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davraciakoi X@pol

v éxBeon Pavraoiaxoi Xdpor o Beatrg
KaAgital va eloXwprioeL 6T0 KOOHO TOV Kah-
Artéxvn kat va avttAn@Bet 0tLn etkova 1} to
niepPaArov ov Snutovpyei Sev amotelel,
onwg avagépet kat o TaAhog eurocopog
Gaston Bachelard oo BipAio tov H Iomtixs
10V Xpov (1957), piat oA avTikataotaon
plag TpaypatikoTnTag mTov éxovy cVANAPeL
ot atBroetg Tov. Na pnv ekhapet to €pyo wg
£Val AVTIKEIPEVO T} £V VTTOKATAOTATO OVTLKEL-
pévov, aAAd va o Prdcet wg pia Eexwplotn
TPAYUATIKOTNTA, £VAV XWPO TNG pavraciag
tov. Omote 10 KABe épyo 1) Snpovpynuévo
TepIPAANOV aTOTENEL TOV TIPOCWTIKO XWPO
TIOL KATEXEL Kat viepaoTtifetat o Snuovpyodg
Tov, OTIWG ToV oLVBETEL N YavTtacia Tov, yon-
TEVTIKO Kat PLwpévo wg Tpog Ty BeTikdTNTd
Tov. Eivau o xapog 6mov katoukei £va pépog
™G Yuxng Tov.!

H noutikr| elkova mov Snutovpyei o kal-
Atéxvng Sev ogeiletal oTn PN Kat oTa
Buoparta, avtiBétwe anotelet pia agvidia
EKQPAOT] TOV YLXLOPOD Tov 0Tr dedopévn
ottyun. Etvat pia mapoppnon xkat 6xt n nxw
ToL TAPEABOVTOG, Kol OTIWG XAPAKTNPLOTIKA
vnootnpilet o Bachelard: «amd ) pappapouyn
piag etcdvag to pakpvo mapeAdov méAhetat
amo avInXnoeLs» Léoa amd TG OToleg 1) oL~
TN eova ekppddet To eivat.> Me tnv mpo-
opuyn otn pavtacia, n omoia eivat TavTo-
xpova pia {ovn povaglas kat ouvdeong e Tov
KOGO OTIOV 1) OVELPOTIOANOT| YIVETAL TIPAY -
TIKOTNTA, 0 KAOAATEX VNG (Kat Kat eMEKTAOT O
KaBEVaG [L0G) ATTOUAKPVVETAL OO TO TIAPEA-
006V kat To TapoV, avtipeTwilel To pEANOV
Kat avakoAOTTTEL TV KatevBuvor) Tov puéoa
OTOV XAOTIKO KOO0 TTOL ToV TiepIPAAAeL

'Gaston Bachelard, H ITowytixs; Tov Xapov, ptep.
EAévn BéAtoov kat Iwdvva A. Xat{nvikoAn, Exdoceig
Baodékn, ABnva, 1982, 25. Apxikr ékdoom Presses
Universitaires de France, 1957.

2Bachelard, 6.

1o ¢pyo tov Liavvn Bapeld, tng EXévng
Avpa, TG Evoefiog MixanAidov, tov Zagov
Bayopdpn, tov Nikov ITaradomovAov, Tov
HAia amanAiékn, tne Pévag Hanaonvpov,
™G Nivag Iannd, tov Avdpéa ZapPoa kat
tov ITavtelr) Xavdpr, o Oeatng avakalvnret
™ ovp ok onpacia Twv épywy, 1diwg
OTav Ta PLOOEL KAl T AVTIUETWTIOEL WG
pia Eexwploth mpaypatkdTTA, WG EVay
Staitepo pavrtactakd xwpo. O kabe
KAAATEXVNG éxel Slapop@waet Tov Stkd Tov
EIKAOTIKO AOYO, IOV ek@paleTal HEow NG
XPNONG SLAPOPETIKDV HECWV Kat VAKWYV Kat
ekTelvel Ta Opla TG YyevdaioBnong kat g
TPAYUATIKOTNTAG, EVW TTApAAANAa Ot EIKOVEG
TIOL TTAPAYOVTAL ELVaL TTOAD OLKELEG.

H Bepatikn tng €kBeong mpotkvye amnod
éva mapaBepa and v Hommiks Tov Xwpov,
To omnoio n ITamaomvpov xproomotel yia va
TEPLYPAVEL TN OELpA €pYwV TNG AoTepiopol
(2002-05). 211 SovAetd NG, OTWE KAl O€ AT
AWV KaAATEX V@OV KLpiwg amd Ta TENN TG
Sekaetiog Tov *60 Kot HETE, TTapaTnpoduE
OTL KEVTPLIKO pONO YLa TN SLAHOpPwaon TOV
épyov amotelei 1) Stayelpton Tov xwpov. Ztnvy
npoonadeld Tovg avTh va Eepuyouvy anod Ta
opta Tov KapPd, Snpovpyovv mepipdAiovta,
Ta ool 0g TOAAEG TIEPITTWOELG
SLapopPwvoVTaL e AQOPHT TOV EKAOTOTE
XWpo, oTov omoio ekBétovTat. Ao TIG apyEg
Tov 1970, n Hanaomdpov Staxetpifetal
oTolyela Kat VAEG amd TOV A0TIKO XWPOo OTTov
apytka emonpaivet avenaiodnreg allayég
Kat AANOLDOEL TIAVW OTNV ETUPAVELQ, TTOV
ogeilovtal og xprnion 1 ¢Bopd. Ze avtd
T0 TA{OL0 KATATACOETAL 1] OELPA EPYWV
Enei008ioc oty 0An (1974-81). To 1979
otv 0806 ZtiAnwvog 7, oto ITaykpdtt ékave
TNV TPWTHN TNG AOTOlXLoT OTOLXElWV TNG
TPOCOYNG £VOG OTITIOV UTTPOOTA OTO KOLVO,
Ta ool TAPOLVOLaoE LETA GTOV XWPO TEXVNG
Agopo, éva €pyo kat pia Spdon mpwtomdpa
yta v emoxn. Ano to 1981, enefepyaleta
KO ETUOTUALVEL (e HEAGVL KAL X PO VT
Ta «EMEL0OSIar, TpofdAlovTag pe avto
TOV TPOTIO PAVTACLAKEG KO CUVELPHIKEG
eikoveq. To véo épyo tng e titho Eikdveg



oty VA - odnyies aviyvwong (2007-16),

70 omoio amoTeheitan and SVO KoppdTIA,
Eexivnoe mpLy Séka xpovia (e TV anotoixon
oTOoLYElWV EVOG KOKLVOL TOlXOV O éva
vnaiBpto mapkvyk otnv 086 Ppavtlr), oto
Néo Koopo. Zav pia apxatohdyog kdvet tny
ATOTOLYLOT HLag CVYXPOVNG «ToLXOypapiog»,
UETAPEPOVTOG TG GTOLXELQ KAl TA VAIKA TTIOV
ovvOETOVV O)L OVO TNV eTpaveta aAAd Kat
T VTIOOTPWHATA TNG Kat TapepPaivet otn
UKPOTEPT) ETLPAVELQ [LE XpWHLaL, oXedtdlovTag
amA£G EIKOVEG aTtd HEALVL TTOV TIPOKVTITOVV
and ta ndn vapyovta potifa tov toixov.
AvTr) 1) eTLPAVELL OVVALA AELTOVPYEL WG
«08nyode» yla Tov «avayvwotn» (Beatn) wote
Va AVAKAADWYEL KOl VO QAVTATTEL LOVOG TOV,
oav Tatdi, TIG VEEG LOPPEG KAl TaL OXTHOTAL
nov Eemndovv and ™ peyakvTepN ETPAVELQL
Tov tpoo@épet T xapa NG Snovpyiag, T
SuvatoTnTa va yivel évag opéag elovwv
Kat va Saaoet pio AAAn StdoTaon 6To A0TIKO
ToTio (TO OTolo [ETAPEPETAL EV HEPEL
avtobolo otov ekBeaiakd xwpo). Avth N
Sadikaoio GLPHETOXNG TOV OTN XAPA TNG
Snpovpyiag amotelei yo tov Henri Bergson,
To onpeio Tng Snuiovpyiag, Tng eAevBepng
EKQPAOT|G IOV TPOGPEPOLY 0TOV AvBpwmo
Stvapn ya fwn.?

