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To ZriTi TNG KUTTpou, To Mop@wTikd KEvTpo TnG
MpeoBeiag Tng Kutrpiakig Anuokpartiog oTnv
ABrva, cuveyilovtag Tnv TTopEia Tou oTo OUY-
XPOVO TTONITIOTIKO Pag YiyveaBal TTapouaiadel
TNV atopikr ékBeon Tng Pévag Matmaotrupou
«KAipakeg» o€ emipéAeia TOU IGTOPIKOU TEXVNG
Xpiotégpopou Mapivou.

H Péva Mamaotipou, kataglwpévn KAANITEXVIG,
OuOTIUN KaBnyATPIa TG AvWTatng XX0Ang Ka-
Awv Texvwy, Pe pakpd Kal SOKIUN TTOPEia aTO
€IKAOTIKO YiyveaBal, TpayuaTeUeTal O€ QUTH TN
ogIpd £pywv 10 BEPa TNG KAipAKag, Twv ava-
BaBpwyv, atré TNV apxaIdTNTA £WG TIG HEPEG HOG.
‘Exovtag aoxoAn6ei ye Tov aoTIKO Kal TTOINTIKO
XWPOo atd TIG apXES Tng dekaeTiag Tou ‘70, n
Péva Matraotupou emixelpei o€ auth TNG TNV
£€KBeON va yeQUPWOEel (wyPaPIKA TO YRIVO HE TO
oupdvio cUPTTaV.

EuxapioTieg opeilovtal otnv A.E. Tov lMpéafn
NG Kutrpiakng Anuokpariag k. Kupidko Kevefé-
{0 y1a TO YVAGI0 EVOIOQEPOV KAl TNV EUTTIOTOCUVN
Tou, aTIg MoAImioTIKEG YTTnpeoieg Tou YTToup-
yeiou Maideiag kai MoAmaopou g Kutrpiakrg
Anpokpartiag yia TNV adIGAEITTTN UTTOOTHPIEN
kal oTnv Etaipgia Pidhwv Tou KutrpiakoU MoAl-
TIoTIKOU Kévtpou «To it Tng KUTtTpou» yia Tn

OUVEXN Kal auépioTn aThPIEN TNG.

EuxapioTtieg Bepuég ameubuvw 1Tpog TN Péva
MoatraoTTipou yia TV KaTdBeon TNG TTOAUETTITTE-
ong, YeudTng duvapn Kal euaiodnaoia EIKOOTIKAG
NG TTPOTACNG, OAAG Kal yIo TV EUTTIOTOOUVN
NG OTO £pYo TTou eTITEAEI TO ZTTiTI TNG KUTTpOu.
TéNog euxapioTw Tov XpioTégopo Mapivo yia
TN coBapdTnTa, TNV EMOTNPOCUVN Kal TRV EUAl-
oOnoia TTou eTTEdEICE OTNV ETTINENEIO TNG EKOE-
ong, oToIXEia TToU XapakTnpidouv 6An Tou Tnv
TTopEia.

Mapia Mavayidou
Mop@wTiK6G ZUuBouAog

The House of Cyprus, the Cultural and Educa-
tional Centre of the Republic of Cyprus in Ath-
ens, continues its course on our contemporary
cultural scene with “Staircases”, Rena Papaspy-
rou’s new solo exhibition, curated by art historian
Christoforos Marinos.

In this series of works Rena Papaspyrou, pro-
fessor emeritus of the Athens School of Fine
Arts and an accomplished artist with a long and
successful career in art, explores the subject
of stairs from antiquity to this day. Having dealt
with urban and poetic space since the early '70s,
in this exhibition Rena Papaspyrou attempts a
painterly bridging of the earthly and celestial
worlds.

Thanks are due to H.E. Mr Kyriakos Kenexezos,
Ambassador of the Republic of Cyprus in Ath-
ens, for his genuine interest and trust, to the
Cultural Services of the Ministry of Education
& Culture of Cyprus for their consistent support
and to the Society of Friends of “The House of
Cyprus” for its unstinting assistance.

| wish to express my warm thanks to Rena Pa-
paspyrou for the power and sensibility of her
multifaceted visual proposition as well as for her
trust in the work of the House of Cyprus, Finally, |
thank Christoforos Marinos for his sober, learned
and sensitive curation of the show—elements
which have characterised his entire career.

Maria Panayides
Educational Counsellor



610
Nu descendant un escalier, 1912
tov Marcel Duchamp”

MENTE IKAAEL

— pio oKGAQ GTEVT, Y10 TOV TTAV® OPOPO, OVALESH GE dVO TOTYOVG
GTOV OPYOLOAOYIKO YMDPO TNG Zovtopivig.

— pio oKAAC TOGO GTEVT TTOL GYEOOV LOALEL WEVTIKT GTO AVAKTOPO
tov ['aAéprov ot Oeccarovik.

— pio okaAa adéSio oyedlacpévn eite amd KaAoyepOoTaidt eite amd
EVIEADC ATAAOVTO KAAOYEPO, G’ EVal YEPHYPAPO TOV AvortEa Tuyaia
Kot 6T KAEQT ot Biprodnkn e Movrg ™ [Tdtpov — n okdAa tov
ayiov Iodavvn g Kipaxog.

