parts of the residence, the kitchen
quarters, she explores aspects of parallel life trajectories within the life of the house
itself. The architectural planning of high profile townhouses of this era echoes
meticulous functional and social characteristics, one of them being the placement of



the kitchen at the back of the building with other elements of architectural design
specifically organised for the exclusive use of housemaids and other attendants. Side
doors, small corridors and service stairs were the unseen routes within such a dwelling
and regarded as inappropriate areas for family members to visit; a sign of social
division within the house itself. Chatzinikolaou perceives the kitchen as the core and
the engine of the household. It is where all meals were prepared, the gathering point
of all staff, their retreat, their place of occasional rest and where they often shared
their problems and anxieties. Her attempt to shed light on this remote part of the
house, revives the sense of smell, brings back hidden memories and makes the sound
of voices heard once again. The sound installations coming from different parts of the
room, through draws and cupboards, tfurn archival sound recordings into recollection
voiceprints. At the same time, the distortion of realities becomes evident with one of
the artist’s signature techniques incorporating the use of a certain type of paint which
is activated through the use of black light. Figures and objects appear and disappear
on the walls like fading footprints in space. The interactivity between the viewer and
Chatzinikolaou’s environment and its relationship with conditions of light and shadow
denudes signs of impermanence, a vicious circle involving the past and present, the
real and the imaginary.

The Little Refugee (2017) by Aikaterini Gegisian addresses issues of displacement,
immigration and childhood. It features a cohort of 120 found figurines of children —
made of porcelain, terracotta, plaster and resin — that the artist painstakingly sourced
from flea markets and shops during her extensive travels. The Littfle Refugee is named
after the homonymous 15t century BC marble statue currently on display at the
National Archaeological Museum of Athens. It was brought to Greece during the Asia
Minor Catastrophe of 1922 and the Greco-Turkish War, when over a million of Greek
Orthodox natives were forced to flee and relocate to Greece as part of a major
population exchange programme. With clear references to historical and cross-
cultural constraints that remain more topical than ever, Gegisian’s work is a testimony
to the ambiguous destination and luck of refugees and, especially, refugee minors as
we have been withessing in recent events in Greece and the rest of Europe and its
collision with the labyrinthine bureaucracy and legalities over human rights. The
romantic and poetic depiction of her figurines — an aesthetically ornamental trait of
bygone eras — occurs as an implicit documentation of the residence itself and its own
occupants who were also in constant transit across countries and continents. The
indication of a constellation-like movement within the group of figurines conceals a
symbolic proclamation of continuous change, fluidity, instability and transience. This
distiled abstract taxonomy recalibrates and reformulates the criss-crossing of
geographies via an existentialist sensory experience. The factualness of otherness that
pervades the artist’s installation is an optimistic declaration for a thread of continuity
within a collective humanity that also challenges the disparities and imbalances in life.

The series of black and white photographic works by Apollonas Glykas Liquids (2017)
investigates the layers of existence as these unfold in the course of time. Through his
experimentations carried out in his studio and darkroom, the artist manipulates his
imagery by initiating a chemical process that modifies the original source and imitates
its physical ageing and decline in a fast forward mechanism. With a keen interest in
practices focusing on the properties of paper and its behaviour, Glykas' works can be
viewed and appreciated through their texture, their sculptural distinctiveness and



their three-dimensional morphology. Occasionally descriptive and other times more
abstract, they enunciate a cinematic language transferring the viewer onto an
iregular actuality soon realising the mobility between realities. Activating and
reformulating the past, stimulates an inferconnectedness and cohesion fraversing
across generational and geographical borders. The works on display laboriously
succeed in discussing the role of private and public sphere whose limitations gradually
become equivocal as a result of the artist’s technique of image processing. The
appointment of unidentified individuals as well as architectural features augments a
surreal situation  where sometimes people and buildings are portrayed
indistinguishable and inseparable. It is a proclamation of the complexity and
challenges of life, leading to the inevitable and the cynical conversion of human
existence into a distant memory.

Eleni Lyra’s inspiration embarks from the ancient Greek myth of Persephone’s
abduction by Hades, the lord of the underworld who offered her pomegranate seeds,
a deceitful gesture to eternally fie herin a state of indissoluble marriage. Following the
intervention of her mother goddess Demeter as well as her father Zeus, Persephone
was finally allowed to live between the two worlds, a transition that defined the
change of seasons on earth. Persephone (2017) is a site-specific installation that
negotiates notions of femininity and fertility as seen through the temporality of life
cycle which entails the perpetual succession of biological decay and rejuvenation.
Pomegranate prevails with copious metaphorical connotations in several religions
and theological doctrines across the world such as Judaism, Buddhism, Zoroastrianism,
Islam and Christianity and plays a special role as a symbol of fecundity, abundance
and plentitude for both genders. Lyra’s great interest in delicate and ethereal
garments and textiles — dresses in particular — that could be worn not only by her
Persephone but by any woman during an initiation or ceremonial procession or any
other occasion, renders a statement on female beauty and splendour. This is in
accordance with female fragility which extends to the representational duality of
fertility as well as infertility, concurrently underlying critical issues on gender relations
and societal conflicts, inequalities and prejudice. The utilisation of reworked images
of dresses conftained within wooden frames on a par with the cluster of suspended
dresses from the high ceiling divulges a series of metaphysical memory portraits. The
pronounced theatricality of such visual repertoire evinces an esoteric process dealing
with the passing of generations and the ceaseless journeys of life.

The installation by Despina Meimaroglou exhibits the conscious awareness of a
convoluted creative process. Interval (2017) stems from the artist’s first visit to the
former Zarifi residence a few months before the beginning of the exhibition when
memories and emotions from her distant past were unexpectedly triggered. Having
lived herself as a lodger in Alexandria, Egypt, at a similar social environment during
her high school years in the late 1950s, Meimaroglou recalled that episode of her life
which uncontrollably surfaced back as a lost interval in time. Seeing the Zarifi
townhouse with all its decrepit old furniture covered in thick layers of dust and
scattered around its dark uninhabited rooms, she decided to document this first visit
by capturing the state of atrophy and decline. Her device to challenge the
elusiveness of memory through the prism of auto-biographical referencing as well as
the viewer's perception of reality is a photographic aloum whose imagery records the
most recent history of the house in its current condition, stripped of its old grandeur



and those who had occupied it. Protagonists are the remnants of human activity and
the sense of personal identity. Although elements of human presence are totally
absent in the photo album, the artist decides to present a 32-piece jigsaw image of a
school party in Alexandria spread across the opposite wall. This paradoxical mapping
of the past and present is empowered by memorable melodies heard from a radio in
the room next door; an enigmatic chamber that physically existed in the 1950s and is
also tfransported in present time as a fractured memory. The music was part of ‘At Your
Request’, a fashionable Egyptian radio programme broadcasting popular hits of the
1950s from the West and was broadcast daily in English by Salim Rizkallah, who was a
famous radio producer in Egypt. Blurring the boundaries between the past and
present as well as the Orient and the Occident, Interval (2017) masterfully animates
the past through the recycling of memory and re-enacts the collective unconscious
of the artist and the viewer.

3 Frantzi Street - Images through matter (2008) by Rena Papaspyrou re-imagines the
dialectical relationship between spaces in a mode of polyphonic fragmentation.
Utilising the practice of surface detachment and the subsequent intervention with ink,
the artist assembles an inimitable hypostasis for the newborn object. Its surface is
transfigured into a new topography while at the same time it subsumes the symbiosis
of heterogeneous time scales and habitats. The praxis of place detachment and re-
aftachment conveys meanings of place identity, interlinked with ideas around self-
identity. It inevitably renegotiates topics canvassing personal memories, which since
all selected places are situated within the socio-historical matrix of intergroup
connections, they also confine a social memory and shared histories. The placement
of Papaspyrou’s work at the central marble staircase of the Zarifi house generates a
dialogue and reciprocity between the current locus and an unknown, non-identified
counterpart; it underlines the vulnerability and the impermanence of urban space by
acquainting and connecting homologous or parallel surficial situations. Like an
archaeologist who effectively manages to detach a wall fresco from some ancient
monument for conservation and further study, the artist borrows found pieces from
the urban milieu and submits them to carefully selected environments where
members of the public can re-establish a corporeal bond and re-interpret their
iconography and all amplifying noetic associations. Attempting to decode the
structure and formation of time, this manifold process exposes the encounter of
presentism vs eternalism filtered through the conditions of urban realism with its
historical weight and an ad infinitum voiding landscape.

The wall sculpture, Let’s climb (2001) by Andreas Savva, portrays the oxymoron
between the ostensible sense of wealth and its succeeding voidance and
annihilation. A ladder containing a body of two thousand five hundred 100 drachma
coins —representing a value that once considered to be a large amount of money in
Greece - now stands taciturnly before us. For Savva, money and fortune, social
recognition and the process of progressing up the social ladder are conceptual motifs
appearing in his oeuvre on a frequent basis. Acknowledging the constant flux within
the international economy that reflects local as well as global socio-political
parameters, the work on display signifies those crucial moments in human history when
an abrupt change can radically overwrite the meaning of value with an immediate
serious impact on people’s lives. Charged with emotional burden concerning the
current financial crisis in Greece and lamenting for the better good old days before



the country joined the eurozone, Let’s climb also transmits an indirect account of
postcolonial issues involving the residence itself and the Zarifi family as a previous
occupier, an integral part of the building’s colonial past. The discontinued and
nugatory coins manifest the collapsing colonial hegemonies and their deflating
policies leading to social readjustments and fiscal modifications. The use of plexiglass
for the construction of the ladder’'s frame articulates not only the frailty of the
contemporary monetary system but also the atomocracy of capital. The transparent
appearance of the sculpture and the unswerving confrontation of the viewer with a
large amount of coins, creates the delusion of physical active cash for a moment
followed by the sad realisation of their invalidity and worthlessness.

Happiness someday will come (2017) by Dimitris Skourogiannis is an exploration
considering the joint experiences of human beings that are seen through the lens of
memory and remembrance embracing love, separation and the illusion of stability
and equilibrium. For Skourogiannis, the places we live in are time capsules of our own
universe, imprints of who we are or once were. His mulfi-dimensional installation
impregnates in its core a mass of old furniture — found pieces exclusively from all rooms
of this residence —representing the course and phases of its existence, now emerging
as a monument of past lives. This utopian scenery acts as the archaeology not just of
this but of any other house and its inhabitants, it expands as a survey of lost identity.
The room door is obstructed by a mulfi-layered system of tulle and emibroidery
employing a blown up printed version of a front page of Greek novels magazine
Zefyros (1953) featuring Marilyn Monroe in Gentlemen Prefer Blondes. Isolating the fitle
of the novel as it appears in Greek and lending it to the title of his installation, the artist
playfully yet incongruously juxtaposes a romantic storyline against the mundane and
the ephemeral. Not being let fo enter the room, the viewer is invited to discover what
happens inside through the layers of the fulle and muslin, yet the mirrors that lie within
the furniture pile quietly reveal reflections of the surrounding private and public realm
disclosing fragments of the inside towards the outside and vice versa. The inception
of such an unsettling situation concocts the idea of our tfrue home which according
to the artist “this is the only place that we can always return to and live in during our
dreams”.

Betty Zerva's imaginary soft toy landscape surveys the impact of the first years of
infancy and early childhood. My foys (2017) comprises an assemblage of innumerable
stuffed toys resembling animals, cartoon characters and other creatures in a variety
of colours erupting from the house's found wardrobes. For Zerva, stuffed and cuddly
toys are the vehicle for the expression of a child’s early feelings whilst her chosen room
could be the spatial equivalent for any child’'s bedroom. Inscribing theories of
psychoanalysis such as that of the ‘transitional object’ — a term coined by D.W.
Winnicott in 1951 — the artist examines those pivotal stages in our life when selected
objects from childhood years act as agents for the shift from the relationship with our
mother towards a new relationship with another object and new friends at school. A
toy given to a child as a gift on one of their first memorable birthdays or as a souvenir
from travels performs as an emotional security blanket for the years to come.
Synchronously, such toys develop into and register on the subconscious mind as a
reference point for pleasant memory and comfort yet they may accompany a
grown-up person for the rest of their life. These fantasy friends always mediate the role
of shelter of solace and exhilarate through their unique scent (sense of smell) and
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texture (sense of touch) special childhood memories. The dynamics of such micro-
environment has a diverse effect on the viewer, triggering feelings of comfort or
discomfort. Simultaneously, The quantitative hyperbole of the toys' presence
accentuates their necessity and weight towards the socialisation as well as the
shaping up of the human character and personality.

