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To Awbvég DeotiBAA twv Kpuppévwy OnBwv
amoteAel pla @IAOO0EN KAAMTEXVIKN TpoTAcn
KOWVWVIKAG YAUTITIKAG Yla tnv BOgpeAiwon tng
TAUTOTNTAG Plag vEag OANG, ONHIOUPYWVTAS £va
V€D, OLEOVEC TAPADELYHA, KOIVWVIKNG TEXVNG.

‘Oxnua autng tng avalntnong amoteAolv oL
TOAAATIAEG OPACEIC KUPIWGE EIKACTIKWY, Ol OTTOIEC
TpaypatomoloUvtal o€ OlAoTIapTtoug Kat €l0IKA
EMAEYHEVOUC, XWPOUC OTO LoTO OANG TNG TOANC.

Kevtpikd Oépa tou mpwrtou @eotiBaA to 2015
glval To aiviypa mou £0€te n PUBIKN Z@iyya otov
Ow6imoda, pe aAAa Adyla o AvBpwmog. OEpa tou
3ou @eotiBaA to 2018 Atav n tpaywdia tou
J0@oKAR: «Owdimoug Tuppavog»

introduction

The International Festival of Hidden Thebes is
an ambitious artistic social sculpture proposal
for the foundation of the identity of a new city,
creating a new international example of social
art.

Vehicle of this search is the multiple actions of
mainly visual arts, which take place in scattered
and specially selected spaces in the web of the
whole city.

The central theme of the first festival in 2015
is the enigma set by the mythical Sphinx in
Oedipus, in other words, Man. The theme of the
3rd Festival in 2018 was the Sophocles’ tragedy:
“Oedipus Tiranos”
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TO WDEZT|IBAN

THE SPHINX FESTIVAL

the hidden Thebes festival

The Sphinx festival is an independent and ambitious artistic proposal seeking to lay the groundwork
for a " new city", which is made possible through a change in the emotional map of the city's
inhabitants. The change will come through a vertical dive into time and place, in search of culture’s
reservoirs, which will be the starting point for creating a new identity, in sync with the ontological-
existential bases of humankind, conditions of creation and freedom, who are now asleep.

Sphinx is an artistic project in the urban and social space of a city, where artists of different
specialties from around the world, writers, scientists and audiences, create, by interacting with the
mnemonic elements of the city and by proposing solutions for the "founding of a city of tomorrow ",
that is, the space in which we want to live in - a concept of "social sculpture”.

The Festival consists of a group of artistic mainly activities that integrate the perception of art
- with social practice, trying to bring art into the life of the city as well as life into art, reversing
the idleness , social apathy and inertia that cause rdecay inthe present time , trying to to unite the
actions of the restless citizens in order to bring forth tothrough various interactions a change in the
future of the city. The Festival itself is treated as a "social sculpting” experiment, aiming to awaken
human consciousness an in today's decline.

We consider this versatile project as a holistic approach towards the artwork, a work that concerns
the very society and the city, where, coordinated and within a general context, multiple "plastic”
events occur. The artist's creativity is no longer an isolated work of art but a holistic design of this
grand act based on four axes: artists - citizens (as creators of society and history), real space -
virtual space (internet).
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TO OEZTIBAA ZOIITA

TO PEOTIBAA TWV KPUHHEVWY OnBwv

To @eoTIBAA Zpiyya amoteAel pla ave€aptntn Kat PAOS0EN KAAAITEXVIKN TTpoTacnh BepeAiwong plag
“véag mOANG”, Tou EMIXELPEiTAL JE TNV AAAQYR TOU cuvaleOnpPATikoU XAaptn Twv KAToikwy tng mOANG.
H aAAayn 6a eméABeL péoa amd tnv KABsTn BouTid 6ToV TOTO Kdl TOV XPOVo, yld TNV aveUpeon Tou
TOALTIOTIKOU amoB£patog, mou Ba yivel agpetnpia dnploupyiag plag vEag TaUTOTNTAG, GUYXPOVICHEVNG
HE TIC OVTOAOYIKEG-UTTAPELAKES BAOELS TwY avBpwTiwy, TpolmobEoslg dnpoupyiag kal eAsubepiac,
TTOU TWPA KoljouvTdl.

H ZOIITA eivat pia kaAAitexviki 0pdcn 0ToV acTIKO KAl KOVWVLIKO XWPO HLag MOANG, Omou KAAAITEXVEG
OlAPOPETIKWY EIGIKOTATWY am’ OAO TOV KOOHO, CUYYPAWEIC EMOTAHOVEG Kal Kove, dnuioupyouy,
AAANAETIOPWVTAG HE TA HVNHOVIKA OTOIXE A TNG TOANG, TPOTEIVOVTAG AUGELS YId TNV «(i0pUaGn TNG TTOANG
TOoU PEAAOVTOC» ONAadn Tou Xwpou Tou BEAoUpE va (OUPE PE Pia £vvold «KOWVWVIKAG YAUTITIKAG».

To ®eotiBAA amoteAsital amd £va 6UVOAO EIKACTIKWY KUPIWG OPACEWY TTOU EVOTIOIOUV TNV avTiAnyn
TEXVN - KOWVWVLIKN TTPAKTIKN, EMXEPWVTAG VA PEPOUV TNV TEXVN PEoa otnv {wn TNG TOANG OTWG
Kat tn {wn péoa otnv TEXVN avatpEmoviag TNV AKLVNGCid, TOV £@NCUXACHO Kal tTnv adpdveld Tou
EMPEPOUV CNYN OTO TAPAV, VA EVWOOUV TIG OPACEIC TWV AVACUXWY TOAITWY KAl Va TTPOKAAEGOUV
HECW OlaPopwV AAANAEMIOPACEWY TNV aAAayn oto HEAAOV TG MOANG. To idlo to DecTIBAA,
avTIPeETWMIeTal AoImoV w¢ €va £PYO - MElpAPdA «KOWVWVIKNG MAUTITIKAG» HE GTOXO TNV A@UTVION TNG
avBpwmvng cuveidnong Kat tnv dnploupyia O1e€60wV oTNV ONUEPLYNA TTAPAKHN.

OewpoUpe TNV TOAUTTAEUPN auTh TPAEN oav £va OALCTIKO TTPOGOLOPIOHO TOU £PYOU TEXVNG, £PYO TTOU
agopd tnv 0la TNV Kolvwvia Kat Tnv moAn, Omou, GUVTOVICHEVA Kal HEcA OE €vd YEVIKO TAQiclo,
oupBaivouv MOAAATAdQ «TTAAOTIKA>» OpwHeVA. H dnuloupylkotnta tou KaAAltéxvn Ogv gival mAEov
TO ATIOHOVWHEVO £pYyO0 TEXVNG AAAd 0 OAIOTIKOG OXeOIAOUOG AUTAG TNG PEYA TPAENG pe BAGIKO
TETPATITUXO: KAAAITEXVEG - TIOAITEG (WG dnHloupyol TNG Kolvwviag Kal Tng Lotoplag), mpaypatikog
XWPOG - EIKOVIKOG XWPOG (O1adikTuo).

PEOTIBEA KOWWVIKNG YAUTITIKAC 9



SPHINX 2018 |
OEDIPUS TYRANNUS

“I'm looking for myself
desiring my happiness?”

I'm looking for myself (wishing my happiness)?

Can we build a better future or are we trapped in a dead
end?

Is man a cursed being, as the Oedipus of Sophocles says?
Is the search for meaning misleading?

In our time we experience the constant loss of self-
continuity, our constant identity as a relationship with the
world as it was formed in classical thinking. The tragic
man who lived his humility before the fate moved into the
idle toolkit of an endless transformability within a world
that is constantly changing and unstable.

Thebes is the mythical place that, according to the ancient
literature, all these above-mentioned questions about
the meaning and impasse of the human being-culture
have been initially drafted. At this year's festival we are
not looking for a given identity, but we ask the question
whether this identity in a hybrid world is now feasible.
"We live as Oedipus comments Freud” - Can the person
have a meaning, can he look for happiness on the horizon
of the new impetus?

The intent of the Sphinx festival is to highlight ancient
philosophical questions that "challenge” the modern world.
In a sense of practice and wider policy, we try to try out a
kind of "social sculpture”, by interfering with collaborative
projects, in social transformation. Through this theme we
are looking for the potential of modern, individual and
social foundations that are scattered by contemporary
pluralist and imaginative centers of power.

This project developed open visual interventions
throughout the city - works of public sculpture in the
form of ephemeral installations, land art, happenings,
performance, outdoor video art screenings and what else
can be proposed. We want the site of the mythical city
to be transformed for 20 days into an example of social
incitement, personal exploration, a place of wonder and a
sensitive cry, call and protest.
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During the Sphinx festival, three major artistic proposals
were developed:

a. A series of individual projects were placed at selected
locations within the city. (map of the city, see ).

b. The Sphinx team itself, as a creator, presented
the changing art installation entitled "Oedipus - Lost
Messages”, referring to the dimension of human identities
over time and the dilemmas that constantly run the human
substance.

c. The Sphinx Festival continued its collaboration with the
local student community by including in its program the
exhibition: "Happiness is in my city. | am my city.” Here,
the children under the pretext of the myth, were invited
to imagine the contemporary problematic dimension of
human happiness and its search at a collective or individual
level.

Performance for artists took place: 2 JUNE - 9 JUNE 2018
Running for students took place: 24-28 MAY 2018

Selection Committee:
Konstantin Angelou
Tzimis Efthimiou
Argyro Koutsibela

Curating:
Konstantin Angelou

Organizational committee:
Maria Aggeli
Konstantinos Angelou
Elias Gavrielidis

Stella Douka

Arietta Karanassiou
loanna Manopoulou
Zoe Mastronathases
Angelos Marinis

Maria Bakirtzi
Paschalia Papageorgiou
Pepi Papadimitriou
Elias Trambakoulos
Zografia Christou
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OIAINIOYZ TYPANNOZ

«Avalntw Tov £auUTO Hou
EMOUPWYTAC TNV EUTUXIa
UOU;»

Avalnt tov £autd pou (EMBUPWVTAC TNV EUTUXia pou);
MmopoUpe va @tidfoupe €va KaAUutepo PHEAAOV N eipaocTte
mayl0eupévol o€ €va adlE€odo;

Eivat o avBpwmog £va Katapapévo ov, OTwe AEEL O
OWimodag tou Zo@okAn; Eival amatnAn n avalitnon tou
VOnparog;

TNV £Moxn pag Blwvoupe TNy SlApKh ATWAELT TNG
OUVEXELAG TOU £aUTOU, TNG oTABEPAG PAG TAUTOTNTAG WG
OX£0NG UE TOV KOOHO, OTIWG OXNUATIOTNKE TNV KAAGGIKNA
okEwn. To tpaylko dtopo mou Biwve TNV Tamelvotnta Tou
HTTPOOTA OTNV Hoipa HETEMECE OTO adPAVEG EPYAAELAKO
UTTOAEIPPA Hlag aévang HETAmAAoIPOTNTAG YEod o€ £va
KOOHO0 OlapKwE PeETaBaAAdpevo Kal aotabn.

H OnBa cival o pubikog TOTOG TToU KATd TV apxdia
YPAUpATEid TPWTOSIATUTWONKAY Ta TApamavew
£PWTAHATA Yld TO VONua Kat To adlé€odo Tou avopwImivou
OVTOG-TIOALTIOHOU. XTO QPETIVO Hag PeCTIBAA Ogv
avalntioape pia 0e6opEVN TAUTOTNTA aAAd Bécape

TNV £pWTNON, AV AUTHA N TAUTOTNTA GTOV UBPISIKO pHag
KOO0 gival TALoV €@IKTH. «ZoUpe Oomw¢ o O1dimodag
oxoAlalel o Opouvt».YIApxel n SUVATOTNTA EKTTANPWONG
Tou avBpwrou oRpepa, 1 eivat aduvatn n avalitnon tng
gutuxiag otov opilovta Tng VEag EKKOOHIKEUONG;

MpoBeon tou peoTIBAA Tng Ziyyag eival n avadeién
apXxaiwv @IAOCOPIKWY EPWTNHATWY TOU «TPOKAAOUV»
Tov oUYXPOVOo KOGHO. Me pla évvola MPakTIKN Kdal
€UPUTEPA TTOALTIKN, EMIXEIPOUHE va GOKIHAGOUpE £va
€100G «KOWWVIKAG YAUTITIKAG>», TapepBaivovtag pe Epya

OUAAOYIKNG GUPHETOXNAG, OTOV KOLVWVIKO HETACXNUATIOHO.

Me 10 Bépa auto avalntoUpe Tig SUVATOTNTEG TWV
oUYXPOVWY ATOHIKWY KAl KOWVWVIKWY BgpeAiwy Tou
OlacaAevovtal amd ta cUyxpova TAOUPAALOTIKA, Kdal
gU@avtaota KEVIpa e€ouaoiag.

Me 1o £pyo autd {nticape v’ avantuxbouv avoixTEg

EIKAOTIKEG TTapePBACELG o OAN TNV TOAN -£pya ONpoOoLAg
YAUTITIKNAG PE TNV Hop®n EPRHEPWY £yKataotacswy, land
art, happenings, performance, unaifpieg mpoBoA£g video

art kat 6t éAho pmopouce va mpotadei. EmBupnoape o
XWPOG TNG HUBIKAG TOANG va petaBAnBei yia 20 nuépeg
OE MAPAGELYHA KOIVWVIKNAG TIPOTPOTIAG, TTPOCWTIKAG
Olepelivnong, o€ XWPo amopiag Kat uaiocdntng Kpauyng,
KaAéoparog Kat dlapaptupiag .

Katd tnv diapkela Tou QeoTiBAA Tng Z@iyyag, Kal P
Baon to Bpa, avamtuxdnkav TPELG KUPLEG KAAAITEXVIKEG
TPOTAOCEIC:

a. Mwa oelpd amo emAeyHéva EIKACTIKA £pyd avolxtoU
XWPOU TIoU TOToBeTABNKAY o0& deKAOEG ONUAVTIKA onpeia
amo LOTOPIKA Kal MOAITIOTIKA dmoyn, HEoa oTny TOAN.
(0 xapTng TNG MOANG).

B. H idia n Z@iyya wg opdada Snploupywy mapousiace
NV HETABAAAOUEVN EIKACTIKN EYKATACTAGCN KOIWVWVIKAG
YAUTITIKNAG pe titAo «Odimodag - xapéva ynvipata» tnv
oTmoia mapouciace og 7 SlAPOPETIKA onpeia Yéoa otny
mOAN. To £pyo dnuloUpyNoE PHECA GE ONUAVTIKA dapxaia
pvnueia, Twpa gpeima, pua avagopd otny Sldotaocn
TwV avOpWMIVWY TAUTOTATWY PECA OTO XPOVO Kal Td
OAANpatTa mou OlatpEXouy otabepd Kat Pe €viacn tTnv
avBpwmivn ouaia.

y. Fa tnv gpBdabuven tng emMPPOng Tou PecTIBAA

oTNV KOlVwvia Kal o€ appovia Je Toug 6KOToug g
KOIVWVIKNAG YAUTITIKAG, OE GUVEPYAGIA HE TN TOTIKNA
HadnTkA KovotnTa ONUIOUPYNCAKE TNV CUAAOYIKA
KOWVWVIKN Opdon - €kBeon: «H gutuxia sival otnv mOAn
pou. Eipgat n méAn pou~. Edw, ta maidld pe mpooxnua
TOV HUB0, KAAEOTNKAV vd @avtactouv Ty cUyxpovn
mpoBAnpartikn Sldotacn TG avlpwvng UtuXiag Kat tnv
avalntnon tng o€ GUAAOYLKO 1) atopiko emimedo Kal va
ONHIOUPYAOOUY GUVTOVIOUEVA EIKACTIKA £pYa AMAWHEVA
OTOV 10TO OANG TNG TMOANG.

lwavva MavomouAou
Zwn Maotpobavaon
AyyeAog Mapivng

Mapia Mrakiptln
MaoxaAia Namayewpyiou
Mémn Namadnuntpiou
HAlag TpapmdakouAog
Zwypagla Xprotou

EmAoyn épywv:
Kwvotavtivog AyyéAou
TClung EuBupiou
Apyupw KoutoluméAa

EmpuéAcia:
Kwvotavtivog AyyéAou

Opyavwon:
Mapia AyyéAin
Kwvotavtivog AyyéAou
HAlag FaBpinAidng
ZtéAAa AoUka
Aplétta Kapavdaoiou
(PEOTIBAA KOWWVIKNG YAUTITIKAG M









The aesthetic and politi;fc:"al dimension of
social sculpture as an‘ecology of denial.
A comparison with Beuys’ positions.

TOWARDS A 21ST CENTURY ARTISTIC MANIFESTO

Konstantinos Angelou

Trans. from Greek by Aglaia Pantelaki

The line is always drawn to a specific direction: The aesthetic we propose attempts a form and a
content by taking a position that does not waive its political character, a character of denial and
at the same time a reference to a positivity, an ideal and a value, referring to the role of the artist
as well as of the art historian as value-oriented. How could art, moreover, remain uninvolved and
neutral towards social stakes when it obtains a definition that expands to life, or, in a nutshell,
when its definition is expanded to the social sphere? Here, the term “life” should be supported.
However, we have to deny traditional cases where the role of the artist falls into some narrow,
ideological propaganda’. In this respect, we ought to subsequently explain ourselves. But, in order
to seek art through life, we are necessarily, albeit extensively, led, on the one hand, to language
and social institutions, and, on the other hand, to the meaning of social action and the worlds it
creates. Only within such a broader framework can we re-establish art.

Initially speaking about the institutions and their political role, we mean, of course, their bodies and
practices, every institution as well as everything that builds a structure, a system, an environment
of thought. These systems always include, on the one hand, the discourses, the legislation and rules,
their texts and their prospects; here we find the strategies, the methods, the interconnections,
the syntheses and, finally, knowledge. This is a coordinated social machine as well as a machine
of language, thought and actions, an entire symbolic system, which is always built with signs that
we should realize much more than anything else, because we are artists. Behind the linguistic
systems latently exist unsung powers that be, built upon almost invisible basic discourse structures?
(including, of course, art), upon key factors of thinking and existing, upon value-factors, upon
foundations.

The role of the artist -if he makes art in terms of constructive poetics- is to juxtapose and at the
same time unify the real with the imaginary by releasing it from the individually linguistic. Within
the framework of individual arrangement, and through a lot of struggle, a new imaginary subject
can then be assumed, which expands to new possibilities of the object as well as to new worlds that
constitute not only worlds of art, but also worlds of existence, worlds of human potential. It is an
oxymoron that this very obvious political dimension of art, which has been used since ancient times
by those in positions of power, is at the same time the one they deny in respect to its general social
character and function. Examples of political use of art can be found in all ancient and modern
civilizations. From the monuments of Pharaohs and the coins with emperors’ busts to the art of
modern propaganda politics and advertising?.

14 social sculpture festival



H aioBntikn Kat moArtikn dlaoctacn tng
KOWVWVIKNG YAUTITIKNC WC Hla olkoAoyia Tng
apvnong. ZUyKplon PE TIC BEoelg Tou Beuys.

[MPOX ENA KAAAITEXNIKO MANIDEZTO TOY 210Y AIQNA

Kwvotavtivog AyyéAou

H ypappn EAKeTal mavta mpog Pla CUYKEKPIPEVN KaTteuBuvon: H alobnTIKn ToU TTPOTEIVOUHE EMIXELPEL
Ul HoP@N Kal £va MEPLEXOHEVO TIAipvovTag Hia B€on mmou OV ameUTOAEL TOV TTOAITIKO TNG XAPAKTAPAd,
€va Xapaktipa dpvnong Kdl Tautoxpova Hld avagopd o€ pla BeTikotntd, £va W0aviko Kal pua
afia, mapaméumovtag 1660 OTOV POAO TOU KAAMTEXVN OGO KAl TOU LOTOPIKOU TEXVNG WS AELOAOYIKA
TPocavATtoAloPEVOUC. Mwg pmopel AAAWOTE OTav n TEXVN TAIPVEL Evav OpLopO TToU KBAAAEL oTnyv
{wr, KOVTOAOYig, OTav 0 0pIoHOC TNG OLEUPUVETAL OTO KOIVWVIKO TEDI0, va TAPAPEVEL APETOXN KAl
OUGETEPN ATIEVAVTL O€ KOWVWVIKA OlakuBeupata; Edw, o dpog {wn mpémel va utootnpixBei. Mpémet
v’ apvnBouUpe OPwG TIC TAPAGOCIAKES TTEPLTTTWOELG OTIOU 0 POAOG TOU KAAAITEXVN EKTITITEL GE KATOLA
otevn WOeoAoyikn mporaydavoa'. 't autd ogeidoupe otnv mopeia va e€nynboupe. Opwg, ya va
avalntNooupEe TNV TEXVN HEow TNG {wng, o0nyoUPAcTE AVAYKAOTIKA, av Kal OlEupupéva, amo tn
pia otnv YAwooa Kal 6Toug BeopoUC TNG Kolvwviag Kal amd tnv dAAn oto vOonuda tng KOWVWVIKAG
TPAENG KAl TOUG KOOHOUG TTou dnploupyel. MOvo péoa og €va TETolo OLEUPUPEVO TTAAICLO, UTTOPOUE
VA TOTOOETAGOUNE TTAAL TNV TEXVN.