O Tavvng Bapehag oxedidlet unyavika
KO TTAPOPHUNTIKA U KIHwAio eppappoditeg
Hop@és, TiG omoieg eixe exviioet o 2003
o1n oepa Kapnropdwvteg, mdvw oe
HAWPOTIHVAKEG, [ia eYKATAOTAOT ELSIKA
oxedtaopévn yia to Zmitt Tng Kompov.

O Snpovpynpévog xwpog/meptBailov

EXEL AVAPOPEG OTO TTASIKO TOV SWHATLO,
péoa oo omoio ekdnAwOnKav Ta TpWTA
Seiypata ékgpaong TG gavtaciog kat TG
SNHLOVPYIKOTNTAG TOV, OTAV 1] UTEPA TOV
a@nyovvTay LoTopieg Kat avtog oxediale

UE KIpwAla Qryodpeg GTOVG TOEXOVG TOV
Swpatiov Tov, ot omoiot eixav avrikatactabe
ue pavpomivakeg. Xopgwva pe tov Bachelard,
0AOKANpO TO OTtiTL MO TENEL TO TIPWTO Hag
OUUTIAY KAt KAT' EMEKTAOT TO KATAQPOYLO
HEGO GTO OTIOIO [TTOPOV(LE VA OVELPOTIOAOD|LE
TPEHA KAt VA QUAGCCOVUE TIG AVAVIOELG

OG- OLXVA 1) OVelpOTOANOT pag odnyel

ot 0OUNoN Twv TAAALDV oG KATOKLWY.*
'Etot kat 0 Bapehdg «emiotpépet» 0to

Toudtko Tov SWHATLO Yl va oXeSIdoEt e

éva VAo e08paoTo, Ty KipwAia, Tdvw oe
pavpotivakeg, evaiodnreg Kat evaAwTeg
HOPPEC. AUTEG ptopobV va oPnoTtovy evkola
ava Taca oTLypr| 0mwg popei va aAAowwBet
1 va vrteploxvoet i OnAvkn 1 n apoevikn
TAEVPA pag 1) akodpua, cOp@wva pe tov Carl
Jung, péow TG AVAyvWPLONG ALTWY TWV
TAELPWY, va Eekivroet yia Tov kabéva pag pia
ovvedntn Stadikacia anodoxrg Tovg, mov HBa
odnynoet otnv appovia aTwv Twv avtiletwy
QUOEWY, [E ATOTENEHA TNV AVTOAVATITUEN
pag.’

Zrto épyo AyxdB: (2001-17), n EXévn
Abpa, Savelldpevn T SpapaTIKOTNTA Kat TN
BeatpkoTnTa and To Mnapok, anopovivetal
0€ £VOL «KKATAPVYLO», OE EVA PAVTACTIKO
«Swpatio» oL €xel XTioel yupw amod To cwpa
™G og pia yovia Tov ekBeatakov xwpov.
Apyxikd o Beatng avtikpilet évav Aevko
Toiyo pe pia xpvor| kopvila, péoa otnv
omoia avakaAvTTeL TNV (St TNV EKATTIKO
TIOL QOPAEL Eva PaKpY KiTpvo évdupa, éva
«apglox» pe oxedlaopéva aykddia, opoto
pe to potifo TG kitptvng TaneToapiag Tov
KAADTITEL TO ECWTEPLKO TNG EYKATAOTAONG.

H kopvila eoidlet ota xépta Tng, pe Ta omoia
1 EIKACTIKOG GUVOETEL KAl TTPAYHATOTIOLEL

Ta €pya TNG, Kat (e Ta omoia 0 kabévag

pHag avakavmtel, ayyilet kat viwbet Tov
KOOWO a6 TN Bpe@ikn} nAtkia wg To TéAOG.

To épyo TakavtedeTal petadd Tov péoa Kat
Tov ¢&w. Ao T pia, n Abpa kAeivetat o
YWVLA TG LE TA QALVOUEVLKA OHOPPa KAl

*Henri Bergson, L’Energiespirituelle, E Alcan, Iapiot,
1919, 23.

‘Bachelard, 33.

*Carl G. Jung, The Archetypes and the Collective
Unconscious, Routledge, Aovdivo, 1968.

°0 Frank Stella vtootnpilet 0Tt ot povtéla Sev
no{dpovv amd oTovg mivakeg Tov Caravaggio aAld sivat
TEpPOPUEPS Héoa e éva «{wvTtavo Beatpor. Frank Stella,
Working Space, Harvard University Press, Kéwmpitd,
MaoayovoéTn kat Aovdivo, 1986, 41.

N
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TAVTOXpOVA atXpnpa aykadia tng, Ta omoia
Katd T Xprotiavikr apadoon cvvéovtat
LLE TOV YUXLKO KAl CWUATIKO TTOVO, EVW TO
YUYPO KITPLVO XPWHLA TOV POPEUATOG KAl TNG
TATIETOAPLAG TIAPATIEUTIEL GTO XPLOO KAUTIO

1 96vTO OV CVVavVTAuE aTn PulavTivi
{wypa@uxr}, avacTEAAOVTAG TNV TPOOTITIKY
Tov BaBovug, pe anotéleopa va tovifetal

n Stodtaotarn VAN, anokaAVvTTOVTAG TNV
duln vootaot g, Sivotag t SuvatdTnTa
OTNV EIKAOTIKO VO QWTICEL TNV OLOLA KAl

10 vonua otn {wn e Ao v dAAn, oav
pia TpOTAYWVIoTPLA TWV TIUVAKWY TOV
Michelangelo Merisi da Caravaggio,® avamvéet
péoa oTov «KapPd» Tng oe pia Tpoomddeta
va aneykAwPLoTel kat va agroet Tiow ta
aykadia Tov HaTwvouV Kat GTOLXELWVOLY

™V Yoy TG, Kpatwvtag éva «mapddupor
avolXtd 6Tovg YOpw TnG. Ze auth) TNV KAELOTH
YWVLA, WG i OVELPOTIONOG UEVEL HOVT),
neptpével, avaroyietat tn {wn, Ty Topeia
™G kat 0 Bavato kat kdmota oTLypr) lowg
Eeiyet kat eykataleiyet 1o S1kO TG KAELOTO
TPOCWTIKO XWpo Yyia va xabel atov efwtepikd
KOO0, GTO OUUMAV KAt VA avaKAADYEL TO
eivar”

v eykatdotaot Fields tov Avdpéa
ZapPa, mpocwrikd avtikeineva, cuvodoi
UVIUNG KAL LE KOLVWVIKOTIOAITIKEG
TIPOEKTATELG, TtarytSevovTal 1} Staguldocovtat
péoa oe pia e0BpaoTn Sopr| amd Aemtég
EOAwveg paPdovg o otnpiletar pe T
BonBeta vijpatog. H mAéEn eivau guvexdpevn,
XWPIG vaL SLAKOTTETAL ATTO KOUTIOVG Yot va
kpatnBodv evwpéva ta EOAa. Ta kOpia VAKA,
SnAadr o vijpa kat To VAo, éxovy loodVvaun
Bapvtnra, 6Mwg Ta Opyava evog {wvtavo
opyaviopov 1) Ta péAN piag kowvwviag, Ta
onoia ocvvepydlovtat kat aAAnhoeEaptivrat
yla T1 6WoTH TOLG AELTOVPYia: TO TPWTO
Sével ta E0Aa kat dnpovpyei T Sopry Tov
oke\eToV, 1) omoia e TN oelpd NG Ponda

7Bachelard, 165.

SMieke Bal, Quoting Caravaggio, The University of
Chicago Press, Zikayo kat Aovdivo, 1999, 129.

°Bachelard, 208.