The conceptual intervention by Kostas Prapoglou hortus conclusus transpires as an
anti-epilogue for this exhibition refined from the intersection between the secret rock
garden situated at the rooftop of the house and the concept of ‘enclosed garden’;
an attribute and a title of the Virgin Mary, quite popular in Medieval and Renaissance
poetry and art. This discourse soon became a vital part in the iconography of
manuscripts and paintings from the 14th century onwards as well as a widespread
modus operandi in the history of gardening which is probably rooted in earlier
comparable garden design applications in the East. In Europe, the theme initiated as
a specific metaphor for the Annunciation engulfing other subject-related qualities
such as virginity, purity and innocence. The fountain in the ‘enclosed garden’ (fons
hortorum) represents the epicentre of life and new beginnings. Analogous to the idea
of a closed-off womb (a fortified garden) in the Christian sense that becomes fertile
from within, hortus conclusus is deciphered here into the sacred unblemished retreat
for the family of this home, a locus for solitude, contemplation and privacy. Its present
form of decay mirrors the desertion of the residence in its entirety — a season of drought
—an allegorical event, not impossible to be reverted and lead the way towards a hew
start.
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[a]YVGOTOI TTOOOQICHOI

65p KwoTtag MpdmoyAou, mueAnNTNG

“n marpida eivai To Taiéi’”
- lepOg AvyouaoTivog

H mponv oikia Zapipn — éva efaipeto Seiypa abnvaikng aiobntikAg art deco kai
HOVTEQVIOUOL — XTIOTNKE TO 1924 oTNn SlacTavpwon TV odwv Emtavihocou kal Avépou.
EkTTooOTTEl TOV AmTONXO MIAC ACTIKAG TAENG TToL xAapade TNV I0TopIa Oxl UOVO TNG
KoweAng aAAd kal TG ABrvacg Tou 2000 aiva. Me ISIOKTATES EUTTOPOLS TOAYIOL KAl
{axapng TToL dpacTnploTtoiobvTayv aTnv KedAAvn, n oikia PpEOnke OTO ETTIKEVTOO WIAG
IOCTOPIKAG TTRAYMATIKOTNTAG TTOL TTEPIEACUPAVE KAl OANEG YEITOVEG OIKiEG, OTIWG ALTN
akpIPwg SiTAa e1mi TNG 0601 Avépou 18. Ekéei, yiveral n Tp@TN £€50A TOL APEPIKAVIKOV
KOAAEYioL TNG ABRvag yia Tpia xpovia (1925-1928) mpiv yeteykataoTaBei oto Woxiko.
Karta mn dekaetia Tov 1930 ¢iAoeveiTal avertionua o TOTE ALTOKPATOPAG TNG AIBIOTTIAG
Haile Selassie (1892-1975) yia BepiveG SIOKOTTEG [IE TNV OIKOYEVEIA TOL £V AiyO apyOoTEPa
TO OIKNUA KABIoTATAI YIA KATTOIA XPOVIA £500 TOL EKTTAISELTIKOL OPYAVIOUOL “MaANadIo
AUKeIo - DINTTTTOL AoLKA™.

H 080G Av6poL — peTad AWV TTepIox@YV TNG KLWEANG — PPICKETAI OTO TTOOCKNVIO KATA
TN S1APKEIQ TV AgkepPpliavay Tov 1944,

IAUEPQ, TO YETOVIKO KTipIo TNG 0601 Avdpou 18 e€akoAouvBei kal LTTAPXE, WG Eva
SlatnenTtéo peitmo. H oikia Zapipn aAAalel xeépla. To 1984 10 100Y€IO TNG PETATPETTETAI O
OKNVN PEUTIETIKNG MOLOIKNG (To TovTikl) €véd TO LTTOAOITTO KTiPIO £EAKOAOLOEI KAl
TTAPAMEVEI ASEIO KAI AVEVEQYO TOLAAXIOTOV ATTO TO 1978. ZuTVAVTAG ATTO ANBAPYO
ePITToL 40 €TV, EavarmokTa {wn Kal PINOEEVEI ALTAV TNV EkBeonN.

Qc KEALPOG Kal KIPWTOG MVAUNG TTOL EUTIEPIEXEI TN SIACTPWUATWON KOIVWVIKO-
IOTOPIKWY CLYKLPIWY, N EKOEoN KAAE EVVEQ €IKAOTIKOLC OLYXPOVNG TEXVNG (Evac
HMETAPOPIKOG aPIOUOC TTOL TTAPATTEUTTEl OTIC £vVvED SeKAETiEC (NS TOL KTIPIOL) va
AVTATTOKPIBOLY O¢ 1666C SIAUOPPWONG VOGS EVVOIOAOYIKOU TTAQICIOL OTTWC ALTO
EeTLAIYETAI ATTO TO ONUEIO EKKIVNONG TNG OIKIAG. MOIKINOUOPPES BEUATIKEG EVOTNTEG TTOL
Siaxeipidovtal TNV OTTAPEN KAl TNV £EEAIKTIKN TTOPEIA TNG APXITEKTOVIKAG, TNV KOIVVIKN
TALTOTNTA KAl TO AVOPWTTIVO TOTTIO, TO OIKOVOMIKO (eviB kal vadip, TN CLAANOYIKA pvAuN,
TO TIOAITIKO TIAPACKAVIO OAAG KAl TNV avaduon evog KPAWUATOG VOOTAAYIAg,
LTTEPNPAVEIAG KAl LPEPTTOLOAG EATTIOAG, CLVOSELOLY TOLG KAANTEXVEG TTOL EVEQYOLV
WG 0dNyoi kal cLYOSOITTOPOI.

O1 KAANITEXVEG PIATOAPOLY PECA ATTO TO TTOALHETIKO €IKACTIKO AEEIANOYIO TOLG KAl TNV
TTANBWPEA TV LAIKQV, TNV TTOOPOPIKA (N AANGG TNV LTTOKEIYEVIKN) I0TOPIA OTTWG ALTH
EXEl EVOPXNOTPWOE YECA OTO PACHUA TOL XPOVOL. ATTOKAADTITOLY UIA APHYNON TTOL
eCapTdTal Gueca amo TNV Totrobeoia (site-specific) kal aviarmokpiveral oe avThyv (site-



responsive) avtavakA@vTag TNV avabempnon adicV KAl TTOAATTAWY CLVAICONUATIKGV
eSicOV TTOL CLVLTTAPXOLY KAl CLVEEOVTAI PETAEL TOLG.

Ol avnNOLXNTIKEG KOIVGVIKO-OIKOVOUIKEG KAl TTONITIKEG OULVONKEG TOL CULYXPOVOL
TTONITIOPOL £XOLV APNTEl TA ATTOTLTTWPATA TOLG OTA PVNPEIQ TNG TTOANG OXI HOVO OTNV
ABAvVa aAAG Kal og AAAEG OUOIEG YEITOVIEG OE TIPWTELOLOEG AVA TOV KOOPO. ALTA TTOL
KATTOTE BePOLVTAV  KOOWNUATA  CPXITEKTOVIKNG MIAC ONUAVTIKAG  TTONITIOTIKAG
KANPOVOUIAG, TEA OTEKOVTAI WG ACTIKA XOAACOUATA TTOL KATAPEEOLY aBopLPa. H
EKMETOAAELON KAl N AVASIAPOPPWON TOL ACTIKOL I0TOL dev avayvwEilel TTAEOV TNV
OTTaPEN TETOIWV KTIPIWV. H KpaTIKA XoNUaTtodOTNON YIA TNV ATTOKATACTACT TOLG Eival
ATTEIPOEAAXIOTN KAl TTOAAG ATTO aLTA ATTOCLVTIOEVTAl APonNBNTa. H aTTocLVSEoN ALTWV
TV OIKOSOUNUATWY ATTO TA APXIKA TOLG TTEPIRAAANOVTA gival OPATH TTEQICTOTELO ATTO
TTOTE.

H ékBeon [a]yvwaoTol mpoopIiouol Ba (pEépel OTO TIPOCKNAVIO {NTHUATA TTAPaITNONG,
EYKATAAEIYPNG KAl EpNUWONG. Ba e£€TATE TN OXEON AVAUECSA OTO SNUOCIO KAl ISITIKO
XWPEO TTOL KATTOTE Ppickovtav oe Siapkn SIGAOYO, KAl PEQVEI OTNV TTPOCOXA KAG TN
OTIYUA €KEIVN TTOL ALTA TTAVLOLY TTAEOV VA AAANAETTISPOLV. H TTpNYV OIKia Zapign avoiyel
YIO TTPWTN POPA PETA ATTO aKIvNoia SekaeTIwV. Ta §@UATIA TNG KATAAAPRAVOVTAI TOPA
aTToO TA QYA TWV CLOPUETEXOVTWY KAANITEXVAYV, EVEQYOTTOIVTAG OXI HOVO TO E0WTEPIKO
OAANG Kal TN OxEéon TOLG HPE TO €EWTEPIKO AOCTIKO TTEPIRAANOV. H xpnon TtexvnToL
PWTIOUOL €XEl EAAXIOTOTTOINGE EOKEUUEVA, O€ KATTOIEC TIEQITTITAOOCEIC €XEl ATTOCLEOEI
OANOKANPWTIKA. Ta TTapdBupa avoiyouy SIATTAATA KAl TO PLOIKO PWG eICRAAAE Kal
avakataAaupavel To XwEO. To OTIITI EMAVACLOTAVETAI UE TN VED ACTIKN TTOAYUATIKOTATA
KAl Ta oLYXPOVA OIKOSOUIKA TETPAYWVA KABWG KAl PE TO TEQACTIO TTAPKIVYK
ALTOKIVATV ATTO UTTETOV TOL 1948 oTov amévavtl S§pOUOo TTOL ETMIONG TTAPAUEVEI
avevePYO TTOANG XPOVIa. H opaipa TOL AoTIKOL KAl TOL ISITIKOL 6d UTTAAKOVLY O€ HIa
€K VEOL S1A6pacn KAl CLVAANaYR KaB' OAN TN SiIGpEKeIa TNG ékBeoNC.

MoAvapiBua mAQicIa TTapovciacng Kal TEOTTOI KAANTEXVIKNG EKpOAOoNG YivovTtal
epyaAeia cLANOYIOPOL Kal avalvong. O KABe KAANITEXYNG TTOOCAQURAVEI TNV EUTTVELON
TOL ATTO £VVOIEC SNUIOLPYIAC KAl PN SNUIOLPYIAG OTTWG ALTEG SIETTOLY TN SedouEVN
XWPEOTAELIK cLVONKN. ELPEBEVTA OTO XWPEO AVTIKEIUEVA — KLPIWG ETTITTAQ KAl KATTOIQ
TTOOOWTTIKA NéN — erTavarpoodlopilovTal kal eETAANGooovTal o€ readymades, {WTIKA
pHEPN TOL OTTIKOL AEEINOYIOL YIA QPKETOLC ATTO TOLG EIKACTIKOLS TNG €kBeong. H
avTiAnwn TNG §4UNONG KAl TNG aTTodopNnong SIadoxika épxetal oTny emgpavela. Ta épya
avoiyovTal Kal eUTTAEKOVTAl O¢ évav SIAAOYO pE TO AUEecO TTEPIRAANOV Kal TEAIKO
EVOWUATVOVTAl O€ ALTO, ATTOTEAOLY TO MPECO VIO TNV TTAPAYWYN MIAC VEAG
ETTAVAPNYOLUEVNC I0TOPIAG.