MAwvTag apxikda yla toug 6eopoUg Kat ToV TOALTIKO ToUug pOAO, £VVOOULE (PUGLKA TOUG (POPEIC Kal
TIC TTPAKTIKEG TOUG, KABE BeopO Kal KABE TL Tou olkodopEl pla dopn, £va cuotnya, éva mepIBAAAov
oKEWYnG. Méoa og autd ta cuotipata mepAauBavovtal amd tny pia mavra ot Adyol, Td vopobethpata
Kl Ol KavOVEG, TA KEIUEVA KAl Ol TIPOOTITIKES TOUG: £0w BPIOKOUKE TIC OTPATNYIKEG, TIG HEBGOOUG, TIG
OlacUVOEOELG, TIC CUVOECELC Kal TEAIKA TNV Yvwon. MPOKELTAl YId Pld GUVTOVIGHEVN KOWVWVLIKN gnxavi
Tou eival emiong pla pnxavn YAwoodag, oKEWYNG Kat mpAagewv, éva oAOKANpo GUUBOAIKO cUcTNUA TTOU
olkodopeital Tavta pPe onpeia mou o@eiAoUpE va cuVEIONTOTIOIOUHE TTOAU TIEPLOGOTEPO amd KABE TL
aAMo, emmeldn sipaote KaAAtéxveg. Miocw amd ta YAwoolkd cuoctipata ewAlalouv agaveic popeig
e€ouoiag, mou olkodopouvtal oe oXe00V a@aveic BaclkéG GOPEC Tou Aoyou? (Tou mepIAapBavouy
ac@aAwg TNV Téxvn), o€ BAclkoug TapAayoVTEG TOU VOEIV KAl TOU UTIAPXELY, o€ BePEALWOEL aflakoUg
mapayovteg, ot OepéAia.

POAOC TOU KAAAITEXVN - AV KAVEL TEXVN HE OPOUC ETTOIKOOOUNTIKAG TTOINTIKAG- £ival va avTtiBAAAEL Kal
TAUTOXPOVA VA EVOTIOLEL TO TTPAYHATIKO HE TO PAVIACIAKO ATTEAEUBEPWVOVTAG TO ATIO TO EMPEPOUS
YAWGOOIKO. XTIC OlAOTACELG TNG ATOMIKAG pUBUIoNg pmopel ToTe, Kal péoa amd mMoAU aywvd, va
UTTOBETEL £va AAAO PAVTACIAKO UTTOKEIPEVO TTOU Va EKBAAAEL 0€ VEEG MOAVOTNTEG TOU AVTIKEIPEVOU,
VEOUG KOGHOUG OXL Hovaxa tng TEXvNG aAAd XwPoug utrapElakous, Twv avipwtivwy SuvAToTATWY.
Eivat o€Upwpo mwg auti akpiBwe tnv autovontn moAttikn didotacn tng TEXvNG, AUTAV TOU TNV
XPNOIPOTOIOUV aTd apXdloTATWY XPOVwWY Ol LoXUpPOoi €ival Tautdxpova auth mou Tnv apvouvral
OTOV YEVIKO KOIWVWVIKO TNG Xapaktipa Kat Asttoupyid. Mapadeiypata mOAITIKAG XpAoNS TN TEXVNG
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Art claims the creation of spaces forthe-habitationf the social imaginary*: The spaces art re-
founds for the social imaginary-stand for overall'overwhelming the political and at the same time
existential components of life, the basis. of the-common-experiential space, the background of
feelings about life and the world; thé‘ place where we experience desires. This regards the key
components concerning what we feellas real; the physical dimension of life5, what art should
implicitly aim and primarily aims for, where_symbol and language constitute only a secondary
dimension.

So let us immediately pose the question: In which existential horizon is it possible to reveal the
possibility of an independent art? Can this term of independence be supported and create a meaning
in a society that classifies and organizes the different approaches, the prerequisites in the actions
of people and in history, in a common system? Modern science founds the variety of art definitions
one-dimensionally: While the universe of concepts in art is apparently being reshaped constantly,
the overall “endangerment” of art remains socially and politically inert within the social sphere.
In order to form a better theoretical viewpoint, it would be interesting to see art history itself as
a control and discipline subsystem of the expressive factor within the overall socio-institutional
construct, as some kind of legal framework that builds a system of power, an institution with
employees at its service. Art theory would then be nothing but a kind of decrees that contributed
to the practice, and current history of art, the exemplary rule of meaning.

The philistinismé of modern scholars of all kinds was and is the hallmark of a decadent modern
humanity. Conversely, one could argue that at least what superficially seems to be validated today
-in our new “happy” world and especially in the art we are currently interested in- is the refusal of
a value discourse that eventually implies a refusal to investigate its criteria as well as its meaning in
general. | think it is no coincidence that, since at least half of the last century, this has been going
hand in hand with the rise of a new global totalitarianism, a society of unprecedented depreciation
of man and his “classical” moral foundations, an act that is certainly associated with the explosive
development of technology. We would then, after all, very easily observe that the power discourse
nowadays does not need to exist as a final theory in art, that is, as a moral reflection explicitly
expressed, but as a self-referring subject of speech articulation that imposes the very subjectivity
or the whim of its words, a strategy presented as an autonomy of art. The rejection of this moral
discourse (a discourse about the human meaning of act - and, thus, of art) is, on the other hand,
consistent with an autistic metaphysical epistemology, which ultimately entails the underlying
morality of the arbitrariness of domination.

| clarify that, nowadays, this official discourse -as well as the definition of art itself- is based on the
overall postmodern ideology, that is, on a great system of confronting the discourses - an internal-
hidden regularity that holds the position of valueness even if it denies it with respect to anything
else. The peculiarity of this ideology is this particular -merely superficial- denial of the valueness
that indirectly imposes the special desire of the powerful for power, that is, of the establishment of
those standards that suit them, depending on each occasion, according to their will. This flexibility
of standards constitutes nowadays the basic aesthetic criterion, which is nothing but an ideology
of contemporary art, the strategic function of which consists in the abolition and relativisation of
every moral foundation within an entire commercialized culture.

The discourses of this general or specialized subject that lies behind the people who “seemingly”
practice the dominant public art correspond nowadays, after all, to an imaginative denial of opinion,
to a culture of easy phantasmagoria, to a world of acceptance of the unexpected (but not that much
free) experimentation, with a final notion of denying the criticism of the technical power’s new
arbitrary functions to the depths of the self. These new tactics impose, ultimately, as a feeling of
state, a “plastic” and disrupted sense of individual and collective identity on social process and
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Ba Bpoupe og OAOUG TOUG apXdAioug Kat cUYXPOovoug TOALTIoHOUG. A ta pvnueia twv Papaw, Ta
VOMIiopaTa PE TIG TTPOTOHEG AUTOKPATOPWY HEXPLTAV-TEXVN TS oUYXPOVNG TTOALTIKAG TNG TpOoTTayavodag
Kat ™ dwanyion?.

H téxvn afuwvel Tnv Onploupyia Twyv Xwpwy. KATOIKNONE TOU KOWVWVIKOU @avtactakou*: Ot xwpot
TTOU avaBePeAIWVEL YIA TO KOIVWVIKO (PAVIAGLAKO N TEXVN, TACCOVTAL OTO VA CUVTPIBOUV CUVOAIKA
TIG OUVIOTWOEG TNG (WG, TAUTOXPOVA TOAITIKEG KAl UTTAPELAKES, TNV BAcN Tou Kotvou Blwpatikou
XWPOU, To UoBabpo Twv cuvaleOnudtwy yia tnv {wn Kal ToV KOGHO0, TOV XWPEO OTIOU BIWVOULE TIG
embupiec. Mpokeltal yia TG BAGIKEG CUVIOTWOEG OE OTL CUVALCOAVOPACTE WG MPAYHATIKO, Yld TNV
owpatikn owactacn ¢ {wNg®, auto ToU TIPETEL VA OTOXEUEL KAl TTPWTAPXIKA OTOXEUEL AppNnTa n
TEXVN, €KEL OTTOU TO GUUBOAO Kal N YAwood amoteAEl povaxa pla osutepevouca dlaotaon.

Ag BAAoupe AoLTOV apéowG TO EpWTNHA: Z€ ooV UTap&lako opidovta ival duvatov va amoKaAuPoei
n duvatotnTa plag aveEaptntng Ttéxvng; Mmopei va otnpiletal Kat va SnploupyEl onpacia autog o
0pog NG avefaptnoiag, HEoA OE Pia Kolvwvia Tou Taglvopel Kal opyavwyvel o€ €va Kowvo cUoTnpa
TIG OLAPOPETIKEG TIPOCEYYIOELG, TIC TPOUTOBECEL OTO MPATTELY TWV AVOPWTWY Kal oTnv 1oTopid;
H oUyxpovn emotApn BePEALVEL HOoVOOIACTATA TNV TOLKIAIG TWV OPLOHWY TNG TEXVNG: TO cUPTIaV
TWV EVVOLWV HECA OTNV TEXVN EVW @PAIVOHEVIKA avaoxnupatietal OlapKwe, TO OUVOAIKO «Old-
KIVOUVEUPA>» TNG TEXVNG TTAPAMEVEL KOWVWVIKA KAl TOAITIKA adpaveg PHECA OTOV KOIVWVIKO XwWpO.
Oa Ntav evOlaYEPOV, Yld VA OXNUATICOUHE pla KAAUTepn BewpnTikn amown, va SoUpe tnv 0l
TNV LoTopia TNG TEXVNG 0av £va umocUoTNHA EAEYXOU Kal TEBapxiag Tou EKQPacTikoU mapdyovta
HECA OTO GUVOAIKOTEPO KOLVWVIKO- BECHIKO OIKOOOUNHA, WG £va £i(00UC VOUIKO TAdiclo Tou OopEl
éva ouotnua e€ouciag, éva Beopo pe umaAAnAoug otny epyacia tou. H Bswpia tng 1€xvng tote dev
Ba amoteAovos mapd €va €idog SlaTaypdTwy Tou cUVEBAAAQv OTnV TMPAKTIKN TNG €€A0KNON Kal N
TWPLVA TNG LloTopid, 0 UTTOGELYUATIKOG Kavovag VONHatog.

O @INOTAIOPOC® TWV CUYXPOVWY HEAETNTWY KABE €i00UG, ATAV KAl Eival TO XAPAKTNPLOTIKO HLAG
nmapakpdaloucag poviépvag avlpwmnotntag . Avtiotpogpa 6a PmopoUce KATOLOG VA IOXUPLOTEL TTwWG
TOUAQXIOTOV QUTO TIOU EMPAVEIAKA QAiVETAl VA EMKUPWVETAL CHHPEPT, OTOV VEO HAG «XAPOUHEVO>
KOOMO Kal Wdlaitepa otnv TéXVN ToU pag evOLaWEPEL oNPEPA - €ival n apvnon €vog aglakou Adyou
TTOU CUVETAYETAl TEAIKA pia dpvnon OlEPEUVNONG TwV KPLTNPiwv TN aAAd Kal TOU VORHATOG TNG
YEVIKA. Oswpw Twg OeV €ival Tuxaio mwg autod To yeyovog, cupBadilel amo ta pPiod TouAdxioToy Tou
TEAEUTAIOU alwvda, PE TNV avodo VO VEOU TTAYKOOHIOU OAOKANPWTICHOU, HId KOWVWVid TpwTto@avoug
ama&iwong Tou avhpwrou Kal TwV «KAJOOIKWY>» ToU NOIKWY BePeAiwy, Hia mpdagn mou ac®aAws
OUVOEETAL PE TNV EKPNKTIKN avAmtuén tng texvoloyiag. ©a mapatnpolcape ToTe, MOAU €UKOAQ,
HETA amo OAa autd, TwG 0 EE0UCLACTIKOG AOYOG OTIC HEPEG PAG, OEV EXEL AVAYKN VA UTTAPXEL WG PlA
TEAIKN Bewpia otnv téxvn, ONAadh wg £vag NBIKOG 0TOXACHOG TToU TPOBAAAETAlL pNTd, aAAd wg Eva
auTOavaPEPOHPEVO UTIOKEIHEVO ApBpwaong Tou AOyou Tou eMIBAAAEL TNV (BlA TNV UTTOKEIPEVIKOTNTA
N TO KATPITOLl0 TwV AOYWV TOU, GTPATNYIKNA ToU TapouctaleTal wg autovopia tg téxvng. H dpvnon
autoU Tou nBikou Adyou (AGYog TEPi TOU avBpwITlvou VONHAToS TNG TPAENG - dpa Kal TEXvng) amd
TNV GAAN Tou TAEUPd, CUVAOSEL PE P AUTIOTIKN PETAPUOLIKN EMIOTNHOAOYIA, TTOU EVEXEL TEAIKA TNV
umdéppntn NOIKN TNG aubalpeoiag tng Kuplapxiag.

Amoca@nvilw Twg cAPEPA autog o emionpog AGYog Kal o 3log 0 OPICHOG TNG TEXVNG - EPPELTAL OTO
OUVOAIKOTEPO PETAHOVTEPVO 1O£0AOYNHA, ONAAdn éva PEya cUCTNHA AVTIHETWTIONG TWY AOYWV - Hld
EOWTEPIKN-KPUPN KAVOVIKOTNTA TTOU EVEXEL TNV BEon aflakdTnTag akopua KL av TV apveital oe OAa
T’ dAAa. To Wlaitepo autol Ttou IOE0AOYAHATOC Eival auth akplBWS n apvnon -£mM@AVEIaKA HOVo-
NG alakotntag mou emMBAAAEL EPpeca TNV €0IKN emMOBUMia Twv oxupwy yia g€oucia, dnAadn tng
Katd BoUAnonv KablEpwaong Twy MPoTUTIWY EKEIVWY Tou BoAsUouy Katd mepiotaon. Authi n eueAia
TWV TMPOTUTIWY CUVIOTA CHUEPA TO BAGIKO atcONnTikd KpLtnplo, mou Gev gival mapd éva I0€oA0ynHa
NG oUyXpovNng TEXVNG TOU OTOIOU N OTPATNYLKN AELTOUPYia cuvictatal otnv Katdpynon Kat tnv
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social existing, the feeling of destruction we-atl expé.fjencé. What we conceive here is not a world
of freedom but a conquest of imagination in‘reverse. -

Social sculpture is, on the contrary, theireturning of art'to society, to a society that is open to the
strange influences that sometimes alter theiinterpretation.of the work of art by keeping it alive at
a level beyond the “sterile” and “neat” percéptions of the experts, at the level of spontaneity of
ordinary people. The challenge of desire is to have art as art, that is, as a catalyst for the change of
social reality and at the same time as a center for awakening human authenticity. The multitude of
people, the predominant basis of reality, is now required, through an act-communion of aesthetic
and at the same time of moral participation, to become active, that is, to regain its lost autonomy
as a social and historical subject. The artist has to select critically -that is, philosophically- a level
of expression and a kind of “form” that excludes inhuman and dismissive components, aiming at a
process of fulfilling human existence.

The deadlocks of the modern world and human suffering are necessities that require the reorientation
of art towards a morality of a “human ecology” that trusts the creative ability of all human
beings and places the future of the planet on them. Experience has shown that the continuous
and contradictory rise of the subject in the West after the enlightenment as well as that of the
subjective nature of the so much glorified work means nothing but the dissociation of the artist from
the needs of society, resulting in his being sterilized in a closed and gloating universe, whereas the
public is limited to a group of “experts” and “eminent”. An art in society has to certainly reveal its
pedagogical character, which is, however, not predominantly didactic but rather initiating, denying
at the same time an abstract, self-reliant, isolated and isolating role controlled by the socially
powerful. What opposes such a control is an art that is spread across the vibrant network of the city
where its living entity becomes the social subject itself. When art fulfills its true social role, then
its poetic influences, that is, the desire for creation, is magnified. On the contrary, the dissolution
of every form of folk art” in our century was a crime of imposition, the revelation of the modern
totalitarian state.

Regarding the content of such an art, it is understood that the impasse of the rationalist conception
of reality, the model of the manipulative practice of modern society and science, conceals the
irreducible of human dimension. The aesthetic of denial concerns a social sculpture that consciously
establishes a new humane perspective, a consciousness with emotions, a moral philosophy with plastic
means. Art should evolve into a moral philosophy provided with a body. A body with consciousness.
Denial is introduced here with reference to a rational thinking that constitutes a hubris to the
extent that it weakens or excludes basic needs, functions and contents of human existence.

Art has to attempt to restore the states of the general, towards an increasing tendency of
specialization, which presents the exclusivity and generalization of the individual as “truth”. The
discovery of a harmonized and authentic life can only be attempted as the seemingly oxymoron of
an identity without consciousness, as opposed to an individualized consciousness separated from
things. We ought to eradicate the false identity® referred to as self-restraint of the subject in the
individual. This gradual eradication is at the same time a development of thought itself that contains
and can accept the wholeness of life as a healthiness towards the destructive mania of a rationality
that implies the denial of body and the devastating putting of emotions “in order”. However, this
direction does not refer to the rejection of reflection but to its completion, to the negativity of its
form that contains both the concept and the rejection of its unilateralism, a reflection which, in its
own dialectic opposition, exceeds its false integration in the cognitive unilateralism (identification)
of data.’

This separation can arise through the regeneration of the primary senses that are present even
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OXETIKOTIOINON KABE NBIKOU BepeAioU, OTO OUYOAO HIAG EUTOPEUHATOTTOINHUEVNG KOUATOUPAG.

Ot Adyol autoU Tou YEVIKOU 1 £EEIOIKEUPEVOU UTTOKELHEVOU TTOU BpioKeTal Miow amd Toug avepwimoug
TTOU «(PALVOMEVIKA>» ACKOUV TNV Kuplapxn ONpOCta TEXVN, OAPEPA AVTIOTOIXOUV TEAIKA OF Hld
EUPAVTAOCTN APVNoN Amoyng, O€ Pld KOUATOUPA EUKOANG paviacpayopiag, o€ €vav KOOHO amodoxXng
ToU ampoodoKNTou (aAAd OXL Kal TOCO EAEUDEPOU) TIEIPAATIONOU, HE Pla TEAIKA £vvolda TN Apvnong
TNG KPLTIKAG TWV VEWY aubaipeTwy AEITOUPYLWY TNG TEXVIKAG £€ouciag Péxpl Ta PUXia Tou eautou.
AUTEG Ol VEEG TAKTIKEG EMBAAAOUV TEAOG OTO KOIVWVIKO YiyveESHal KAl 0TO KOWVWVIKO UTIAPXELY, WG
aiobnua tng Kataotaong, Hia «MAAOCTIKA» KAl OlaCAAEUPEVN  aicBnon AaTopIKAG KAl GUAAOYIKNG
TAUTOTNTAG, TO AioHnUa TNG KATACTPOPNnG Tou OAol Blwvoups. Autd mou cUAAapBavoups €0w Ogv
glval évag KOopog eAsubepiag aAAd pia KAtaktnon tng gavtaciag amod tnyv avamoon.

H Kowvwvikn YAUTTTIKN €ival avtiBeta n EMOTPOQN TG TEXVNG OTNV KOVWVId, Hia Kolvwvia avolxti
OTIG AAAGKOTEG EMOPACELG TTOU EVIOTE OLAPOPOTIOIOUY TNV EPUNVEIA TOU £pYOU TEXVNG OlATNPWVTAG
10 {wvTavo o€ €va emMMeSO MEPAV TWV «ATOOTEIPWHEVWY>, KAl «TAKTOTOINHEVWY> AVTIANYPEWY TWV
€0IKWYV, OTO €mMimedo TOU auBopunTIopoU Twv amAwyv avBpwmwy. MpokAnon tg embupiag sivat,
va umrdp&el n téxvn wg téxvn, OnAadn wg KAtaAutng aAAayng TNG KOWVWVIKNG TPAYHATIKOTNTAG Kal
TAUTOXPOVA WG KEVTPO a@uUTVIong Tng avlpwmivng aubevtikotntag. To mARBog twv avlpwnwy,
Kupiapxn Bacn tng mPAypATIKOTNTAG, KAAEiTal Twpa PEca amo pia mpdgn - pEBeEn, tautdxpova
alodNTIKNG Kat nOIKAG CUPHETOXAG va Yivel evepynTikO, va avaBpeli OnAadn w¢ KOWVWVIKO Kat
LOTOPLKO UTTOKEIPEVO TNV XAUEVN TOU autovopia. O KaAAITEXVNG OPEIAEL va EMAEEEL KPLTIKA - dnAadi
QAOCOPIKA - éva emimedo €Kppaong Kat éva £i00¢ «HopPNG> TTOU ATOKAEIEL TIC aMAVOPWTES Kal
amalwTIKEG CUVICTWOES PE 0TOXO pla Oladlkacia eKTTARpwoNng TG avBpwmivng utrapéng.

Ta adié€oda tou cUYXPOVoU KOGHOU Kal n avBpwivn SucTtuxia ival avaykatdotnteg mou emBAAAouv
TOV AvampocavatoAloH0 TNG TEXVNG TTPOG Kl NOIKN plag «avOpwivng olkoAoyiag» mou eUmoTeUETal
TNV ONUIOUPYIKA IKAVOTNTA OAWY TwV aAVOPWTIVWY OVIWY KAl TTOU vamoB£Tel To HEAAOV TOU TAAVATN
o€ autoUq. H gpmelpia £0€1€€ WS N CUVEXAG KAl AvTIPATIK Avodog TOU UTTOKELMEVOU 6TV OUOH, HETA
ToV OlaPWTIONO, Kal TAPAAANAA TOU UTTOKEIPEVIKOU XAPAKTAPA TOU £PYOU TIOU TOGO £KOEIAOTNKE
Oev onpaivel, mapd, TNV AmOoTAcn TOU KAAAITEXVN ATO TIC AVAYKEG TIG KOLVWVIAC TOU TEAIKA
ATTOOTEIPWVETAL OE £€va KAEIOTO KAl QUTAPECKO CUUTIAY, £VW TO KOlvo meplopiletal o pia opdda
«EIOIKWV>» KAl «EKAEKTWV>». Mia TEXVN PECA OTNV KOWVWVId, OQPEIAEL va QAVEPWVEL ACPAAWS TOV
Tadaywylko TNG Xapaktipd mou OgV eival OpwS Kupiapxa O1OAKTIKOG 0G0 HUNTIKOG, EVW TAUTOXpovA
apveital évav agnpnpévo, autdpkn Kat AmOHOVWHEVO KAl ATTOHOVWTIKO POAO TTOU EAEYXETAL ATIO TOUG
KOIWVWVIKA L1oXUpoUG. AvTIiOeTn o€ €va TETOLO £AEYXO €ival Pla TEXVN AMAWHEVN péoa otov {wvtavo
10TO TNG MOANG OmoU {WVTavog TG PopEAg YiveTal TO iGl0 TO KOIWVWVIKO UTTOKEIPEVO. ‘Otav n téxvn
EKTTANPWVEL TOV TTPAYHATIKO KOWVWVIKO TNG POAO, TOTE KAl Ol TMOINTIKEG TNG £MOPACELS, OnAadh n
embupia ywa dnploupyia, peyebuvetatl. AvtiBeta n SidAuon KABe popng AdIKNG TEXVNG 0TOV Alwva
Hag amotéAeoe €va £YKANUa mMBOANG, To amaUuyaopda Tou cUyXpovou OAOKANPWTIKOU KPATOUG.