0TNY avantudn Tov TAEYHATOS TOV VIHATOG.
O KkdBe 10166 Tov ZABPa Snpovpyeitat in
situ, YEVVIETAL H€CA GTOV eKA0TOTE ekBeTtakod
XWpo (E0wTEPIKO 1] §wTEPLKD), O OTOI0G
anotelel kat T0 gpyaoTtiiptd Tov. O 16T Tov
yta to Zmitt ng Kdmpov peyaldvet otadiakd
Kat e§amA@VETaL oav £vag aypog H€ca 0To
XWpo, oav va aykahtdlet kat va maytdevet
0TO TEPAOHA TOV AVTIKEILEVA, T OTIOlAL EVW
elvat o pia petéwpn katdotaomn, TapdAAnia
xapalovv pia mopeia péoa otny ToAOTAOKN
nAEEn. Mnopei va xapaktnplotel kat wg
AapoprvBog, pia évvola mov epLypaget Kat
TO OUVEXEG, KAl OVUPWVA [E TOV UTTAPOK
yeppavo @urocogo Gottfried Leibniz (1646-
1716), «€xel TO OXNLLA TOV ECWTEPIKOD
TOL OWHATOG KAt LAAKifeL TO owpa TTov
Kwvdvvevet va xabel péoa oe avtd ya mévtan.®
[apopota kat ato épyo Tov XaPPa, o Beatng
Kuveltat pe to PAEppa kat T gavrtacia
TOV HECQ OTO GWA, OTA PLOUATA KA TLG
OKEYELG TOV KAAALTEXVT), Kat eVOEXOHEVWG Vat
AXHOAWTLOTEL 0TO KAAALTEXVIKO TOV «XAOG».
>to Pivteo Mix otiyus) timota (2014), o
IMavtelng Xavopr¢ amoTumwvel Tn OTLyn
7ov 1 Viapén petewpiletat péoa otV
ATEPAVTOOVVI TG YUONG, TN Snovpyd
OV TV TPAyHATWY, £X0OVTaG £va eAd@L
HETEWPO, AKIVITOTIONHEVO MO £Val PwG
7oL To Bapnwvel péca 0To OKOTAdL TNG
vuxtag. Motdlel faloapwpévo 1) vekpo,
onwg otn {wypaikr| vanitas, evo 1 yopw
@Uon ovveyiet va kveital kaw va Get xwpig
auto. Avtr| i) Béaon g peyaroobvng
TOL OUOUTAVTOG KAt TG HETABaong amo T
{wn) oo Bdvaro, ekppdlet Tnv Wiaitepn
YOXIKT Katdotaon oty onola Bpioketat
0 KaAAttéxvng, Tov TonoBetel ¢&w amnd tov
TPOOKEILEVO KOO0, LETAPEPOVTAG TOV OF
£VaV KOOUO QAVTACLAKO «TIOV PEPEL TO ONUELO
evog amelpouvr.® To {tnua g vmapéng
ovveyiCetat kat e to épyo Exuvia (2014),
01OV 0 KAAALTEX VNG €XeL Eva «EkSupLa»
eha@Lov va awwpeitat. Q¢ yvwotdv ékdupa
elvat o amoPalopevo Sépua epreTwy,
EVTOUWY KAl HAAAKOOTPAKWY- KAl KATA TNV
éxdvon éva pépog Tov makiov efwokeletol



Stohvetat amod péoa Kat xpnotpomoteitat
Yl TV KATAOKELT] TOL KALVOUPYLOV.
TNV TEPINTWOT) TOL €pYoV, TO «EKSupLa»
anoteheitat ano gOANo mylar, éva VAKO
AETTO Kot HAAaKO, XPLOO KAt ACT|HEVLO, IKAVO
VO ATTOPPOPTTEL KAL VA AVTAVAKAAGEL TO QWG
Kat and To omoio QTIdvoVTaL 0L KOLPEPTEG
emBivong. O kaArréxvng, mailovtag to
PONO TOV AAXNILOTH), ETUTENEL TV KATAOKELT
™m¢ Ohocogikng AibBov, pe Tn petatponr
amAdv petdwv oe xpvod (UANo mylar),
pia Stadtkaoia ov katd Tov Jung cupBoAilet
TNV E0WTEPLKI) KOL TTVEVHATIKT] LETAHOPPWOT)
Kat mpaypdtwon tov eival.'* Onwg n gvon,
£ToL KoL 0 aAXNoTHG Sev Snpovpyei kATt
véo, an\d cuvepyel 0To oKOTO TN DTIAPENG
kat 16 eEEMENG. To YALTTo eival ecwTepikd
Kevo, iowg ylati o Xavdpr¢ Bélet va Tovioet
OTL LéOQ O€ AUTO UTTOPEL VA KATOLKTOEL KAt
va e€eliyBel To mvedpa ko  pavtaocia, va
TPOGTATELTOVV amtd Tov £€w KOO0, 0 oToi0G,
oOpPWVa e TOV KaAALTEX VN, XapakTnpifetal
and v ENkenyn Snpovpykig Kat
TOUTIKNG OKEYNG, 1] omoia Bewpeitat TAéov
Eemepaopévn. H purimwg tehucd kat maht
TpaypatedeTaL TN OTLypr) oL 1) vrapén
eykataeinet To €kSupa Kat petewpiletat
peTagV TG YNHLvNG Kat ovpaviag Tomoloyiag;
H Evoefia MixanAidov, xpnoponowvTag
QUOLKA KA 0pyavIKA VAIKA, Snpovpyei
POPEG TIOV TIAPATIEUTIOVY OE KAPTIOVG,
QWALEG, ECOXEG, OTNALEG, UITPES,
amoAMBWHATA KAl YEVIKOTEPA APXETVTIO TNG
QLONG. ZT6X0G NG Sev eival 1) epebvnon
LOTOPLIKDV KAl KOLVWVIKOTIOALTIKWY
YEYOVOTWY aAAd avakaA@VTAG TO apXEYovo
EMKEVTPWOVETAL 0 {Tripata g vapéng: o
UETAOXNHATIONO, pueTovoiwon kat kaBapon
TOV TIVEDHATOG. ZUYKEKPIUEVA TO YAUTITO
g Hapddobo (2017) kdver avagopés ota
puoTtrpla kat Ta ampoPAenta mov cvpBaivovy
avd maoa OTLYHr| OTH QUOT), OTNV TEXVN KAl
ot {wn). To €pyo €xet SnuiovpynOei pue aldrt,
™ PAon TwV TAVTOVY Yia TOUG AAXNULOTEG,
Kat TO AEVKO TOV P CLVSEETAL [LE TNV
ayvoTnTa Kat Ty Yuxikr kdBapon: kat
HovokAL Bpvo Tov CLYKpaATEL TNV VYpasia

kat Statnpei ot {wn) Ta QUTA oL BpiokovTan
YUpw TOV, KAl TO OTTOIO YLaL TNV ELKAOTLKO
ovvdéetat pe To Bavarto g evong To
XElpwva KaL TNV avactact Tng Ty avotén.
To ¢pyo potdlel pe évav koppo Eefpacpévo
and ) Bdlacoa, éva amohibwpa, Tov
oTolov 1 eTLPAveLa 0 OpLOpEVa onpeia €xel
paywBei and v akpopa, kat To Tépacua
TOL XpOVOL €Xel SLAAVOEL T LOPPT| TOV, EVWD
Tavtoxpova divel Tnv evtdmwon Tt véa pépn
Ba putpwoovy péoa amod To povokAt (Bopd
kat yévvnon). Ilepinov 610 k€vTpo Tov épyov
VTIapyeL pia gcoxn mov Bupilel pitpa, To
neptBailov mov yevvietat ) {wn, 1) kovpda
Sévtpou 1) akdpa kat oA Léoa oTnY omoia
umopel 0 AvBpwmog va VIWOEL TIG ApXEYOVES
Suvdpelg Tng HoNG, va TPOCTATEVTEL, va
xaBei kat va StetodvoeL oo eival Tov, va
oke@tel v e&EAEn g vmap&ng Tov kat

va ovelpevTel.? XTIg TPWwTOYOVES EMOXEG O
avBpwmog popovoe va evwdet pe T govon
péoa anod Ty enagr Tov e t Opnokeia, To
poBo kat TN payeia, kat va petapopewdei oe
QuTo, 8évtpo kau {wo. Avtr 1 SuvatodtnTa
EVONG Ue Tn Vo, Tov Bwpakile kat Tov
TPOOTATEVE e piot TVELHATIKY TTavoTAia
amnd to mapakeipevo exBpiko meptBailoy,
avTifeTa (e TN ONUEPLV TIPAYUATIKOTNTA,
péoa oty omoia o &vBpwmog eivat povog
Tov, éfetan kat Suokohedetat va Bpet
Stekddoug xapdg kat yuykng avataong.”