'ONOI Ol KOANITEXVEC £XOLV £VA KOIVO ONEio avapopdac, TNV avBpwTivn §pacTtnplotnta
KAl TNV atmroANIBwuévn LTTAPEIAKT LTTOCTACN TOL XPOVOL WG TOV TTPWTAYWVIOTH TNG
TTAOKNG. H €mvONoN KAl N EpUNVEID ISEQV TTOL OXETICOVTAI PE TN UVAUIN, TNV TTOOCWTTIKN
puBoloyia, TN lwn kal To Bdavato, OAd LTO TO TIPIcCPA  SIAPOPOTTOINUEVGV
oLVEIbNOIAKWY KATAoTATEWY, SIaRIRAloLY TTOAATTAEG avayv@OEIG. Eumvevouéva ammo
€KEiva  Ta  I0TOPIKA  TPALPATA KAl TOLG  KOIVAVIKOLSG  AvAOXESIAOUOLS  TTOL
SlaoTPEPAVOLY TN OLVOEON TNG KABNUEQIVOTNTAG, TA €£oya TNG €kBeong
evoTepvilovTal BEUATa TALTOTNTAC KAl AAAAYNAG.



To Mpooguydki (2017) 1ng Aikatepivng Feynolav avagéperal e {NTAPATA JETATOTTIONG,
HETAVAOTELONG Kal TTAISIKAG NAIKIAG. Mapovoialel yia oTpana amo 120 evpebevta
ayaAuaTidia TTaISIV — KATAOKELACKEVA ATTO TTOPCEAAVN, TTNAO, YOWO Kal pNTivn — TA
OTTOIA N KAANITEXVIG EVTOTTIOE UE TIDOCOXN O€ LTTAIBPIEC AYOPES KAI KATACTAWATA KATA
TN SiIdpKela TV ekTevaY Taidicov TNG. To MNpoooguyaki daveiletal TO Ovoud TOL ATTO TO
OMGVLHO PAPHAPIVO AyaAua Tou 100 aiva T1.X. TToL OHPEPa PpiokeTal oTO EOVIKO
ApPXaloAoyikO Mouoeio TnG ABrvag. Hpbe otnv EAAGSa kaTtd TN SiApKeid TNG
MikpaciaTikNg KataoTpo®ng 1o 1922 Kal ToOL EAANVOTOLPKIKOL TTOAEUOL, OTAV TTAV®
atro &va eKATOPPLEIO avToxboveg opBOdo&ol EAANVEG avaykaoTnkayv Sia TG Piag va
EKTOTTIOTOUV KAl VA METEYKATAOTABOLY OTnv EANGSC WG pELOC TOL TEPAOCTIOL
TTPOYPAUUATOG AVTIAAAAYNG TTANBLOUWY. Me EeKABAPES AVAPOPES TE ICTOPIKA KAl
SIATTOAITIOUIKA TTOORANMATA TTOL TTAPAUEVOLY ETTIKAIPA OCO TTOTE AANOTE, TO £€0YO TNG
FeynolAv CLYKPOTEN PIAO KATABEON yia TOV Aca®n TTPOOPICUO KAl TNV TOXN TWV
TTOOOPLYWV KAal, ISIAITEPA, TV TTAISIV TTPOCPLYWYV, OTIWS KAl Ol iblol £xovue &el aTTod
Ta TPOCPATA YeEyovOTa OTnV EANGSa Kal TNV ELP TN, KABWS Kal TN CLYKOOLON WE TN
AAPBLPIVOOSEN YPAPEIOKPATIA KAl TA VOMIKA {NTAUATA €T TV  aAvOPWTTiVRV
SIKAIWUATWV. H pOUAVTIKA KAl TTOINTIKA  ATTEIKOVION TV AyaAuaTISiey — éva aioonTikd
SIOKOOUNTIKO OTOIXEIO TTEQACHUEVRV ETTOXWYV — AEITOLPYEI WG EUPECN KATAYPA®r TNG
iI510C TNG OIKIAG KAl TV EVOIKWY TNG, O OTToIoI PPEONKAV KAl ALTOI O€ PIa CLVONKN
HETARAONG AVAPECO O€ XWPEES KAl NTTEIPOLG. H vTTalvicoouevn SiIATtaén kal Kivnon TV
ayaAuamdiceov 1Tou Bupilel oXNUATIOUO ACTEQICUOL LTTOVOEL PIA CLUUPOAIKN SHAWON
S810pKoVLG AAAAYNG, PELOTOTNTAG, ACTABEIAC KAl TTAPOSIKOTNTAG. ALTA N APAIPETIKN
TTPAKTIKA TAgivOuNoNg avampoodapuodlel Kal avadiapopp@vel TO TIEQACUA  ATTO
YEWYPAPIKOLS TOTTOLS SIAUECOL HIAG LTTAPEIAKNG KAl AICONTNPIOKACS euTTeIpiag. H
LTTOSNAWON TNG SIAPOPETIKOTNTAG TTOL SIETTEl TNV  €YKATAOTACN TNG EIKACTIKOL,
HETAOXNUATI(ETAl O€ pIa LTTOROCKOLOA AICIOS0EN SNAWON CULVEXEIAG EVTOC MIAG
OLANOYIKNG AVOPWTTOTNTAC, CLYXPOVXG £EETACOVTAG TIG AVICOTNTEG KAl SLOAVAAOYIEG
NG CWNG.

H occpd TV aoTipOUaLE®Y POTOYPAPIOV ToL AmMOAAwva TAbka Psuotd (2017)
SiepeLvda TN SIACTPWHATWON TNG LTTAPENG OTTWC ALTH EETLAIYETAI OTNV TTAPOSO TOL
XPOVOUL. AIQUECOL TTEIPAPATIOMY TTOL  SIEKTTEQAIVOVTAI OTO £QYAOTNPIO KAl TO
OKOTEIVO BAAAPO TOL, O KAANTEXVNG TTAPATTOIE TIG EIKOVEG TOL EI0AYOVTAG WIC XNUIKNA
Sigpyaacia TTov TEOTTOTTOIEI TNV APXIKA TOLG POPMN KAl PILEITAI TN PLOIKA AAAOIGCN KAl
ammooLVOECN HE PNXAVIOUOLS yPNyopNng emTAaxuvong. Me agopun T1O 181QiTEPO
EVSIAMEOOV O€ TTPAKTIKEC TTOL OXeTICOVTAl e TIC 1610TNTEG KAl TN CLUTTEQIPOPA TOL
XAPTIOL, TA £0YA TOL TALKA UTTOPOLY VA BeaBoLY KAl VA EKTIMNBOLY YEca aTTd TNV LPN,
TN YAOTITIKA 181IQITEEOTNTA KAl TNV TPICSIACTATN pop@oAoyia Toug. lMepioTaciakd
TIEQIYPAPIKA KAl GANEG  (POPEC  TTIO  APAIPETIKA, ALTA  SIAUOPEPGVOLY  Evav
KIVNUOTOYPAPIKO AOYO PETAPEOOVTAG TO BeATh) O€ PIA PN KAVOVIKN TTPAYMATIKOTNTA,
oLVTOPA CLVEISNTOTTOIVTAG MIA AiIoBNoN KIVNTIKOTNTAG AVAPECA OE TTOAATTIAEG
TTPAYUATIKOTNTEC. H evepyoTToinon Kal avadiatduTiewon ToL TTAPEABOVTOG, evOapPULVEl
pIa SlacLvSeoIUOTNTA KAl cLbvoxn Slacxilovtag Slayeveakd KAl YEWYPAPIKA opia. Ta
EKTIBEUEVA £QYA TTPAYUATELOVTAI ETTITUXWG TO POAO TOUL ISITIKOL KAl SNUOCIoL TTESIOL,
TOL OTTOIOL Ol TTEPIOPICUOI SlIadoxika kaBioTavTal aTTPOCSIOPICTOI WG ATTOTEAECUA TNG
TEXVIKNG £TTEEEQYATIAG TNG €IKOVAG. H TTApOLCia PN TALTOTTOINPEVGV ATOUWY KABWGS KAl
QPXITEKTOVIKQV OTOIXEIWV, EVIOXVE UIA COLPEAANICTIKA KATAOTACON OTTOL APKETEC POPES
ol AvBPWTTOI KaI TA KTipIa atreikoviovTtal he TOOTTO SIPOPOLPEVO KAl XWPIC VA UTTOPOLY
va SlaxwploToLy. ALTO TTPocdibel TNV aicOnon TNG TTOALTTAOKOTNTAG TNG JWNG,



odNYWVTAG TIPOG TO AVATTOMPELKTO KAl TNV KLVIKA avaBepnon NG avBpwivng
OTTAPENG O€ PIA PAKPIVA UVAUN.

To @avTaciakd TOTHO AOUTPIVRV TTAIXVISICOV TNC MTTETTL ZépRa SIATTOAYUATELETAI TV
ETTPEON TV TTRWTWV XPOVWYV TNG PPEPIKNG KAl TNG TTOWIUNG TTAISIKAS NAIKIAG. To £pyo
Ta rmaixvidia pouv (2017) coumepIAauPavel yia covabBpoIion AvapPIBUNTWY UAAAKQDV
TTAIXVISIV TTOL £XOLV TN POPPN {WWV, XAPAKTNOWY KIVOLUEVRY OXESIV KAl AAADV
TTAQOUATRV O€ JEYAAN XPWUATIKN TTOIKIAIA TTOL EETTNSOLY ATTO TIG ELEEOEITES VTOLAATTEG
TOL OmmOoL. MNa TNV ZEPPA, TA AOLTPIVA TTAIXVISIA ATTOTEAOLY TO HECO EKPEACNG TWV
TTOWTWV CLVAICONUATWY EVOC TTAISIOL EVW TO ETTIAEYHEVO SWUATIO TTOL PIAOEEVED TN
OULYKEKPIYEVN e€yKATAOTAON B4 PTTopoLOoE va eival TO XWPEOTAEKO TALTOCNUA Yia
OTTOI08NTTOTE AAAO TTAISIKO SATIO. MpocAauPAvovTag BewpieG PLXavAALoNG OTTWG
QLT TOL 'AVTIKEIPEVOL PETARACNG — OPOC TTOL 506NKE aTTd Tov D.W. Winnicott 1o 1951
— N €KaoTIKOC e€eTAlel ekeiva TA KABOPIOTIKA OTAdIa TNG (NG PAG TTOL ETTIAEYUEVA
AvTIKEieEVaA amrd TN vNTTIAKA PAG NAKia Spouv G PACIKOi TTAPAYOVTEG YIa TNV
METATOTTION TNG PUNTPIKAG OXEONG TTIPOG PIA VEQ OXECN E KATTOIO AVTIKEIUEVO KABWGS KAl
HE VEOLG PIAOLG OTO OXOoAgio. ‘OTav KaTTOIO TTAIXVISI XapileTal oTo TTAISi O€ £vav ATTo
TOLG TTPWTOLC EOPTACHOVG YeVEOANIWY 1 TOL SiveTal WG EVOLUIO SWPO ATTO KATTOIO
1a€ibl, aLTO PTToPE va TTaifel POAO CLVAICONUATIKNG SIKAISAG ACPAAEIQG YIA TA ETTOUEVA
XPOVIa. ZLYXPOVWC, TA TTaAIXViSIa eEeANicTovTal KAl eyYPAPOVTAl OTO LTTOCLVEISNTO WG
onueio avagopds eLXAPIOTWY AVAUVACE®Y AAANG KAl TTAPAPLBIAG £vad €ival TTOAD
mMOAVOV va CLVOSELOLY EvaV eVAAIKA YIA TO LTTOAOITTO TNG {WNG TOL. ALTOI Ol 166ATOI
PiNOI TTAOVTOTE AEITOLPYOLV €V €idEl KATAPLYIOL Kal SIAPECOAAPOLY WG epEBICUA
SIOUECOL TNG POVASIKAG HLPWSIAC (aioBnon TNG GoPENCNGS) KAl TNG LPNG (aicOnon
TNG APNC) YIA TNV €mavapopd I8IQITEPWY TTAISIKWV avauvnoewy. H Sduvapikn evog
TETOIOL PIKOOTTEQIBAAAOVTOG CaOKel OTO Oeatr) pia emidpacn €LPEOG PACUATOG,
avalTTLEWVOVTAG ELXAPIOTA N KAl SLOAPECTA CLVAICONUATA. H TTOCOTIKY LTTEPROAN
TNG TTAPOLCIAG TV TTAIXVISIWV SiVEl EUPAC OTNV AvAYKaIOTNTA KAl PAQLONUAVTOTNTA
TOLG WG TIPOG TNV KOIVWVIKOTIOINCN, TN SIauOp@@on ToL XAPAKTAPA Kal TNG
TTOOOWTTIKOTNTAC TOL AVOPWTTOU.