— pia ok ot Adcia, 610 GEIGHO TOL “99 mov ykpeldTay oKoAl
oKoM kaBdg TV KaTéPovay TPEXOVTOG Lo YOVOIKA [LE TOV Y10 TNG.
— ot avapaduoi oto apyaio BEatpo Tov Apyoug TOV AVATTUGCOVTOL
TOV® GTO TPAVEG TOV AOPOL, OAAG Kot ot avafaduol 6to epdyua Tov
Mopabova.

AVTEG 01 OKAAEC, O KAluakes OTMG TIG OVOUALEL 0 XPpLoTOPOopOoc, opi-
Covv ko opilovtat amd TV Kivnon Tov avOpdTIVOU GOUATOG, TO UEYE-
00¢ tov, 11§ avdykeg Tov, Kot Tov Kabopilovy voype®mTIKEG SLOOPOLES
GTOV YMPO.

— MNUOLPYOVV YDPO AAAG TOLTOYPOVO SLOUOPPAOVOVTOL OO TN
HOPOY| TOV EOAPOVG.

— UoVV y1a kivouvo, Blacivn, oy, KOTOGTPOPT), 0AAL Kol
avAaTaoT Kol OVPAVIL. EVOALUOVID.

'V vt v €kBeon Eptiaca pio otk XoAlUd TpocOT®V IO
ocvvootilovtat cuvadpoicpéva oe avoPadong Kot oyedinca e Ko-
AOVTTOYOPTO TIG OIKEG OV QOVTOCIOKES avBaipeteg Kot adtdfoteg
SOPOUEG TAV® OTIG KMUOKEG TNG TOAVKATOKING OV TIG OTOIEC LETA
ATOKOAANGA.
Pévo MMomacmopov
Iavovdprog 2018

* Peinture Moderne, editions Skira, Lausanne 1953, c. 146.
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to the
Nu descendant un escalier, 1912,
by Marcel Duchamp®

FIVE STAIRCASES

— a narrow staircase to the upper floor between two walls in the
archaeological site of Santorini.

— a staircase so tight that looks almost phony in the Galerius palace
in Thessaloniki.

— a ladder inexpertly drawn, by either a novice or a talentless monk,
in a manuscript I opened at random, and covertly, in the library of
Patmos Monastery: the ladder of St John Climacus.

— a staircase at Liosia that collapsed step by step in the earthquake
of ’99 as a woman and her son were running down.

— the tiers in the ancient theatre of Argos that climb up the slope of
the hill, or those on the Marathon dam.

These stairs, or climaxes, as Christoforos calls them, define and are
defined by the motion of the human body, its size and its needs, and
impose obligatory routes in space.

— they create space at the same time as being shaped by the form
of the ground;

— they speak of danger, haste, flight, disaster but also of uplift and
celestial bliss;

For this show I made a visual Halima of individuals crammed on tiers,
and I drew on paper my own imaginary, arbitrary and impassable
routes along the stairs of my apartment block, which I then removed.

Rena Papaspyrou
January 2018

* Peinture Moderne, editions Skira, Lausanne 1953, p. 146.

5



Loxd) SnoAdy, 0d103g oIpXdY

StoiphXg Slprinig

Toall

T Tl 0 Sl
a0
s I - -y
h .

= A I' x 1H 1 .,_@ ,.I.J :-\_
- 1 - " B .
e e

i
=

ey ""."';'-\..
- e

o e e g g

o o i Bl oy ]

i s

S - i . "'h .

, :

- 5 -\.‘, Lo
[ ™ o

-
5

e -~ = . &

: - . E “iw ey

B Aamm s bk I T T T i T T
" i $ ; i 5 . ; S A

T : Xy - ; o et

L I'




Ixédio Tng Zwitoag Baddon
oTav ATAV TPIDV XPOVAV

Drawing by Zoe Valassi at the age of three

[nana] Apxaiodoyikdg xwpog Lavropivng
[kate] NahaioxpioTiaviké avakTopikeé cuykpoTnua,
Beooatovikn (potoypapio Kdotag Mpdmoyiov)

[do1]
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Drawing, 2015
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Ol KAIMAKEX

H okdAa 1Tou dpyxia va aveBaivw
atrodeIKvuoTav OTI ATAV TO PPOUPIO
€VOG €QIAATN TTOU OTNV OPXT| EKAVE
Ta PEAN POU EVTEAWG Bapid Kal
aduvapa, yia va pe gayeloel oTn
OUVEXEID KAl VO JE TTAPOAUOEL,

evw Aiya Bripata povo pe xwpidav
atrd 10 €TMOUPNTO KATWOAIL.
WALTER BeEnJAMIN'