Me Ty TpOOPUYI O £Va QAVTACLAKO XWPO
apxetvnwy,  MixanAidov Sev otoyebet va
avtypdyet 1) va pupndel tn gvon, aAld va
evwOel pali tng péoa and tn Stadikaoio tng
Snpovpyiag, 1 omoia yia avTry, amotehe

"°Carl Gustav Jung, Psychology and Alchemy,
petdgpaon R.EC. Hull, Routledge, Aovdivo, 1968.

UTTavtelig Xavdprg, ovvévtevén (Bivteo) oto
edculture.gr pe agoppn} Ty atopkn Tov ékbeon O
AvBpwmog eivau éva vioi o ykakepi a.antonopoulou.
art (2-30 Noeyufpiov 2010), http://www.elculture.gr/blog/
elctv/xandris-pantelis/

2Bachelard, 101-116.

Sigfried Giedion, The Eternal Present: The
Beginnings of Art, Bollingen Foundation, Néa Yopkn,
1957, 80.
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pia tedetovpyia kKABapong Kot YuyIKnG Kot
TIVEVHATIKIG AV WOTG Kat AelTovpyei wg
aomida mpootaciag and Tig «achévelegy g
EMOXNG.

Zta ¢pya tov Nikov IMaradémovlov, o
OT0L0G CUUPETEXEL OTIG KAANTEXVIKEG SpAoELg
™G «Opddag Phomanmov» and to 2001, n
@Uvon mailet emtiong kevTpikd polo. Ze pia
oelpd oxediwv Tov agetnpia amotelei pia
Opop@n NUEPQ, LLia EVTVXLIOHEVT) OTLYHT: éva
TUK VIK [LE TNV OLKOYEVELA KAl TOVG GIAOVG TOV
0710 Ad@o Tov Domndmnmov, Bupilovtdg pag
Tn OKNVI TOoL YvwoTo mivaka IIpdyevua oth
yAon (1863) tov Edouard Manet. Eekivdrvtag
amnd TN PWToYpAPia TOL ALXHAAWTLOE TN
oteypr), 0 kaAtéxvng v enegepydletat
OTOV UTTOAOYLOTH| KAl KAVEL TIG StkéG TOV
napepPaoels. AkoAovBbvTag TV TEXVIKI TOV
TOVAVTLYLOUOD KAl XPTOHOTOLWVTAG LOAVL
1 pekavy, n tedeia avtikabota Ty kovkida
TOV PWTOYPAPIKOV QLA 1} TOL YNPLAKOD
pixel, agrvovtag Opwg kevéG TEPLOXEG OTO
oxedio, amodopei tn oknvi, divovtag étot
Suvatotnta otov Beatr| va «oAokAnpwoe
TOVG eVOLAHETOVG KEVOUG XWPOUG LE TN
gavtaoia tov. Ot Teheieg Aettovpyovv cav
HOpLOL TIOV TIALPVOLY OXTHATA KAl LOPPEG e
SlagopeTikovg CLYSVATUOVE Kal ATTOKTOVY
VAN vtooTtaon kat Xwpo. O kaAttéxvng
ATOQEVYEL TN XP1|OT) XPWHATOG, KaBwG
TUOTEVEL OTL AVTO EVTLTIWOLALEL Tov Beatn
Kal anonpooavatoAilel To LAt Tov and
TNV AVayvwpLon TV VSIAHESWY XDPWV, 1)
anddoon Twv omoiwv yivetat evrovoTepn
pe v avtibeon Tov ykpt Kat Tov pavpov
Tavw oto Aevko xapti. Katagépvet péow
™G avtifeong Tov wTdg KaL Tov oKoTASIOD
(AevkoV-padpov/ykpt) va Snuovpyet Ty
YevdaioBnon tov Pabovg kal Tavtdxpova ot
evilapeoot xwpot va {wvtavebovv autopata
Ta €pya pe TNV kivnorn tov Bearry, 1) omoia
kaBodnyeitat pe Baon v ewdva. O Beatnig
emiong Kiveitat Kat 6To Xwpo petafd tov
oxediov Kat TNG EYKATAGTAONG oTd AEVKAL Kot
YKPL XApTIva KOUHATIA oL £xouv oxrpa lego,

“Bachelard, 58-59.

G omoiag 1 ovvOeon TapaATEUTEL GTO KAPO
tpamefopdvtnAo tov oxediov, TPooPEpovVTAg
™V TPLOSLA0TATN EKPPACT| TOV GTO TATWHA.
Ot teleieg 010 TAVW PEPOG TOV KADE «legon
amoTeENOVVY KAt AUTEG YLat TOV KAAALTEX VI

Ta poOpLa mov ouvBETovY Eva avTikeiftevo,

70 o7oi0 KatahapPdvel Evay CLYKEKPLHEVO
xwpo. Ta koppdtia «lego» amd xapti, Ta omoia
xTilet oav audi, Bupifovv emiong ta TovPAa

1 TG TTETPEG TIOV XPTOLUOTIOLOVVTAL YLaL TN
Snuovpyia mapteprwy oe knmovg. Tevikdtepa
1 Bepatoloyia tov, Tov avtheitat amod
@OOT, AvacVpeL PVIHEG TNG TTASIKNG TOV
nAwiag, kabwg peydhwoe oty enapyia, oe
éva omitt pe knmo. T tov Ianadomovlo, n
anovoio YAwpidag 0to aotikd Tomio anoteAel
TOV Xapévo eniyelo TapadeLoo, (ag Kat o
avBpwmog eivan dppnkta Sepévog pe

QUOT- AKOUA KAl KATTOLOG IOV €XEL HEYAAWOEL
o€ a0TIKO TEPBAANOV, OTAV OVELPOTIOAEL
Katagevyel 0N QUoT, Letl oe pia kakvBa péoa
otV kapdid Tov Sdoovg.

O HAiag amanAtdkng Snutovpyet Tovg
TIVAKEG TOV Ao WTOYpAPiES, TIG OTTOlEG
OHwG PPIOKEL GTOV EVTLTIO KAt NAEKTPOVIKO
tomo. Ta épya Homemade xat Medusa
avrkovv o1 oetpd The Book of Silence (2014-
15), n omoia TpayHATEVETAL TNV £VVOLa
NG AMWAELAG. ZUYKEKPIUEVA 0TOVG VO
nivakeg eoTLalel, Lovpapet 0To KeQAAL EVOG
OKVAOV TIOV KeiTETAL VEKPOG artd SnAntiipLo
070 dtwpa gvog Swpatiov, kat og éva
acWHATo avOpdTIVO KEQAAL IOV KeiTeTal
otv dogahto. Kat otig Svo mepimtwoelg
ATOKAAVTITEL TO AVEAENTO TIPOOWTIO TNG
Kotvwviag, Tov 8&vato, Tov @ovo mov propei
va Adfet o0 0TOV ISIWTIKO Kat Snpdcto
xwpo. Ta épya emKovwvoHy petad Tovg
SNUOVPYWVTAG EVa XWPO GLWTITG, TPOUOV
kat Spapatog. O HamanAuaxng, taporo mov
éxelL otpagel pog ™ {wypagkn, atcBdavetat
ot Sev eivat {wypdgog 10Tt aToXEVEL
ot Snpovpyia epBAAOVTWY, EVD OTIG
ATOIKEG TOL ekBéaelg o Beatrg umopel
va avtiAneBei 6Tt ta {wypagika Tov épya
ouvopAoDY petad Tovg kat ouuPailovy

ot Snpovpyia evog Xwpov agriynong.