H éutvevon TG EAEvNg ADpa éxel G agetTnpia Tov apxaio pboo NG apTtayng NG
Mepoepodvng ammo Tov Adn, Tov apxovia Tou Katw KOouoL O OTT0iog TNG TTOOCEPEQE
Eva PO4I, pia kivnon €€amATnoNg TTROKEIWEVOL va TN SdeopeLoel oe pIa adlaponKTN
oLvvONkn ydpouv. Emeara amd mapéuPacn TNG UNTEPAG TNG BeAC ARUNTEAC KAl TOL
TaTépa TNG Ala, N MNepoepovn TEAIKA KATApepe va {Noel avApesa OTOLS SVO KOTUOULG,
HIO JETARACN TTOL KABOPIoE TNV eVAANQYN TV ETTOXWV OTN yNn. H Mepoepovn (2017)
gival JIa  €ykaTAOTACN QAVTATIOKPIVOUEVN OTO XWPEO TIoL  Slaxelpiletal  £VVOIEG
BNALKOTNTAG KAl YOVIUOTNTAG OTTWC ALTEC TTOORAAANOVTAI PECA ATTO TO EPAUELO TOL
KOKAOL TNG NG O OTTOIOG euTIEQIEXEl TNV aévan Siadoxn TNG PIoAoOYIKNG ¢BopAag Kal
avayévvnong. To podI egpavileTal e APOOVES UETAPOPIKES EVVOIOAOYIKEG ATTOXPWOEIG
O€ QPKETEG BOpNOKeieC KAl BEOAOYIKG SOYUATA € OAO TOV KOTUO OTIWG O lovdaioudg, o
BoLSIoUOC, 0 ZwpoaoTPIoPOGS, TO loAdu kal 0 XpIoTIaviouog kai Trailel 1I81aiTepo pOAO
WG CLUPOAO AVATTAPAYWYIKNG IKAVOTNTAG, APOOVIAG KAl TTANPOTNTAG KAl yia Ta V0o
PLAa. To 161aiTeEPOo evblagépov TNG ALPA YIa TA gvaicONTa Kal AIBEPIa evoLUATA Kal
LPACPATA — KLPIWG POPEUATA — TTOL BA PTTOPOLCAV VA POPEBOLY OXI YOVO ATTO TNV
Mepoepdvn TNG AAAA Kal aTTO KABe AAAN yuvaika Katd Tn Sidpkeia piag diadikaoiag
pONONG N €0PTAC N OTTOIACSNTIOTE GAAANG TTEPITITONG, atrodibel uia KaTdBeon
YOVAIKEIAG OPOPPIAG KAl PEYAAEIOL. ALTH TTAPOLOIAETAI O APECN CLVAPTNON MWE TN



yLVaIKeEia ELOPALOTOTNTA TTOL AAPPRAVEI TIPOEKTATEIG OTNY AVTITTIOOCWITELTIKA SITTOTNTA
TNG YOVIUOTNTAG KAl TNG OTElpOTNTAG, TALTOXPOVA LTTOYPAPMICOVTAG KaipIa BEuaTa
OXETIKA UE TIG OXECEIC TWV PLAWV KAl TIC KOIVWVIKEG AVTIOECEIG, TIC AVICOTNTES KAl TNV
TToOKATAANWN. H xpNon emavadouAepévV EIKOVWY PJE PpOopEUATA TTOL eykiPwTiovTal
puEoa oe ELAIVEG KOPVIleG o€ CLYVESLACUO PE EVA COUTTAEYHA EVOLUATWY TTOL AIPEOLVTAI
aTmmo TNV WNARN 0pOo®r, ATTOKAADTITOLY PIa CEIPA PETAPLOIKWY TTOPTPAITWY PVAUNG. H
EVTovn BeaTpIKOTNTA €VOC TETOIOL OTITIKOL  PETTEQTOPIOL  CLVIOTA  ATTALYACUA
E0WTEPIKNG SIEQYATIAG TTOL OXETICETAI UE TO TTEQACHA TWV YEVEWV KAI TO AKATATTALOTO

1agiél NG {wNG.

H eykatdotaon 1ng Aéomoivag MeipapoyAov Tapouoialel TNV evoLveidnTn £miyvwon
HIag TTePITTAOKNG SnuiovpyiknG diadikaciag. O xpovog avaueoa (2017) nyadlel ammo TNy
TTOWTN ETTIOKEWN TNG KAANITEXVISOG OTNV TTPWNV OIKia Zapipn Aiyoug UnVeg TTPIV AtTo TNV
EKKIVNON TNG €KBEONC OTAV UVAPES KAl CLVAICONUATA ATTO TO PAKPIVO TNG TTAPEABOV
EKTTOPOOKPOTNONKAYV aTTPOoueva. Exovrag {Noel nidia otnv AAe€avdpeia TNG AlyOTITOL
WG EVOIKOG O¢€ £va TTAPOUOIO KOIVWVIKO TTEQIRAAAOV KATA TN SIAPKEIQ TV OXOAIKQV TNG
XPOVWV OTa TEAN TNG SekaeTiag Tou 1950, N MeiuapoyAoL avecvpe ATTO TN PvAUN TNG
EKEIVO TO €TTEICO8IO TNG (NG TNG TTOL AVEEEAEYKTA PpEONKE OTNV ETTIPAVEID WG £Eva
XAUEVO SIAAEIUUA PECQA OTO XPOVO. BAETTOVTAG TNV OIKIA Zapipn YE OAN TNV ETOINOPEOTIN
TTANIA ETIITTAGOT) TNG KAALUUEVN UE TTAXIA OTPWUATA OKOVNG KAl SIGCKOPTIIOUEVN PECT
OTA OKOTEIVA AKATOIKNTA SWUATIA, ATTOPACICE VA KATAYPAWE ALTAV TNV TTPWTN
emiokewn amabavarioviag TNV KAataoTaon atpoPiag Kal TTAPAKUNG. To yéoov TnG yia
VA TTPOKAAETEI TNV CLYKEXLHEVN KAI ATTATNAN LTTOCTACN TNG UVAUING LTTO TO TTPICKA TNG
ALTOPRIOYPAPIKNG AVAPOPAG KABWGS KAl TNV AvTIANWN TNG TTOAYUATIKOTNTAG TOL BeaTn,
ATTOTEAEI Eva AAUTTOLY PWTOYPAPIKO TOL OTTOIOL Ol EKOVEG KATAYQPAPOLY TNV TIO
TTEOO(MATN ICTOPIA TOL OTTITIOL OTNV TWEIVI TOL PACH, ATTOYLUVWPEVO ATTO TO TTANIO
TOL MPEYOAEIO KAl €KEIVOLC TTOL KATTOTE {oLOAV Ot ALTO. NMPWTAYWVIOTES YivovTal Ta
amopevapia TG avBpmtivng §pacTnElOTNTAG KAl N aicbnon NG TTROCWTTIKAG
TALTOTNTAG. KAl HIOAOVOTI TA OTOIXEID TNG AVOPWTTIVNG TTAPOLCIAC €ival OAOKANPWTIKA
ATTOVTA OTO PWTOYPAPIKO AAUTIOLW, N KAANITEXVIC ATTOPACilel va TTAPOLCIACEl OTOV
AKPIPGG ATTEVAVTI TOIXO pIa EIKOVA-TTACA 32 TOTTOPATWY ATTO £€va OXOANIKO TTAPTI OTNV
ANe€EAvépeia. H Tapadoén autr xapToypdpnon ToL TTAPEABOVTOC KAl TOL TTAPOVTOG
evOLVAUVETAl ATTO A&EXAOTEC UEAWSIEC TTOL aKOLYOVTal ATTO &va PAdIOPWVO OTO
SmAavO  SwpdTtio. MPokeTal yia &vav  Aiviyuatikod  Xxopo Tou  umineée oTtnv
TTPAYUATIKOTNTA TN ekaeTia Tov 1950 KAl TOEA PETAPEQETAI WG BPALOUA UVAUNG OTOV
TTAPOVTa XPOvo. H povoikn Atav pegpog tou ‘At Your Request’, pia povrépva
PASIOPWVIKY  EKTTOUTI) HE SnUOPIAN Tpayovdla Tou '50 amd TN ALON TOL
avapeTadisotav kabnuepiva ota ayyAka armod Tov Salim Rizkallah, o otmroiog vTnE&e
SIaoNUOC PASIOPWVIKOG TTAPAYWYOS oTnV AiyuTito. KaBIioTvTtag acagrn 1a opid
AvAPECTA OTO TTAPEABOV KAl TO TTAPOV AAAA KAl TNV AvaToAn kal TN Abon, O xpovog
avaAueoa KIVNTOTTOIEl Pe £€0X0 TPOTTO TNV AVAKVLKAWGCN TNG KMVAUNG KAl AVACLVTACOEl
TO OLAAOYIKO ACLVEISNTO EIKAOTIKOL KAl BeaTH).

To épyo O60¢ ®pavilny 3 - Eikovec otnv VAN (2008) tng Pévag Mamacmopov
emmavanpocodiopilel TN SIAAEKTIK) Ox€on HETAEL TWV XWEWV HE &vav  TPOTIO
TTOALDPGVIKOL KATAKEQPUATIOPOL. XPNOIPOTIOIVTAG TNV TTPAKTIK TNG ATTOTOIXIONG
ETTIPAVEIQV KAI TNG PETETTEITA ETTEURACNC PE JEAQVI, N EIKACTIKOC CLVOETEI TNV APiPNTN KAl
ATTAPAUIAAN  LTTOOTACN  TOL  VEOYEVVNOEVTOG  AVTIKEMEVOL. H  empaveld  Tov
HUETAUOP(PWVETAl OE HIA VEQ TOTTOYPAPIA €va TTAPAAANAQ evioXVLeETaAl N CLUPION



ETEPOYEVQV XPOVIKQOV 0PIV KAl XWEwV. H TTpafn amoocbvéeong kal emavacuvéeong
TOTIQV EKTTEUTTEI VONUATA OXETIKA E TNV TALTOTNTA TOLG TTOL AAANAOCULVEEOVTAI E I6EEC
YOPW ATTO TNV TTPOCWITIKA TALTOTNTA. AVATTOPELKTA, N TTPAEN AvTA erTavadlaxelpileTal
BeuaTa TTOL SIEPELVOLY TTDOCWTTIKEG UVAUES Ol OTTOIEC, EPOCOV OAEC Ol ETTIAEYUEVEG
TOTTOBECIEC EVTAOOOVTAl OTO KOIVWVIKO-IOTOPIKO TTAQICIO TV SIOUASIKGDV OXECEWY,
EVOWMUATOVOLY PIA KOIVAVIKA UVAUN AAAG KAl JIa KOIvVA 1I0ToRia. H ToTToBeTnon TOL
€pyou TNG MamacTbPOL OTNV KEVTPIKN JAPPAPIVN OKAAD TNG TTPWNV OIKIag Zapipn
TTapayel evav S1IGAoYo Kal pia apoIBaioTnNTa avAaueca O ALTOV TO XWPEO KAl O€ Evav
AYVWOTO, JN TALTOTTOINUEVO 1I008LVAUO ToL. Ymoypaupilel Tnv aduvvapia kal Tnv
TTaEodIKOTNTA TOL AOCTIKOL TOTHOL CULOTAVOVIAG KAl CLVEEOVTAC OPOAOYEG N
TTAPAAANAEG KATAOTACEIC EMIPAVEIRV. OTTWOG EVAG APXAIOAOYOG TTOL ATTOTEAECHUATIKA
ATTOOTIA JIA TOIXOYPA®Ia attd KATTOIO APXAIo MVNUEIO YIa cLVTAPNON KAl TTEPAITED
HEAETN, N KAANITEXVIG SaveileTal eLPEBEVTA OTTAPAYUATA ATTO TOV ACTIKO TTIEQIYLEO KAl TA
EI0AYEl O€ TIPOTEXTIKA ETTIAEYHEVA TTEQIBAAAOVTA OTTOL TO KOIVO UTTOPEI VA £YKABISPLOEI
EVA OWPATNPIOKO SeCUO KAl VA ETTAVEQUNVELTEl TNV EIKOVOYPAPIA TOLG KAl OAEC TIG
AvASLOUEVEG VONTIKEC TTOOEKTATEIC. ETTIXEIPVTAG VA ATTOKWSIKOTIOINTEI TN SOUN KAl TN
oLYKPOTNON TOL XPOVOUL, TO TTOALOXISEC ALTO CLOTNUA €KOETEl TN SlAPdAXN TOL
TTAPOVTIOUOL &VAVTIA OTNV AIVIOTNTA PECA ATTO TIG CLUPRACEIC TOL KOIVGVIKOL
PEQNIOHOL PE TO ICTOPIKO RAPOC TTOL TOV SIETTEI KAl £va SIQPKWS AVAIPOVEVO TOTTIO.