H okdAa, wg B€pa ) potifo, atravrdral cuxva
otn dwypagikn. Xtn PulavTivl TEXVN TO TTIO
YVWoTS TTOPAdelyua gival N avatrapdoTacn Tng
KAiuakag Beiac avédou. Baoiletal oTnv aoknTIKA
mpayuaTeia Climax Paradisi Tou ociou lwavvou
Zivditou kal deixvel povayoug kail AdikoUg va
avépyovTal TIG TpIavTa Babuideg (cupBoAidouv
10GPIBUEG OPETEG) PIAG AVEPOOKAAOG TTOU 0ON-
yei atnv aykaAid Tou XpioTtoU. H mmaAaidtepn
owdopevn eikdva NG KAijuakag xpovoloyeital
oT0 TEAOG Tou 120U QIWVA KOl QUAGCTETAI OTNV
lepd Movn Ayiag Aikatepivng oto Opog Ziva.
MapdAAnAa, n atAr E0AIvn okdAa ep@avideTal
Kal o€ aTtreikovioelg Tng ATrokaBnAwaong. To ou-
YKEKPIPEVO BEPQ TTapapéVer I1IaITEPA ONUOPIAEG
otnv Avayévvnaon, JE Toug wypd@oug va Hag
divouv OAo Kal TTIO0 EKAETITUONEVEG EKOOXEG: N
OKGAa yiveTal TTAéOV avaTTOOTIAOTO OTOIXEIO TNG
OPAPATIKNAG OKNVAG KAl ATTOTUTTWVETAI PE TTOIKI-
AOUG TPOTTOUG, EVW OE OPICUEVEG TTEPITITWOEIG
TToAAaTTAaGCIAZeTal (BAETTOUME BUO 1) KAl TPEIG
OKGAeG va aTnpifovtal oTov aTaupo). QoTéaoo,
TNV TTI0 EVTUTTWOIOKK KAipaka oTnv Avayevvnol-
aKn T€Xvn &€V TN CUVAVTAPE OE KATTOIOV TTIVOKO
aAAG o€ éva avayAugo yAutrTo Tou Michelangelo
TO OTTOIO OMIAEVEl yUpw oTO 1491, éTaV ATAV WO-
AIg dekaeTTTd eTWV. Mpodkertal yia Tnv Madonna
della Scala, Trou BpiokeTal aTnv Casa Buonarroti
otn ®Awpevria.

Toug eTépevoug aiwveg o Rembrandt eival autdg
10U Ba pag dwaoel dUo eXwPIOTEG ATTOdOTEIG
NG OUPBOAIKAG Kal TTVEUPATIKAG dUvaUNG TG
OKAGAaG. H TTpwTn €ival n oTTeIpoEIdng ECWTEPIK
OKGAa oTov HIKPO TTivaka PiAdoogog o€ dia-
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Aoyiouo (1632) kai n deUtepn evroTTiCeTal TNV
ArmrokabnAwaon Tou 1634 (ava@epOUaoTE OTNV
€kdoxI TTouU avrkel aTn cuAloyr Tou Epuital),
OTTOU OX! i aAAG TECOEPIG OUVOAIKA OKAAEG
ouvOpduouv aTo va KaTéRel atmd Tov oTaupo
TO owpa Tou XpioToU. YTTApXOUV ETTIONG Kal
OPICPEVA OPAUATIKG £pYa KOANITEXVWYV TTOU TTE-
piAapBavouv 1o poTifo TnG (aTeAEiwTnG) OKAAAG,
OTTWG TO XAPOKTIKA HE TIG PAVTACTIKEG PUAAKES
(1749-50) Tou Giovanni Battista Piranesi. H 1o
XOPOKTIKO OéAw! OéAw! (1793) Tou TTOINTA Kal
{wypagou William Blake, 1o 0o110i0 TTPpWTAYWVI-
oTel Jia aveOOKaAa TOGO PHEYAAN TTOU QTAVEI WG
N oeAvn. O id10g KaAAITEXVNG Ba Jwypagioel
Kal éva €pyo EUTTVEUCHEVO aTTd TO Opapa TOU
lakwB, 10 oTroio kataypd@etal oTnv MaAaik
Al0BnKN Kal avagEéPETal aTNV «OUPaAVOdPOUO
avapacon» Twv TOoTwV. TEAOG, 0 peydAwyv dia-
otdoewv TTivakag Or xpuoég akdaAes (1880) Tou
Edward Burne-Jones atroTuTIwVEl TO EVOIOQEPOV
Tou TTpopa@anAiTn wypd@ou yia TNV (aévan)
Kivnon, mmpoavayyéAAovTag €101 €va BEPa TTouU
Ba atraocxoAfael éviova TIG TTPWTOTTOPIEG TWV
apywv Tou 2000 aiwva.

Me 1o Trepipnuo uuvo mou karePaiver pia okaAa
(1911-1912) o Marcel Duchamp kaivotopei {w-
YPa®ifovTag —OTTWG 0 i810G €ixe SNAWOEI— «pIA
OTOTIKI AvaTtapdoTacn TNG Kivnong» Kal Tau-
TOXPOVa COKAPEl TO KOIVO Tng €TTOXNG. Aiyo
apyoTEPQ, CUVETTAPPEVOG OTTO TN SUVANIKA TwV
MOp®WV Kal TNV aloBnTIKA TG unxavig, o Fer-
nand Léger Ba evowpaTwaoel KI auTOG TO POoTiBo
NG okdAag oTn o€ipd £pywv L’Escalier (1913-
14) ka1 aTnv evoTNTa PE Toug OIKOOOLOUS TTOU
Ba kavel Tn dekaeTia Tou '50. To TTapddelyua Tou
Léger akohouBouv kail GAAOI KAANITEXVEG, OTTWG
o Giorgio de Chirico, o Paul Klee ka1 o M.C.
Escher. MeTafU autwiv TwV TTEPITITWOEWY EXW-
piel oiyoupa 10 EYBANPATIKO KAIHOKOOTACIO TOU
Bauhaus 1mou {wypdgioe 10 1932 o0 Oskar Sch-
lemmer. ESw n KAipaka gival KATI TTEPICTOTEPO
ATTO GPXITEKTOVIKO OTOIXEIO EVOG EKTTAIOEUTIKOU
10pUPATOG: OTTO TN pia CUPBOAICEI TNV KATAKTNON
Kal TN JETA®OON TNG yvWong Kal, atrd Tnv AAAn,
UTTOONAWVEI JIa VEQ avTiIANWN YIa TO KOTOIKEIV Kal
TNV €EEAIKTIKN TTOpEia TNG id1ag TNG TEXVNG.