Ava@oplka TPoC TO TEPIEXOPEVO MIAG TETOLAG TEXVNG, €ival avTIANTTo mwg 1o adlé€odo tng
0pBoAoyIKNG GUAANYNG TNG TPAYHATIKOTNTAG, TO HOVIEAO XELPAYWYNTIKNG TTPAKTIKNG TNG GUYXPOVNG
KOlVWVIag Kal £MOTARNG, AMOKPUTITEL TO HN avaywylpo tng avepwmivng diactacng. H ateOntiki tng
apvnong, a@opd Hia KOWWVIKA YAUTITIKN TTOU KaBlepwVel cUVEIONTA Hla vEéa avBpwmivotnta, pia
ouveidnon pe cuvaicdnuata, pia nbikn @locoia pe TAACTIKA péoa. H téxvn mpémel va eEeAxOei
o€ pla NOwkn @locowia pe cwpa. ‘Eva cwpa pe ouveidnon. H apvnon tomobeteital 0w pe avagopa
pla 0pBoAOYIKN OKEWN TTOU ATTOTEAEL UBPIC 0TO PETPO TTou aduvartilel n amokAsiel BaclkEG avaykKeg,
AELTOUPYIEG KAl TEPLEXOHEVA TNG avOpwvng UTTapéng.

H téxvn o@eilel va eMXEPACEL TNV ATOKATACTACN TWV KATACTACEWY TOU YEVIKOU, AMEVAVTL OF
pla €VTELVOHPEVN TAon £Eeldikeuong, TOU TAPoUcLdlel wg «aAnbela» TNV ATMOKAEIOTIKOTNTA Kal
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before the predominance of the concept-that‘puts them-in-order, through an action of art that
addresses the body, the basic processes.and expr"’e'ss'i.dns- of life. It-is an art of limiting the unilateral
mental principle of identity, which is-ultimately a tendency towards death and denies the primary
element of life, claiming the principlé of/generalized control and the “civilized” violence of the
symbol. Social sculpture shall be activated:in‘the human.body™, in its relation to space, in the
sense of unintervening and pure time, in-the-feeling of closeness and contact, in the emergence of
the special and unique. It portrays the history and the lived identity man constitutes as a relation
to space, time and objects, which are not intangible but tangible, containing the social body of
people, as well as the living world of the things that are continually regenerating around us.

At this point, we would like to make a first reference to Beuys1: “Plastic art”, according to the artist,
“is but a mental stimulus, ... that flows back into life again”''. Plastic art is both thought and action.
In addition, “Every expression, be it visual or verbal, establishes, thus, a broad information and
organization model that touches everyone’s experiences, which need not necessarily be rationally
analyzed” (Adriani)."

In this context of art, we can claim today that the road we are pursuing is wider, more comprehensive
and deeper, concerning both the general means and the forms of social sculpture to be mentioned.
The specific content of our interventions certainly contains the external -from the perspective
of the spectator- reference to time, meaning and reflection of living experience that calls for
the awakening of a feeling of selection. But, in serious opposition to Beuys, all these constitute
cognitive consequences, elements that come in the end. What arises here as a basis and principle is
not a mental argument, but the introduction to an intense and principal experience, an existential
environment, a space-time that confuses more than it explains. The creative act, when extended,
can connect logic and intuition in a project that often includes community and collective action,
finding themselves all in a primitive and irritating unity with reference to the historicity of the
primal human experience on the planet and in nature.

The feelings of sexual intercourse, the texture, the rhythm and the continuity of living forms,
the connection and the composition with the natural world are those elements that have priority
in a work that constitutes, first for itself and then for the others, a life model, a “living thing”.
Creative acts -that lie beyond the correctness of a project and, therefore, are infinite- should
restore this lost horizon and seek for the living part in man, acting like mythical sirens of lost
pleasure, animal tension and serenity, the primary level where the distance of forgotten life,
thrown and unremembered in today’s planned pointlessness, is being rediscovered.

The thematic cycle is not premeditated, but, since it is connected to man, it emerges through
the process and discovery of the present as well as of the buried values that are evidently and
unrepressedly ??drawn from its eternal depths, in its pre-cultural identity. Key issues, such as man,
the body, the landscape, the tree, the animal, the materiality and the feeling of the world, form,
specifically, a reference to sensuality, to movement and to energy, denying, ultimately, in the vitality
of being, the dominance of a rational and predetermined form physically and extralinguistically.
When, of course, discourse becomes degraded into a sign and an inevitable symbol, this emerges
in such a way that the unilateralism of its unity is, eventually, invalidated, and that it becomes
negative,’ concealing that uncommitted and unstated communication level.

As an example of the above effects can serve the difference of the scale that often signifies the
distance from the event, while revealing, in other cases, a conceptual implication to the human
effort required for the initiating goal. But what matters to us is the mass, its space that transfuses
the dynamics and time, the texture, the rhythm of breath and walking, the sound of the physical
object we constitute ourselves. All forms of the work investigate their integration in this question
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TN YEVIKEUON TOU €MPEPOUC. H avakaAuywn plag evappovIopEvng Kal auBevtiking {wng, Ymopei va
EMXEPNOEl pOVAXA WG TO PAIVOUEVIKA - 0EUHWPO - JIAG TAUTOTNTAG XWpPig ouveidnon o€ avtiBeon
HE Hla €EATOMIKEUMEVN ouveidnon og Owiotaon. and ta.-mpdypata. Ogeidoupe tnv OlGAucn tng
WeudoUg TautotNTac® ava@epoOPEVn WG AUTOTIEPLOPICHOG TOU UTTOKEIPEVOU OTO €101KO. H otadlakni
autn OlgAuon gival tautoxpova pua eEEAEN TG 101ag Tng oKEWNG Tou TePIAAUBAVEL Kal Pmopei v’
amodexetal TNV oAOTNTa TN {WNG WG UYEla AmEVAVTL 6TNY KATACTPOPIKN pavia evog opBoAoyiopou
TIOU UTTOVOEL TNV dpvnon TOU CWHATOG KAl TNV I0OTEOWTIKN «TAKTOTOINoN» Twv cuvalcdnudtwy. H
KateuBbuvon autn v avagEpPeTal eVvtoUTolg oTnv dpvnon Tou 6ToxXdcpoU aAAd otnv oAoKANnpwon
TOU, OTNV dpvNTIKOTNTA TNG HOPYPNG TOU TIOU TEPLEXEL TOOO TNV £vvold OGO Kal Tnv dpvnon tng
HOVOMEPELAG TNG, £VAG OTOXACHOC TOU PéEoa otnv idla tou tnv OlaAEKTIKA avtibeon, Eemepvd tnv
Weudnl OAOKANPWGCN TOU GTNV VONTIKI HOVOUEPELA (TAUTIOTIKOTNTA) TwV O£G0HEVWY.®

H dudotaon auth pmopel va mpoEABel péoa amd TNV avayévvnon Twv TPWTOYEVWY alcOnoswy,
TapoUGCEC TPLY aKOUdA TNV Kuplapxnon Tng Taxtomolouoag £vvolag, Péoa amo pia 6pdon tng TEXVNG
Tou ameuBUveTAl 6TO cWHd, OTIG BACIKEG dlepyaocieg Kal ekpdoelg tng {wng. Mpokettal yua pa
TEXVN MEPLOPIOHOU TNG HOVOPEPOUG VONTIKAG APXNG TNG TAUTOTNTAG, TIOU ATOTEAEL £V TEAEL pla poTi
TPOG To BAVATO KAl TTOU ApPVEITAl TO TTPWTOYEVESG oTolxeio NG {wng, TPoBAaAAovtac wg aiwon tnv
apXn TOU YEVIKEUPEVOU EAEYXOU Kal TNG «TTOATIOPEVNG> Biag Tou cupBoAou. H Kowvwviki YAUTTTIKA
o@eiAel va evepyomolnBei oto avBpwmivo cwpa'®, otn oxéon Tou PE TOV XWPO, oTNV aicbnon tou
apecoAdBntou Kat kKabapou xpovou, oTo dicBnua tng £yyutntag Kat tng EmMa@ng, otnv gPQAvion
Tou 0laitepou Kat pgovadikou. Avadidel Tnv lotopia Kat Tnv BlwHEvN TAUTOTNTA TTOU GUYKPOTEL O
AvOpwWITOG WG OXECN HE TO XWPO, TO XPOVO KAl TA AVTIKEIPEVA, OXI AUAA AAAd UAIKA, TTOU TTEPLEXOUV TO
KOIWVWVIKO cwpa Twv avlpwnwy, omwg Kat tov {wvtavo KOGHO TwV TpayHdtwy Tou avayevviouvtal
OlapKWS YUpW Hag.

2 autd 0w TO onpeio Ba BEAAPE va KAVOUHE pla mpwtn avagopd otov Beuys: “ H mAaotikn,
oUp@wva pe tov KaAAttéxvn dev eival mapd €va dlavontiko £pEBLoa, ... TTOU pEEL TAAL THOW OTNY
{wn”"". H mAaoTikn ivat T0co okEWn 660 Kal mpdgn. EmmAfov, “Kabe Ekppaon, ELKACTIKN 1 AEKTIKN,
BepeALVEL €TOL €va TAATU POVIEAO TANPOYOPNONG Kal opydavwong, mou gyyidel ta Bluwpata tou
KaBevog, mou dev xpetdlovratl v’ avaAuBouv omwodnmote opBoAoylotikda” (Adriani).'?

2’ autd To MAdiolo TNG TEXVNG PTTOPOUHE va OLEKOIKACOUUE WS 0 OPOHOC TToU akoAouBoupe givat
€UPUTEPOG, OGUVOAIKOTEPOG Kal Babutepog oRPEPA, TOGO OTOUG YEVIKOUC TPOTOUG 00O KAl OTIC
(POPHES TNG KOIVWVIKAG YAUTITIKAG TTou 0’ ava@epBoupe. To €l0IKO TEPLEXOPEVO TWV TaApeUBAcEwY
HAG TTEPIEXEL ACPAAWG TNV EEWTEPIKN -ATO TNV MAEUPA TOU Beath- ava@opd 6Tov XpOvo, 6TO VOnua
Kl ToV 6ToXacpo tng {wvtavig ePmelpiag 0mou KaAsi otny a@umvion evog cuvalctnpatog emMAoynG.
‘OAa autd opwg, oe coBapn avtibeon pe tov Beuys, €ival vontikd emakoAouba, oTolxeia mou
£pxovtal oto TEAoG. Autd Tou 0w avaBAUlel wg Baon kat apxn, Ogv eival éva vontiko emxeipnua,
aAAd n eloaywyn o€ éva €viovo Kal Baoikd Biwpa, éva umapflako meplBAAAov, évav Xwpo-Xpovo
mou meplocodtepo Bubilel mapd €€nyei. H dnploupylk mPAgn, MPOEKTEIVOUEVN, UTTOPEL VA EVWVEL
TNV AoYIKA Kal tnv Owaiocdnon o€ éva oxEO010 TOU GUXVA CUHTEPIAAUBAVEL TNV KOWVOTNTA Kal Tnv
OUAAOYIKN TIPAEN, OAA O€ Hid TPWTOYOVN KAl EPEBIOTIKN EVOTNTA HE AVAPOPA OTNV IOTOPIKOTNTA TNG
apxéyovng avbpwmvng ePTelpiag otov TAAvATn Kat Ty euon.

Ta cuvalednuata tng EPWTIKAG ETAPNG, N UPN, 0 PUBPOC Kal N GUVEXELD TwV {WVTAVWY HOPPWY, N
oUvdeon Kat n cUVOECN LE TOV (PUGIKO KOGHO Eival EKEIVA TA OTOIXEIA TTOU £XOUV TTPOTEPALOTNTA OE £V
£PYO TTOU amOTEAE(L TO (010, TPWTA YA TOV £AUTO TOU KAl HETA Yld TOoUug AAAoUG, éva utrddetypa {wng,
éva «{wvtavo €i0oc». Ot dNUIOUPYIKEG TTPAEELS - TToU €ival TEpa amod tnv opBotnta evog oxediou,
KAl YL QUTO ATELPEG, OPEIAOUV V' ATMOKATAGTAOOUY AUTAV Tov Xapévo opilovta, v’ avalnticouv 1o
{wVTavo KOPPATL HECA OTOV AVOPWTIO AEITOUPYWVTAG 0aV HUBIKEG GELPNVES TNG XAUEVNG NOOVAG, TNG
{WIKNAG €vTaong Kal TG NPEMIAg , TO MPWTAPXIKO £MMEDO TMOU AVAKAAUTITETAL Eavd n amdotacn tng
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of space-time and existence. It-is a set of-tangible 'but.paradoxical, from the rational perspective,
unscheduled and unprepared events, placed in.an‘ex/post classification after the special revelation of
their tangible and peaceful dynamics. This-eternal human‘ecology of life and expression, “thrown”"
today in a daily and continuous alienation, comprisesthe primary relationship of man with the other
that he, himself, is, an act that is embadiedithrough the vertical plunge in space and time towards
an extra-cultural environment, which is,-at*the same-time, the finding of our primary body. This is
an act that realizes an attempt concerning the crisis of human destiny, the tragic human experience
of choice™ and, at the same time, the questions of identity and freedom.

By organizing such a form, the works-drawings do not tolerate the narrow depictedness, except
when it arises as a basic body memory, and, much more than that, they adhere to sensuous fields
that repel the mental and specific analyses that fall short of wealth and vitality, in comparison
with the primitive forces or, better expressed, with the sophisticated emotions they mobilize.
Opposite textures, volumes, flowing matter, the interplay of the forces the material itself and the
color emit, the dynamics of sound and the tendencies of matter, the contrasts between the dense
and the sparse, the flowing and free and the compact and specific, the changing and the stable,
the biomorphic and the complex, the active and the passive, sensory stimuli syntheses aiming at
awakening and emerging areas of primary emotions that, ultimately, determine another environment
of life. The achieving of the lost humane perspective can only be accomplished through the use
of materials that mark the path of the human being on Planet Earth. On the contrary, the abrupt
discontinuation of the use of materials that have accompanied human existence for millennia, the
present permanent loss of the primary matter, a fundamental part of the biological prehistory of
the species, is nothing but the special expression-symptom of its separation from the natural world,
which corresponds to a dominant aspect of the phenomenon of modern alienation. ™

The act of uncovering the denial in the work of art constitutes a tendency for an urgent connection
with the world and comprises a moral act that tends to an ecology of liberation that necessarily
expands to basic relations containing the experience of the human being on the planet. Here, the
particular morality of expression aims at criticizing and sensorially denying those symbols that
derive from controlling cultural practices, forms that, reducing their essence to an abstract shape,
express ways, methods and processes of domination on humans and nature. Faced with this fact,
the counterpoint towards another perspective can only be expressed in a liberated physical (sexual
and sensuous) relationship' that emerges from the “contact” in the relations between materials
and creatures, a relationship that is more true as it arises from peaceful human spaces, from which
feelings gush that oppose distortions arising from the historically evolving linguistic and classifying
violence of “civilized” semiotic systems.

The quest for the artistic work as a living social act constitutes for us the denial of the fragmented
dimension of the world, of a division or even dissolution of the world imposed by the authoritative
control and recognized in every collage art promoted by the contemporary theory and practice of
art. Integrated in the framework of an ecology of denial, the work advocates the continuity and
unity of the secular and the social, a dimension of the world that emerges as a mixing of vital
energy processes. This process is experienced as an action and as a denial towards an ontology
that proposes the structure of a mechanically programmed deadness. The movement of the form
should, on the other hand, stand in moderation to the unexpectedness of flow, too, that is, defend
itself in favor of the cohesion of the living being that, however, finds itself in a personal and social
continuity in space and time. This is a continuation that resists the modern political dimension of
the complete opening of the body, of the destruction of the limits of the inside and the outside,
which widely abolish the desire for the autonomy of the human being within the framework of a
new and modern guiding “social mega-mechanics”.
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amoAnopovdg {wng, PLYHEVN Kal EEXACHEVN HEOT OTNV MPOYPAUHATIOHEVN AVOUGLOTNTA TOU CNHEPQ.

O BepaTikog KUKAOG OV €ival TPoEIKACPEVOC AAAD KaBwg cuVAEOEPEVOC HE TOV AVOPWTTO TTPOKUTITEL
pEoa amo tnv Oladikacia Kal TNV avakaAuyn Twv Tapoviwy aAAd Bappévwy aglwy mou avacupovtal
amo Ta mpoalwvia Badn tou, @avepd Kat avanwenta, otnv mpo-TOAITIOHIKNA TAUTOTNTA Tou. Bacika
Ofépata Oomwe 0 AvOpwTog, TO CWHA, TO TOTio, To-0&vOpo, To (WO, N UAIKOTNTA Kal To aicdnua tou
KOOHOU, OOHOUV CUYKEKPIPEVA Hlav avagopd otnv atcbavtikotntd, TV Kivnon Kal TNV evépyela ,
TTOU TEAIKA, CWHATIKA KAl EEWYAWOOIKA, péoa otnv {wTIKOTNTA ToU £ival, apvouvTdl TNV Kuplapxia
Hlag 0pBoAOYIKAG KAl TPOATTOQACIOHEVNG HopNnG. Duoikd, OToU 0 AOYOG EKTITITEL OE ONUEio Kal
avamo@EUKTO GUPBOAO, AQUTO TPOKUTTEL HE TPOTO TOU TEAIKA VA AKUPWVETAL N HOVOUEPELD TNG
EVOTNTAG TOU, YIVETAl ApvNTIKOG," amookemalovtag €KEiVO TO AdECHEUTO KAl ApPNTo EMIMEDO TNG
EMKOIVWVIag.

Mapddelypa Twv mapamavw mMOpPACEwY PUTTOPEL va amoteAéoel n Slawopd TG KAIHAKAg Tou cuxvda
onPatodoTel TNV AmOoTACh ATO TO YEYOVOG, €vw AAAOTE TPOOIdel €va  VONUATIKO UTTOVOOUKEVO
oTnV avlpwmivn mPooTdbeld TOU ATAITEITAL Yid TOV HUNTIKO 0TOX0. ‘Opwe autd ToU TPOEXEL YA
€PAg eivat n pada, o xwpog TnG mou MPoodidel TNV SUVAMIKN KAl TO XpOVo, N u®@n, 0 pUBUOG TG
avaocag Kat Tou Badiopatog, 0 X0 TOU PUGLKOU AVTIKEIUEVOU TTOU €ipacte gpeig ot idlot. ‘OAeg ot
(POPHEG TOU £pYOU avacKaAeUouyv tnv €vtagn Toug G€ AUTAY TNV ATopid TOU XWPOXPOVOU Kdal TG
umapéng. Mpokettal yla éva cUvoAo antwyv aAAd mapddofwv amo tnv opOBOAOYIOTIKN TPOOTTIKA
YEYOVOTWY, ATMPOYPAUHATIOTWY KAl ATPOETOIHACTWY TOU TOTOOETOUVTAlL OF Hld €K TWV UCTEPWY
Taflvopunon PETA To I0LAiTEPO PAvEPWHA TNG ATITAG KAl £lPNVIKAG OUVAUIKAG TOUG. AUTA N Tpodlwvia
avOpwivn olkoAoyia Tng {wNng Kal TNG EKPPAoNG, «PLyHEVN»'* oNUEPA o€ Pla Kabnpepvn kat dlapkn
aAAotpiwon amoTeAsl TN MPWTAPXIKN OXECN TOU avOpwIou He To AAAo Tou eival o idlog, mpa&n
TTOU EVOAPKWVETAL HEOW TNG KABETNG BOUTIAG OTOV XWPO KAl TO XPOVO, TPOG £va £EW-TTOALTIOTIKO
nmePIBAAAOY, TOU €ival TAUTOXPOVA N AVEUPESH TOU TPWTAPXIKOU pag ocwpatog. Mpdkettal yia pua
mpa&n mou cuveldntomolel Pla mpooTddela Tou agopd oTnV Kpion tng avlpwmivng poipag, tnv
TPpaylkn avlpwmivn epmelpia g emMAOYNAS'™® Kal Tautdxpova TNV amopia tng TautotnTac Kal tng
eAeubepliag.