To emToixio YALTITO ToL Avépéa Xappa Ac okappaiwoovue (2001), avamapioTd TNV
ofLUWPEN OXEoN AVAPEST OTN PAIVOUEVIKA AVTIANWN TOL TTAOVTOL KAl TNV ETTAKOAOLON
aKLPWON KAl PNGEVIOUO TOL. MiIa OKAAGQ TTOL TO CWUA TNG TTEPIAAUPAvVEl SLOUIOI
XINGSeG kepuaTa TV 100 SpaxU@V — EKTTOPOCWTTIOVTAG Eva XPNUATIKO TTOCO TTOL
KATTOTE BePOLVTAV TTOAL LYNAO OTNY EAANGSA — 0pBVETAl TOEA CIRTTNAG UTTPOOTA
puag. To xprua Kal N TTepIoLTia, N KOIVAVIKN avayvoplion Kal N SIadIKAoia KOIVRVIKAG
AVENIENC OLVOETOLY €VVOIOAOYIKG WOTIRA TTOL eupavifovtal oTn SOLAEIG ToL IAPRPRA
ouvxva. Avayvwpilovtag Tn Slapkn pevoToTNTA TNG S1IEBVOLS OIKOVOUIAS TTOL
avTIKAToTITEIlel  TOTTIKEG QAAG KAl SIEOVEIC KOIVWVIKOTTONITIKEG TTAPAPETPOLGS, TO
EKTIOEUEVO  €pYO  onuaTodoTel  ekeEiveEC TIG KPIOIUEC OTIYMEC TNG 10TOPIAG TNG
avlpwTOTNTAG OTAV WIa aIpVISia aAayn PTTopEl va emmaveyypdyel pIdika Tny £vvola
NG afiag e dueon kal coPapn emmrwon otn {wN TV avepTIwV. POPTICUEVO UE
ovvaliIoONUATIKO PAPOC YIA TNV TTAPOLOA OIKOVOUIKA KEion otnv EANGSa kal pe uia
TTAPAAANAN VOOTOAYIQ TIQOYEVECTEQWY ETTOXWV TIPOTOL N XWEA Yivel PEAOG TNG
Evpwlovng, 1O AC OKAPPAAWOOULME QATTOTEAEI CLVAUA MIO EUPECN KATAYPAPN
HETATTOIKIOKGWY {NTNUATWY CLUTTEQIAAUPBAvVOUEVNG Kal TNG i6lIag TNG oIKiag e Tnv
OIKOYEVEIQ ZAPipN WG TTPONYOULUEVOI KATOXOI TNG: £€va AVATIOOTIACTO KOPUATI TOL
ATTOIKIOKQATIKOL TTAPEABOVTOC TOL KTIPIOL. Ta ATTOCLEPEVA KAl AVEVEQYA VOUIoUATa
LOTTOVOOULV TIC LTTO KATAPEELON ATTOIKIOKOATIKEG NYEUOVIEG KAl TIC ATTOSLYAUWUEVEG
TAKTIKEG TOLG TTOL OSNYOLY T€ KOIVWVIKEC KAl OIKOVOUIKEG AVATTIOOCAPHOYES. H xpnon
TOL TTAEEIYKAGC YIQ TNV KATAOCKELH TOL OKEAETOL TNG OKAAAG ekppalel OXI HOVO TNV
€0BPALOTOTNTA TOL CLYXPOVOL OIKOVOUIKOL CLOTAPATOG AAAG KAl TNV ATOPOKEATIA
TOL KePaAaiov. H Siapavng TTapoucia Tou YALTITOL Kal N TEPACTIA TTOCOTNTA TWV
VOUIOUATWY TTOL £EOXOVTAI OE AVTITTAPABECN WE TOV BeaTh, SNUIOLEYOLY TTPOC OTIYUAV
TNV Wwevdaiocbnon TOL TTPEAYMATIKOL EVEQYOL XPNWATOG, AKOAOLOOULUEVN aATTO pId
ALTTNPN CLVEISNTOTTOINCN TNG AKLEPOTNTAG KAl TNG APONG TNG aiag Tov.

H evTuxia kammote 6ap6n (2017) ToL AnuATEN IKOoLPOYIAvVVN cival pia avalATnon TToL
AQUPRAVEN DTTOYIV TIG KOIVEG EUTTEINIEC TV AVOPMTTIWY OTTWS ALTEC EETTNSOLY pEca ATTO



TO PAKO TNG UVAKING KAI TNG avApvNOoNG TTOL evOTEQVICOVTAI TNV AYATTN, TO XWPICUO KAl
TNV Wevdaiobnon TNG oTABEPOTNTAC KAl TNG I00PPEOTTAG. MNa Tov IKoLvpEoylAvvn, Ol
TOTTOI OTTOL SIAPEVOLE EivaAl XOOVOKAWOULAEC TOL SIKOV UAC COUTTAVTOG, ATTOTLTTWHATA
TOL TTOIOI €iJACTE N Ti ANUACTAV KATTOTE. H TTOALSIACTATN £YKATACTAGCT TOL KAEIVEl HECA
oTOV TTLPNAVA TNG MIa pala atmod AN ETMTTAQ — ELPEOEVTA AVTIKEIUEVA ATTOKAEIOTIKA
aTro OAa TA SWPATIA ALTOL TOL OTITIOL — EKTTPOCWTTWVTAG TO TTEPACUA KAl TIG PATEIG
TNG LTTAPENG TOL, TTOL TWEA TTAEOV PAG CLOTAVETAI WG EVA PUVNUEIO TTEQATUEVDY {DWV.
TOo OULTOTTIKO ALTO OKNVIKO 6Pa WG MHIA €KPAVON APXAIOAOYIAG OxI POVO TNG
OLYKEKQIUEVNG CGANQ KAl OTTOIQCSNTIOTE AAANG OIKIAG KAl TWV EVOIKWY TOULG -
TTOOEKTEIVETAI WG €QELVA  HIAG XAWEVNG TALTOTNTAG. H TopTa TOL  SWUATIOL
TTAPEUTTOSICETAI ATTO EVA TTOALETTITTESO CVLOTNUA E TOOAI KAI KEVTNUA CLVOLACUEVO UE
N XPNOoN MIAG Heyebupevng ek6OXNG TOL €EWPLANOL ATTO TO EAANVIKO TTEPIOSIKO
puBicTopNUAaTwy Zépuoog (1953) pe Tnv  Marilyn Monroe otnv Taivia Or AvTpeg
[MooTiuoLV TIC ZavBIEG. ATTOPOVWVOVTAC TOV TITAO TOL PLBICTOPAUATOG OTTWG ALTOG
EUPAVIleTal OTA EAANVIKG KAl LIOBETGVTAG TOV YIA TOV TITAO TOL £0YOUL TOL, O KAANITEXVNG
TTAIXVISIAPIKA OPWS cLVAUA aIPVidia AvTITTAPARAAAEl IO POPAVTIKY ICTOPIA eVAVTIA
oTnVv 1edOTNTA KAl TO EPUERO. AIXWS VA TOL EMTPETTETAI N €i0060G OTO SWPATIO, O
BeaTtnG KaA&iTal va avakaALbwel Ti CLUPAIVE EVTOG SIAPECOL TWV ETTIPAVEIQV ATTO TOLAI
KAl JOLOEAIVA, EVW Ol KABPETITEG TTOL €ival TOTTOBETNUEVOI AVAPECA OTA ETTITTAQ,
OlTTNEA PAPTLEOLY CTIYUIOTLTTA TNG ISITIKAG KAl SNUOCIAc opaipas Kal BpavbouaTta
TOL ECWTEPIKOL TTPOG TOV EEWTEPIKO XWEO KAI TO AVTIOTPOPO. H €I0rynon pIAG TETOIAG
ATTOCTABEPOTTIOINUEVNG KATAOTACONG CLYKPOTE TO VONUA TOL AANBIVOL UAG OTTITIOV, TO
OTTOIO CVPPWVA PE TOV KAANTEXVN “aQLTOGC €ival O YOVASIKOG TOTTOG TTOL UTTOPOUVUE
TTAVTOTE VA ETTIOTPEPOVLE KAl va {OVUE JECQA OTA OVEPA Uag”.

H moikiAopop@ia kal N TTOALSIACTATN LN TNG KAANITEXVIKNG éKPPAOoNS TNS Mapiag
Avépopaxng XardnvikoAdaov sival opatéc on site-responsive eykatdoTaon TNG Pe TITAO
€6 eival 1o oTiti cov Twpa (2017). KataAappdavovtag éva armo Ta 1Mo {WTIKA YEpN TNG
olkiag, avTd TNG KoLdivag, N &KACTIKOC SIEPELVA OTOIXEIA TTAPAAANAWY TPOXIWY TNG
{wNG evTOG TNG (NG TNG i61ag TNG oIkiag. O APXITEKTOVIKOG OXESIACUOG UEYAAOQATTIKGV
OIKIQV TNG TIEPIOXAG QAULTAC EKTTPOCWTTEl  161IAJOVTA  AEITOLPYIKA KAl KOIVGVIKA
XCOPAKTNPIOTIKA - £va attd aLuTA ATTOTEAE! KAl N TOTTOBETNON TNG KOLVAC OTO TTHOW PEPOG
TOUL KTIPIOL T& CLVOSLACUO Pe AAND OTOIXEIO APXITEKTOVIKAG OPYAVWONG TTPOOPICHEVA
Yyl TNV aTTOKAEIOTIK) XPNON TOLG aATrO TO LTTNPEETIKO TPOCWTIKO KAl AAAOLG
epyalopevoucg. MIKpEG TTOPTEG, SIGSPOUOI KAl LTTNEECIAKA KAIWAKOOTAoIa LTTHPEAV Ol
APAVEIG SIASPOUEG HECA O€ £va TETOIO OIKIAKO TTEPIRAANOY, £V BewpoLvTay cuvAua
WG AKATAANAQ TTPOG EMMOKEWIUOTNTA PEON YIA TA PEAN TNG OIKOYEVEIQG, pia eveelEn
KOIVGVIKOL SlaxwpIiopoL Péoa oTto idlo 1o oTitl. H XatdnvikoAdou ekAauPavel Tnv
kouliva WS TOV TTLEAVA KAl TNV KEVTPIKA PNXAVH TOL VOIKOKLEIOL. Eival ekel 1TOL
eTolyalovTtal OAQ TA YELPATA, O TOTTOG CULYKEVIPWONG OAOL TOL TTPOCWTIIKOL, TO
KATAPLYIO TOL, TO PEPOC TTEQICTACIAKAC EEKOLPACNG KAl ekel OTTOL PolpaloTay Ta
TEOPRAAUATA KAl TIC AvNoLXiEC Tov. H TpooTdBed TG va pifel pws oe avtd TO
ATTOUAKOQLOPEVO  KOUWAT TOL OTITIOL, avaPicvel TNV dicBnon TNG OoPpENOoNG,
ETTAVAPEPEl KOLVUUEVEG UVAPES KAl KAVEN TOV NXO TNG PWVNG va akovoTe Eavd. Ol
NXNTIKEG EYKATAOTACEIG TTOL TTPOEPXOVTAI ATTO SIAPOPETIKA pEPN TOL SWUATIOL, YECa
aTmo CoLETAPIA KAl VTOLAATTIA, JETATPETTOLY APXEIAKEG NXNTIKEG KATAYPAPEG TE NXNTIKA
ATTOTLTTWUATA avauvnong. Tnv idla oTiyurn, N aAloiwon TNG TTEAYUATIKOTNTAG
ekdNAQVETAl YECA ATTO Wia atro TIC TEXVIKEG TNG KAANITEXVISOC TTOL TTEPIAAUPAVEl Eva
OULYKEKPIUEVO TOTTO LAIKOL XPWHATOG TTOL EVEQYOTTOIEITAI WE TN XPNON AQUTITHOWV