To evdia@Epov yia TN OKAAO TTApEPEIVE PEXPI
onuepa apeiwTo. NPo@avwg EXOUNE va KAVOUNE
ME éva B€ua dlaxpoVvIKd a@ou yonTeUel Kal TTOA-
AoUg ouyxpovoug KaANITEXVEG. MapadeiypaTtog
Xapn, Ndn atmmd 1n dekaetia Tou ‘80 o Anselm
Kiefer evowpaTwvel TN okGAa wg PoTiBo aToug
TTiVOKEG TOU Kal TTI0 TTPOC@ATA TN XPNOIUOTIOIEN

oav BaoIkO OTOIXEIO 08 YAUTITIKEG EYKOTAOTACEIG
(Sursum corda, 2016) pe pUBOAOYIKEG avaPOPES
Kal PHETOQUOIKA BepaTtoloyia mou TTNyddel amod
ToV £Bpaikd puoTiKIouS. To 2003 o Kopedtng Do
Ho Suh mrapouaciace otnv MmievdAe Tng Kwv-
OTAVTIVOUTTOANG TNV TTPWTN TOU OKAAQ aTTO KOK-
KIVO TTOAUEOTEPIKO UPATHA, N OTTOia ATTOTEAOUCE
QKPIBEG avTiypa@o TG OKAAAG Tou dlapepiopa-
170G Tou 0Tn Néa Yopkn. Auth n aiwpouuevn
OKGAQ, PEPOG pIag euplTEPNG EVOTNTOG EPYWV
Me BEpa TO OTTITI, PAVEPWVEI TO EVOIOPEPOV TOU
KOAAITEXVN-VOUAda yia TOUG eVOIANESOUG, META-
BaTikoUg XWPOoUG Kal TO TTWG auToi oxeTICovVTal JE
TN MVAMN Kl TRV EUBPaUCTOTNTA TNG TAUTOTNTAG
O€ JIa ETTOXA EKTOTTIOUWY. Ty idla xpovid, oTnv
€kBeon Outlook otnv ABriva TTapouacideTtal n
eykardoTaon Light (Time) — Space Modulator
Tou Mike Kelley, kevipikd OTOIXEIO TNG OTTOIAG
ATav pia eNIKOEIdH OI18EPEVIa OKAAD EEWTEPIKOU
XWPOU TTOU 0 KAANITEXVNG EiXE ATTOOTIACEI ATTO
TO OTTITI TOU KAl N OTTOIa €iXE AVOPOPEG OTA £pya
TWV KOVOTPOUKTIBIOTWYV KAl OUYKEKPIPNEVA OTO
povTélo Tou Mvnueiou atnv Tpitn Aiebvn (1920)
Tou Vladimir Tatlin.