OpyavwvovTtag Pla TEtola Hop@n, Td €pyd- oxESla OV avEXoVTdal TNV OTEVH ATEIKOVIOTIKOTNTA Tapd
HOVO OTav MPOKUTTEL WG BAGCIKN CWHATIKA PVAKN KAl TTOAU TTEPLCCOTEPO ATO EKEIVN TPOCXWPOUV
oe media alcbavtikd mou amwbouv TIG SlavVONTIKEG KAl CUYKEKPIPEVEG AVAAUGELG TTOU UTTOAEiTTovVTal
oe MAOUTO Kal o€ oplyog amd TIC MPWTOYOVEG OUVAUELG N KAAUTEPA, ATO TA EKAEMTUCHEVA
ouvalcOnuata mou KivntomotloUv. AvTIOeTeC UPEG, OYKOoL, pEouca UAN, n OlamAoOKA Twv OUVAPEWY
TTOU EKTEUTIEL TO (010 TO UAIKO Kal TO XpwHd, N OUVAHIKA TOU AXOU Kdl TwV TACEwY TtTng UANG, oL
avTIBECELG TOU TTUKVOU Kal apatoU, ToU PEOVTOG Kat EAEUBEPOU HE TO GUUTIAYEG KAl TO CUYKEKPIHEVO,
TOU PeTaBAAAOpEVOU Kal Tou otabepou, Tou Blogop@lkoU Kal Tou GUVOETOU, TOU EvEPYNTIKOU Kal
ToUu MabnTikoU, OUVOEoEIC AloONTNPIAKWY EPEBICUATWY TTOU GTOXO £XOUV TNV aA@UTVICN Kal TNV
avaduon TEPLOXWY TPWTOYEVWY cuvalodnudatwy mou kabopilouv TeAKA €va dAAo mepIBAAAov
{wng. H emiteuén tng xapévng avbpwmivotntag 0ev PTOPEl, TAPA VA CUVTEAECTEL PEoa AMO TNV
XpNon UAIKWY Tou onpadevouy tnv dladpopn Tou avepwivou Oviog otov MAavAtn yn. Avtifeta
n amétopun OlAKOTH OTNV XPNOoN UAIKWY TOU cuvodsuav tTnv avlpwmivn Umapén €mi XIAIETIEG, N
onuEPLVN OLAPKNG ATTWAELA TNG TTPWTAPXIKAG UANG, Baclko pépog tng BloAoyIKAG TpoloTopia tou
gidoug, 0ev amoteAel Tapd tnVv €10IKN €KPPACH-CUUTITWHA TNG ATTOKOTIAG TNG AT TOV (PUGLIKO KOCHO
YEYOVOC TIOU AVTIOTOIXEL OE Hla Kupiapxn Oyn Tou @atvopévou tng ocuyxpovng aAAotpiwong. e

H mpa&n tng amokdAuwn tng dpvnong oTo £PY0 TEXVNG CUVIOTA Plag tdon emeiyoucag ouvoeong
HE TOV KOOMO Kdl amoTeAEl pla NOIKN mPpA&n mou TEIVEL OE Pl OlKoAoyia TG ameAeuBEpwong Tou
avayKaoTIKa eKBAAAEL o BAGIKEG OXECELG TTOU TEPLEXOUV TO Biwpa Tou avBpwrivou Gvtog otov
mAavAtn. EGw n CUYKEKPIPEVN NOIKN TNG £KEPPACNG OTOXEUEL OTNV KPLTIKA KAl TNV alodntnplakn
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It is obvious that the new art ultimately concerps a néw ontology that founds the artistic work on
body and on the human pre-historical.roots, ‘establishing-a dialogical form that, though denying
both the modern partition and'the full outline.of traditional-ontology, moderately bears with the
osmosis that does not nullify, abolish Or hybridize it, but relates it, according to its living measure,
to nature and the world that forms apartiof it. Thisis'a stance that can remind us of Beuys’s
implications about “correlations and condensations that are related to the functions of the human
body and the unity of soul and body” when Adriani tells us: “through an intuitive practice with the
multi-faceted vacillations among past, universal and historical evolutionary processes, the problem
analysis of which is constantly being established anew, he wanted to refer to subconscious but
existing settlements of powers”"s,

As for the constructional part in these works, it is “primitive”, that is, of craft-type, but this does
not mean a denial of craftsmanship, but refers to the bases of life experience, not only as a survival
- but as a parameter and as a principal version of the collective. The coinciding of the biological and
the social: that is the obvious goal of a liberating ecological art, which constitutes a fundamental
denial both of the closed, gloating discourse and of the division of the individual caused by its
continuity in the modern scientific system of violence. The resulting references to recognizable
forms, arousing a number of senses, can only move both towards universal-eternal experiences and
towards evolutionary processes, paving the way to worlds hidden from the horizons of language.
What is principally detected and “internally” illuminated here are the unexpressed “texts” of lost
understanding, while modern achievements seem to be uprooted from the eternity of time, without
a homeland and a haven, lame tottering fragments. Being returns to its glorious habitat, a humble
shack, where man breathes freely through all his pores because he revealed himself and the world.
Here, in this humble shack, it is proven how and why science, the servant of power, forgot man.

The ecological impasse of the planet, but above all the loss of human happiness, a strong evidence
of the deadlock and the falsehood of achievements, reveal the secret of human violence. Human
history is violence. The very reason that establishes it is violence. What every art does is to mobilize
the hidden vital forces, which, in their invocation, present man the forces that incarnate him.
Its betrayal and perversion occur when, in the interplay of its discourses and symbols, emerge
meanings, servants of dark powers and imposition relations. That is its guilt. The work ought to
take a moral position in the era of the deadlock and the limit we experience, in the revelation
of the living and dead body, it ought to awaken its meaning and its substance in space and time,
not only in consciousness, but also in the feeling of the value of life in us. Historical religions and
great empires have covered and transmuted the dynamic tension of human body into submission to
worldly powers. Art should liberate man from his current impasse and that is why it must awaken
his hypnotized physical-aesthetic core.™

We can only refer to Beuys as the visionary and initiator of a new, more conscious, more contemporary
concept of art:

“What interested him above all and what was crystallized through tests and analyses of the plastic
correlations of powers were the undifferentiated forms of genesis, ‘it was the element of life in
man, his knowledge of the substance of time, movement, space’”.?

The interest in the liberating initiating power of primeval plastic processes resembles our own
position concerning the revelation of living cosmic powers:

“Both the production of heat by bees and the construction of honeycombs constitute, in his
opinion, primeval plastic processes that, in their organic and inorganic contradiction, clarify some
principal motifs. On the one hand, there is a “chaotically flowing” axiom, which contains heat,
and which, located in the original source, “has a perpetual potential kinetic energy”. It resides
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apvnon O0cwv GCUUBOAWYV aTOPPEOUY "ATO €EOUCLACTIKEG TOAITICHIKEG TPAKTIKEG, HOPWEG TTOU
avayovtag TNV ousid ToUg € £va anenHEVO oXNpa, EKPPAlouv TPOToug, HeBOOoUC Kal O1adiKkacieg
Kuplapxiag oe avbpwmoug Kat tn guon. ATEVAVIL 0 aQUTO, N avTioTiEN TPOG Hia AAAN TPOOTITIKN,
UTTOpPEL va eK@PACOEl HOVO pECA o€ A amEAEUBEPWHEVN CWHATIKN oxEon'” (EPWTIKN Kal aloBavtiki)
TOU aVAKUTTEL ATO TNV « EMKOIVWVIA» HEGA OTI OXECELG TWV UAIKWY KAl TwV TAAoHdtwy, Hia
oxéon 1000 MO aAndivy 660 TPOKUTITEL TG -EIPNVIKOUC avOpwIlvoug Xwpoug mou avaBAulouv
Ta ouvalcbnuata mou avtitibevtal oe SlacTPOPES TTOU TPOKUTITOUV amo tnv €gAilouca LOTOPIKA,
YAWGGIKNA Kal Ta&lvounTikn Bid TwV «TTOAITIOHEVWY>» CNHUEIWTIKWY CUCTNHATWY.

H avalitnon tou KaAAITEXVIKOU £pyou w¢ {wVTavAG KOWVWVIKNG TPAENG, OUVIOTA Yid EPAG, TV dpvnon
TNG KATAKEPHATIOPEVNG SldoTaong Tou KOGHoU, Hia didomacng n akopa kat SlaAuong Tou KOGHOoU
Tou €MBAAEL 0 €€0UCLACTIKOC EAEYXOG KAl TOU avayvwpiletal og Kabe téxvn KoAdal mou mpowodei
n olyxpovn Bswpia Kat TPAKTIKN TG TéEXVNG. Eviaypévo to €pyo 6To MAdIcLIo plag olkoAoyiag tng
apvnong, UTEPAMUVETAL TNG CUVEXELAG KAl TNG EVOTNTAG TOU KOOMIKOU KAl TOU KOIVWVIKOU, HIAG
oldotaong Tou KOoHoU Tou avaduUstdl wg MiEn {wTkwy evepyelakwy Oladikaclwy. H diadikaocia
autn BLWVETAL WG EVEPYELA KAl WC APVNON ATEVAVTL OE Pl OVIOAOYia ToU TPOTEiveL TNV OOpN HIAG
HNXAVIKNG TTPOYPAUHATIOHEVNG VEKPOTNTAG. H Kivnon TG Hop@ng o@eiAel amd tnv AAAN va otabei pe
HETPO 0TO AMPoodOKNTO KAl TNG PONG, ONAAdN va apuvOsl UTEp TNG OUVOXAG Tou {wvTtavou OvIog
ToU €ival OPWG GE TPOCWTTIKN KAl KOWVWVIKI CUVEXELA OTO XWPO Kal To Xpovo. MNpdkettat onAadn
Yla Hld GUVEXELA TIOU AVTIOTEKETAL OTNV oUyXpovn TMOAITIKN Sldotacn tng mMARpoug SlavolEng tou
OWHATOC, TNG KATACTPOYPNG TWV 0Opiwy TOU PECA KAl TOU £EW TTOU KATAPYOUV EUPEWG TNV mMBUpia
yld TNV autovopia Tou avlpwmivou OVIoG OTO MAAICIO plag VEAG Kal HovIEpvAG KaBodnynTikAg
«KOWVWVIKNG HEYA-UNXAVIKAG>.

Eival pavepo mwg n véa téxvn a@opd TEAIKA pld VEA oVTOAOYia TToU BEPEALWVEL TO KAAAITEXVIKO £PYO
OTO CWHA KAl OTIC avOpWITIVEG TTPO-I0TOPIKES PIleC, KABIEPWVOVTAG Pl HOP®N OLAAOYLIKN, TTOU EVW
apveitalt 16co tov cUyxpovo SLapPeALIGHO 000 Kal To TARPEG TTEPlypappa TNG Tapadoclakng ovioAoyiag,
avéXeTal Pe PETPO TNV dopwon mou OV TV avalpei , 0ev tnv Katapyei, Osv tnv uBpidomolel aAAd
TNV ouoxeTiel pe Baon to {wvtavo TG HETPO HE TNV PUON KAl TOV KOCHO TOU ATOTEAE( HEPOG
™n¢G. Eival pua otdon mou pmopei pag Bupilel toug umalviypoug tou Beuys yla  «OUGXETIOHOUG
KAl OUMTTIUKVWOELG TIOU €XOUV OXECN ME TIG AELTOUPYIEG TOU avBpwTivou opyavicpou, Kat thv
EVOTNTA YUXNG KAl OWHATOC» Otav, Jag Afel o Adriani: «péoa amd pia SlaiodNTIK TPAKTIKA HE
TIG TOAUTAEUPEG TAAAVTEUCEIC avVAUESAa O TAPEABOUCEG, TaAvavOPWTIIVEG KAl LOTOPLKEG
€EEAIKTIKEG OlEPYACIEG, TWV OTMOIWY N TMPOBANUATIK OTOIXEIOOETEITAL CUVEXWG €K VEOU, NOEAE
va TApaméPPel O UTTOCUVEIONTEG, OHWG UTTAPXOUoEC OLEUBETACELS OUVAHEWY>. ™8

‘OcoV aWopd TO KATACKEUAOTIKO KOHUUATL 0Ta £pyad autd, sival «mpwtoyovo>, ONAadH XEIPOTEXVIKO,
OHWG auto O€ onpaivel pla apvnon tng dslotexviag, aAAd mapamépmel ot BAGELG TNG EPTTELPIAC TNG
{wng, OXt Hovo wg emBiwong - aAAd wg TAPAUETPOG Kal wé Bacikni ekdoxr Tou cuAAoyikou. To va
OUUTIEGEL TO BIOAOYIKO Kal TO KOWVWVIKO, AQUTAG €ival 0 autovOontog OTOXOG HIAG AaTmEAEUBEPWTIKNAG
OLKOAOYIKNG TEXVNG, TTOU ATOTEAEL BEPEAONG dpvnon TOCO ToU KAELOTOU AUTAPECKOU AOYyou, 6co
KAl ToU SLapUEALGHOU TOU ATOHOU TTOU EMIPEPEL N CUVEXELA TOU OTO GUYXPOVO ETOTNHOVIKO cUCTNHA
NG Biag. Ot MPOKUTITOUGEG avapOPEG O AVayVWPICIUEG HOPYEG OV Pmopouv Tapd Oleyeipovtag
éva mANBog alcbnocewy va Kateubuvovtal T060 GE TAvaAvOPWTIVEG- ALWVIEG EUTIEIPIEG OGO Kal OE
eEEAIKTIKEG Olepyaoieg, avoiyovtag 1o OpOHo 0€ KPUMHEVOUG amd toug opilovieg TnG YAwoodg,
KOopoug. EOw kupiapxa e€ixvialovtal Kal @wtidovial «ECWTEPIKA» TA AAEVKTA «KEIPEVA» TNG
XApévNg Katavonong evw ta ocuyxpova emrtevypata powalouv Eepllwpéva amd tny alwviotnta Tou
XpOvou, xwpig matpida kat Apavi, yeloia mapamaiovta amoondopatd. H umapén emotpéPel 610
AQumPo TNG evllaitnpa, éva KaAUuBL OTwXIKO, €KEl OTOU 0 AvBpwTog avamveéel eEAeUBepa pe OAOUG
TOU TOUG TTOPOUG £TELON ATTOKAAUWE TOV £AUTO TOU KAl TOV KOOHO. X€ auTto £0w, TO PTWXIKO KAAUBL,
amodEIKVUETAL TO TIWG KAl TO YLATI N EMOTAKN, UTNPEETPLA TNG e€ouciag, Eéxace Tov avBpwro.
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in thermally sensitive materials, in’ candle and“in:fat;:the“unformed condition of which should be
called amorphous, like their clearest form. On-the other-hand, we find crystalline geometrically
structured formations that are created in.many.. matenals during their transition from the liquid or
gaseous state to the solid and cold form” i

The artist’s reference to the organic process ultimately leads him to a metaphysics that reveals
the general in specific processes and species like bees: “Bees have, on the one hand, this thermal
element, a very intensely flowing element, and, on the other hand, they mold plastic forms, which
are crystalline, that is, they literally construct perfectly geometric structures”.?

It should be noted here that a serious differentiation to the above positions constitutes the fact that
our quest, however much we invoke concepts, does not refer to the finding of the general in the
individual, but to the discovery of the individual in the individual, of the personal in the general, to
the revelation of the special and unique, of what eventually is not crystallized in the concept and
in the category, and of what, without abolishing them, surpasses them in this unapproachable from
discourse, in this unconformable and uncategorisable, in what is often revealed as discourse scandal
and as exclusive and unalienable truth of the free being?. The material and its aesthetics constitute
for us, in opposition to the artist (Beuys), not the intermediate, but the final, not the bearer of the
message, but the very being itself that, being incapable of being provided with discourse, strikes it
and excludes it as a secondary residue, as a superfluous and unnecessary packaging.

At another level of strategy, we can not consent to Fluxus’s basic tendency for “a perfectly open
artistic form without a common artistic line” as well. “The personal free form of actualization”
can coincide in the ecological dimension of the art of denial with “the common intention of the
participating spectators”? only through an initiation stage. That is because, in the end, and after a
whole exploration cycle on Beuys, we can agree with him that the ultimate goal is “the finding of
innovative key experiences for the viewer” because “this way, he aims at disproving the leveling
and the standardized way of thinking, at setting in motion an energy charge in the viewer, that
would awaken in his consciousness a sensitivity towards human existence”? as a creative existence.
However, the provocational character? of the actions he set out as the principle of his choices can
only be the indirect and honest result of the power of the sensuousness of art and not an aim of
awakening a conscientious content that can only arise secondarily..

The value of the work is the very power of motivation towards life. Not a life of violence but a
life of participation, collective wealth, harmony and connection. We conclude, therefore, that
the purpose can not be the challenge but the succumbing to the charm?’. Nevertheless, we should
disclose that this charm finds itself towards multiple social objections only when it is not integrated
in, and limited to, the operational processes of surveillance and control networks and channels. We
then have to discover the ways of communicating with the viewer and invite him to join us, not only
in a common aesthetic experience, but in a joint action of changing the world that will emerge in
the continuous influences of the self-revelation of the (internal as well as external) world, an act
of social participation in rupture with the falsified forms of control and exclusion of the aesthetic.

With regard to all these, Andriani will bring Beuys’s vision back to us:

“Beuys went so far as to see the experience of plastic creation as a constantly changing, alternating
phenomenon that turns against anything that is fossilized and as a principle of an artistic formation
of thought that includes all kinds of mind activity”.?

And elsewhere we read:

“The universal concept of art, this is, of course, the principle | would like to express with these
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To owkoAoylké adlé€odo tou TAAvATN AAAQ - TTPOMAVIWY N AMWAEWA TNG avOpwvng gutuxiag,
Tpavh amodelfn tou adle€o0ou Kat TOU-WEUGOUG TWV. EMTEUYHATWY, ATOKAAUTITOUV TO HUCTIKO
NG avBpwmivng Biag. H avBpwmivn otopia givar Bia. 0-idtog o Adyog mou Tnv KaBlEpWVEL gival
Bia. AuTO mou KAvel KABE TEXvN eival va-KivnTOmOlEl TG KPUHMEVEG {WTIKEG QUVAELG, TIOU HEOA
oTNV €MKANCN TOUG, EKBETOUV oTOV AvBpwWTO TG GUVALELS TTOU TOV EvoapKwvouv. H mpodocia kat
n dlaotpo@n tNng, £mMoupBaivel dtav otnv SIATAOKN - TwV AOYWV Kal TwV CUUBOAWY NG, ATOPPEOUV
VOOUEVA, UTTNPETEG OUVANEWY OKOTEIVWY KAl oXEoEwy MBOANG. Auth €ival n evoxn tng. To €pyo
o@eiAel va mapel pla B€on nON péoa otnv €moxn Tou adle€odou Kal Tou opiou mou Blwvouls,
péoa otnv amokaAuywn tou {wvtavou Kdl TOU VEKPOU CGWHATOG, V' A@UTVICEL TO VONUA TOU Kdal TNG
uTdoTACN TOU OTOV XWPEO KAl TO XPOVO, OXL HOVO oTNnV cuveidnon, aAAd otny aiobnon tng a&iag tng
{wNng péoa pag. O IoToPIKEG BpNOoKEIEG Kal Ol PHEYAAEG AUTOKPATOPIEG, KAAUYAVY Kal PETouciwoay
TNV OUVAMLKN £VTACH TOU avOpwITlVOU CWHATOC GE UTTOTAYI OTIC EYKOOUIEG £E0UGIEC. H TEXVN OPEiAEL
v’ ameAeuBepwoEL TOV aAvBpwTIo Ao To oNHPEPLVO Tou adlE€odo Kal YL auTto TPETEL va EUTIVACEL TO €V
UTIVWOEL CWHATIKO - ateOntikod tou muprva. '

Agv pmropoupe mapd v’ avagepBoUpe otov Beuys w¢ TOV 0pAPATIOTH KAl YEVEGIOUPYO HLAG VEAS TTLO
ouveldNToToINUEVNG, TILO ETKALPNG AVTIANYNG TNG TEXVNG:

«AUTO TIOU TOV eVOIEQPEPE TAVW am’ OAd Kl AQUTO TIOU AMOKPUOTAAAWONKE pEoa aAmO OOKIPEG
KAl avaAUCEIC TwV TAQCTIKWY OCUCXETIOHWY OUVAUEWY, NTAV Ol Hn OlAPOPOTIOINHUEVES (POPHES
NG YEveEONG, «NTAv To oToiXeio TG {wNg otov avlpwro, n yvwon Tou yld TNV UTOoTACN TOU
XpOvou, TNG Kivnong, Ttou Xwpou».%

To evllaepov yla TNy ameAeUBEPWTIKN HUNTIKA OUVAMN TWV APXEYOVWYV TAACTIKWY OladIKAGIwWY
poladel pe tnv OIKA pag B€on otnv amokAaAuyn twv {WVTavwy KOCHIKWY OUVAHEWV:

“Toco n mapaywyn OeppoTNTag Twv HPEAIGOWY 000 KAl N KATACKEUN TwV KePRBpwv eival
KATd TNV YVWHN TOU aPXEYOVEC TAAOTIKEG OlAOIKAGIEG TOU OTNV OPYAVIKN Kdl avopyavn
avtiBeTIkOTNTa Toug amoca@nvifouv oplopéva Baclka potiBa. AmO tn pla MAsUpd UTIApXEL Eva
aflwpa, «XAoTIKA pEov», TOU EUTEPIEXEL BEPUOTNTA KAl TO OMOI0 EUPIOKOUEVO OTNV ApPXIKA
mnyn, «Obétel pla agévan OuVNTIKA KIVNTIKA evépyela» Evumdpxel ota Oeppika euaiocbnta
UAIKA, Kepl kat Amog, Twv omoiwv N pUn Olapop@WUEVN Katdotaon Oa EMpeme va OVOUAOTEL
apop@n, oav TNV oAd@ECTEPN Hop®n TOoug. Amd TNV AAAn TAeupd Bpiokovtal 0, KPUOTAAAIKOL
YEWHETPIKA OOpNUEVOL  oxnpatiopoi, mou Onuioupyouvtat o€  TOAAd UAKKAG Katd Ttnv
pETABaocn toug amod TNV uypn N agpla Katdotaon o€ oTEPEN Kal Yuxpn”. '

H ava@opd tou KAAATEXVN OTO OPYAVIKO TPOTCEC TOV OONYEl TEAIKA Of Hld HETAWPUOLKN TTOU
ATTOKAAUTITEL TO YEVIKO PEGA o€ I0IKEG OladIKacoieg Kat €i0n Omwg ol HEAIOOEG: “Otl HEALOOEG €XOUV
aevog auto To BeppikO oToixeio, €va MOAU €vtova PEOV OTOIXEID, APETEPOU  OLAHOPPLIVOUV
TTAQOTIKEG (POPHEG, TOU Eival KPUOTAAAIKEG, KATACKEUAJOUV KUPLOAEKTIKA ATOAUTA YEWHETPIKA
olkodopnpara”.?