TOTTOL black light. ®iyobpes avBPWTTWY KAl AVTIKEIMEVRV £UPaVvi{ovTal OTOLG TOIXOLG
KAl ATTOCLEOVTAI CAV XVAPIA OTO XWEO TTOL KAIMAKWTA e€aocBevoLy kal oprivouyv. H
S106pa0TIKOTNTA AVAUECO OTO BeAT KAl OTO XWPEO KAl N OXECN TOL £0YOL UE CLVONKES
PWTOG KAl OKIAONG TTAPATTEUTTIOLY O€ eVEEICEIC TTAPOSIKOTNTAG * EVAC PAVAOG KOKAOG
TTOL EUTTAEKEI TO TTAPOV UE TO TTAPEABOV, TO TTPAYUATIKO UE TO PAVTACIAKO.

H evvoioloyikr Tapéupaon Tou Keorta MpamoyAouv hortus conclusus TToL ToTToBETE Al
o€ onuUEio avTi ETTIAOYOUL YIa ALTAV TNV EKBECN, TIOOKUTITEl ATTO TO CLOXETIOUO AVAPECA
OTO JLOTIKO PPAXOKNTIO TTOL PEICKETAI OTNY TAPATCA TNG OIKIAG KAl TNV £VVOIA TOL
‘EYKAEIOTOL KNTTOL'. MPOKEITAI YIA XAPAKTNEIOTIKO YVWPEICUA Kal TITAOG TNG MNapBévou
Mapiag, TTOAL SNUOPIAAG KATA TN SIApKela TOL Meoaiwva kal TNG Avayévvnong aTmo
TOV 14° QIgdva KAl PETA, KABWG KAl JIAG EKTEVAGS Sladouévng TTRAKTIKNG OTNV I0TOPIA TNG
KNTTOLEIKNG N OTToia TTIBAvOTATA va €Xel TIC PIdeC TNG O€ TTPWILOTEPES QVTIOTOIXEG
EQAPUOYES oxediaong KNIV oTNV AvaTtoAn. ITnv Evpctn, N BepaTikh) avtr eionxon
WG Mia 161alovoca  eVVOIOANOYIKN UETAPOPA OxeTICOMEVN HE Tov EvayyeNlopud Tng
@€eOTOKOUL, TIEPIKAEIOVTAG KAl AAAA TTOIOTIKA XAPCAKTNPIOTIKA OTTG N TapBevia, n
ayvoTnta Kal n abwotnta. To oivipIpavi oTov ‘éykAeioTo KATTO  (fons hortorum)
EKTTOOOWTTEI TO €TTKEVTPO TNG {WNC KAl TN véa apxrn. AVAAOYOC UE TNV Evvold TNG
KAEIOTNC PNTEAC (OXLEWUEVOS KATTOC) COPPWVA PE TN XPICTIAVIKN TTOOCEYYION TTOL
yiveTal yoviuog £owbev, o hortus conclusus atmmokwSOIKOTTOIEITAl €66 WG TO 1EQO KAl
AUOALVTO NOLXACTAPIO YIA TNV OIKOYEVEID ALTOL TOL OTITIKOL, €VAG TOTTOG
ATTOPOVONG, TIEQICLANOYNG KAl NEEUIAG. H TTapobdoda PoP®r TAPAKUAG TOU,
QAVTIKATOTITPEICEl TNV €PNUWON TNG OIKIAG OTO COVOAO TNG — PIA TTERIOSOC avouPpiag —
Tou Ba umopoLoe va BewpnBe WS &va aAAnyopikd cvpPdv, OxI armmbavo va
AvVAoTPAPEI KAl va 06NYNOE€l TIPOG WIA VEQ apXn.
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Maria Adromachi Chatzinikolaou

Here is your home now (2017), dimensions variable

audio-visual installation, sound, black light, acrylic paint, essential oils
sound archival Costis Drygianakis, Eudokia Zachou, Riki van Boeschoten,
Maria Adromachi Chatzinikolaou

composition - editing Costis Drygianakis

technical supervision Spyros Tsalapatas

for audio click here

Mapia AvSépopaxn XarlnvikoAaou

ESc eival To orriti cou Twpa (2017), SiacTacelg yeTaPANTES
OTITIKOAKOLOTIKN EyKATAOTAON, NXOG, black light, akpLAikO, aiBépia éAaia
NXNTIKA apxeia Kot Apuyiavakn, Evdokiag Zaxov, Riki van Boeschoten,
Mapiag Avépopudaxng XatlnVvikoAAouv

oLbvBeon - povtal KwoTNG Apuyiavakng

TEXVIKN ETTIUEAEIT ZTTOPOG TOAAATTATAG

yla TOV NXO TTATAOTE £6


https://www.youtube.com/watch?v=EvIVXh8SnPQ&feature=youtu.be
https://www.youtube.com/watch?v=EvIVXh8SnPQ&feature=youtu.be

Aikaterini Gegisian
The little refugee (2017), dimensions variable
120 found figurines, porcelain, clay, plaster, resin, wooden table

Aikarepivn Meynoiav
To mpooeuyaki (2017), SlacTACEIC UETARANTES
120 evpeBivTa ayaAuarTidia, TopoeAdvn, TTNAOG, YOWOS, pNTivn, ELAIVO TPATTE]










Apollonas Glykas
Liquids (2017), dimensions variable
liguid emulsion on paper

AmTOAA@vag NLkag
PevoTta (2017), SilacTaoelg HETARANTES

PWTOELAICONTN ELOLACIOV O€ XAPTI







Eleni Lyra
Persephone (2017), dimensions variable
digital image with paint, wood, dresses

EAévn Abpa
Mepoepovn (2017), SlacTAoEIG HETARANTEG
WwN@IaKN pwToypagia emlwypadiouivn, EOAO, evévuaTa







Despina Meimaroglou

Interval (2017), dimensions variable

digital image, furniture, personal items, sound
for audio click here

Atomroiva MeipapoyAou

O xpovocg avaueoa (2017), Siactacelg petapAnTeg

WNPICKN PWTOYPAPIA, ETTITTAQ, TTOOCWTTIKA AVTIKEIWEVA, NXOG
yIa TOV NXO TTATAOTE £5



https://www.youtube.com/watch?v=gQ_-lKDFRsI&feature=youtu.be
https://www.youtube.com/watch?v=gQ_-lKDFRsI&feature=youtu.be

Rena Papaspyrou
3 Frantzi Street - Images through matter (2008), 280 x 185
wall detachment and ink drawing

Péva Namaocmbpov
086¢ ®pavtln 3 - Eikoveg atnv VAN (2008), 280 x 185
ATTOTOIXNON KAl OXESIO UE PEAQVI







Andreas Savva

Let’s climb (2001),

200 x 35 x 4cm

plexiglass, 100 drachma coins

Avépiacg Iappa

Ac okap@paAwoovue (2001),
200 x 35 x 4cm

TAEEIYKAQG, KEpUATA

TV 100 Spaxucwv
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Dimitris Skourogiannis

Happiness someday will come (2017), dimensions variable
furniture, digital print on muslin, acrylic tulle, cotton threads

AnunTeNng IKovpoylavvng
H EuTuxia karrote 6ap6n (2017), SiacTaceIg UETARANTES
ETTTTAQ, WYNPIAKN EKTOTTCON O€ POLOEAIVA, AKPLAIKO TOLAI, PAUPAKEQES

KAGWOTEG






Betty Zerva
My Toys (2017), dimensions variable
soft toys, furniture, sound

MrerTL ZépPa
Ta mraixvidia pov (2017), SlaocTACEIC YETARANTEG
AOLTPIVa TTAIXVISIa, ETITTAQ, NXOG




// artist biographies

Maria Adromachi Chatzinikolaou is a visual artist born in Volos, Greece where she
has returned and works in recent years. She studied at the Athens School of Fine
Arts (1999-2004) as well as the Department of Graphical Arts of TEl of Athens (1992-
1997) and the London School of Printing Technology (1997-1998). She was a
founding member of the Filopappou group and the founder of the Artspirators
group. She participated in several exhibitions and projects in Greece and abroad
(Life Pafterns, Volos, 2017; PIGS, Spain-Portugal, 2016; Nomadics vol 3, The other
Where, Vienna, 2014; ASéapia/Fratelli, Greece-ltaly, 2010; ROOMS, Athens, 2010;
Archive Virginia/Amphitheater Virginia, Volos, 2007; Parallel Lives, Portugal, 2006;
Urban Levels, Athens, 2004; Project Egnatia, Greece-ltaly, 2004-2005) among
others. She organises and supervises contemporary art projects with the
Artspirators group. The projects address collective memory, verbal history,
communal identity and interaction among people and groups. These are in situ
and site-specific projects involving the collaborative participation of other artists
(Refuge Project, Milos, Greece, 2013-2014; Sanatorio Project, Pelion, Greece, 2011-
2012).

Aikaterini Gegisian (b. Thessaloniki, Greece) lives and works between the UK and
Greece. Her multi-faceted work explores how images (from sfill to moving)
operating within a global media environment that shapes the conscious and
unconscious contain new possibilities for thought. In 2015, she was one of the
exhibiting artists at the Armenian Pavilion, 56t Venice Biennale, which received
the Golden Lion for best national participation. She has been awarded the
Nagoya University Award in 2001 and she was shortlisted for the First Book Award
in 2015. In 2016, Middlesbrough Institute of Modern Art organised the first survey of
her moving image practice. Her work was presented at recent survey exhibitions
including the 6" Moscow Biennale, Russia; the 3@ Mardin Biennal, Turkey; the 2nd
Tallin Photomonth, Estonia; the 1st Thessaloniki Biennale, Greece; the 6t Gyumri
Biennale, Armenia. Her work has been shown in museums, galleries and festivals
internationally including DEPO, Istanbul; BALTIC, Newcastle; Calvert 22
Foundation, London; Stavros Niarchos Foundation Cultural Centre, Athens; NARS
Foundation, New York; Centre for Contemporary Art, Thessaloniki; Spike Island
Gallery, Bristol; Kasseler Dok Fest, Kassel, Germany; Oberhausen Film Festival,
Germany among others. Works of the artist are included in prominent private and
museum collections. Gegisian is represented by Kalfayan Galleries, Athens -
Thessaloniki.