21NV eAANVIKA TEXVN N OKAAQ eVTOTTICETAI, HETAEU
aA\wv, oTa TotTia TNG "Ydpag 1Tou {wypagidouv o
Nikog Xat¢nkupidkog-I'kikag kai o MNavvng aitng
TN dekaeTia Tou ‘40 kal Tou ‘50, OTA YAUTITIKG
TepIBAANovVTa TTOU QTIAXVEI 0 AXIANEQG ATTEPYNG
aTo TéAog TnG dekagTiag Tou '70, oTnV TTEPPOP-
pavg Agiépwua orov Marcel Duchamp (1978)
TNG AOTTag 21a01VOTTOUAOU, OTTOU N KAANITEXVNG
owtoypa@iCetal (ammd TN Mapia Adppa) yupvn
va aveBaivel kal va kateaivel Tnv EUAIVN okdAa
€vOg TTapabaAdoaoiou KTiopatog, aAAd Kal o€
MIa o€1pd (WYPOQPIKWY KAl YAUTTTIKWV €PYwV
Tou @avdon Totoika pe Tov TiTho H okdAa tng
{wng, Ta otroia Kavel yeTagu 1985 kai 1988.
AgiCe1 edW va anuelwdei 0TI N oKAAa, wg auTou-
OI0 QVTIKEIUEVO O€ WIa YAUTITIKA €eyKaTdoTaon,
TTpwTogp@avietal ato TePIBAAAov Tpeig mpoTd-
oei§ yia uia véa eEAAnvikn yAutrrikn (1964), Trou
TTpayuaTotroiolv o AavirA, o BAdong Kavidpng
kai o Nikog KeaoavArig oto ©¢atpo Aa Pevitoe
oTn Beveria. Eviwpetagu, o Kavidpng 6a ava-
XPNOIKOTIOINCEI TO OTOIXEIO TNG EUAIVNG OKAAAG
(ka1 TNG OKAAWOIAG) OTIG EYKATAOTATEIG TTOU Ba
Kavel T dekaeTia Tou ‘80, apXAG yeEvouEvng atro
10 AAipovo EAAGS — O {wypdeog Kai 10 ovTéAo
ToUu oTOV Texvoxwpo Bernier.
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H okd&Aa dev gival GyvwoTo QVTIKEIMEVO YIa TNV
Péva Mamaotupou. Qg epyaleio uttdpxer otn
OOUAEIA TNG £BW KA OEKOETIEG. Z€ TTOAAEG TTEPI-
TITWOEIG N KAANITEXVIDA XPNOIPOTIOINOE TN OKAAQ
YIO VA OTTOCTIACEl QTTOTOIXICHEVEG ETTIQAVEIES
aTrd YICOYKPEUIOUEVA KTipIa A aTTd TIG JECOTOI-
Xi€G TTou atropévouv OTav auTtd Katedagicovtal.
ApkKei va Bl Kaveig KATTOIEG PWTOYPAPIEG TOU
1984 (dnuoaielovTal aToV KATGAOYO TNG avadpo-
MIKAG TNG) OTTOU @aiVETAI O XWPOG ATTOTOIXIONG
atnv 006 WapopunAiykou, TTAngiov TnNG TTAaTEiag
Koupouvdoupou. MdaAioTa, Tnv idia xpovid n
OKAAa —Baaikd aTOIKEIO TOU ACTIKOU XWwpou— Ba
atroTeAéoel Kal To B€pa evog Epyou TnG, Ba yivel
onAadn pia «eikova atnv UAn». To 2014, o€ éva
Taid avayuyng ota Zayopoxwpla, n MatmraocTro-
POU UIOBETEI TNV TEXVIKI] TOU GPOTAL YIa VA KAVEI
Hia og1pG oXediwy aTro éva TETPIVO KaAvTEPIL. H
apxn Exel Yiver: n KOANITEXVIOa EeKIva va eTTeCEP-
yacetai Tnv 16€a TNG KAiJakag wg Béua yia pia véa
evoTnTa €pywv. MapdAAnAQ, CUYKEVTPWVEI EIKO-
VEG AVAPOPAG, ETTICKETTTETAI XWPOUG YIA VO TOUG
QpwToYpPaYicel Kal aTroBnoaupilel aVaUVATEIG PE
KAIpaKeG TTOU guvavTnoe o€ Tagidia f apnynoeig
TTOU AKOUOE Kal TNG €kavav eviuTiwaon. Metagu
QUTWYV TWV EIKOVWY avapopdg TrepIAapBdvovTai
ol avaBabuoi Tou epdayuatog Tou Mapabwva
Kal Tou apyaiou Bedtpou Tou Apyoug, Hia OTEVRA
Mopudapivn okdAa dia@uyng ota AVAKTOpPa TOU
[FaAépiou 0Tn @cooalovikn, Hia EIKOVOYPAPNon
TNG OKAAQG Tou lakwP o€ éva TTaAaiTUTIoO 0TN
BiIBAI0BrKN TNG Movng MNaTpou, aAAd Kal pia
avaTrapaywyn Tou [uuvou mou karefaivel uia
oKdAaQ, TNV oTToia €ixe TTPWTOdEI OE pIa TTaAId
€kdoan Tng Skira yia Tn povTépva JwypaQIKn.
AuTr Tn @opd n MatraoTrupou dev XPEIGETal va
TagIdEWel TTOAU POKPIG (O€ EPEITWEVA OTTITIA
NG TTOANG TNG) yia va Bpel To UAIKG TnG. H TTNyA
atrd O1ToU TTPOKEITAl VA AVTANOEI TIG «KAIUOKES
— €IKOVEG aTNV UAN» BpiokeTal ota Tédia g,
£Ew aKpIBWG atrd TNV TTOPTA TOU OIANEPICUATOS
NG oTo MaykpdT.

XpNOoIPOTIOIVTAG EIBIKO XAPTi KOI TTOAUECTEPQ, N
MatraoTTupou KAAOUTTWVEI TO KUPATOEIBEG OXNA-
MO TWV JAPPAPIVWY OKAAOTTATIWYV TTOU EVWVOUV
TOUG OPOPOUG TNG TTOAUKATOIKIAG TNG. TN OU-
véxela eTTepBaivel oXedIOOTIKG O€ KABE pia atrd
TIG TITUXWMEVEG ETTIQAVEIEG TTOU TTPOKUTITOUV.
Ta épya auTtd avTIOTEKOVTAI OTNV OTTOIOONTIOTE
oupBarTikn Tagivépnaon kal katnyopiotroinon (&i-
val YAUTITIKR) aAAG TauTOxpova Kal {wypa@ikn). H
Hop®n Toug éxel aiyoupa KATI TO apionuo (gival
AQAIPETIKA £pya AAAG uTTOPOUE VA SIAKPIVOUHE



KOl TTAPACTOTIKA yVWwPioPaTa) Kal autd To OTOI-
xeio evdiapépel Tnv MNatraoTupou, agou eival
TIPOOTTAITOUHEVO MPIOG «EIKOVAG aTnV UAN». OI
KAipakeg, 6Twg T1g ovopdoape, Ba ytropoloav
va TTapouaiacTolV T000 o€ opIfdVTIa OGO Kal O
KGBeTN didTagN. 10 11T TNG KUTTpou Taipiade
va KPEPAOTOUV atrd 10 TABAVI: TTAPATTEUTTOVTOG
O€ EVWTIQ, TTNXOUV TN YUVaIKEia euaioBbnaia Tou
TIG YEVVNOE.