Mpémel €W va OLEUKPIVIOOUPE TTwG coBapr) dlagopomoincn oTig mapamavw O£0€lg, amoteAsl To
YEYOVOC TG N avalitnon pag, 0ev ag@opd, 060 KL av EMKAAOUUACTE TIG EVVOLEG, TNV aveUpeon
TOU YEVIKOU 0TO €101k, aAAd TNV avakaAuyn tou £101KoU oTo £10IKO, TOU ATOUIKOU OTO YEVIKO, TNV
amokdAuyn tou 3laitepou Kat Tou PovadlkoUu, autd Tou TEAIKA O£V KPUOSTAAAWVETAL GTNV €vvold
Kal TNV KAatnyopia Kal mou Xwpig va TIg Katapyei Ti¢ Eemepvd o auto To amAnociacto amd to Adyo,
TO ATPOCAPHOOCTO KAl AKATNYOPLOTIOiNTO, TO ATOKAAUMMEVO OUXVA wG oKAavOaAo Tou AGyou Kat
ATOKAEIOTIKA Kal avamaAAotpiwtn aAnbeia tou eAsUBepou 0VToG.2 To UAIKO Kal N aiebntikn tou
glval yla epag o avtibeon pe tov KaAAMTExvn (Beuys), 6xt 1o evOLAPESO aAAA TO TEAIKO, OXL O POPEAG
TOU PnvUpatog, aAAd to idlo To ov Kabe autod, mou avikavo va emevOoubel pe Adyo tov amepydletat
KAl TOV AaTOKAEIEL WG OEUTEPEUOY UTTOAEIPHA, WG TEPITTO KAl avaitio mepLtUALypa.
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materials, which ultimately refers to“everything,; to every-morphoplastic action in the world. And
not only to the artistic form-giving;‘but.also to the social:form-giving... or to other formulation and
education issues. Every human question canonly be a‘matter-of form-giving, and this constitutes the
universal concept of art. It refers to thé capability of everyoneto be a creative person in principle”.

One point still needs to be clarified: Our agreement on-a general morphoplastic power of art and
the view that such an aesthetic component is embedded in all practical procedures of human life
does not mean that the artistic act can be restored through events and operations at the practical
and functional level, and yet that art can be regarded as a functional process. The point is delicate;
That is why we believe in the necessity of a strategy for the establishment of an artistic conscience
that can only involve a wider political factor implicating in an overall design a series of actors
of the social system in one mega-practice that will transform their ecology and their content, a
social action in the urban and virtual space of an overall cultural and, hence, political nature and
at the same time of a character of cathexis and communion in contents and functions of denial as
completion of identity and consciousness, as described.

It is not that much the images, but our relations to “things” and situations that art can “reveal”.
Plastic art, as conceived by Beuys, has broader plastic effects throughout life?. This way, and more
specifically, art is nothing more than a political act and at the same time a mystagogy, a submersion
in the depths of human prehistory, nature and the human body. Art can begin with the purely material
work, as it should, and then be completed in the social action that leads to the transformation
imposed by human existence in relation to its life in the world. Art is, ultimately, nothing but the
act of self-realization of the human being and, at the same time, of the world. In this sense, every
act and every thought does not cease to be at the same time a moral and, concurrently, an aesthetic
and poetic act, a worldbuilding. The division and schism of man is lifted. The aesthetic, the logical
and the moral level of man are reunited where human freedom emerges, understood as a plenitude
of man in the world. Every person regains his lost creativity as an expression of his freedom.

To sum up, if, in the course of art history, some artists have come to realize that there is no
(independent) art, without affecting power and the existing reason - thought, then this perspective
-explicitly embodying a particular morality- has nothing to do with the new game or the imaginative,
a symptom of the loss of the meaning of the world, but with another existential perspective.
The loss of meaning in contemporary art, the pursuit of the constantly new in form, leads to
an isolationist interpretation of the work, to an interpretation of a closed and gloating, autistic
universe. A symptom of the overall postmodern ideology is the fear of the emergence of our general
cultural environment in the analysis of art and the concealment of its relation to social and political
contexts, the denial of the question of a moral value and of a humanity, in the name of a constant
emigration of phantasmagoria under the conditions of media and market that imposes the ephemeral
as consumable. These revelations should be constituted by a wider field of social participation, by
a new ecology of art and man, contents that we call “social sculpture” or “ecology of the art of
denial”, disclosing their existential basis to society and the world.

Living and independent social art has other and absolutely positive ontological criteria than those
actively used by the power system. Its denial lies “at the limit” of endangering language, of
infringing the general, media-dominated social feeling of the situation. Independent art is negative
towards the field that causes and destroys the perpetual and meaningless “development” as the
only possibility of form, which even denies the “positivity of the new” when it is constituted by old
powers that are being transmuted and that only change structures in order to dominate more. It
is art that wants man to be less captured in the world of contemporary violence. It is an art that
is pointed, not in order to pretend to be revolutionary, but for a world that is blissful substantially
and beyond every verbality.
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2e €va aAAo emimedo oTPATNYIKAG OV PTOPOUHE EMIONG VA CUVAIVEGOUHE WG PO TtV Baclkn tdon
Tou Fluxus yla «pia amoAuta avoixtr) KAAAMTEXVIKA. HOP@N XwPIG KOV KAAAITEXVIKN Ypauun». «H
TTPOCWTIKNA EAEUBEPN OPUA UAOTOINGNG>, OV UTTOPEL Va- OtacTtaupwBei otnv olkoAoyIKn didotaon
TNG TEXVNG TNG APVNONG HE «TNV KOV TTPABEDH TWY CUPHETEXOVTWY Beatwv»2* mapd povo péoa amo
€va otadlo punong . Kat auto ylati oto téAog Kat Ustepa amo évav 0AGKANpo KUKAo avalitnong tou
Beuys pmopouUpe va GUP@wVNOoUPE pali Tou Twg TEMKOG 6TOXOG £ival «n aveEUPESN TTPWTOTOPIAKWY
KaBoploTIKWY Blwpdtwy yla Tov Beatr» emeldn «OEAEL £TOL VA KATAPPIYEL TNV 1OOTESWON KAl TOV
TUTTOTTOLNHEVO TPOTIO OKEWYNG, va BECEL o€ Kivnon éva evepyelakd popTio péoa otov Beatr}, mou Ba
agumvicel otnv ouveidnon tou Mla euatcbnoia ywa tnv avBpwmivn Umap&n»2> cav OnPIoOUPYIKA
omapén . H mpokANTIKOTNTA?® OpWG Twv OpAcEwV ToU £€£0£0E WG apXn TwV EMAOYWVY Tou, OV
pmopeEl va eival mapd to EPPECO Kal EIAKPIVEG amotéAeopa Tng dUvapng tng alobavtikodtntag tng
TEXVNG KAl OXL £vag OKOTIOG a@UTVIONG EVOG GUVEIONGCIAKOU TIEPIEXOHUEVOU TTOU UTTOPEL va £pOEL HOVO
OEUTEPEUOVTWG.

Agia tou £pyou eivat auti n ida n duvaun mapakivnong mpog tnv {wn. Ma {wn oxt Biag aAAd
OUMHETOXNG, GUAAOYIKOU TTAOUTOU, appoviag Kat cUvOEonG. ZUPTTEPAIVOUHE ETOUEVWE TTWGS {NTOUHEVO
dev pmopel va eival n mpokAnon aAAd n evédwon otnv caynvn?. MpéEmel v’ amoKaAUWOUNE TwG,
WOoTO00, AUTA N oaynvn, Bpiokel TOAAATTAEG KOIWVWVIKEG EVAVTIWOELG HOVAXA OTav OEV £VTACOETAL
Kal 0gv meplopidetal oTIg AEITOUPYIKEG OLadIKAoieg OIKTUWY Kal KavaAlwy emBAEWNg Kat EAEyXou.
Opeiloupe T0TE V' avakaAUWoupE Toug OPOHOUC EMIKOLVWYVIAG HE TOV B£aTh KAl va TOV KAAEGOUHE
padi pag, oxt ovaxa o€ pia Kowvi atotntikn eumelpia, aAAd péoa o€ pua kowvn 6pdon aAAayng Tou
KOOHOU Tou Ba emEABEL pPECA OTIC OUVEXOUEVEG £MOPACEIS AUTOATTOKAAUWNG TOU KOGOHOU (TOCO
ECOWTEPIKOU WG KAl ECWTEPIKOU)HLA TTPAEN KOIVWVIKNG CUUHETOXNG 0 PREN HE TIG WEUBETIYPAPES
HOPWEC EAEYXOU KAl ATTOKAEIGHOU TOU alcntikou.

Y& oxéon Pe OAa autd o Andriani Ba emavagépel MAAL Kovtd pJag to opapa tou Beuys:

«0 Beuys npoxwpncs 1000 TOAU, wote va BAEmeL Tnv spnslpla NG  TAAOTIKNAG 6nuloupylag
oav  €va OUVEXWG HETABAAAOHEVO, €VAAAACOCOUEVO (PALVOHEVO TIOU OTPEPETAL EVAVTIA OF
Kabetl amoAlBwpévo Kal oav apxn E€KAOCTIKAG OLAPOPPWOoNG TNG OKEWNG TIOU GUUTIEPIAAUBAVEL
KAbe €idoug OpactnpldtnTa TOU MVEUUATOC»%

Kat aAAou:

«H kaBoAwkn é€vvola TG TEXVNG, autn eivat BéBawa n apxn, mou Ba NBEAA va EKQPACW HE
auTd Ta UAIKA, TTou avageépetatl TEAIKA o€ OAa, o€ KABs HOPPOTTAACTIKN EVEPYELID OTOV KOGHO. Kat
OXlL HOVO OTnV KAAAITEXVIKN Hop@omAdacia, aAAd Kdal oTnV KOWWVIKN pop@omAacia.. i o€
aAAa Bépata Swapopewong kKat dwamaidaywynong. Kabe avBpwmivo gpwtnua pmopel va eival
pHOVO Ofpa pop@oTAdciag Kal autod cuVIoTA TNV KABoAWKN €vvola TnG TEXVNG. Avagépetal otn
duvatotnTa Tou Kabevog, KAt’ apxnv va givat éva dnpIoupyLIKO ATOHO>.

‘Eva onpeio mpénel akopa va dlacagnviotei: H cup@wvia pag o€ pua YEVIKA Hop@oTAacTiKi dUvapn
NG TEXVNG Kal N Bewpnon mwg Pl TETola alodnTIKA ouvIoTwod BpIioKETAl EVOWHATWHEVN HECA OF
OAEC TIC TPAKTIKEG dladikaoieg tng avBpwmivng {wng, 0ev onpaivel Twg N KAAAITEXVIKA TpA&n
pmopeil v’ amokataotabei pe yeyovota Kat MPAEEI OTO TMPAKTIKO KAl AEITOUPYIKO €mimedo, oUTe
akOpa ot pmopel n téxvn va BewpnBel wg pla Asttoupytkn dwadikacia. To onueio ival Aemtod- T
auto Bswpoulpe WG eival avaykaia pla otpatnylkn €ykadbidpuong pla KAAAITEXVIKAG GUVEIONONG
Tmou Ogv UTTOPEL TAPA VA EUTIEPIEXEL Eva €UPUTEPO TOALTIKO TTAPAYOVTA TOU Oa gUTAEKEL OE Eva
OUVOAIKO OXeOIAOHO HLa OElPA AT (POPEIG TOU KOIVWVIKOU GUCTAHATOC OE Hia HEYA-TIPAKTIKN TTOU
Ba PETAPOPYPWVEL TNV OIKOAOYIQ TOUG Kdl TO TEPIEXOHUEVO TOUG, HIa KOWVWVIKA Opdon GTOV AoTIKO
Kl EIKOVIKO XWpPO, TTOU Ba €XEl CUVOAIKO TIOAITIOTIKO Apa KAl TTOAITIKO XAPAKTAPA KAl TAUTOXpova
XAPAKTAPA KAOEENG Kal HEBEENG OE TEPLEXOPEVA KAl AEITOUPYIEG TNG APVNONG WG OAOKARPWONG TNG
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Paraphrasing Beuys, according .to whem: “When [ﬁarlm'_;;,;gets"to know the power to define himself,
then, a day will come that, based on' this desire "'hé will ‘create democracy”®, we will say that the
recognition of the power of self: determ1nat1on 15, the discovery of our creative power that will arise
through the submersion in the preh1story of.our existence. This situation has nothing to do with
the barbarian - primitive, but with the-discovery, of a‘lost.being, in contact with nature and the
community, master of its body and feelings;-essential components in a spontaneously established
democracy.

Real and liberated art is the art that refers to the man who determines himself in his full depth.
But how can we talk about independent art without independent people, without an independent
humanity? Is there anyone who can not see a strong contradiction there? In this very context lies
the political action of art: Identifying itself, art can only target the moral sense of happiness, the
defence of happiness, define everyone as a creator and “reject the conspiracy of politics with
money”* (J. Beuys). It is the art that shows its teeth not to swallow us up, but to smile at us.

Notes:

1 Translator’s Note: All passages from Adriani’s work were translated from Greek into English.

1.“The alternative solution” should “as far as possible refer to the causality of life, of man, of nature, of economy, of law, of cultural life, that is,
it should be free from any ideology towards existing ideologies of Marxist or capitalistic nature, ideologies from the field of national economy or
ideologies such as the ideology of dogmatized Christianity, that is, free from all kinds of ideologies that exist. We radically reject the conspiracy of
politics with the power called “Money”. This corresponds, of course, to the expanded concept of art, which derives from the fact that art is the only
way to overcome this historic dilemma if one wants to define art more broadly than modern art does, that is, to define it, so that art in principle refers
to human work, that is, to the creativity of man in his work, in everyone’s work, according to the view that ‘Every person is an artist’”. Gotz Adriani,
Winfried Konnertz, Karin Thomas. Joseph Beuys, Leben und Werk, Koln 1986 [1973] (G6tz Adriani, Joseph Beuys, Zxéd1a, AvTiKeipeva Kat XapakTikd.
Metdgpaon Awkatepivn Zte@avakn, Institut fiir Aulandsbeziehungen kat cuyypagpeig, 1989)

2.For the actors of power, institutions, discourses and rules, see Michel Foucault, The History of Sexuality, Volume 1: The Will to Knowledge, Trans.
Robert Hurley, New York: Pantheon Books, 1978 (MicéA ®oukw, H lotopia tng Ze€ouaAikotntag, topog 10¢: H diwa g yvwong, ptep. Mk. Poldkn,
ek0. Pamma, 1982).

3.Art has been, directly or indirectly, used propagandistically -and, thus, politically- by all power systems, from the most ancient civilizations, the
Sumerians in Mesopotamia, to the contemporary cinematic propaganda of Hollywood, so much that it is difficult to regard an art to be free from its
political element. Even folk art, if considered as an element of social expression - discourse, in the sense of the system of thought and practice, has,
through the use of power, as defined by Foucault, as a system of knowledge-discourse-practice, an indirect political role.

4.For the term “Social Imaginary”, see Cornelius Castoriadis, The Imaginary Institution of Society (trans. Kathleen Blamey), MIT Press, Cambridge
1997 [1987] (KopviAlog Kaotoptadng, H ®avtaciakn Oéopion tng Kowvwviag, k8. «Kédpog», 1978).

5.Maurice Merleau Ponty, Phénoménologie de la Perception, Paris, Gallimard, 1945.

6.For the philistine way of thinking, see Nietzsche, F. (1997).Nietzsche: Untimely Meditations(Cambridge Texts in the History of Philosophy) (D.
Breazeale, Ed.; R. Hollingdale, Trans.). Cambridge: Cambridge University Press, (Friedrich Nietzsche, Avemikaipot Ztoxacpoi, (NITZE ATMANTA)
EKAOTIKH OEXXAAONIKHZ, AeképBplog 1996,0¢eA. 408, pet. XPIZTTOAOYAOYZ. IQANNHE).

7.For a reaction to this, see the Arts @ Crafts movement.

8.False Identity. The term is related to the term “false consciousness,” as defined by Marx in The German Ideology, in its relation to ideology and
the phenomenon of alienation. The Marxist perspective and the Critical School of Frankfurt continued this reflection, though questioned by Althuser.
Having a purely epistemological approach, we believe that, as there is not one truth, there is not one lie as well.

9.In his “Negative Dialectics”, Adorno was interested in such a completion of thought.

10.Maurice Merleau Ponty, Phénoménologie de la Perception, Paris, Gallimard, 1945.

11.1 refer to a concept of alienation extended to the aesthetic and existential field, far beyond than that of the Marxist perspective. The concept of
alienation has been a multifaceted concern for the Western intellect that, after Plato and the neoplatonists, we meet again in the Enlightenment and
in Rousseau. In the German materialists, the first one being Feuerbach with his work The Essence of Christianity (1841) and much more in Marx’s works
Economic and Philosophic Manuscripts (1844) and The German Ideology (1846) that give a deep social and economic dimension to the phenomenon,
equating it with the contemporary operating model of capitalism. Later in the twentieth century, the further development of the concept will
interest existential philosophers (such as Heidegger) and sociologists, like C. Wright Mills and Melvin Seeman, while the main branch of the analysis
will come from thinkers from the field of reformist criticism of Marxism, such as Gyorgy Lukacs, Adorno, K. Axelos and the psychologist E. Fromm.
Since the 1960s, research has been intensified, preparing the ground for today’s analyses of its causes by Jiirgen Habermas and Slavoj Zizek.
12.G6tz Adriani, Winfried Konnertz, Karin Thomas. Joseph Beuys, Leben und Werk, Koln 1986 [1973] (G6tz Adriani, Joseph Beuys, Zx£0wa, Avtikeigeva
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TQUTOTNTAG KAl TNG CUVEIONONG, TTOU TEPLYPAYAlE.

Agv gival T000 Ol EIKOVEG OG0 Ol OXECELC HAG HE TA «TIPAYHATA>» KAl TIG KATACTAGELG TTOU PTTOPEL V'
«amoKaAUWEeL» n téxvn. H MAQoTIKN, £T0L.OTWC ThV OUVEAABE 0 Beuys €xel eupUTEPEC TAAOTIKEG
emopdoelg 6To oUVoAo TnNG {wnc.?’ Kat’ autoy. Tov. TPOTIO KAl MO CUYKEKPIPEVA, N Téxvn Oev ival
Tapd MOALTIKN TPAEN KAl TAUTOXPovaA Pia PUoTaywyida, pia kataBubion ota puxia tng avepwmivng
mpolotopiag, Tng guong Kal Tou avlpwmivou cwpatog. H téxvn pmopel v’ apxicel amd to kabapda
UAIKO £pY0 TTOU OEIAEL, Yid va OAOKANPWOEL TNV KOIVWVIKN TTPAEN TTOU 00NYEL OTNV HETAHOPPWON
mou emMBAAAEL n avBpwmivn Uapén o€ oxéon pe TV {wn TG otov KOopo. H téxvn dgv sival mapd ev
TEAEL N TPAEN TNG AUTOTIPAYHATWONG TOU avBpwivou OVTog Kal Tou KOGHOoU tautoxpovad. Méca o’
auTnV TNV OKOTA, KABs mPdaln kal Kabs okEWn OV mavel va sival Tautoxpova pia mpagn nbkn kat
TAUTOXPOVA ALCONTIKA KAl TTOWNTIKN, pta KoopomAacia. O SIXacpog Kat To OXiopa ToU adTopou dipeTal.
To aebnTikd, T0 AOYIKO Kal To NOIKO £MiMEDO TOU avOPWIIOU EMAVEVWVOVTAL €KEL TTOU avaBAUlel
n avlpwmivn eAgubepia vooUpevn wg TMANPOTNTA TOU avBpwmou otov KOopo. O Kabe avOpwrog
EavaBpioKel TNV XApPEvn Tou ONUIOUPYIKOTNTA WG EKPPAch TNG EAsUBepiag Tou.

Zuvoyilovtag Ba moUpE WG, av PEod oTnV TopEia loTopia TNG TEXVNG, KATTOLOl KAAAITEXVEG EXOUV
KataAnéel mwg Ogv umdpxel (aveEaptntn) TExvn, Xwpig va Biyel v 1oxU Kal To woxuovia AGyo -
OKEWYN, TOTE AUTA N TPOOTITIKN- TTOU EUTIEPIEXEL PNTA HLA CUYKEKPIPEVN NOIKNA- GEV EXEL VA KAVEL
KaBOAOU PE TO VEO TAIXVIOL 1) TO EUPAVTACTO, CUUTITWHA TNG ATWAELAC TOU VORHATOG TOU KOGHOU,
aAAd pe pua aAAn utrap€lakn mpoomtikn. H amwAgla Tou vonpatog otny cUyxpovn téxvn, n avalntnon
TOU OLAPKWG VEOU OE Hop®r}, 0ONYEL OE P ATTOPOVWTLIKN EPHUNVEIA TOU £pYOU, EPUNVEIA £VOC KAELOTOU
KAl QUTAPECKOU, AUTIOTIKOU GUHPTIAVTOG. ZUUTITWHA TOU GUVOALKOU HETAHOVTIEPVOU LOEOAOYNHATOG
givatl o @oBog avaduong Tou YEVIKOU Hag TTOATIOHIKOU TEPIBAAAOVTOG 6TNV AvAAUGH TNG TEXVNG KAl
N amoKpUWN TNG OXECN TNG HE TA KOWVWVIKA Kal TOAITIKA CUYKEIPEVA, N dpvnon tou BEpatog pag
nOIKNAG aiag kat plag avbpwmotnTag, oTo Ovopd Hiag SlapkKoUg HETAVACTEUONG TNG pavIacpayopiag
oe ouvOnkeg MME kat ayopdg mou emBAAAEL TO EPAPEPO WG KATAVAAWGIHO. AUTEG Ol ATTOKAAUWELG
Ba mpEMEL va cuyKpoTnBoUY amo £va eUpUTEPO TTEGIO KOIWVWVIKAG GUUHETOXNG, AT Hid VEA OlKOAOYia
TNG TEXVNG KAl TOU avOpwTiou, TEPLEXOUEVA TTOU TA OVOHAJOUHE «KOWVWVIKA YAUTITIKNA» 1 «0lKOAoyia
NG TEXVNG TN APVNONG». PAVEPWYVOVTAC TNV UTAPELAKn Toug BAoN GTNV KOlvwvid Kal ToV KOGHO.