Apollonas Glykas (b. Athens, Greece) studied creative photography at Leica
Academy and graduated from Athens School of Fine Arts with distinction in 2011.
His work encompasses photography, sculpture, painting and installations. Solo
exhibitions include Past the plasmatic oasis, Nicosia, 2014; Showcase, the Office
Gallery, Nicosia, 2011; Buildings, Casa Maccheroni, Milan, 2004. He has
partficipated in group exhibitions including To express the feelings of a chair when
we sit on it, the Office Gallery, Nicosia, 2016; The eye & the finger, Cartabianca
Arles, Arles, France, 2015; Demokratie in bewegung (Democracy in motion),
dedicated to Joseph Beuys, Athens School of Fine Arts in collaboration with
Omnibus for Direct Democracy & Goethe Institute, Athens, 2009.

Eleni Lyra (b. Athens, Greece) studied painting at the Athens School of Fine Arts
(studio of Rena Papaspyrou) and scenography with professor G. Ziakas. She also
attended the interdepartmental postgraduate programme in Digital Art Forms.
Since 2001, she has been teaching at public secondary education, while in 2009
and 2012 she was on a posting in Athens School of Fine Arts (studio of Marios
Spiliopoulos). Since 2015, she teaches painting at the National Technical University
of Athens/School of Architectural Engineering. Solo exhibitions include Agnus
Angeli/Angelic Lambkins, Italian Cultural Institute of Athens, 2015; The thorn of
beauty, beton7, Athens, 2012; Mysteries and miracles, Photosygyria, Tint gallery,
Thessaloniki, 2005; ARCO Madrid, participation with Gallery 7, 2004; Proposals,
Gallery 7, Athens, 2001. She has participated in several group exhibitions in Greece
and abroad. The staged and digitally manipulated photography is a reference
point in Lyra’'s work, who creates anthropocentric environments addressing both
the issue of image and space.

Despina Meimaroglou was born and raised in Egypt. Her deep interest and
confinuous 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 at Kent Institute of Art and Design in Maidstone UK (NDD), 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 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 the Pyramid Atlantic Art Centre,
Washington DC; John Jay College of Criminal Justice/CUNY, New York; 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 Tst International Women's Biennale at Incheon South Korea.
Since the mid 1990’s her work has been presented in a number of art-conferences
mainly in the United States and she was invited to numerous art workshops and
residencies at American universities and foundations as well as at Quito University
in Ecuador and Richmond American College in London. Her art practice is
multidisciplinary, considered mainly conceptual, and includes photography,
video projections, in situ installations, printmaking and artist’s books.



Rena Papaspyrou (b. Athens) studied at the Athens School of Fine Arts (1956-61)
and the Ecole Nationale Supérieure des Beaux-Arts in Paris (1961-67). She worked
as a professor at the Athens School of Fine Art (1993-2005) and was the director of
the 3@ workshop of painting there. In 2006, she was awarded the title of Professor
Emeritus af the same school. Her work includes 22 solo and many group exhibitions.
Her most recent group shows (2017) include Imaginary Spaces (House of Cyprus,
Athens); ANTIDORON. The EMST Collection, (Fridericianum, Documental4, Kassel);
The Garden Sees (Megaron - The Athens Concert Hall). Since the mid-1950s,
Papaspyrou works with surfaces within urban space. Assessing morphologically the
‘episodes’ —incorporating everything that happens on such surfaces as a result of
use and time — the artist embraces an artistic praxis of association: she projects
noetic associative images interlinking the micro-morphological elements of
surfaces. She lives and works in Athens.

Andreas Savva (b. Kyrenia, Cyprus), a refugee since childhood, has been involved
in his arfistic output with social, political and financial issues. He studied painting
at the Athens School of Fine Arts (1991-1996) and attended the postgraduate
programme in Digital Arts at the same school (2002-2004). He has held over ten
solo shows and his work has been shown in many group exhibitions around the
world including So Close Yet So Far Away: Contemporary artists from Cyprus, Petah
Tikva Museum of Art, Israel, 2017; Mona Hatoum Art Workshop, Villa Iris, Fundacion
Marcelino Bofin, Santander, Spain, 2010; Open 12 International Exhibition of
Sculptures and Installations, Venice Lido, Italy, 2009; Instant Europe, Villa Manin,
Centre for Contemporary Art, Passariano, Italy, 2004; the BIACS 1st International
Biennale of Contemporary Art of Seville, The joy of my dreams, Spain, 2004;
EUROPE EXIST, Macedonian Museum of Contemporary Art, Thessaloniki, Greece,
2003. His latest installations have been featured at The Fields Sculpture Park, OMI
International Art Center, Ghent, New York, 2016 and at the 7th edition of CONTEXTS
International Festival of Ephemeral Art, Sokolovsko, Poland, 2017. Savva presents
his ideas, positions and scepticism through different materials and in situ
installations of large dimensions.

Dimitris Skourogiannis (b. Athens, Greece) studied painting, sculpture, stage and
costume design and mosaic at the Athens School of Fine Arts (1996-2001). He was
honoured with an undergraduate scholarship of high performance during the
whole period of his studies in Athens School of Fine Arts (Department of Painting).
He was a scholar of the 'State Scholarship Foundation' for sculpture. He attended
the interdepartmental postgraduate programme 'Design-Space-Culture' at the
National Technical University of Athens/School of Architectural Engineering. He
taught painting at the Fine Art and Art Sciences Department of University of
loannina. Since 2015, he teaches Painting at the National Technical University of
Athens/School of Architectural Engineering. He has presented his work in four solo
exhibitions (2003, 2006, 2010, 2016) and has participated in more than sixty group
shows.

Betty Zerva (b. Arta, Greece) lives and works in Athens as a high school teacher in
the public sector. She graduated from the Fine Arts School of Athens studying



painting (studio of Rena Papaspyrou) and scenography, stage design as well as
the art of mosaic. She received a scholarship for each year of her studies. She has
been a member of the Filopappou art group, has worked as an illustrator for
school books and participated in a large number of group exhibitions creating in
situ works integrated with the surrounding environment reflecting her high interest
in spafial intfervention.




/] BIOYOA®PIKA EIKACTIKGV

H Aikarepivn Feynolav (yev. ©@ecoalovikn) el kal epyadetal oto Hvwpévo Baaileio kal
TNV EAANGSA. To TOALSIACTATO £0YO TNG SIEPELVA TTWC Ol EIKOVEG OTO TTAQICIO TOUL
TTAYKOOMIOTIOINUEVOL  TTEQIRAANOVTOC TV MME, oI omoieg Slapop@rvouy  To
AoLVEISNTO KAl CLVEISNTO, EXOLV TN SLVATOTNTA VA TTAPAYOLV VEEG HOPPES OKEWNG. TO
2015 vNpe pIa atmod TOLS KAANITEXVEG TTOL £6EBecaV O0TO ApUEVIKO [MepiTTePO TNG 56N
MTTievaAe TNG Bevetiag, To otmoio éAAPe TO Xpuood ALOVTA yia TNV KAAOTEQN €OVIKN
ovpueToxn. Tng exel amoveunBei 1o PpaPeio Tou MavemoTnuiov Nagoya 1o 2001, Kai
ATav vTToWnNPIa yia To First Book Award 1o 2015. To 2016, o Middlesbrough Institute of
Modern Art opyavwoe TNV TTPWTN £RELVA TWV TAIVIQV PIKOOL JNKOLS TNG. TO £pYO TNG
EXEl TTAPOLOIACTE OTNV 6" MTTIEVAAE TNG MOoXag, Pwaia, 31 Mardin MmmievaAe, Tovpkia,
2° Tallin Photomonth, EcBovia, 11 Mmevaie @ecoalovikng, EANASa, kal é6n Gyumri
MTTIeEVOAE, Apuevia, evad SOLAEIA TNG £xel EKTEDEI O€ TTOAAG I5PLUIATA, PETAEL TGV OTTOIV
DEPO, KwvoTtavtivouttoAn, BALTIC, Newcastle, Calvert 22 Foundation, Aovéivo,
MoAImoTIKO Kévtpo 1§pvuaTtog Itavpog Nidpxogs, ABrva, NARS Foundation, Néa Yopkn,
Peltz Gallery, Kévipo XOyxpovng Téxvng, ©@ecoalovikn, Spike Island Gallery, Bristol,
Oberhausen Film Festival, Oumepxaouvlev, Tleppavia, Kasseler Dok Fest, Kassel,
lepuavia. Epya TnNG Ppiockovial e ONUAVTIKEG OLAAOYEG ISITWV KAl POLOEIWY.
ExmmpoowTreital amo Tig Kalfayan Galleries, ABriva-Qecoalovikn.

O AmoAM\wvag TAOkag (yev. ABnva) omovdaoce otnv Akadnuia Leica, TuRua
ANuIoLPYIKNG PTOYPAPIAG, EAEVOEOO OXESIO KAl OTNV AvTaTn IXOAN KaA®V Texvaiv
(E' epyaotnpio) omou armogoitnoe Pe apiota 1o 2011. H SovAeid Tou TepIAauPavel
ox£6l0, PWTOYPAMPIA, YALTITIKA KAl eyKATAOTACEG. Exel KAvel TPEIC QATOUIKEG
TTAPOLOIACEIG: Meta Tnv TTAQOUQTIKN oaon, Aevkwaoia, 2014, H
Birpiva, the Office Gallery, Acukwaoia, 2011 kar Buildings, Casa Maccheroni, MIAavo,
2004. H S0LAeIG TOL TTEPIANAUPRAVEI CLUUETOXEG OE OPASIKEG ekBEoelg ammd 1o 2007
OTIWwG: To express the feelings of a chair when we sit on it, the Office Gallery, Acukwaoia,
2016, The eye & the finger, Cartabianca Arles, ApA, TaAAia, Demokratie in
bewegung ‘H Anuokparia o€ kivnon, aiépwua oTtov Joseph Beuys’, Avatatn IXOAN
KaAwv Texvoov ota mAaiola Touv Omnibus yia dueon Anuokpartia & Goethe Institut,
ABrva, 2009.

H Mmérto ZépPa (yev. Apta) el otnv ABARva oOtou kal gpydadletal otn dnudoia
ekTTaidevoN. LovLSace WYPAPIKA OTNV AVTATN IXOAN KaAwy Texvawyv TNG ABrivag oTo
gpyacTneio TG Pévag Mamaotvpou, oknvoypagia Kal yn@idwTto. AIQKQIONKE UE
LTTOTPOMPIA £TTISOONG e OAA TA £TN OTTOLSWYV TNG. Eival UEAOC TGV KAANITEXVIKAC OUASAG



DIAOTTATITIOL, £OYACTNKE WG EIKOVOYPAPOG O OXOANIKA RIRAIQ Kal EXel TTAPEI UEQLOG O€
TTOAAEG OUASIKES EKOETEIC PE EQYA N SitU EVOWUATWUEVA OTOV TTEPIRAAAOVTA XWPO EVE
TTAPAAANAC TNV eVOIAMEPEI N EIKACTIKA TTAREURACN O€ VA CLYKEKPIUEVO TOTTO.

H EA&vn Abpa (yev. ABrva) ormovdace {wyPAPIK) oTNV AvadTaTn IXOAN KaAWV Texvav
uE KaBnyNTeia TN Péva NMamaoctipoL KAl oknvoypagia pe kabnyntn 1o Nwpyo Zidka.
Exei TTOQYUQATOTIOINCE UETATITUXIAKESG OTTOLSEC PE TITAO Wnpiakée Mop@ec Téxvng. ATTO
10 2001 &16AcKel O0TN SeLTEPLOPRABUIC ekTTAISELON £vEd TO 2009 KAl TO 2012 ATTOCTIACTNKE
oTnv  Avotatn IXoA KaAwv Texvov ABRvag OTO €poyacTnpio Tou MdApiov
ITTNAIOTTOLAOL. ATTO TO 2015 816A0KEl OTO €£0YAOCTNPIO ZWYPAPIKNG TNG IXOANG
APXITEKTOV@Y TOL EOVIKOOL MeTOORIOL TMoALTEXVEIOL. ATOUIKEG ekBETelg: O auvoi TV
AyYEAV, ITAANKO Mop@mTiKO IvoTitodTo ABnvayv, 2015, To aykabi tnG ouopIdag,
beton7, 2012, AGrnva, Muompia kal ©@aouatra, PwTtocuykvpia, TkaAepi Tint,
@cooalovikn, 2005, ARCO Madrid, cuupeToxn pe TNV Fkalepi 7, 2004, kai Mpooraoeig,
FkaAepi 7, ABnva, 2001. Exel TTAPElI HEOLOG O€ TTOANEG OUASIKES ekBETEIC TNV EAANGSa Kal
TO £€WTEPIKO. INUEIO AvaPopAg OTO £PYO TNG EAEvNG ADPA aTTOTEAE N OKNVOBETNUEVN
KAl WnNPIOKA  eTTEEEQYAOUEVN  POTOYPAPIA  PECW TNG  OTToiag  SnUIoLPYEI
AVOPWITOKEVTPIKA EIKOVIKA TTEQIRAAAOVTA TTOL TTPEAYMATELOVTAlI TOCO TO {NTNUA TNG
EIKOVAG OO0 KAl TOL XWEOU.