EKTOG a1m6 TO AVOAUTIA E TIG KPEPAOTEG KAIpa-
KEG, TTAPOUCIAZETAl KAl PIA PEYAAN avAayAugpn
ETMQPAVEIQ ATTOTEAOUUEVN ATTO EKATOVTADEG
QWTOTUTTNUEVA YuvalKEia TTpdowTTa. Autd TO
TEPAOTIO KOAAL, TTOU PEPEI TTOANEG OXEDIAOTIKEG
AeTTITOPEPEIEG, €ival pia EEAIEN TOU Kupiapxou
AoTIKOU aToIxeiou TNG ok&Aag. Ouwg €dw TO
Batd emiredo amouaidder: n TPAEn Tou aveRaivw
Kal Tou Kateaivw emTeAeital voepd. YAIkOTnTO/
aUAGTNTA, Kivnon/oTaTtikétnta, duvatodtnTta/adu-
vaToTNTA €ival OpIouEVa aTTd Ta dITToAA EvVOoIWY
TTOU aTTAVTAPE O€ QUTA TNV eykatdoTtaon. ETmi-
AéyovTag To poTifo TnG un duvarng okdAag, n
KOANITEXVIOO pag KOAE va EavOOKEPTOUNE TNV
(atroAecBeioa) eutreipia ToU CUPPBOAICEl Eva
TETOIO APXITEKTOVIKO OTOIXEIO. «To V' avéRelg
Mia okéAa gival SUCKOAO Kal TO va TNV KATEREIG,
emikivduvoy, utrevBupigel o Michel Tournier.?
ATTévavTl OTn yPryopn KOIVWVIKA avéAIEn TTou
EMTACOOUV Ol Kalpoi pag, n Marmaotupou
TTPOTEIVEI PIA OTITIKF) HETAPOPA TTOU UTTOONAWVEI
TNV avAaykn piag TIVEUUOTIKAG KAl EUQAVTAOTNG
Biwong, 1600 TNG €IkOvag 600 Kal TNG KaBnue-
pIvéTNTOG. MO auTov Tov AdYO0 o1 KAjuakes £xouv
METQ TOUG «KATI TO AlWViwg eTTiKAIPO» .

Xproté@opog Mapivog
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STAIRCASES

The staircase | climbed would prove
to be the stronghold of a ghostly
apparition, which at first rendered

all my limbs heavy and powerless,
and then, when only a few steps
separated me from the longed-for
threshold, left me transfixed in a spell.
WALTER BENJAMIN'

As a theme or motif, the ladder occurs frequently
in painting. In Byzantine art the best known ex-
ample is that of the Ladder of Divine Ascent.
Based on the ascetic treatise Climax Paradisi
of St John Sinaites, it shows clerics and laymen
climbing the thirty steps (which correspond to
virtues) of a ladder that leads in the arms of
Christ. The oldest surviving icon of the Climax
dates from the late 12" century and is kept at
the Sinai Monastery of St Catherine. The simple,
wooden stepladder features also in depictions
of the Deposition from the Cross. The motif re-
mains especially popular in Renaissance, whose
painters provide increasingly refined versions
of it: the ladder becomes an integral part of the
scene of the drama, depicted in various ways,
and sometimes it multiplies, with two or three
of them resting against the Cross. Yet the most
striking example in Renaissance art is not in a
painting but on a relief sculpted by a 17-year-old
Michelangelo in 1491: the Madonna della Scala
in the Casa Buonarroti in Florence.

In the next centuries it is Rembrandt who gives
us two different renderings of the symbolic and
spiritual power of the motif. One is the internal
spiral staircase in the small painting Philosopher
in meditation (1632), and the other is found in
the Descent from the Cross of 1634 (this is the
version in the Hermitage collection), where no
less than four ladders help bring down the body
of Jesus. There are also some visionary works
that include the motif of the (endless) stairs,
such as the prints of Giovanni Battista Piranesi’s
imaginary Prisons (1749-50) or the engraving /



want! | want! (1793) by the poet and painter Wil-
liam Blake, dominated by a ladder long enough
to reach the Moon. The same artist would paint
also a work inspired by Jacob’s vision as it is
recorded in the Old Testament. Finally, the large
painting The Golden Stairs (1880) by Edward
Burne-Jones reflects the pre-Raphaelite paint-
er’s interest in (perpetual) motion, presaging a
subject that would preoccupy the avant-garde
movements of the early twentieth century.