IMoTedel 6Tt and o 190 awwva 0 poAog Tng
{wypagikrig Sev eivau A éov o idtog, pia Béon
nov vrootnpifovv kat o Douglas Crimp, o
Yve-Alain Bois kat o Arthur C. Danto, kaBag
1 BropnxavoToinon mpokdAese akodpa Kot To
«Bavatd» e Ta avtd o Adyo meplopiletan
O€ UKPEG ETUPAVELEG YLa VaL eTKeVTPpwOel
oe Aemtopépeteg, Sivovtag Tnv aicdnon
otov Beatr| 6Tt avtd ov PAémet Sev eivan To
KUpLo B€pa Tov aAld povo €va iXvog evog
Spapatog mov ovpPaivet otny kowvwvia. H
anoTOTWOoN Kt anodoon Tng Piag oe éva
HKkpo KapPd, evog SpAHATOG TTOV «ATQUKTIAN
péoa oe avtd, ekppdlet pia évrovn
E0WTEPLKT| Kaw Tvevpatikn Stepyacia yla
TOV KAAALTEX VI HE OKOTIO VAL AVALOXAEVTEL
BaBvtepa ovvaroBnpata oto Beatn, wote
va avalOYLOTEL 1) GXE0T] TOV [E TOV EAVTO
TOV KL TO LOTOPLKO KAl KOLVWVIKOTIOMTIKO
mhaioto mov (el

ZKNVEG Kal OTLYHEG ATIO TIG OTPATIWTIKEG
TapeAdoeLg TG 251G Maptiov kat Tng 28ng
Oxtwppiov kataypdpovtat oTa KOAAS Kat To
nxnTKo Pivreo g Nivog Iommd, Ta onoia
avijkovv oTtnv evotnta 2013. To VAKO TG
TIPOEPXETAL ATIO TOV «PAVTAGLAKO XWPO»
tov YouTube, 6nwg to amokaei 1 idia. Ta
KoA&C eivat pia ovvBeon tprwv Stadoxikwy
OKNVWY and pia PvTeooKomnUEVN
napélaon. Ot oknvég Ppiokovtat og
OXETIKA [OT] XPOVIKN AmoOoTaoT 1 piat amd
™v &AAn, pe anotéAeopa 1 TeAkn etkova
va katakeppatiCetat kat va Snuovpyeita
évag aApog mov Sivet tny aioBnon
avolokAnpwtng kiviong. H eikaotikog
Koppatiaet Ty ekdva Tov AoTIKOD XWPOoL
oav va PAémet Bpadopatd g, ovvBétovtag
pia véa TPy LATIKOTNTA, TAPATIONUEVT,
péoa otV omoia Opws o Beatng avakalvmTel
Yvwpipa onpeia kot otolgela g TOAnG.
To nxntikd apyeio éxet An@Oet amo Pivreo
nov Bpébnie oto StadikTvo, To omoio otV
TPWTOTUTIN LOPPT} TOL SeiXVEL CTPATIWTEG
Va TAPEAAVVOVV HEGTA GTOVG SPOHOVG TNG
TOANG. ApatpwvTag Tny ekova, n Hanmd
emkevTpveTat otnv evlovotwdn kat
Suvatn gwvn piag NAIKIWHEVNG Kupiag, Tov

ek@palet Tov Bavpacod g oTo TPOCWTO
TWV OTPATIWTOV KAL TWV TOOAASWY, e ia
oxedov epwtikr Stabeon. Méow tov rxov, o
Beatrig mpookaleitat va gavtaoTel T oKnvN
Kat TIG avTIOpAcelg Tov KOOHOL He TO SIKO Tov
TpoT0. [l KATOL0VG TIOALTEG, pia TTapEAAOT)

pe ta oVUPoda oL epmePLEXEL, aOTENEL piat
gavtaotakr| {ovn péoa oTny mpaypaTkoTTa
™G TOANG, KaBwg avTh petapgteletal kat
avakataokevdletat. Opiopévot éht Exovv
NV avaykn va vy arofavaticovv kat va
TNV HOLPACTOVV e AANOVG XPTiOTEG TOL
StadikTVOoV, GAAAOV EVaL XWPO [N TIPAYUATIKO.

Towg yla oplopévoug o xwpog tov YouTube

ebvat Yuxkd avavewTikog, Kal xwpig va
aAAalovv guotkn Béon pmopovv amhd va
npoPdrhovv Tig akieg Tovg, va alkafovv

TN PVOT) KAl TO XAPAKTHPA TOVG KAl val
TpowBNooLY (ia EKOVA TOV EAVTOV TOVG
SLaQOPETIKT ATd AVTHV TTOV €XOLY OTNV
kavoviki) Tovg (wn.'® To nyntko Pivteo, 6Twg
Kat To avBevTikd, SLaKOTTETAL ATOTOHA ATO
évay SLamANKTIOUO. ZTov Kavyd akovyovTtal
oL SuvaTég PVES SLapopwy atdpwy kabwg
emtifevtal oe pio AAAN Qwvr Tov enédete va
TapaoTel 0TV Tapélaon yia va tpoBailet
Stagopetikn otdon. To amotéheopa eivat
KWUKO Kal yVOPLHO 08 OAOVG pag.

O Zagog Eayopdapng avantbooel Tov
Stéhoyo petaky dvo xwpwv ato épyo Floating
Town with Underground Bells (2003): pia
QAVTAOTIKY TIOAN aLwpelTaL, v oTa EyKata
NG YNG VTAPXOLY KAWTIAVEG Kat 1) kabepid
napakolovBel Tov endvw KOOHO He To Sk
™G meptokomo. Ty 1déa pe ta meplokoma
ovvavtdye kat oe AAAa €pya Tov and Ta TEAN
Tov 1990, evw o€ oplopéva xpnotomnotel
aAnBwd meplokomnia, Omwg oty 1n Mrmevade
™m¢ Oecoalovikng to 2007, dmov eixe
tomoBeTnoet éva €§w amo Tig PUAAKEG

B

“Douglas Crimp, “The End of Painting,” October, no.
16, Spring 1981, 69-86-Yve-Alain Bois, “Painting the Task
of Mourning,” Painting as Model, MIT Press, Kéwmpitd,
Maoayovaétn kat Aovdivo, 1990- Arthur C. Danto, After
the End of Art, Princeton University Press, IIpivotov, Néa
Yepoén, 1997.

15Bachelard, 231.

10dmY 103DIODIAD D

Entanvpyiov, pe To omoio ot emiokénteg
pmopovoay va Sovv 6To EGWTEPLKO TOVG,
ondovtag £ToL Ta OpLa TOL HETa Kot TOV
¢€w, TOL 8LWTIKOD Kat TOL SNUOTLOL XWPOU.
Emiong €xet xpnoLHLOTIOLTEL KAl TIPAYUATIKEG
KAUTIAVEG 0€ TIOANEG EYKATAGTACELG TOV O
Sagopeg xwpeg. O 110G Tovg Kakel Tovg
TUOTOVG OTNY EKKANOia, avayyéhet Eva
xappoovvo 1 O\ Pepd yeyovag, Aettovpyel
WG oLVAYEPHOG, AN TaVTOXpOVA HTopEL
va Snpuovpynoet évav xwpo, xapalovtag
yta tapddetypo T Opta evOg Xwplo 1 piag
evopiag péoa oty TOAN. ZT0 GUYKEKPEVO
épyo Tov Eayopdpn, e avaPopEg OTIG
TPWTEG ELKOVEG TOV ECWTEPLIKOD THG YNNG TTOV
Bpiokovpe oto PipAio Mundus Subterraneus
(1664) tov yeppavov Isovitn otoxaotn
Athanasious Kircher, n §6vnon g kd0e
Kapmavag, cav pio Qappévn totopia 1) évag
OeLOpOG TIoL épyeTat amod ta Pdbn g yng
1 a1 TOV KOOUO TWV VEKPWY, pag Sivel Tnv
evtinwon ott Snpovpyet pia Por 1} Evay
YiBupo péoa oTnVv mOAN, TpoKael TNV
awbpnor| e, evw optobetel kat StapopPwvet
Tov S1ko NG NNtk xwpo. O 1xog
BuBiopévog otn yn eival oav Ta kpLPA dvetpa
Kkat g embupieg mov Ppiokovrat Bappéva
OTNV YuX1 HAG, Ta OTTOLA OPWG KATIOL OTLYHT|
Bpiokovv SiE€odo péow Tov mepLoKOTiov Kat
Tpaypatonotovvtal, ovvEtovtag To Stkd
TOVG XWPO OTNV TpaypatikdTnTa.'’
K\eivovtag Ba 18eka va toviow ot
ot KaAAtéxveg katopBdvouv va pag
neicovv OTt TpdBeat] Tovg dev eivat Lovo
Va KATAVOT|OOVE TO £py0 TOVG AAAG va
T(POOEYYIOOVLE TOV YUXLOHO KAl TN LoTLd
Tovg 6ToV KOopo. Na Sovue tnv alnBeta
Tovg, Tov ovugwva pe tov Heidegger, 1)
Tpan TG ékPpactg TG pHéoa amo pa Hoper
TéXVNG Bewpeitat moinoig.'® Eniong péoa amod
TG GL{TAOELS Hag, TV TIPOTEYYLOT] TOVG OTA

"Bachelard, 27.