H mpoowTikn 10Topia TNG Atomoivag MeigapoyAou (yYevvnOnkKe KAl PEYOAWOE OTNV
AIYUTITO) CLVETEAECE OTN SIAUOPPWON TWV TTPOTEQAIOTATWY TNG KAl EMTNEEACE TIG
KAANITEXVIKEG AANG KLPIWG TIG AVOPWTTIVES ETTINOYEG TNG. TO 1966 UETA TNV OAOKANPWON
TV EKAOTIKWV TNG OTTOLSWY TTAVE OTN {WYPAPIKN, TOTTOYPAPIA KAl YOAPIKES TEXVEG
oto Kent Institute of Art and Design (N.D.D.), Maidstone, AyyAia, kal KUPIWSG AOYwW TWV
TTOAITIKGV YEYOVOTWV TTOL Adupavayv TOTe XWPEA OTNV AiyLTITO, £YKATAOTAONKE OTNV
ABNva kai &ekivnoe Tn dekdxpovn ONnteia TNG oTn SIAPNUICN WS YPAPIOTAC KAl OTN
ouvéxela wg art director. Ao 10 1981 G CAUEPA £€pYA TNG EXOLV TTAPOLOIACTEI O€
TEQLICOOTEPEG ATTO 30 ATOMIKEG KAl TTOAEG ONUAVTIKEG OUASIKEG ekBETEIC OTNV EANGSa
KAl TO e€TEPIKO PETAEL TV oTToiwv To Pyramid Atlantic Art Centre, Washington DC,
10 John Jay College of Criminal Justice/CUNY, Néa Yopkn, To Columbia College,
YIkAyo, To Fondazione Mudima, MIAavo, To Maison Européenne de la Photographie,
MNapiol kal AAN\eg ekBéoeig oto Topovrto, Toexia, Aovéivo kar Tn BIBAIOBNAKN TNG
ANeEQVEPEINC OTNV AlyLTITO. YLUUUETEIXE OTN 20 MTTIEvOAE TNG @ecOAAOVIKNG Kal TNV
Women's Infernational Biennale / Incheon otn NoTio Kopéa 1o 2009. ATTO Ta péca TNG
SekaeTiag ToL 90 N SOLAEIG TNG £XEl TTAPOLOIACTE! ETAVEINNUUEVA € CLVESPIA TEXVNG
KLPIWG OTIC Hvwuéves MoAiTeieg TNG APEPIKNG Kal N iSla £xel TTPOOKANDEI o€ CepIvapIa
KAl residencies o€ AUEPIKAVIKA TTAVETTIOTAMIA KAl 1SpLUATA KABWS KAl oTo Quito
University Tou Ekovadop kal To Richmond American College oto Aovéivo. H eikaoTiKn
TTPAKTIKA TNG ONUEPA TTEPIANAPPAVEl PTOYPAPIa, PiVIED, €YKATAOTACEIG HIKTQV
TEXVIKGWV OTO XWPEO, TUTTOPATA KABWG KAl E&va oNUAvTIKO aplBuo artists books.

H Péva Mamaomopou (yev. ABRva) ommovdace oTnV AvaTaTtn IXOAr) KAAwv Texvav TG
ABAvag (1956-61) kal otnv Ecole Nationale Supérieure des Beaux-Arts oTo lMapio



(1961-67). EpydoTnke wg kaBnyNTpia oTnv AvetaTn IXoAn KaAov Texvav otnv ABnva
(1993-2005) kar vrReée SievBLVTPIa oTo 3° gpyacTNPIo (WYPAPIKNG ekel. To 2006
AvAyopEeLTNKE OPOTIUN KABNYNTPIA TNG i81ag OXOANG. To épyo TNG TrepIAauPavel 22
ATOMIKEG KAl TTOAAEG OPAdIKEG ekBEoelG oTnV EAANGSA kal To €€dTEPIKO. MPOTPATEG
opadikeg ekBéoelc (2017) ammoteAovv: davraciakoi Xwpol (LTt Tng Kotrpov, ABnva),
ANTIAQPON. H cuAAoyr) Tov EMXT (Fridericianum, Documental4, KaoeA, lepuavia) kal
o Kntrog BAérrel (Méyapo Mouaoikng ABnvayv). ATTo Ta péoa TNG dekaeTiag Tov 1950, n
MNamacTOPoL SOLAELEI WE TIG EMPAVEEG TOL AOCTIKOL XWEOL. ALIOAOYWVTAG
HOPPOAOYIKA Ta ‘eTTelcodia’, SNAadn Ta 6ca cLUPAIVOLY TTAVW OTIG ETIPAVEIEG ALTEG
KAl OPEIAOVTAl OTN XPNON KAl TO XPOVO, N KAANTEXVIC TTOORAIVEI O€ PIa EIKAOTIKA TTOAEN
OLVEIPUOL: TTPOPRAAEI VONTIKA CULVEIPUIKEG EIKOVEG OLVSEOVTAG METAEL Toug TA
HIKQOUOPPOAOYIKG OTOIXEIQ TWV ETTIPAVEIWV. ZEl KAl epyAleTal oTNV ABrva.

O Avépéag Iappa (yev. Kepvvela, KoTrpog), mpdopuyag amd tny TaidIkr ToL NAKKia,
Siaxelpidetal pEca ammod TO EIKACTIKO TOL AEEIAOYIO BEUATA KOIVWVIKAG, TTONITIKNG KAl
OIKOVOUIKAG LPNG. Lmovdace {WYPAPIKN OTNV AvaTaTtn IXoAn KaAwv Texvov TnNG
ABrvag (1991-1996) kal TTAPAKOAOLONCE TO WETATITUXIAKO TPOYPAUMA WNpIakES
Mop@ég Texvng oTnyv ibia oxoAn (2002-2004). Exel TTApOLOIACEI TTAV® ATTO §EKA ATOUIKEG
EKOETEIC eV N SOLAEIA TOL £XEl CLUTTEQIANPOE O TTOANEC OUASIKEG EKDETEIG UEPIKES €K
TV otroiwv cival o: So Close Yet So Far Away: Contemporary artists from Cyprus,
Petah Tikva Museum of Art, lopanA, 2017; Mona Hatoum Art Workshop, Villa Iris,
Fundacion Marcelino Botin, Santander, lotravia, 2010; Open 12 International Exhibition
of Sculptures and Installations, Bevetia Lido, ITaAia, 2009; Instant Europe, Villa Manin,
Centre for Contemporary Art, Passariano, ItaAia, 2004; the BIACS 1st International
Biennale of Contemporary Art of Seville, The joy of my dreams, lotravia, 2004; EUROPE
EXIST, Makebovikd Mouaeio Loyxpovng Texvng, @ecoalovikn, 2003. O 1o TpOCPATES
TOL £YKATAOTACEIG £XOLV TTApoLOIACTE oTo Fields Sculpture Park, OMI International Art
Center, Ghent, Néa Yopkn, 2016 kai oto 7th edition of CONTEXTS International Festival
of Ephemeral Art, Sokolovsko, MoAwvia, 2017. O rappa mapovoiadel TIG 1I6E€C KAl BETEIG
TOL KAOWG KAI TOV OKETTIKIOPO TOL PECA ATTO SIAPOPEA LAIKA KAl in situ eykaTtaoTAcEIg
HEYAAWV SIAOTACEWYV.

O Anunteng IKovpoyiavvng (yev. ABrva) omobdace {WYPAPIKN KAl YALTITIKI) OTNV
Avotatn IXoAn KaAwv Texvov (1996-2001) kaBwg kal oknvoypagia kal yneidwTo.
AlOKPIONKE pE LTTOTPOPIA £TTISOONG Te OAA TA £TN OTTOLSWYV TOL (TOUEAS {WYPAPIKNG)
Kal LTTNPEE LTTOTPOPOC ToL I§pvuaTogc KpaTikwy YTTOTPOPIWY Yia SLO XPOVIa YIa
EKTEAEON KOAAANITEXVIKOL £OYOL (TOMEQG YALTITIKAG). MNpAyuaTotToince JETATITUXIOKES
OTTOLSEG OTNV IXOAN APXITEKTOVGV TOL EBVIKOO MeToORIOL MoALTEXVEIOL (AIATUNUATIKO
TTPOYPAUUA: IXESIAOUOG - XwpPog - MoAmopodg). Aida&e lwypagikn oTto Tunua
MAaoTkwv Texvav kal EmoTtnuay NG Téxvng Tou MavemoTtnuiov lwavvivev. Ao To
2015 &S16A0Kel OTO £PYACTAPIO ZWYPAPIKAG TNG IXOANG APXITEKTOVRV TOL EBVIKOL
MeTooPiou MoAvTexveiov. ‘Exel ekBEoel TO £OYO TOL O€ TTEVTE ATOUIKEG €KOECEIC OTNV
ABrva (2003, 2006, 2010, 2016, 2017) kaBWG KAl O€ TTEQICTOTEPES ATTO £ENVTA OUASIKES



oTnv EANGSa aAAG kal oTO €€TEPIKO. Epya TOL PpickovTal oe SNUOCIEG KAl ISICTIKEG
oLAOYEG TNV EANGSa kal TO e€TePIKO.

H Mapia Avépopdxn XardnvikoAdou cival {wypd@og - EIKAOTIKOS, YEVVAONKE 0TO BOAO
OTTOL £XEI EMOTPEWE! KAl EQYAZETAI TA TEAELTAIA XEOVIA. ITTOLSACE OTNV AVATATN IXOAN
KaAov Texvav TNG ABrvag (1999-2004), oto Tunua MNoagikwy Texvav Tou T.E.l. ABrivag
(1992-1997) kai oto London School of Printing Technology (1997-1998). Hrav 1§puTiKO
HEAOG TNG opdadag PINOTTATITTIOL, KABWGS Kal 1I6pLTPIA KAl EUTTVELOTPIA TNG OPASAG
Artspirators. YoupeTeixe o€ TTOAMEG ekOEoeIG Kal projects oTnv EANGSa kal oTo e€wTEQIKO
(Life Patterns BoAog, 2017, PIGS, lotravia - MopToyaAia, 2016, Nomadics vol 3, The other
Where, Biévvn, 2014, AdéAqia/Fratelli, EANGSa-ITalia, 2010, ROOMS, AGryva, 2010,
Apxeio Virginia/Aupibéatpo Virginia, BOAog, 2007, NapdAAnAol Biol, MopTtoyaAia, 2006,
AoTika Emireba, AGrva, 2004, Project Egnatfia, EANaSa-ITaAia, 2004-2005) k.a.
EmipeAeiTal kal opyavavel projects clyxpovng TEXVNg pe Tnv opada Artspirators. Ta
projects mpayuaTeLOVTAl TN CLAAOYIKA PUVAUN, TNV TTPOPOPIKN ICTOPIA, TNV KOIVOTIKA
TALTOTNTA KA TNV AAANAETTIOPACN ATOUWY KAl OUASWV. YAOTTOIOOVTAI UE TN CLVEPYATIKN
OULHMETOXN GANDV KAANITEXV@V KAl gival cLVNOWG in situ kai site-specific(Refuge Project,
MnAog, 2013-2014, Sanatorio Project, MANio, 2011-2012).
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