In his famous Nude Descending a Staircase
(1911-1912) Marcel Duchamp breaks new
ground by painting, as he put it, “a static repre-
sentation of motion”, at the same time shocking
contemporary audiences. A little later, Fernand
Léger, fascinated by the dynamic of forms and
the aesthetic of machines, would incorporate the
motif in the series L’Escalier (1913-14) and will
use it again in his Builders series of the 1950s.
Léger’s example is followed by other artists such
as Giorgio de Chirico, Paul Klee and M. C. Es-
cher. Undoubtedly standing out among these is
the emblematic Bauhaus staircase painted in
1932 by Oskar Schlemmer. Here the stairs are
more than an architectural element in an educa-
tional building, symbolising the attainment and
dissemination of knowledge; at the same time
they reflect a new perception of habitation and
the evolutionary process of art itself.

The interest in stairs has remained undimin-
ished to this day. This is obviously a timeless
theme that continues to fascinate many con-
temporary artists. Anselm Kiefer, for instance,
has been using the motif in his paintings since
the ’80s, and more recently as a key element
in sculptural installations (Sursum corda, 2016)
with mythological references and metaphysical
themes from Hebrew mysticism. In the Istanbul
Biennale of 2003 the Korean artist Do Ho Suh
presented his first staircase of red polyester fab-
ric, an exact copy of the stairs in his New York
apartment. This suspended staircase, part of a
broader series on the subject of home, reflects
the nomad-artist’s interest in interim, transitory
spaces and the way they relate to memory and
the fragility of identity in an age of displace-
ment. The same year’s Outlook exhibition in
Athens featured Mike Kelley’s installation Light
(Time) — Space Modulator: a key element was
an external, spiral iron staircase the artist had
removed from his house and used as an allusion
to constructivist works—specifically, to Vladimir

18

Tatlin’s model for the Monument to the Third
International (1920).

In Greek art we find the stairs motif among oth-
ers in the Hydra landscapes of Nikos Hatzikyri-
akos-Ghika and Yannis Gaitis from the 40s and
'50s, in the sculptural environments made by
Achilleas Apergis in the late "70s, in the per-
formance Tribute to Marcel Duchamp (1978) of
Aspa Stassinopoulou—where the artist is pho-
tographed (by Maria Darra) coming nude down
the wooden stairs of a seaside building—as well
as in The ladder of life, a series of paintings and
sculptures made by Thanassis Totsikas between
1985 and 1988. It is worth noting that the ladder
as an actual object in a sculptural installation first
appears in the environment Three propositions
for a new Greek sculpture (1964) presented by
Daniil, Vlassis Caniaris and Nikos Kessanlis at
La Fenice in Venice. Caniaris was to use again
the element of wooden ladders (and scaffolds) in
his installations of the '80s, starting with “Hélas-
Hellas” (The Painter and his Model) held at
Technohoros Bernier / Fix Brewery.

Stairs are not unknown to Rena Papaspyrou,
who has used them as a tool in her work for
decades. In many cases the artist used ladders
to remove wall sections from derelict buildings
or from the walls that remain on the adjacent
buildings when an old house is demolished. In
some photos from 1984 (published in the cata-
logue for her retrospective) one can see the spot
from which she removed wall pieces in Psaromi-
lingou Street in Athens. Indeed, the same year
stairs as a basic element of urban space were
the subject of one of her works, becoming an
“image in matter”. In 2014, during a holiday at
Zagorohoria, Papaspyrou employs the frottage
technique for a series of drawings from a stone-
paved lane. That was the beginning for the artist
to embark on processing the idea of stairs as the
subject for a new series of works. She collects
reference pictures, visits and photographs loca-
tions and files away memories of stairs she had
seen in her travels or narratives that had made
an impression on her. Those reference images
included the tiers of the Marathon lake dam and
those of the ancient theatre of Argos, a narrow
emergency staircase in the palace of Galerius in
Thessaloniki, the illustration of Jacob’s Ladder
in a manuscript from the library of Patmos Mon-
astery and a reproduction of Nude Descending

a Staircase she had first seen in an old Skira
publication on modern painting. This time Pa-
paspyrou did not need to go far (in search of
derelict houses in the city) to find her material.
The source for the “climaxes-images in matter”
was at her feet, right outside the door of her flat
in Pangrati.

Using special paper and polyester, Papaspyrou
makes moulds of the wavy shape of the marble
stairs between the floors of her apartment block,
and then processes the resultant folded sur-
faces. These works defy conventional classifica-
tions and descriptions, being at once sculpture
and painting. There is certainly something am-
biguous about their form, being abstract works
but with discernible representational traits—and
it is this element that interests Papaspyrou as
a prerequisite for an “image in matter”. The Cli-
maxes, as we called them, could be displayed
in either a horizontal or a vertical layout. In the
House of Cyprus it seemed best to have them
suspended from the ceiling; the reference to
earrings reflects the female sensibility that cre-
ated them.

In addition to the suspended stairs, the exhibi-
tion features also a large surface made of hun-
dreds of photocopied female faces. This huge
collage with its many drawn-in details constitutes
an evolution of the dominant urban element of
stairs. Here, however, the physical aspect is ab-
sent, and the act of ascending and descending
is performed in the mind. Tangible/intangible,
static/mobile, possible/impossible are some of
the dipoles of concepts we find in this instal-
lation. Opting for the motif of the impossible
staircase, the artist invites us to reflect on the
(lost) experience symbolised by such an archi-
tectural elements. “Climbing stairs is hard; de-
scending them, dangerous”, as Michel Tournier
reminds us.? In view of the swift social climbing
demanded in our time, Papaspyrou proposes a
visual metaphor which suggests the need for a
spiritual and imaginative way of experiencing
the image as well as everyday reality. This is
why Climaxes have “something that is eternally
present” about them.