“"Martin Heidegger, Poetry, Language, Thought,
Harper Perennia, Néa Yopkn, 2001, 35. Ek§60nke apytid
amno Tig ekdooelg Harper & Row, Néa Yopkn, 1971.

“Jean Lescure, Lapicque, Galanis, ITapiot, 1956, 123.

OVYKeEKPIUEVA £pya aAAd Kat 0T CUVOALKN
Sovleld TOVG, TOL ATTOTENEL TOV TIPOCWTIKO
TOUG PAVTACLAKO XWPO,TO KATAPVYLO

TOVG yiveTat avTIANTTo auTo TTov gboTOXA
vrootnpilet o montrg Jean Lescure, 6Tt «0
KaAArTéxvng Sev Snpovpyet omwg Cet, Ce
onwg Snuovpyei».?

Trpatig Havradig



Mavvng BapeAag 10 Jannis Varelas

New Flags for A New
Country / Destroying
Elvis, 2016

OTLYHLOTUTIO TIEPPOPHAVG
otn XTETH Ipaupdtwy
kat Texvawv tov
Idpvparog Qvaon

© Tiavvng Bapelag
Evyevun Iapayxwpnon
ykahept The Breeder,
AbBnva

New Flags for A New
Country / Destroying
Elvis, 2016

detail of performance
at STEGI, The Onassis
Cultural Centre

© Jannis Varelas
Courtesy The Breeder
Gallery, Athens




EAévn Aupa

12

Ayxdbi, 2001-17
(Aemtopépela)
ep@oppave, yngtaxn
EKTUTIWOT) O€ XapTi Kal
VQaopa, peTaANKr
kopvila, kat EONo
Ataotaoelg petaPAntég

Thorn, 2001-17 (detail)
Performance, digital
printing on paper and
cloth, metal frame
and wood
Dimensions variable

Eleni Lyra

13
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Efsevia Mihailidou

14

EuoeBia MixanAidou

17

o0, 2016
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X, 2016-17

Parado

Mixed technique with
salt and moss
Photograph by Mary

240X90X50 cm
Fakitsa



Zdagpog Zayopdpng 16 Zafos Xagoraris 17

Floating Town with
Underground Bells, 2003
Ydarodtahvta xpwpata
og XapTi

100X140 K.

Floating Town with
Underground Bells, 2003
Water based colors

on paper

100X140 cm




Nikog Manadénoulog 18 Nikos Papadopoulos 19

AtitAo, 2017
MOoAOPt kat pekavt
oe xapTi

67X 90 EK.

Untitled, 2017
Pencil and ink on paper
67X90 cm




HAiag MananAidakng

Medusa, 2014-15
A4St og kapPa
20X18 €K.

Medusa, 2014-15
Oil on canvas
20x18 cm

20

llias Papailiakis

21



Péva NMNanaonupou

22

Eixoves oty Ay

- 00nyies av&yvwor,
2007-16

AmoTotylon kot
mpoodnKkn pe xpopa
228X110 EK.

Dwrt. EXév Avpa

Images Through Matter

- Reading Instructions,
2007-16

Detached wall surface,
intervention in color

228 X110 cm

Photograph by Eleni Lyra

Rena Papaspyrou

23



Niva MNanna 24 Nina Pappa 25

Hapédaon ap. VIL, 2012-13
Koha( oe xapti
212,5X 43 €K.

Parade no. VII, 2012-13
Collage on paper
212.5X43 cm




Avdpéag IaBBa 26

Construction and
Connections, 2016
EbMo, kat vipa
Alaotaoelg petaPAntég

Construction and
Connections, 2016
Wood and cord
Dimensions variable

Andreas Savva

27



MavreAng Xavdpng 28 Pantelis Chandris 29

M oTryun) Timota, 2014
Bivteo, 53 devtepdAenta

A Moment of Nothing, 2014
Video, 53 seconds




Imaginary Spaces

In the exhibition Imaginary Spaces, viewers
are invited to enter the world of the artist and
to realize that the image or the environment
created is not a pure alternative to reality
captured by our senses, as Gaston Bachelard
argues in his book The Poetics of Space
(1957). We should not perceive the artwork
as an object or a substitute of an object, but
experience it as a unique reality, a space of
the artist’s imagination. Hence each work

or created environment is a personal space
possessed and guarded by its creator, formed
through his or her imagination, charming and
positive in its entirety. It is the space in which
part of the artist’s psyche lives.!

The poetic image created by the artist is
not the result of memory and experience, but
the sudden expression of his or her psyche at
a given moment. It is an impulse and not an
echo of the past, and as Bachelard argues “by
the brilliance of any image, the distant past
resounds with echoes,” through which the
poetic image expresses the being.? By turning
to imagination - a zone of loneliness and at
the same time of connection to the world,
where daydreaming becomes reality - the
artist (and by extension each one of us) moves
away from the past and the present, faces the
future and discovers his or her own path in
the chaos of the world.

In the work of Pantelis Chandris, Eleni
Lyra, Efsevia Mihailidou, Nikos Papadopoulos,
Ilias Papailiakis, Rena Papaspyrou, Nina
Pappa, Andreas Savva, Jannis Varelas and
Zafos Xagoraris, viewers discover the
symbolic meaning of the works especially
if they experience and confront them as a
unique reality, a distinctive imaginary space.
Each artist has developed his or her own
visual language, expressed through the use
of different mediums and materials, which
extends the limits of illusion and reality, while
the images produced seem very familiar.

The concept of the exhibition sprang
from a quote from the Poetics of Space, which
Papaspyrou uses to describe her series of
works called Constellations (2002-05). As
with many artists from the end of the 1960s
onwards, the surrounding space plays a
central role for the formation of her works.
In their effort to break free from the canvas,
they create environments, which are often
based on the specific space, in which they are
exhibited. Since the early 1970s, Papaspyrou
has been concentrating on elements and
materials from urban settings, on which she
initially accentuates changes and damages of
the surface due to use or deterioration. Her
series of work Episodes in Matter (1974-81)
follow this model. In 1979, Papaspyrou did
her first detachment of wall surfaces from
a facade of a house in the presence of the
public in 7 Stilponos Street, Pagrati, Athens;
an innovative work and action later exhibited
at the gallery Desmos. Since 1981 she has
been retouching and ‘highlighting’ with ink
and color these ‘episodes, producing in this
way imaginary and suggestive images. Her
new work Images through matter - reading
instructions (2007-16), which consists of
two pieces, started ten years ago with the
detachment of elements from the surface
of a red wall in an outdoors parking space
in Frantzis Street, Neos Cosmos, Athens.
Acting as an archaeologist, she detaches a
contemporary ‘mural painting’ by removing
the elements and the material that compose
the surface and the layers underneath. Then
she intervenes with color in the smaller
surface by creating simple images with ink,
which emerge from the existing patterns
of the wall. This surface also operates as a
‘manual’ for the ‘readers’ (viewers), who are
prompted to discover and imagine on their

'Gaston Bachelard, The Poetics of Space, translated in
Greek by Eleni Veltsou & Ioanna D. Hadjinicoli, Athens:
Vasdekis Publications, 1982, 25. Published originally by
Presses Universitaires de France, 1957.