H {wvtavn Kat ave€aptntn KOWWVIKNA TEXVN €XEL GAAQ Kat aTOAUTWG BETIKA OVTOAOYIKA KPLTHApLa amd
EKEIVA TTOU EVEPYNTIKA XpNOIPOTIOLEL TO cuoTtnpa e§ouciag. H dpvnon tng Bpioketal «ota opla» tng
Olaktvouveuong tng YAwoodadg, TNG mTPooBOANRG TOU YEVIKOU HNVTIOKPATOUHEVOU KOLVWVIKOU aloBnpatog
NG Katdotaong. H ave€dptntn téxvn €ival apvntikn oto medio TOU TPOKAAEL KAl KATACTPEWPEL TNV
OlapKn Kat Xwpig vonua «eEEAIEN> w¢ Hovadikn duvatotnta tng Hop@NnG, TTOU apveital akoua Kat tTnv
«BETIKOTNTA TOU Kalvoupylou» OTav autd CUYKpPOTEiTal amd maAlEg e€oucieg mou petaAAdccovrat,
Kal mou 0gev aAAdlouv omoleadnmote GOUEG Tapd yia va e€ouctdlouy meploocotepo. Eival n téxvn mou
emOupel Tov avBpwmo AtyoteEPO AIXHAAWTO OTOV KOOHO TNG ouyxpovng Biag. Eivat pua téxvn mou
OLABETEL AIXPEG OXL Yila va To «Tailel» EmMavactatikn aAAd yla évav KOGHO ouclwows Kal TEpa amo
KAOE AEKTIKOTNTA, EUTUXIOHEVOU.

Mapapdlovtag tov Beuys mou Aéet: «<Otav o avBpwmog yvwpiocsel tTn duvaun va kabopilel o (610G
TOV £€aUTO ToU TOTE BAPOEL pla pEpa Tou pe Baon autn tn B€Anon 6a dnuoupynoetl tTn dnpokpartia»30
Ba moupe mwg N avayvwpion tng dUvapng autokabopiopou gival n avakaAuyn tng ONHIOUPYLKAG HAG
Ouvapng mou Ba emEABEL péca amd tnv KataBubion otnv mpolotopia tng Umapéng pag. H katdotaon
autn Ogv €XeL va Kavel KaBoAou pe to BapBapo - mpwtoyovo, aAAd HE TNV avakAaAuyn VoG XaPEVou
OVTOG, O€ £mMa@N HE TNV YUON KAl TNV KOLWVOTNTA, KUPIAPX0 TOU GWHATOG KAl TwV cuvalcOnudtwy
TOU, BACIKEG OUVIOTWOEG O Hla auBopunta eykabidpupévn Onpokpartia.

Mpaypatikn Kat ameAeuBepwpEVn TEXVN Elval N TEXVN TTOU ava@EPETAl oTov AvBpwio ce OA0 Tou
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Kal Xapaktikda. Metdgpaon Aikatepivn Ite@avakn, Institutfir Aulandsbezuehungen. Kat cuyypa(palg, 1989)

13.For more information on this, see Theodor W. Adorno Negative Dlalectl(;s T'ranslatlon E.B. Ashton, Bloomsbury Academic, 1981 (Theodor W.
Adorno, ApvnTikn OLOAEKTIKN, MeTagpaon, onpatwoalq AEUTEPNG Avavaotou Ekéoosu; A7\£§c1v6pslc1 Abrva, 2006).

14.The word “thrown” here has a clear reference to the wording of. 'eXIStEhtlallst philosophy, accordmg to which man is “thrown” in reality.

15.The word “choice” is used in an existentialist sense, in the sense of the concerns.with the completlon in the finite duration of human existence.
16.See Note 10. f i i

17.According to Foucault, every power is nothing but a power upon the human body:

18.“Beuys believed that, in earlier times and cultures, there was still’an equating of the formation of consciousness to the development of plastic
artistic ability. His intention remained unchanged, that is, to define concepts such as genesis and process, awareness and education, the formation
and development of consciousness, in short, the whole of existence, as a law of Plastics.” Gotz Adriani, Winfried Konnertz, Karin Thomas. Joseph
Beuys, Leben und Werk, Koln 1986 [1973] (Gotz Adriani, Joseph Beuys, Zxéd1a, AvTiKeipeva Kat Xapaktikd. Metagppaon Aikatepivn Zte@avakn, Institut
fuir Aulandsbeziehungen kat cuyypageig, 1989)

19.For more about this lost core, as the basis of our existence in the world, see Maurice MERLEAU-PONTY, Phénoménologie de la Perception, Paris,
Gallimard, 1945. English edition first published in 1962 by Routledge & Kegan Paul, Translation Colin Smith. Information taken from the electronic
edition of Taylor and Francis e-Library, 2005

20.Gotz Adriani, Winfried Konnertz, Karin Thomas. Joseph Beuys, Leben und Werk, Koln 1986 [1973] (G6tz Adriani, Joseph Beuys, Ixédia, Avtikeipeva
Kat Xapaktika. Metdgpacn Aikatepivn Ite@avakn, Institut fiir Aulandsbeziehungen kat cuyypaeoeig, 1989)

21.1bid.

22.1bid.

23.See above, Note 13.

24.For information on this, with regard to Fluxus, see the first (1963) and the second (1971) manifesto of G. Maciunas. More information at George
Maciunas Foundation Inc, http://georgemaciunas.com/

25.1bid.

26.1bid.

27.0n this, we would disagree with Plato’s position, which considers the attraction the work of art exerts to be dangerous. The seductiveness of the
work is part of its truth if released from the manipulative practice of other purposes tormenting it.

28.1bid.

29.1bid.

30.1bid.

31.1bid., “We radically reject the conspiracy of politics with the power called ‘Money’”. Beuys clearly set out the historic dilemma, i.e. the definition
of art, more broadly than modern art defines it, that is, he defined it, so that art in principle refers to human work, that is, to the creativity of man
in his work, in everyone’s work, according to the view that “Every person is an artist”.
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10 BaBog mou kabopilel o i010¢ ToV £aUTO TOU. AAAG WG PTOPOUKE va HIANCOULE Yia aveEaptntn
TEXVN XWPIC aveEapTnToug avipwioug, dixwe aveEdaptntn avopwmotnta; Moo dev pmopei va o€l
mavw 6’ autd pua €viovn avtipaon; X& autod akplBwE To TAaiclo £yKeltal n mOAITIKA dpdon Tng
TéxvNG: TaAutomolovTag ToV €auto TNG N TEXVN WTMOPEl va otoxeUsl Yovaxa tnv nbikn €vvola tng
gutuxiag, Tnv umEPAoTIoNG TNG EUTUXIAG, VA BETEL TOV KABE avOpwIo ONUIOUPYO Kal vV’ «amoppimTel
TNV CUVOHWOIa TNG TOAITIKAG ME TO Xpnpa»31-(J.Boys) . Eivat n téxvn mou Byadet ta dovtia tng oxt
yla va pag katamel aAAd emiong yla va pag xapoyeAdoel.

INUEIWOELG:

1 Oa énpene «n evaAAAAKTIK AUcon Katd to Suvatov v’ avagépetal otn vopotéAsia tng Jwng, tou avBpwmou, ™G @Uong, g OlKovouidg,
tou Owkaiou, tnNg MOATloTIKAG {wng, OnAadn va sival amaAaypévn amd Kabs Geoloyia amévavtl oTig UTAPXoUceS LOEOAOYIES, HAPELOTIKAG 1
KAmTaMoTIKAG @uong, 18g0Aoyieg amd Tov Xwpo TNG €0VIKAG olkovopiag i 10goAoyieg OMwG Tou GOYHATOTOINHEVOU XPLOTIAVIoHoU, €AEUOgpeg
Aoumov am’ 6Aa ta €idn GeoAoylwy Tou uTdpxouv. Amoppintoups PIJIKA T cuvopweia tng MOAITIKAG He tn SUvapn «Xprnpa». AUTO avtloTolxel
BéBaia kat otn OleUpUPEVN €vvola TNG TEXVNG, Tou mnydalel amd to Ot n téxvn eivat n povadikni 61£€000g, yia va umepBoUpE autd TO LOTOPIKO
SiAnppa, av B€AeL Kaveig va opioel TNV Téxvn gupltepa amd otl TNV opilel n povtépva téxvn, OnAadn va tnv opiocel, €TI0l WOTE N TEXVN Kat’
apxnv va ava@épetal otnv avbpwmvn epyacia, onAadn otn dnULoupyIKoTNTa Tou avBpwmou otn GOUAELd Tou, 6ToV Kabiva cUH@wva Pe Tn anoyn
«Kabe avOpwrog eivat KaAAitéxvng ». Gotz Adriani, Joseph Beuys, Ixé31a, AvTIKeipeva Kal Xapaktikd, Metdgpacn Awkatepivn Zte@avakn, Institut
fur, Ausiandsbeziehungen kat cuyypageic, 1989

2 Na toug opeig tng e€ouaiag, Toug Bcpolg, Toug AGYoUG Kal Toug Kavoveg, MicéA ®oukw, H lotopia tng Ze€ouahikdtntag, Topog 106: H diya tng
yvwong, ptep. Mk, Poldkn, ekd. Pamma, 1982.

3 H téxvn éxel xpnotgomonBei 1600 MOAU eite dupeca eite épuueca mpomayavsloTIKA- dpa TMOATIKA amd OAa Ta cucTApAta e€ouciag, amd Toug o
apxaioug MOAITIGHOUG, TOUG ZOUPEPLOUG TNV Mecomotapia, £wg TNV cUyxpovn KIVNUAToypa@Ikn mpomaydvda tou XOAyouvt, Tou givat SUGKOAO va
BewpoOoUpE Pla TEXVN amaAAaypévn amd To TOMTIKO Tng oTolxeio. AKOpa Kat n Adikn téxvn, av OewpnBel wg OTOIXEID KOWVWVIKAG £KPpacng - Adyou,
HE TNV évvold TOU GUCTAHATOG OKEWNG KAl TTPAKTIKAG, HEoA amd TNV Xpron tou oplopoU tng e€ouciag amd tov Poukw, wg cUoTnUa yvwong-Adyou-
TIPAKTIKNAG, EXEL £UPECO TTOAITIKO poAo.

4 MNa tov 6po «Kolvwvikd pavtaciako» oto KopviAlog Kactoptadng, H ®avtaciakn Oéopion tng Kowvwviag, ekd. «Kédpog», 1978

5 Maurice Merleau Ponty, Phznom?nologie de la Perception, Paris, Gallimard, 1945.

6 Mepl Tou @IAoTdlKOU TPOTIOU OKEWNG, Friedrich Nietzsche, Avemikaipol Ztoxacpoi, (NITZE AMANTA) EKAOTIKH OEZIAAONIKHZ, AskéuBplog
1996,0¢A. 408, pet. XPIXTOAOYAQY X. IQANNHZ,

7 MNa pa avtidpaon os autd, 6gg To Kivnua Arts @ Crafts.

8 Weudng tautotnta. O 6pog oxetiletal pe Tov 0po Weudn cuveidnon Omwg tov Oploe 0 MApE otnv Meppavikn IdsoAoyia otnv oxéon g He TNV
1deoAoyia Kal To @avopevo g arotpiwong. H pap€lotiki Bswpnon Kat n Kpttikn IxoAn g OpavkeoUptng CUVEXIGE AUTOV TOV GTOXACHO av Kdalt
ap@eBntidnke améd tov Althuser. Epeig, amd kabapd smotnyoAoyIKn TMpoctyylon, Bewpolpe mMwg Omwg Oev UTAPXEL pia aAnBela, Ggv UTTAPXEL Kal
€va povo yeudog.

9 Mpog plav tétola 0AOKANPwWaGN TNG oKEWNG evAlawépOnKe o Adorno otny «ApvnTiKA AIGAEKTIKN>» TOU.

10 Maurice Merleau Ponty, Ph?nom?nologie de la Perception, Paris, Gallimard, 1945.

11 Ava@épopat og pua évvola tng aAlotpiwong OlEUpUPEVNG OTOo alebnTikd Kat umaplakd medio, TMOAU Mo TEpA AMO AUTAV TNG HAPELOTIKAG
Bewpnong. H évvola tng aAlotpiwong £xel amacxoAncetl moAUTAeupa TNV SuTIKA Slavonon mou Uotepa amod Tov MAATwva Kat Toug VEOTAATWVIOTEG TNV
Eavaouvavtape otov SlaQwTIopo Kat tov Rousseau. IToug yeppavoug UAICTEG, He TTpwTto Tov Oolepumax pe to £pyo H oucia tou Xpiotiaviopol (1841)
Kat TOAU eploodtePo To MAPE 6T0 £pyo Tou OKovouKda Kal PLhoco@ikd Xelpoypapa (1844) kai Meppavikn IdgoAoyia (1846), Ba dwbel oTo Pavopevo
Babid KolVwVIKN Kal 0lKoVopIKn Sldotacn, Tautilovtag To e To oUYXPOVO HOVTEAO ASITOUPYIag TOU KamTaAlopou. Apydtepa GTOV £IKOOTO alwva Ba
evllapepOoly yla v mepetaipw avantuén g £vvolag, umaploTtég PAdcopol (0mwg o Heidegger), kat KowvwvioAdyol omwg C. Wright Mills, kat o
Melvin Seeman gvw o KUplog KAGGoG tng avaiuong Ba mpoiABeL amd Slavontég amd v MAEUPA TNG AVAVEWTIKNAG KPLTIKAG Tou Mapélopol 6mwg o
Gy?rgy Luk?cs, o Adorno, o K. AEgAdg, Kat o yuxoAdyog E. Fromm. Ao tnv dekaetia tou 60 n £épsuva Ba evtadei yla va QTAGOUE GNpEPa o avaAUoelg
TWV ATV TNG amod tov J?2rgen Habermas kat tov Slavoj Zizek.

12 Gotz Adriani, Joseph Beuys, Ixédia, Avtikeipeva Kal Xapaktikd, Metagppaon Awkatepivn Zte@avakn, Institut fur, Ausiandsbeziehungen kat
ouyypageig, 1989

13 MNa meplocdtepeg mMANpo@opieg mavw ¢ autd deg Theodor W. Adorno, ApvnTikn OLaAEKTIKN, MeTa@pacn, onuelwoelg: Asutépng Avayvwotou,
Ekd00elg AAeEavopela, ABrva, 2006

14 To «ptypévn» 6w €xel oa@n ava@opd otnv Slatumwaon T UTAPELOTIKAG @IA0COPIag 6Tou 0 AvOpwog gival «pLyHEvog» oTNY TPAYHATIKOTNTA

15 H emAoyn umap&lotikd, pe TNV £vvola TNG aywviag yia 0AoKANpwaon PEca oTo memepacpévo Sidotnpa thg avlpwmivng Umapéng.

16 Aeg onpeiwon 10.

17 Z0pgpwva pe tov Goukw, Kabe e€ouaia Sev eival mapd e€oucia 6To avBpwmvo cwud.

18 «O Beuys mioteus 0Tl 0& MAMOTEPEG EMOXEG KAl TOAITIOHOUG UTIPXE akopa Taltion avdapeoa otn SlamAacn g cuveidnong Kat Ty avamtuén tg
TAQOTIKNAG EIKACTIKAG IKavotntag . H mpdBeon tou mapgpelve auetdBAnTn, va mpocdlopicel cav vopo tng MAACTIKAG £VVOLEG OTIWG TN YEVESH KAl TO
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yiyveobai, tnv emiyvwon kat t Stamaidaywynon, tn SiamAacn Katthv-EEAEN TG cuveidnong, pe Alya Adyla OAn tnv umapén». Gotz Adriani, Joseph
Beuys, Ix£01a, AVTIKEideva Kal Xapaktikd, Metda@pacAn Aikatepivn Zte@avakn; Institut fur, Ausiandsbeziehungen kat cuyypageig, 1989

19 NeplocoTEPA YL AUTO TOV XAPEVO TTUPRVA, wg BAon TG UTapéng Hag otov KOGpo, 8¢ Maurice MERLEAU-PONTY, Ph?nom?nologie de la Perception,
Paris, Gallimard, 1945. English edition first published 1962 by Routledge & Kegan Paul ,Translation Colin Smith. Ot mAnpo@opieg amd tnv nAeKTPOVIKNA
¢kdoon Taylor and Francis e-Library, 2005

20 Gotz Adriani, Joseph Beuys, Ixé€0a, Avtikeipeva Kai Xapaktkd, - Metdagpaon Akatepivn Zte@avdakn, Institut fur, Ausiandsbeziehungen kat
ouyypageig, 1989

21 6.m.

22 6.m.

23 Agg Mo mavw, onyeiwon 13.

24 MAnpowopisg mavw ¢’ autd, 6cov agopd to Fluxus deg to Mpwto (1963) kat to deltepo (1971) pavipéoto tou G. Maciunas. Meplocodtepeg
mAnpogopieg oto George Maciunas Foundation Inc, http://georgemaciunas.com/

25 6.m.

26 6.m.

27 Edw 6a Swapwvoucape pe tnv Béon tou MAdtwva mou Bewpel emkivouvn tnv €AEN TouU acKel To £€pyo téxvng. H cayrvn Tou épyou ival To pépog
NG aAnBelag Tou, av auto ameAeuBepwBel amd TNV XEPAYWYNTIKN TPAKTIKA AAAWY GKOTIWV Tou To Bacavifouv.

28 6.m.

29 6.m.

30 6.m.

31 6.m., «Amoppintoupe pulka Tn cuvopweoia g TOMTIKAG pe Tn SUvaun Xprnua». O Beuys éBaAe Eekdabapa To oTopikd GiAnupa, dnAadn tov
0pIoPO TNG TéXVNG gupltepa amd Ot v opilel n oUyxpovn Téxvn, OnAadn va tnv opicel, £T0L WOTE N TEXVN KAT dpxXAv va avagépetat
oty avBpwmivn gpyacia, dnAadn otn GNUIOUPYLIKOTNTA Tou avBpwmou otn GOUAELd Tou, 6Tov KaBéva cUp@wva pe Tn anoyn «Kabe avBpwmog givat
KAAMTEXVNG ».
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SOCIAL SCULPTURE IN THEBES <
a short time

The realization of the "social sculpting” experiment .took
place, for the first time in 2015, in Thebes through-the
realization of an international festival. The central theme
of the first festival, in 2015, was the enigma set by the
mythical Sphinx in Oedipus, the answer of which was
"Man". Based on the enigma "Man", we looked at:

a. the distant past with the values, the conflicts, the
culture, that man created

b. the current society, the modern challenges and socio-
economic conflicts, the cultural flows and mergers
(cultural expansion, migration), the role of technology,
communication and Internet, the power of power, the
gene science, the new applications in the modern world

c. the solutions and proposals for the future.

With a small budget, but with a lot of momentum, artists,
citizens and pupils, within the real and virtual web of the
city (internet), interacted in an environment of artistic
and wider social projects and attempted to overthrow
complacency and inaction, against the elements of the
sepsis of the present; they expected, through their joint
action, the change in the future of the city.

After a three-year effort and after a two-year interval
with actions from the student community, we attempted
to broaden the design on this problematic position and
we presented as the theme of the 4th festival in 2018,
the poetic act itself. The reference was now the actual
existential dilemma, the human decision, which "met" as
the emblem of Sophocles’' tragedy,” Oedipus Tiranos”.
Human dilemma was set as a social demand. Risky tactic in
a non-sterile space. All open. So what; We sought the very
course of man, as a civilized being, and his relationship
with finding happiness both individually and collectively.

The social sculpture development project had from the
beginning aimed at greater penetration and influence on the
social body. The action included, besides the mobilization
of local authorities, the dynamic activation of the young
element of the city, that is the student community in a
role program on a major project of esthetic interventions
in the city. We wanted this change in a targeted way, in
the first phase, to dominate the emotional attitude of the
participants, that is, to the body in relation to the space
(the city), adopting the slogan: "Happiness is in my city. |
am my city. "

The intervention was divided into three axes:

a. Student exposure and overall activation of the student
community.

b. A series of selected open space artworks that were
placed in dozens of important historical and cultural
points within the city. (map of the city, Annex 1).

c. The Sphinx itself, as a creator, presented the changing
visual art installation of social sculpture titled "Oedipus -
Lost Messages” which was presented at 7 different points
in the city.

In order to implement this first part of the student festival,
with visual interventions throughout the city, an initial
6-8 hours teaching and organizational intervention was
required within schools, in a total of 600 and more pupils.