Christoforos Marinos
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Twelve stairs, paper and polyester; dimensions

variable, height from 28 to 320 cm
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KAipakeg - Kpnoida 9, 2017

12 khipoakeg mowihov dactdoemy,

He Kupovopevo Dyog amd 28 ex. £og 320 ex.
KOAOLTOYOPTO, TOMVESTEPUG
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Khipakeg - Kpnoida 9
94x17x 11 ex.

22



Khipakeg - Kpnoida 9, 2017
KOAOLTOXAPTO, TOAVEGTEPAG, LOAVPL
107x25x8 ex.

Climaxes - 9 Krissila st., 2017

paper, polyester, pencil

107x25x8 cm
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Khipakeg - Kpnoida 9, 2017
KOAOLTOYOPTO, TOAVEGTEPAS, LOAVL
108x30x9,5 k.

Climaxes - 9 Krissila st., 2017

paper, polyester, pencil

108x30x9,5 cm
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Khipakeg - Kpnoida 9, 2017
KOAOVTOYAPTO, TOAVEGTEPAC, LOADPL
29x19x4,5 ex.
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Climaxes - 9 Krissila st., 2017

paper, polyester, pencil
29x19x4,5 cm




Khipakeg - Kpnoida 9, 2017
KOAOLTOYOPTO, TOAVEGTEPAS, LOAV[L
97x11x9 ek.

Climaxes - 9 Krissila st., 2017

paper, polyester, pencil
97x11x9 cm
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Khipakeg - Kpnoida 9, 2017
KOAOLTOXAPTO, TOAVEGTEPAG, LOAVPL
116x17x12 ex.

Climaxes - 9 Krissila st., 2017

paper, polyester, pencil
116x17x12 cm
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Ixédio pe poAuBi (frottage)
Kohovopévo anevbeing oe oKahomATL
(Zayopra), 27x27 ex.
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Ixédio pe pohup (frottage)
KkaAovmopévo anevbeiog o crolomdtt
(Zayopur), 29,5x25 ek.
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Ixédio pe pohup (frottage)
KkaAovmopévo anevbeiog o crolomdtt
(Zayopur), 42x29,5 ek.
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Ixédio pe pohup (frottage)
KkaAovmopévo anevbeiog o crolomdtt
(Zayopur), 42x29,5 ek.
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Ixédio pe pohup (frottage)
KkaAovmopévo anevbeiog o crolomdtt
(Zayopur), 42x29,5 ek.
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Image in Matter, 1984-85
detached wall material processed
with fabric and colour

186x103 cm

Eikéva otnv'YAn, 1984-85

VAKO amotoiyion, enéuBacn movi ypdpo

186x103 ek.

15

M



MeAétn yia v eykardotaon AvaBapoi
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AvaBaBpoi, 2014-17
(Aemtopépela) xopti, OTOTUTIC, YPOLLOL
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Study for the floor installation, 2015
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H Péva Matraoupou (ABrva, 1938) Cel kai
epydletal otnv ABrva.

Rena Papaspyrou (Athens, 1938) lives and
works in Athens.

http://renapapaspyrou.gr
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H Péva Nanaonipou Ba fi0che va cuxapioTioer Beppd:

Tnv Mapia Mavayidou, Tnv Mapia Payid kai To
TIPOOWTTIKG Tou ZTmTIoU TnNG KUTtrpou

10 OUTSET Contemporary Art Fund yia Tn xopnyia
Kai akopa: TNV Aewvn BidAAn, Tov Avéotn Kupiakidn,
v EAévn AUpa, Tnv Mapia Mavéra, Tov Alovion
BaAaBépn, Tnv Zwitoa BaAdon, Tov KwoTta Bahatao,
Tov Xpiotépopo Mapivo, Tnv Rodica Moldovan, Tnv
dwrteivil Mmdpka, Tov MNwpyo M1rouTpo, Tov Niko
MamadomouAo, Tov Zrpath Mavralnh, Tov MixdAn
Mamapouvn, Tov KwoTta MpdTmoyAou, Tov ZTapdrn
x1¢akn, Tov MNavreAn Xavdpn

kal TNv EuayyeAia MTida yia Tnv emmipéAeia Tng
TTAPOUCIiaoNG TwV OXEDIWV.
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Maria Panayides, Maria Ragia, and the personnel
of the House of Cyprus;

OUTSET Contemporary Art Fund, for supporting
the exhibition and the accompanying catalogue

and also: Fotini Barka, Giorgos Boutros, Pantelis
Chandris, Anestis Kyriakidis, Eleni Lyra, Maria
Maneta, Christoforos Marinos, Rodica Moldovan,
Stratis Pantazis, Nikos Papadopoulos, Michalis
Paparounis, Kostas Prapoglou, Stamatis Schizakis,
Zoitsa Valassi, Kostas Valatsos, Dionysis Valaveris,
Leoni Vidali

and Evangelia Biza for her contribution to presenting
the drawings.
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