’Ibid., 6.

30

own new images and shapes that arise from
the larger one. This activity provides them
with the joy of creation, the opportunity to
become carriers of images and give another
dimension to the urban setting (which has
been partially brought to the exhibition
space). This process of participation in the joy
of creation is for Henri Bergson the point of
creation and free expression that gives man
the power for life.?

Jannis Varelas has drawn automatically
and instinctively with chalk hermaphrodite
images, first created in the series
Karikomoontes in 2003, on blackboards, an
installation produced especially for the House
of Cyprus. The created space/environment
makes references to his childhood bedroom,
where his imagination and creativity first
manifested, when his mother narrated stories
while he drew figures on the walls of his
bedroom, which were made of blackboard.
According to Bachelard, the entire house is
our first universe and shelter where we can
calmly fantasize and where our memories
are protected; often daydreaming takes
us back to memories of our old houses.*
Similarly Varelas ‘returns’ to the bedroom
of his childhood to draw on blackboards
delicate and vulnerable figures with chalk,

a fragile medium. These figures can be
easily erased at any moment, just as our
feminine or masculine side can either
deteriorate or dominate or even, according
to Carl Jung, through the identification of
these sides a conscious process of accepting
them can be initiated for every individual,
leading hopefully to the harmony of these
opposite natures, and consequently to self-
development.®

In the work Thorn, borrowing the
dramatic and theatric aspect of the Baroque,

3 Henri Bergson, L'Energie spirituelle, Paris: F. Alcan,
1919, 23.

‘Bachelard, 33.

® Carl G. Jung, The Archetypes and the Collective
Unconscious, London: Routledge, 1968.

Eleni Lyra is isolated in a ‘shelter; an 31
imaginary ‘room’ that she has built around
her body in the corner of the exhibition space.
At first, viewers come across a wall where

a golden frame is hanging, in which they
encounter the artist herself, wearing a long
yellow dress, a thorn-patterned ‘vestment;,
similar to the patterns found on the yellow
wallpaper covering the interior space of the
installation. The frame centers on her hands
with which the artist creates and brings to

life her works and with which each one of us
discovers, touches and senses the world from
infancy to death. The work oscillates between
the inside and the outside. On the one hand,
Lyra hides in the corner with her ostensibly
beautiful but sharp thorns, which, according
to the Christian tradition, are associated

with emotional and physical pain, while the
cold yellow color of the dress and wallpaper
refers to the golden background of Byzantine
painting, suspending the perspective of
depth, thus illustrating the two-dimensional
matter to reveal its immaterial substance, and
consequently enabling the artist to bring light
to the essence and meaning of her life. On the
other hand, like a protagonist of Michelangelo
Merisi da Caravaggio’s paintings,® she
breathes inside her ‘canvas’ in an effort to
break herself free and leave behind the thorns
that bleed and haunt her psyche, by keeping

a ‘window’ open to those around her. In this
sealed corner, as a daydreamer, she stays
alone, awaits, ponders life, her course and
death, and maybe, at some point, she might
be able to escape and abandon her personal
self-contained space to vanish in the open
world, the universe, and discover the inner
being/essence.

In Andreas Savvas installation Field,
personal objects, escorts of memory including
sociopolitical dimensions are trapped or kept
in a fragile structure, made from wooden
sticks and supported by the knitting of thread.
The knitting is continuous, without being
interrupted by knots that would keep the
wooden parts together. The main materials,



thread and wood, are equally important,
similar to the organs of a living organism or
the members of a society, which collaborate
and depend on each other in order to
function properly: the string ties together
the pieces of wood and creates the structure,
which then supports the development of the
thread web. Each of Savva’s webs is created
in situ, born inside the specific exhibition
space (indoors or outdoors), which becomes
his studio. The web created for the House

of Cyprus grows gradually and expands as

a field in the space, embracing and trapping
objects in its passage, which, even though
they are suspended, at the same time form

a path in the complex knitting. It could also
be considered a labyrinth, a notion that
describes the continuum, which, according to
the Baroque German philosopher Gottfried
Leibniz (1646-1716), “is shaped like the
interior of a body and imprisons the body that
risks getting lost within it forever.”” Similarly
in the work of Savva, the viewers are moving
with their gaze and imagination inside the
body, the experiences and the thoughts of
the artist, with the possibility of becoming
imprisoned in his artistic ‘chaos.

In the video A Moment of Nothing (2014),
Pantelis Chandris captures the moment
when existence becomes suspended in the
vastness of nature, the creator of all things,
by presenting a deer frozen on a leap,
immobilized by a light that blinds it in the
darkness of the night. It could be stuffed or
dead, like in a vanitas painting, while the
surrounding nature continues to move and
live without it. This view of the vastness
of the universe and the capturing of the
moment of transition from life to death
expresses the specific emotional state of the
artist, placing him outside the immediate
world and transferring him to an imaginary
one “that bears the mark of infinity”® The
question of existence continues with the work
Exuvia (2014), which consists of the exuvia
of a deer suspended by the artist. Exuvia is
known to be the skin of reptiles, insects and

malacostraca; during moulting, part of the old

exoskeleton dissolves from within and is used
to make the new one. In the case of Chandris’
artwork, the ‘exuvia’ consists of mylar sheet,

a thin, soft, gold and silver material, able to
absorb and reflect the light, which is used

for the manufacturing of survival blankets.
The artist, like an alchemist, is producing the
philosopher’s stone by transforming basic
metals into gold (mylar sheet), a process
which according to Jung symbolizes the inner
and spiritual transformation and actualization
of the being.’ Like nature, the alchemist does
not create anything new, he simply acts upon
the purpose of existence and evolution. The
sculpture is hollow, perhaps because Chandris
wants to emphasize that within it the spirit
and imagination can reside and develop,
protected from the outside world, which,
according to the artist, is characterized by a
lack of imaginative and poetic thought, which
is considered outdated.'’ Or could it also refer
to the moment the being abandons the exuvia
and is found between the earthly and celestial
topology?

By incorporating natural and organic
materials, Efsevia Mihailidou creates forms
resembling nuts, nests, nooks, caves, wombs,
fossils and generally archetypes found in
nature. Her aim is not to address historical
and sociopolitical events, but by recalling
the archetype, she concentrates on issues
of existence: transformation, denaturation
and purification of the spirit. In particular,

®Frank Stella argues that in Caravaggio’s paintings,
the models are not just posing but instead they become
performers in a “living theatre” Frank Stella, Working
Space, Cambridge, Massachusetts & London: Harvard
University Press, 1986, 41.

"Mieke Bal, Quoting Caravaggio, Chicago & London:
The University of Chicago Press,1999, 129.

$Bachelard, 208.

° Carl Gustav Jung, Psychology and Alchemy,
translated by R.EC. Hull, London: Routledge, 1968.

Pantelis Chandris, interview (video) by eAculture.
gr, regarding his solo exhibition Man is An Island at
a.antonopoulou.art (2-30 November, 2010), http://www.
elculture.gr/blog/elctv/xandris-pantelis/
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her sculptural piece Paradox (2017) refers

to mysteries and unpredictable events that
could occur at any moment in nature, art and
life. The work is made of salt, which is the
foundation of everything for the alchemists,
and whose white color is associated with
purity and catharsis of the psyche; and of
moss, which retains moisture and preserves
the life of the plants around it, and which

for the artist is related to the death of nature
in winter and its resurrection in spring. The
work resembles a trunk washed up by the sea,
a fossil whose exterior has been damaged by
the salt, and over time has dissipated its form,
while giving the impression that new parts
will sprout through the moss (decaying and
birth). Near the center of the work, there is a
nook that resembles a womb, the environment
where life is born, or a tree trunk or even a
cave where man can feel the primordial forces
of nature, protect or escape himself, penetrate
his inner being, contemplate the evolution of
existence and dream."" In primitive times man
could merge with nature through his contact
with religion, myth and magic, and transform
into plant, tree and animal. This ability to
unite with nature shielded and protected him
with a spiritual armor from the surrounding
hostile environment, unlike today’s reality,
where man is pressured and lonely and
struggles to find outlets of joy and spiritual
elevation.'” By turning to an imaginary

space of archetypes, Mihailidou does not
copy or imitate nature, but instead finds a
connection through the process of creating
art, which, according to the artist, is a ritual of
purification and spiritual elevation and acts as
a shield protecting her from the ‘diseases’ of
our times.