H KOINONIKH FTAYINTIKH ZTHN
OHBA - £€va cUVTOHO XPOVIKO

H mpaypatormoinon autoy Tou TEPANATOG «KOWVWVIKAG
Y7\UTT'L'lKr]§» €AaBe xwpa, ywa mpwn @opa to 2015, otnv
OnBa peoca amod wmy npaypatonomon svog 5l£9VOUQ
@ecTBaA. Kevipiko Bepa autou Tou MPWTOU (PECTIBAA
to 2015 Atav to aiviypa mou £0gte n pUBIKA Xoiyya
otov OWimoda, pe aAAa Aoyla o AvBpwtog. Me Bdon to
avOpwmivo aiviypa Aotmdv e€eTacape:

d. TO aNWTEPO MAPeABOV pe Tig afleg, TIC CUYKPOUTELS, TOV
TMOALTIGHO TToU 0 AvBpwTog dnploupynoe

B. TNV onuepvA Kolvwvid, Tig cUyXPOoVeS TTPOKANCELG Kdal
KOIVWVIKOOLKOVOUIKEG GUYKPOUOELG, TIG TOATIOHIKEG POEC
KAl CUYXWVEUOELG (TTOAITIOTIKN EMEKTAON, PETAVAGTEUON),
To pOAOC TNG TEXVOAOYIAG, TNG EMKOlVWVIAG Kal Tou
internet, ™ Guvapn tng £€ouciag, Tn YOVISIAKN EMOTAN,
TG VEEG EQPAPHOYEG OTOV GUYXPOVO KOGHO

Y. TIC AUCELG Kal TIC TPOTACELS YId TO PEAAOV.

Me mevixpd owovopika mAaicla mpoUmoAoylopd alAd
HE TOAU oppn, Kqutsxvsg, TTOAITEG Kal paentsg, psca
OTOV_TPAYHATIKO GAAd KAl TOV E€LKOVIKO 0T TNG TOANG
(duadiktuo), aMnAemidpacav péca ot Eva mepBAaAiov
KaMltswaoov Kalt supurspa KOIVWVIKWY spywv mou
E€MXelpnoav TNV avarpomy Tou €QNOUXACHOU Kal Tng
adpdvelag, TOU_ EvVAVTIA OTA OTOIXEid TNG oAyng Tou
mapovtog, mposdoKnoav PEGA amo 6TNV Kowvh Toug Opdon
NV aAAayn oTo PEAAOV TNG TOANG.

Metda amé mpoondBeleg TPIWY XpOvwv Kat UoTepa amo éva
€vOlAaPEco O1acTnua 6UO XPOVWY GPACEWY HE TNV HABNTIKN
KOlVOI’I’]TCI emxslpnoaus va élsupuvoups TO cxsélaopo
Tavw o’ autiv TV MPOBANUATIKA, Kal Tapouclacape wg
Bépa tou 4ou @eoTIBAA To 2018, TnVv (Gla TNV TOWNTIKN
mpagn. H avagopd Atav twpa o 610 TO UTTAPELAKO
61ana n avBpwmvn amé@aocn, mOU «CUVAVINOE» WG
€uBANUa tnv_idla TNV, Tpaywoia tou Zo@okAn, «Owdimoug
TUppavog>. To avBpwmvo GiAAnua TEBNKE WG KOVWVIKO
{ntoUpEvo. PuyoKivouvn TAKTIKN OE £VA N ATTOCTEPWHEVO
xoopo ‘OAa avoixtd. AnAadn Ti; Avalntnoape tnv 0 v
mopeia Tou avlpwmou, wg no?\tttcpsvou ovtog, Kai
OXEON TNG PE TNV £EEUPEDN TNG EUTUXIAG TOGO ATOMIKA OGO
Kal GUAAOYIKA.

To ox£010 avamtugng TG KOWVWVIKAG YAUTITIKNAG €ixe amo
™V apxn wg 6TOXo pia ueyaAutepn SLEloducn Kat EMppon
OTO KOWWVIKO cwpa. H opdon mepieAauBave ektdg amd
™V KvnTomoinon @opewv, TV GUVAUIKN Evepyotoinon
TOU VEQVIKOU GTOIXEIOU TNG TOANG oy eival n padntikn
KOVOTNTA pEca OE éva MPOYPappa poAwv Mavw ot éva
HEYA-TIPOTIEKT AloONTIKWY TAPEPBACEWY oTNY MOAN. Auth
n aAAayn eMOUUNCALE GTOXEUPEVA KAl OE TTPWTN PAch, va
EMOUPBEl Kuplapxa otnv 0la TNV cuvalednuatikn otdon
TWV GUHPPETEXOVTWY, ONAAOH OTO CWHA COE GXEON HE TOV
XWPOo (tTnv TMOAN) ulobeTwvTag to ouvlnua: «H eutuxia
givat otnv mOAn pou. Eipat n moAn pou».

H mapépBacn xwpiotnke og Tpeig Aoveg:

a. Tn pabntikn €kBeon Kat TN GUVOAIK evepyoToinon tng
Hadntikng KowvotnTag.

B. Mia ceipd amd emMAEYHEVA EIKACTIKA £pYA AVOIXTOU
Xwpou mou tomobeTnOnkav og 0ekadeg onNUAvVTIKA onpeia
amo oTopIKA Kal no?\mothn amoyn, HéEoa otnv TOAN.
(xaptng tng MOANG, mapdptnua 1).
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At the end of this effort, with the entire human potential
of the Sphinx festival, we organized a/network' of- over
one hundred volunteers - coordinator pupils-where' they
regulated the production and certification of hundreds of
visual works, ephemeral or not, in the urban area.

The city was divided into 5 sectors where each included
3 to 6 other locations within the city. Each sector-had"its
coordinators from the Sphinx and each coordinator had
his subordinates - the student volunteers - in the various
areas of the city. The action began in an enormous network
of people, within each square and in each neighborhood,
organized to produce, supervise and certify the artistic
efforts of all students.

Emotion was created by the fact that, in the intervention
process that took place five afternoons, hundreds of other
citizens, parents and grandparents of children, friends and
passers- by were mobilized, turning the social space of the
city into a factory of creative production, personal search,
interconnection with others and memorable connection
with the distant past.

Here, of course, we have to mention the black spots of
refusal, that success, in other words, caused reactions that
we certainly expected, proofs of generalized alienation
in modern life. Even if much of the society participated
positively in the event, (shopkeepers who contributed
with money or provided materials and necessary tools
and equipment), a number of official bodies such as the
Municipality, probably viewed the whole project in a
negative way.

Denial of funding, intentional indifference and inaction
in the dozens of letters-requests we have sent are not
the only ones. The use of indirect threats and warnings
by public officials was also present. Indicative of this
reactionary social and political attitude is the attitude of
the same mayor of the city, who demanded in advance the
destruction of children's works in abandoned by the state
places desiring to restore them to the previous situation,
that is, the one that reminded “a public toilet”!

As a corollary of all the above, the social phenomenon
of vandalism of children's artworks can be mentioned as
well as the threats of physical violence that the students
themselves have received from private individuals. It was
clear from the very beginning that in this popular feast of
fantasy and social creation, a catalyst for the autonomy
of social behavior, the road is not paved with rose petals.

On 2 June, in a sunny and festive atmosphere, the
installation of selected works of visual artists from
Greece and abroad began. The city has been flooded with
painters, sculptors and performers from the morning,
many of the artistic group "Horizons of Events’. The
visual arts began to materialize from the morning in 16
cultural reference points such as the Dirk's Fountain, the
Mycenaean Palace, the Mycenaean tombs of the rulers
“Kastellia”, the Archaeological Museum, the Oedipus
Fountain, the Amphiou Hill, the Apollo Hill and others
while from afternoon on 6 we started to position the
projects we chose and they were sent to us. Sixteen large
vertical banners on special stands marked the spot and the
work. It was a revolutionary atmosphere that boomed the
city and raised our adrenaline.

On the second day, the same preparations continued
through the rearrangement of the previous day's
presentation points. Our plan was to place alternatively
every afternoon, until June 9th, when the open-air
exhibition would end up in the open-air projects, and take
them off at night. The aim was to keep them uninterrupted
and to present them to the public, our members and
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vy H.id0wa’n Zelyya wg opdda dnploupywv mapouciace
™V pemBa?\?\é}Jsvn EIKAOTIKN E£YKATACTAGCN  KOWVWVIKNG
y?\unrlKng pE TiTAO «018imodag - xausva pnvupam» ™mv
oroia mapouciacs oe 7 OlAPOPETIKA onpeia péoa otnv
noAn

Ma va uXomoinBei autd To TPWTO KOPPATL TOU padntikou
(PEOTIBAA UE EIKACTIKEG TAPEPBACEIG G OAOKANPN TNV
TOAN, “amaitiBnKe apxikd pia OLOAKTIKA KAl OpyavwTiKh
mapépBaon 6-8 wpwv, péca ota oxoAsia, o€ Eva cUvoAo
600 kai A€oV padntwv. Zto TEAOG QUTAG NG MpooTiddelag
HE OAOKANPO TO avBpwvo SUVAUIKO TOU QECTIBAA NG
«Z@lyyag», opyavwodue €va OiKTUO €KATO Kal TAvw
gBeloviwy - ouvtovioTwy padntwv omou_pubpilave v
Tapaywyn Kat Ty TMoTomoiNon EKATOVTAGWY EIKACTIKWY
EPYWY, EQAPEPWY N N, HECA OTOV ACTIKO XwpPo. H TOAn
xwpiotnKs oe 5 topeig omou Kabévag mepleAduBave amo 3
€06 6 aAAeg ToOBEDIEG pPEca oTny TOAN. Kabe topeag eixe
TOUG GUVTOVIGTEG TOU Ao TV Z@iyya Kal KaBe GUVTOVIoTHG
TOUG UTTOGUVTOVIOTEG TOU -TOUG HaBnTég eBeAOVTEG - OTOUG
duagpopoug xwpoug g moAnG. H dpaocn dpxile oe eva
TEPACTIO OUKTIO avBpwTiwy, PEca of KaBe MAAteid Kal o€
KABe YEITOVIA OpYAVWHEVWY va TTapdyouy, va emBAETouv
Kal vd MOTOTOLOUY TIG EIKACTIKEG TTPOCTIABELEG OAWY TwV
padntwv.

Juykivnon Onuloupynoce TO  YEYOVOC, Tw¢  oTN
duadkaocia mapepBaong mou KPATNOE MEVTE ATOyeUUATd,
Klvntonomenkav o€ ouupsroxn skatovraésg aAhot
TOAITEG, Yoviol Kal mammoudeg Twv maldlwy, @ilot Kal
TEPAGTIKOl, HETATPETOVTAG TOV KOIVWVIKO XWPO TNG TTOANG
O€ £Vd £PYOOTAGLO ONPIOUPYIKNG TTAPAYWYNG, TTPOCWTTIKAG
avagntnong, O6laoUvoeong He Toug GAAOUG aAAG Kal
HVNHOVIKAG oUVOEDNG LE TO ATIWTEPO TTAPEABOY.

Oa TPETEL acPAAWG e6W V' AVAPEPOUE TA PEAAvA onpeia
™MGApvVNoNG, TWGN emTuXxiadnAadn MPOKAAECE AVTIOPACELG
mou aocpa?\wg avapsvaps Gﬁ06£l§€l§ ™mg smc‘ipaong g
YEVIKEUPEVNG aMoTpiwong otny ouyxpovn {wn. Akopa
Kat av PeyaAo PEPOG TNG KOVWVIAG CUHHETEIXE BETIKA GTO
YEYOVOG, (Uayaldtopeg TOU GUVEICQEPAVE HE XPNUATIKA
HIKpoTood N mapeixav UAIKA Kal amapaitnta epyaleia
Kat €E0MALOHO), Uia CEPA aTmd TTONHOUG POPEIG OTIWG O
dnpog, pa?\?\ov gidav qpvntha T0 60 syxslpnpa H apvnon
Xpnparodoétnong, N oKomun adlagopia Kat adpdavela oTig
OEKABEG EMOTOAEG AUTAPATA TIOU AMOCTEIAapE, OV ival Ta
pova. H KpauyaAea avtibson avacpavnks aKopa Kat otny
dnuoupyia mpokAnong @Bopwv oe UMKA Kal eEOTAIGHO
TOU @EOTIBAA, YeE EMOTEYAOHA TNV XPHON EUUECWY
amelAwy Kat nposlc‘ionomoswv amo 6npocloug napayovrsg
Evlektikl autig tng avtidpacTiKAG KOWWVIKNG  Kat
TOAITIKAG OTAONG, A@opd n otdcn Tou idlou Onudapxou
™G MOANG Tou {NTOUGE €K TWV TPOTEPWY TNV KATACTPOWH)
TWV £pYWYV TWV TABWV O E£YKATAAEAEIUUEVOUG — aTIO
™MV TOATela XWPOUG €mMBUUWVTAG TNV ATOKATAGTAGN
TOUG oTNnV nponyouusvn KCITCIGTCIGF], 6n7\a6n eKelvn Tou
Buple dnpocto anoxwpnrnplo' Zav EMOTEyacpa OAwy
TWV TApAmavw, Umopei v’ avapepbei TeEAIKA TO KOIVWVIKO
@aivopevo tou BavOeaAloHoU EIKACTIKWY E£PYWY  TwV
mawdlwy, OTWG Kal oL amelAég CWUATIKAG ToU SEXTNKAV
oL idlot ot idlot oL padbnTEg amd Pacifouces CUUTIEPIPOPEG
lélwtwv AvacpavnKz-: Aotmov oxedov Esm@apq amo v
apxn, Twg o’ auth TNV Adikn YLopT TG paviaciag kat tng
KOWVWVIKNG, dnuloupyiag, KataAutng Tng autovopiag tng
Kowwvmng OUPTIEPLYPOPAC, 0 OpOHOC OV gival OTPWHEVOC
pE POOOTIETAAQ.

2T 2 louviou péoa o€ P NAGAOUCTN Kal YLOPTIVA
atpdo@alpd, APXIoE N £YKATACTACN EMAEYHEVWY EPYWV
EIKAOCTIKWY Kaerswiv amo6 tnv EAAAda kat to agwteplko
H moAn amd to mpwi MANpUpLoe e wypagous, YAUTITEG
Kat Tep@Oppep, TOAAol amd TNV KAAMTEXVIKA opdda
«Opl(ovrag Feyovorwv» (0]} ElKaothsg syKaTaoraoslg
dpxioav va uAomolouvtat amd to mpwi ot 16 onpeia
TOMTIOHIKNG ava@opdg Omwg n Kpivn g Aipkng, ta



volunteers. Trucks and cars were being mobilized at noon
and night. On the same day, due to the first presentation
of our project, the installation of "Oedipus-Lost Messages";
which was preparing its setup in the Oedipus Fountain,-the
tension had soared.

The same plan continued for all days. In the morning
work, in the evening, you could meet in restaurants, drink
and very philosophical discussion. This fact, marvelous and
with great social involvement that exhausted. There was,
of course, a black spot, a tiredness that often exceeded
our powers, and which was often not due to the volume of
work itself, but again to the phenomenon of violence that
we have not been able to completely eliminate.

It seems clear that art has again bothered some "dark” and
mutilated points within people, resulting in a theft of a
work at night1, while another was vandalized with a fire
that destroyed most of it2. Apart from these, there have
been several reports of groups of people who, apparently
sinking in social reflexes and phobias, have seen the
whole action negatively, stereotyping and even with
superstitions!

By drawing our conclusions, we consider primarily that
the above examples clearly demonstrate the political and
social basis of art and any art. In the particular case of
our social, aesthetic and political experiment, the Sphinx
festival in 2018 intervened in the dual sense of the term in
the social development in a way essentially constructive
that, on the one hand, showed us both the social conflicts
that created both in real and emotional terms.

On the other hand, the event contributed to both the
reinforcement of the awareness of the members of the
festival, the volunteers and those who participated, and,
above all, the increase of the emotional recognition of art
and the role it plays. The communities of artists through
collective actions - models within the town mobilized the
town, changed for about 20 days its ecology, the hiring and
emotional map of the inhabitants, with reference to the
goals of social liberation, true participatory democracy, a
lighthouse for the pursuit of man and happiness. Searching
and alertness is not an easy task.

HUKNYAIKA 'avaktopd, TOUG HUKNVAIKOUG TAQOUG Twv
NYEROVWV - KaoTéAd, TO apXaloAoyiko Jouceio, Ty Kpivn
tou: Odimada, Tov Ap(pelo Aocpog, TO AOPOG TOU Icpnvnou
AmOM®Ya K.Q. VW amé TO AMOYEUPA OTIG 6 apxicape
Va TOTOBETOUHE Ta £pya TOU EMAEEAME Kal pag eixav
anooctalei. 16 Meyaha kdBeta banners oe £18ikd otavt,
onpatodotoucav To onpeio Kal to £€pyo. Empokelto yia pia
£MAVACTATIKN ATHOCMAlpA TIOU avaotdatwve pe éon tnv
mOAN Kat avéBale tnv adpevaAivn pag.

Tnv Oeltepn pEpA, N i6la TPOETOHAGIA GUVEXIOTNKE
HEoa amo v avadiatagn Twv onpeiwy mapousiaong Twv
£PYWV TNG TPONYOUHEVNG PEPAG.  To OXEOL0 pag Arav va
TOTOBeTOUNE EVAAAAKTIKA KABE amOyeupd, HEXPL KAl TIG 9
louviou ou Ba €Anye n utraibpla £kBeon, oToug unaiBploug
XWPOUG TA £pYd, KAl va Td dQalpoupe To Bpadu. 2Toxo
Atav n adldAeimtn @UAagn toug aAAa Kal n mapouciaocn
TOUG OTO KOWVO, amod ta PEAN HAG KL amo Toug e0eAOVTEG.
®opTnyd Kai autokivnta KIVNTOTIOloUVIav HECNUEPL Kal
Bpadu. Tnv idua pépa, Adyw Kat TNG MPWING TTApoUGiacng
ToU JlKoU pag €pyou, NG eykatactaong «Owimodag -
Xapsva anupata», mou stomua(aps TO ornoluo TOU otnv
«Kpnvn tou OWimoda, n évtaon €ixe avéBel ota Oywn.

To i0l0 MAGvo ouveXiOTNKE yla OAEG TIG PEPEC. To mpwi
O0UA£ld, TO BpAdu YvwpIPiEG O TEPPOPUAVG, TOTO Kdal
TOAU @A0cOQIKN oudrtnon. To yeyovog autod, Baupdoto
KAl pE PEYAAN KOWWVIKK OUMHETOXA TOU €€AVTAOUGE.
Ympxe BéBaia kat £8w £va peAavo onpeio, pia Koupaot
TIOU oUXVA EEMEPVOUOE TIG GUVAMELG HAG, KAl TTOU CUXVA
dev oeihovtay otov 610 Tov OYKO TNG GOUAELAG, aAAd Kat
TIAAL GTO (PAIVOHEVO TNG Biag Tou Gev KATAPEPAPE EVIEAWG
va e€aAeipoupe. aivetal kabapd Twg n TExvn, evoxAouoe
Kal MAAL KATIOld «OKOTEWVA» KAl aKpwINplacuéva onpeia
HEoa oToug avBpwmoug, Me AMOTEAEOHA Ml KAOTH
€VOG €pyou TNV vuxtal, evw aAAo éva BavoaAioTnke e
TTPOKANGN (PWTLAG TTOU KATECTPEWE GTO HEYAAUTEPO HEPOG
TOU2. EKTOG aQuTWV UTTNPEQV APKETEG AVAPOPES YIa OHABEG
avbpwmnwy, mou BUBIZOUEVEG TPOYAVWG HECA OE KOVWVIKA
AVIAVAaKAQoTIKA Kdal <poBt£g, £BAsmav apvntha mv OAn
dpaon Byalovtag otnv £M@AVEIA CTEPEOTUTIA AKOUA Kal
oucudatpovieg!