Nature also plays an important part in the
art of Nikos Papadopoulos, who is involved
in the artistic actions of the ‘Filipappou
Group’ since 2001. In his series of drawings,

Bachelard, 101-116.
"*Sigfried Giedion, The Eternal Present: The Begin-
nings of Art, New York: Bollingen Foundation, 1957, 80.

the point of departure is a beautiful day, a
happy moment: a picnic with his family and
friends at the Filopappou Hill, reminding us
of the scene from Edouard Manet’s Luncheon
on the Grass (1863). Using a photograph that
captures the moment as his basis, the artist
retouches it at the computer and does his own
interventions. By following the technique

of pointillism using pencil or ink, the dot
replaces that of the photographic film or

the digital pixel; however, by leaving blank
areas in the drawing, the artist dismantles

the scene allowing viewers to ‘complete’ it
with their imagination. The dots function as
molecules or particles that take shapes and
forms in different combinations and attain
material substance and space. The artist
avoids using colors because they impress

the viewers and distract their concentration
from the detection of intermediate spaces,
whose depiction is better achieved with the
contrast of gray and black on white paper.
Through the contrast of light and darkness
(white-black/gray) he manages to create the
illusion of depth, and at the same time the
intermediate spaces together with the viewer’s
movement, which is guided by the image,
automatically enliven the work. Beyond

the intermediate spaces, the viewer moves
between the drawing and the installation,
made of lego-shaped white and gray pieces
of paper, whose composition refers to the
checkered tablecloth of the drawing, offering
its three-dimensional expression on the floor.
The artist also considers the dots on top of
each ‘lego’ as particles that make up an object,
which occupies a particular space. The ‘lego’
pieces made of paper, which he builds like a
child, also recall the bricks or stones used for
the creation of flowerbeds in gardens. Overall
his nature-inspired theme evokes memories
of his childhood, as he grew up in a garden
house in the province. For Papadopoulos, the
absence of flora from the urban landscape
signifies the lost earthly paradise, since man
is strongly connected to nature; even people
who have grown up in an urban environment,
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when daydreaming, find sanctuary in nature,
in a cabin at the heart of a forest."

Ilias Papailiakis creates paintings from
photographs found in the printed and elec-
tronic press. His works Home made and Me-
dusa are part of the series The Book of Silence
(2014-15), which deals with the subject of
loss. Particularly, in both paintings, he focuses
and zooms on the head of a dog, which, dead
from poison, lies on the floor of a room, and
on a bodiless head lying on the asphalt. In
both cases, he brings to the surface the merci-
less side of society, the death and murder that
can take place in private and public space. The
works converse with one another and as a re-
sult create a space of silence, horror and dra-
ma. Although Papailiakis has turned to paint-
ing, he does not consider himself a painter,
because his aim is the creation of environ-
ments, and especially in his one-man shows,
viewers become aware that his painterly
works open a dialogue with one another and
produce a narrative space. He believes that the
role of painting fundamentally changed since
the 19 century, as industrialization brought
about the ‘death’ of painting -a belief shared
also by Douglas Crimp, Yve-Alain Bois and
Arthur C. Danto." For this reason, he restricts
himself to working on small surfaces so as to
concentrate on details, giving the impression
to viewers that what they look at is not the
main subject, but instead a trace of a drama
that takes place in society. The imprinting
and rendering of violence on a small canvas, a
tragedy so intense that ‘suffocates’ within the
restricted dimensions of the work, expresses
an intense inner spiritual process for the artist
in order to rake up deep emotions in viewers,
so as to reflect upon their relationship with
themselves and their historical and sociopo-
litical environment.

Scenes of the military parades of the
national anniversary of the 25" of March
1821 and of the 28" of October 1940 are
documented in the collages and video
work of Nina Pappa, which are part of her
series 2013. Her material comes from the

‘imaginary space’ of YouTube, as the artist
calls it. The collages are a synthesis of three
consecutive scenes taken from a videotaped
parade. The scenes are at a relatively equal
distance from each other, resulting in

the fragmentation of the final image and
creating a vibe that gives the impression of
an incomplete movement. The artist shatters
the image of the urban space, as if looking

at fragments, and composes a new, altered
reality, in which the viewer discovers familiar
spots and elements of the city. The audio

file has been retrieved from a video found

on the internet, which in its original form
shows soldiers parading through the streets
of the city. By removing the image, Pappa
focuses on the loud and enthusiastic voice

of an elderly woman, who expresses her
admiration for the soldiers and the Tsolias
(guards of the presidential Mansion and the
Tomb of the Unknown Soldier), with an
almost erotic disposition. Through the sound,
viewers are invited to imagine the scene and
people’s reactions in their own way. For many
citizens, a parade, with the symbols it carries,
can be an imaginary zone within the reality
of the city, as the city is transformed and
reconstructed. Some of them might feel the
need to immortalize it and share it with other
internet users in another non-real space. For
certain people, YouTube can be emotionally
invigorating and stimulating, and without
changing physical position they can change
their nature and personality and promote
their values and an image different from the
real one."” The audio piece, like the original
video, is suddenly disrupted by a brawl. Loud
voices of different people are heard as they
attack another voice that chose to be present

“Bachelard, 58-59.

“Douglas Crimp, “The End of Painting,” October,
no. 16, Spring 1981, 69-86; Yve-Alain Bois, “Painting
the Task of Mourning,” Painting as Model, Cambridge,
Massachusetts & London: MIT Press, 1990; Arthur
C. Danto, After the End of Art, Princeton, New Jersey:
Princeton University Press, 1997.

5Bachelard, 231.
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at the parade, only to express a different view.
The final outcome is amusing and familiar to
all.

Zafos Xagoraris develops a dialogue
between two spaces in his work FloatingTown
with Underground Bells (2003): an imaginary
city is floating while there are bells in the
bowels of the earth, each one monitoring the
upper world with its periscope. We can find
the concept of the periscopes in other works
of his from the end of the 1990s; in a number
of them, he incorporates real periscopes, such
as at the work presented at the 1* Thessaloniki
Biennial in 2007, where he had one installed
outside the Heptapyrgion prison. Through it,
visitors could look inside the prison, breaking
the limits between indoors and outdoors,
between private and public space. Moreover,
the artist has used real bells in many of his
installations in different countries. Their
sound invites believers to the church,
announces a happy or a sad event, and acts as
an alert, and at the same time it can create a
particular space, for instance by marking the
boundaries of a village, or a parish within the
city. In this specific work, which references
the first images of the interior of the earth
found in the book Mundus Subterraneus
(1664) by the German Jesuit thinker
Athanasious Kircher, each bell’s vibration
— like a buried story or an earthquake coming
to the surface from the depths of the earth or
the world of the dead - gives the impression
of creating a roar or a whisper, leading to the
suspending of the city, while each bell defines
and creates its own sound space. The sound
immersed in the earth resembles the hidden
dreams and desires buried in our soul, which
find their way out through the periscope,
defining their own space in reality.'®

In conclusion, I would like to note that
the artists manage to convince us that their

"*Bachelard, 27.

17 Martin Heidegger, Poetry, Language, Thought, New
York: Harper Perennia, 2001, 35. Originally published by
Harper & Row, New York, 1971.

'8 Jean Lescure, Lapicque, Paris: Galanis, 1956, 123.

intention is not only for us to understand
their work, but also to approach their psyche
and the way they perceive the world. They
allow us to see their truth, which, according
to Heidegger, when expressed through any
medium of art, is called poiesis.'” Through our
conversations, their approach to the specific
pieces, but also to their overall work, which
consists of their personal imaginary space,
their sanctuary, becomes evident what the
poet Jean Lescure argued: “an artist does not
create the way he lives, he lives the way he

creates!

Stratis Pantazis
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