Byalovtag ta cupmepdopata pag, Bswpolus TPWITAPXIKA
Twg Ta_mapandvw mapadeiypatrd, @avepd amodelkvUouy
mv TOAITIKA Kdal KOIVWVIKN Bacn ™G TEXVNG Kal KC(GE
TEXVNG. 2TV 10laitepn  TEPITTWON TOU  KOLVWVIKOU,
alebnTikoU Kat TOALTIKOU pag MElpauatog, To cpsctlBa)\
g 2@iyyag to 2018, mapeBnke, pe v ATt €vvold Tou
0pOoU, OTO KOIVWVIKO YlYVEGGC(l HeE gvav  TpOTo BaolKa
EMOIKOGOUNTIKO TIOU ammo TV pia pag £6el€e, 1600 TG
KOIWVWVIKEG OUYKPOUGEIC ToU Onploupynce TOGO Of
TPAYPATIKO 660 Kal GE ouvaleBnuatiko eminedo. Amo
NV AaAAN TO YEYOVOG GUVTEAECE TOCO OTNV EVIoXUON mg
cuvsléntonomong Twyv psAoov Tou (peonBa?\ TWV €BsAovVIWV
Kal 00wV GUMETEIXaV, 000 Kdal Kuplwg o€ Baeog otnv
auvgnon tng cUVaLGBNUATIKAG avayvwplong Tng TEXVNG Kat
ToU pOAou mou emteAel. Ot KOWVOTNTEG TWV KAAMTEXVWY
péoa amd cUAAOYIKEG OPACELG-
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The artists
Ot KAAALITEXVEC

and the places kat ta pépn

Tatiana Agapitou - Tatidva Ayamntou

MAateia Ayiou M'ewpyiou
LOST MESSAGES - XAMENA MHNYMATA

Sphinx Team - Kontantinos Angelou - Opdada

2@iyya - Kwvotavtivog Ayyédou
MAateia Ayiwv BOsodwpwy (KpAvn
Owimoda), MAatsia Ayiou M'swpyiou,
Kprivn tng Aipkng, ApXaloAoyiko
Mouosio, KaotéAa, lopnviog AmoAAwvag,
EuayyeAiotng Aoukdg

Tzouli Athanasaki - T{oUAn ABavacdakn*
Kevtpikn OnBa

Kira Aligizaki - KOpa AAtylakn*

Ayia dwrtevi

KImon Axaopoulos - Kipwv A§admouAoc*
Kevtpikn OnBa

Maria Argyrakopoulou - Mapia

ApyupakotmoUuAou*

Mouoeio, MAateia Ayiou lewpyiou, Mapko

Xpucoppoa

Eliza Vartanian - EAiCa Baptaviav*

Kevipki mAateia
Anna Giannopoulou - Avva lNavvotmoUAou

MAateia Ayiou Mewpyiou, MNdapko Xpucoppoa
Maria Golia - Mapia M'koha*
MAateia Ayiou M'ewpyiou, MNdapko Xpucoppoa
Maria Doukaki - Mapia Aoukdkn*
MAateia Ayiou M'ewpyiou
Tzimis Efthimiou - TZiung EuBupiou*
Kevtpikn MAateia
Mariva Zaharov - MapiBa Zaxapwg
Kevtpikn MAateia ( ©¢on Mivéapou)
Vasilis Karabinis - BaciAng Kapapmivng
Appeiog Aowog, Mdapko Xpucoppda
Anna-Maria Koukouli - Avva Mapia KoukoUAn
MAateia Ayiou Mewpyiou, MNapko Xpucoppoa
Argyro Koutsibela - Apyupw KoutouméAa
Apxatoloyikd Mouceio, Ayia Tpidada
Lydia Margaroni - Audia Mapyapwvn*
MAateia Ayiou M'ewpyiou
Maria Matala - Mapia MatdAa*
210npodpopIKog otabuog, MNapko Xpucoppoa.
MpoBoAéc: Kevipikn MAateia ( ©¢on Mivédapou)
Georgia Bliatsou - Mewpyia MmAldtoou*
Kevtpikn MAarteia
Despina Pantazi - Aéomotwva Navtaln*
MoUpog, ApxaloAoylkd Mouoceio, Mel6dpopog
Damon Papakyriakou - Aduov Mamakuptdkou
Meldopopog, Mapko Xpucoppoa

Dionisis Pappas - AlovUong Manmdg
Juvedplako Kévrpo, Mapko Xpucoppoa,
ApxatoAoylkd Mouoeio

Stelios Spyridakis - téAlog ZmupldAakng
MAateia Ayiwv Beodwpwy, MNapko Xpucoppda
Syrakis Giorgos - Zupdakng MNwpyog
ApxatoAoylko Mouoeio

Kwotavtivog Stoupathis - Kwvotavtivog

toumdaencg*
Kevtpikn MAateia ( ©éon Mivoapou), Mapko
Xpucoppoa
Poli Shoina - MéAu Zxowva
210nNpodPOopIKOG oTadbpog, Mapko Xpucoppoa
Rafaella Tsoptsi - PagpaéAAa Toomton
KaotéAa, Mapko Xpucoppoa
FAISTOS PROJECT - QAIZTOX
Pascal Glissmann, Olivier Arcioli and Andreas
Henrich
KaotéAla, ApxaloAoylko poucsio
Francescos Kiriakos - ®pavtléokog Kuplakog
Mapko Xpucoppoa
Kika Haralabidou - Kika XapaAapmidou*
Moupog
Anna-Maria Hatzistefanou- Avva-Mapia
Xat{notepavou*
Kevtpikn MAarteia
Hakan Akcura

‘'OAn n ©nBa - TeAIKN TomoBETNoN €pyou: Kevipiki

mAateia
Neno Belchev
Performance: Kevtpikn MAatesia, Toxxoypagpia:
Kivnuatoypdagog Zovia

Delavilla

Kevtpikn MAateia ( ©¢on Mivéapou)
Claudine Fournier

Kevtpikn MAateia ( ©¢on Mivoapou)

Carlos Enrique Gozalo Ara

Kevtpikn MAateia ( ©¢on Mivéapou)

Huang Yunxuan

Kevtpikn MAateia ( ©éon Mivoapou), Mapko
Xpucoppoa

Klaus Pinter

Melddpopog, Mapko Xpucoppoda

Peter Reischl

Kevtpikn MAateia, Medodpopog

* JUPHETOXEG TNG KAAMTEXVIKNAG opadag opilovtag

YEYOVOTWY

* Participations of the artistic group “event horizon”






«OlAINOAA2
- XAMENA
MHNYMATA>

OUAAOYIKI £YKATACTAGN KOWVWVIKAG YAUTITIKAG

To épyo «Odimodag - xapeva pnvopata»
amoTeAEl €va CUANOYIKO £€pYO YAUTITIKNG
EYKATAOTAONG KAl VEWY HECWYV EEWTEPIKOU
XWPOU TIOU EVEPYOTIOLEL TNV TOTIKN KOVOTNTd
w¢ {wvtavo gpyactiplo (community art - living
labs).

To £pyo mpoteivel £va VEO £(00C CUPHETOXIKAG,
KOWVWVIKAG YAUTITIKNG 0€ ONHOGLO XWPO TIoU
OUVOEEL TNV apxdid TOAITIOTIKA KAnPOVouLd

HE TN oUyxpovn Téxvn. ZuvtiBetal amo
EKATOVTAOEC KEPAUIKEG AVOPWTIVEC HOPYES
HIKPNG KAlpakag (mep. 20 €K.), KABe pia pe
pHovadIKd XapaKTnNPIoTIKA Kal 6Tdon, Tou £X0uV
@\otexvnBel cUAAoYIKA. To €pyo Egkivnoe To
2017 kat oAokAnpwOnke to 2018. MAatcwwveTat
amo Pla EYKATACTACN @WTICHOU Kal Pld NXNTIKA
£YKATAOTAON, KATd TNV omoia akouyovtal
PAOCOQIKA ATOCTIAcHATA ToU cuvAEovTal HE
TNV TAQUTOTNTA TOU GUYXPOVOU avOpwtiou.

To épyo «Odimodag - xapéva pnvupata»
petaoxnpatidel Tov dnUoclo XwpPo avoiyovtag
vNGOI0EG KAAMTEXVIKNG KAl PLAOGOPIKNAG
EK@paong péoa otnv mMoOAn. To Koo
TTPOOKAAEITAL VA YVWPIOEL TTUXEG TNG apXaiag
EAANVIKNG OKEWYNG, TNG OUYXPOVNG CUHHETOXIKNAG
TEXVNG, Kal padi va €16€A0€L o€ pla vEa PIKPO-
YEwypapia 6mou TapeABov, Tapdv Kat

HEAAOV GUVOHIAOUV PHECW TNG TEXVNG KAl TNG
p\ocopiag.

Ot popweg «oulntouv> PETAEU TOUG EVW TO
TANBOC TWV BEATWYV - TEPACTIKWY HETATPETETAL
0€ KPUPOUG akpodTeg TwV AOYwVY Toug. To
TIEPIEXOHPEVO AUTWY TWV CUVTOHWY AOYwV
ONUIOUPYEL OKEWELG HE TNV APECOTNTA TOU YUPW
amo Tov cUyxpovo Tpoto {wng Kat Ta adté§oda
TNG KOWVWVIKNG TTPAYHUATIKOTNTAG, CUVIOTWVTAG
éva umap&lako OOK Kal TauTOxXpova pid

“OEDIPUS

- LOST
MESSAGES”

social sculpture team instalation

“Oedipus - Lost Messages” is a collaborative
work of sculpture installations and new outdoor
media that engages the local community in a
live workshop (community art - living labs).

The project proposes a new kind of
participatory, social sculpture in a public space
that links the ancient cultural heritage with
modern art that transforms the public space
by opening islands of artistic and philosophical
expression. The figures «discuss» amongst each
other while the crowd of viewers - passers-by
silently listen to their words.

The work was presented this year for the

first time in 7 different venues with different

formats and texts at the Sphinx International

Sculpture Festival, 2018, in Thebes. Texts like
the following are heard:

Blind is the knowledge that led them to brilliant
achievements and even more brilliant dead ends.

Free | see my lack of freedom. What kind of “power” is
this? What kind of violence?

Heavy that is our body people”.
“But heavier is our knowledge we carry, the one we have
for centuries now ... and “must” bring it to an empty

end?

Marianna Zikou - Konstantinos Angelou

(PETTIBGA KOWWVIKNG YAUTITIKAG 51



o2 social sculpture festival



avalAtnon yla Tov mPocdlopLloHO TNG ONHEPLVAG
pag tautotntag. ‘OAa autd emTuyxAavovTtat

o€ ouvaptnon HE TNV KAPaka Tou €pyou, TN
«OUVOMIALa» TOU HE TOV GUYXPOVO TTOALTIOTIKO
meplyupo Kat tn «B€on> Tou Beatn omou
OUVOETOUV TNV CUVOAIKN «amopia» Tou
amoteAel To £pyo.

To £pyo MTAPOUCIACTNKE (PETOC YA TPWTN POPA
o€ 7 OlaPOPETIKOUG XWPOUG HE SLAPOPETIKN
Hop@n Kat Keipeva oto OlEBVES PecTIBAA

Kowvwvikng Mumtikng ZOIIA 2018, otnv OnBa.

Keipeva oav ta mapakdtw, akouyovtat:

TuAri n yvaon mou toug «EByale» oc emrevypara
Aaumpd, o€ adiEéoda Aaumportepa.

EAeUBspog avrikpilw tnv avedsubepia pov. Ti €idoug
«ouvaun» givat autrj; Ti giooug Bia;

Bapu mou givat to kopui pag avlpwiol.

Bapurtepn ouwg eivai n yvaon pag mou kouBaidue, autrj
TTOU TTEPIPEPOULIE QIWVES TWPA... KAl «TTPETTEL> VA TNV
PEPOUE OE AOEIO MEPAG,

Maplavva Znkou-Kwvotavtivog AyyéAou

2YMMETEXONTEZ

2X€OLAOHOG TOU £PYOU - ELKACTIKN EMPEAEL
Kwvotavtivog AyyeAou

®opéag uAomoinong tou £pyou
«z(piYYc[»

Anploupyia TOINTIKWY KEPEVWY
Kwvotavtivog AyyeAou

Napaywyn - opydvwon
Kwvotavtivog AyyéAou
2T€AAa Aouka

lwavva MavomouAou

Kataokeun YAUTITWV - Anploupytlkd epyactnpla
Kwvotavtivog AyyeAou

Mapia AyyéAn

2T€AAa Aouka

lwavva MavomouAou

Mapia Mrrakiptli

Zwypapla Xpnotou

IXeOLAOHOG EVTUTIWV
Kwvotavtivog AyyéAou
lwavva MavomouAou

Epyacieg tomobétnong

PARTICIPATIONS

Project Design - Visual arts Curator
Konstantinos Angelou

Project Promoter
“Sphinx”

Text written by
Konstantinos Angelou

Production - Organization
Konstantinos Angelou
Stella Douka

loanna Manopoulou

Sculpture Construction - Creative workshops
Konstantinos Angelou

Maria Aggeli

Stella Douka

loanna Manopoulou

Maria Bakritzi

Zografia Christou

Prints Design
Konstantinos Angelou
loanna Manopoulou

Work Installation
Maria Aggeli

Stella Douka

Tasos Koustas
loanna Manopoulou
Angelos Marinis
Zoe Mastrothanasi
Maria Bakritzi
Paschalia Papageorgiou
Pepi Papadimitriou
Elias Trambakoulos
Zografia Christou

Voices

Konstantinos Angelou
Eleni Baka

Stella Douka

Eleni Sourmaiou
Zografia Christou

Music excerpts used
THE VOICE OF HHH 55 LEONORA GAITANOY

(PETTIBGA KOWWVIKNG YAUTITIKAG
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Tarlan A¥emnrou
H?\ar’gt’a AVIQU-I' ewpylou

> "'f' « 4n). Atqq;tpwuatooon»
14 { KC(TC(GKEUH gyKardaotaon

-~ ZUppa

H sikaotiki mapépBaon-6pdon "4n Alactpwpdtwon” sivat
Hla £YKATAGTACH GUYKEKPIPEVOU TOTIOU (in situ) el01kda
oxedlaopévn yia to Sphinx 2018 mou GTOX0 £XEL APEVOG
va Katadeifel Tn onpacia tng avackagng otny mAateia
Ay. Fewpyiou wg TOTMO MOAITIOPIKAG dpaAcTNPLOTNTAG YId
mavw amo 3000 xpdvia Kal TaUTOXpova va avakivAoEL Td
TPWTOYEVH ONUIOUPYIKA £VOTIKTA Tou Beatn géoa amo tn
Oladpacn Kal Tn CUPHETOXIKN Oladikacia. AvaAuTtikotepa,
pE a(pstnpia Ta supnpata oto Bopeto akpo tng Kadpeiag,
Ta OTOid ATOKAAUTITOUV TPEIG SLAPOPETIKEG TTOMTICHIKES
Sla0TPWHATWOELS , N amd to 130 mx awwva, To
£pY0 TPOTElVEL £vav avacToxacpd mavw otny évvola
™ng 60ur’1g, TOU PETPOU, TOU puepoo O tpdmog pe Tov
otmoio apepwvstcu n symtaoracn £XEL TIG PIlEC TIC OTIC
nat(‘ileg Hag , npwrsg anonsnpsg énuloupylag, 1A yvwotd
"TouBAdkla . ‘Etol péoa amo pua oslpd 32 didtpntwy
OOHIKWY HovAadwy Tou cUVOETOVTAL OTO XWPO, TO £PYO
KAVEL ava@opd otnv mAATUTEPN £vvold TOU « OOEIV>
Kal amoKaAUTTel oTo Beath TIG MOAAATAEG £KOOXEG TOU.
Tautdxpova Tov TPooKaAei va amodopnoEL TA OTOIXE
auTd Kat va SoKIPAoEL va eKPPACEL KAl va TTPOTEIvVEL £va
OlKO TOU TIPOCWTTIKO 0XeALACHO.

Tatiana Agapitou
St. George Square

“4th Stratification”
Construction - installation
Wire

The artistic intervention-action “4th Stratification” is

a site-specific installation (in situ) specially designed

for Sphinx 2018 to demonstrate the importance of the
excavation at Ag. Georgiou square as a place of cultural
activity for more than 3000 years and at the same time to
shake the viewer’s primary creative instincts through the
interaction and participatory process. More specifically,
starting from the finds at the northern end of Cadmia
route, which reveal three different cultural strains, from
the 13th century BC, the work proposes a reflection on
the concept of structure, measure and rhythm. The way
in which the installation is articulated has its roots in
our childhood ‘s first attempts to create, the well-known
“small bricks”. Thus, through a series of 32 perforated
structural units composed in space, the work refers to
the broader concept of “structure” and reveals to the
viewer its multiple versions. At the same time it invites
him to deconstruct these elements and try to express
and propose his own personal design.



TloUANn ABavacdkn
Kevtpikni ©nBa

<<Z(p[YYG>> ; =
Kataokeun ready made kat nspcpoppavg

Ma pua cuyxpovn opiyyd Tou SlaTuTIWVEL Ta spwtnpata 3

™G otn cuyxpovn {wn.

Julie Athanasaki
Thebes Town Square

«Sphinx»
Ready-made art and performance

For a modern Sphinx that expresses her queries in
modern life

(PEOTIBGA KOWWVIKNG YAUTITIKAC
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~ Kipa ﬁ}wt(qm 5
# “Ayla ’iﬁwfsl:\m e ()

xr <<|-|T€ 0§¥TC{»T ’\_l-‘
1 1/ Katdokeun £ Eykatdotaon

- MIKTA TEXVIKN

AyyeAla@opol KAaAWV Kal KAKwv
Tavapxalol olwvoi GupBaviwy
Ayamnpévol cuvodoi Twv Oswyv
akoAouBol Kal NyoUHEVOL TWY TAVIWY
ATOONUNTIKA Kal €vONUIKA

ng EAeubepiag To méTaypa yevika
2UuBoAd autokpatoplwy Kat BaclAsiwy
OKEWELG PE N XWpic opiwv

oag €BAsma pE TNV AUYA

Kat KaAnpépa otn ctlypr']
apNVOHOUV GV EIKOVA

aut TV TN HaywKn.

Tepdotiol oxnuaticpol

He metdypata Kat AaALEQ
OHOPYEG OaV TPOCEUXEC!
YTApXouv OHWG KAl Ol KPAuYEg
an’ autég Tng Slapaptupiag
QEUYW Katomy eukalpiag

PATIWG KAl OTOXAOTW AtydKl

yld €KEIVO TO TOUAAKL.......
BéBalia n ouvBeon n yeviki
fdval pla Katackeun

éva opnvog amo mouAld

ToU TETAEL XapunAd!

Kyra Aligizakis
Agia Fotini

“Pteroenta”
Construction - installation
Mixed technique

Messengers of good and bad
Ancient signs of events

Beloved Companions of the Gods
followers and abbots of all
Migratory and endemic

of Freedom to fly in general
Symbols of empires and kingdoms
Thoughts with or without limits

| was watching you at dawn

And good day came right away

| was letting myself free to the sight
Of such magical picture

Huge formations

with throws and shrubs

beautiful as prayers!

But there are also cries

among those of the protest

| am leaving given the opportunity
to meditate a little

On that tiny bird .......

Of course the general synthesis
is going to be a construction

a swarm of birds

flying low!



Kipwv AEadmouAog
Kevtpiki OnBa

«Pwrto-MNepumAavioeig»
dwtoypagion

MepimAavwpevog ota OnBaikd cokAkla Kat
pwtoypagilovtag ta Spwpeva Twv mAavntwy Optloviiwy
aAAd Kat 0Tt dAAo pe TAQvEWEL Kal EUTTVAGEL TIG OLKIEG
pou MAQVEG amod Tov PIoo alwva Kat MAEOV TEPLTAAVNONG
pou o€ TouTo Tov MAavATh.

Kimon Axaopoulos
Central Thebes

«Photo-Wanderings»
Photography

A wanderer in the alleys of Thebes and photographing the
artistic events of other fellow wanderers of the Horizon
and whatever else enticed me and woke up my own
fallacies of over a half century time of wandering on this
planet.

(PETTIBAA KOWWVIKNG YAUTITIKNG
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Mapia ApyupakotmouAou
Mouoeio, MAateia Ayiou Mewpyiou, I'IapKo
Xpuocoppoa.

«AvBpwmog-MNnAog»
FAUTITO
Wnuévog mNAGG.

ATé TNV €mOXN TWV apxaiwv HUbwv tou Oimoda

Kal TnG Z@iyyag mépacav moAAol AlwVEG, OPWE N
umap€lakn aywvia tou avlpwmou mapapével. Map’

OAEG TIG HeYAAeG aAAayEg Tou MOALTIoHOU, cuvexifouv
VA UTTAPXOUV YUXIKEG KAl TTVEUUATIKEG avalntroELg,
OARUpata Kat mpoBANUATiopol, HECW TwWV OToiwY 0
avlpwrog aywviletal va avéBel mo avw améd tnv
{wwon tou umocotaon. Toug 6UO TEAEUTAIOUG ALWVEG
paAota, véo medio npoB)\npanopd)v mpootifetat, otav
0 avBpwog ouvsldnronowl otl odnyel oV n?xavnrn
OTNV KATacTpo@r. Ot VOpoL TIg Kowvwviag pmmopei va
aAAdlouv aAAd n cuveidnon s€akoAouBei va eival Kpttig
TWV avOpWIVWVY TPAEEwY Kal vd TIHwpPEL ge TUWELS Ta
nBika mapantwpata. ‘OAa autd 1660 apxéyova Kat T10co
Slaxpovikd, akoAouBouv Aiyo 1 moAU tov Kabéva pag,
£w¢ O0ToU Yivel TAAL TNAGC.

Maria Argyrakopoulou
Museum, Agios Georgios Square, Chrysorroa
Park

«Man-Clay~»
Sculpture

Roasted clay, height 46 cm

Since the ancient myths of Oedipus and the Sphinx many
centuries have passed, but man’s existential anxiety
remains. Despite all the major changes in culture, there
are still mental and spiritual quests, dilemmas and
concerns, through which man struggles to rise above his
animal being. In the last two centuries, a new field of
concern is added when man realizes that he leads the
planet to destruction. The laws of society can change but
consciousness continues to be a judge of human actions
and to punish moral misconduct. All of this so primitive
and so timeless, more or less follows each of us, until
clay it becomes again.

60 social sculpture festival



EAila Baptaviav
Kevtpiki mAateia

«0 avBpwmog Kal To Vepo»
KataoKsun

8
0 avBpwITog KAl TO VEPOS, HE TO VEPO, HECA GTO vspé rﬂ%{l
HE TO VEPO.

To vepo ouvdietal pe T {wn Twv {wwv, Twv avepwrwy,
TWV UTWY

aAAd Kat pe T gavraoia, wmyv £Umveuon, my TEXVN,

™ Snploupyia, TV appovia, v wwopporia,

TV nouxia, Ty avnouxia..

OTToU €ival To VEPO eival Kt n {wn.

Elisa Vartanian
Thebes, Central Square

“Man and Water”
Construction

Reeds, wood, wire, rope, polystyrene, dimensions
150X20X40 cm

The man and the water, with water, in the water, along
with the water.

Water is associated with the life of animals, humans,
plants

but also with imagination, inspiration, art,

creation, harmony, balance,

quietness, worry ...

where water is life is also.
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Avva MNnavvomouAou _
MAateia Ayiou Mewpyiou, Napko Xpucoppods &

“O1dimodag”
MAuTTo R
Kepapiko i

H eutuxia ywa toug EAANvVeg cpl)\ooc')cpouc_; givat evvota:
nelKn Mpokeltatl yla tnv nGlKn otdon Tou avepwnou
amévavtl otn {wn. H eutuxia ivat neptooorspo
avBpwmivn emoiwen Tapd umapKTh TPAyUatikotntd,
OPWC ATOTEAEL TAVTA TOV TPWTAPXIKO GTOXO TNG
avlpwmvng Gs?\ncng Kalt 6pa0ng To davikd auto, pmopei
va uAomotnBsei eqpocov unapxouv n uyeia kat n eusﬁla n
£€acAlion Twy amapaitnTwy OKOVOHIKWY TOPWY Yid

™ ouvtpnon Tou avbpwmou otn {wi, N AUTAPKELd, N
avioloTEAELd, N NOIKA OAOKARPWON Kal HOPPWON.

Anna Giannopoulou St.
George’s Square, Chrysorroa Park

“Oedipus”
Sculpture
Ceramic

Happiness for Greek philosophers is a moral concept. It
is the moral attitude of man towards life. Happiness is
more a human pursuit than an actual reality, but it is
always the primary objective of human will and action.
This ideal can be realized if there is health and well-
being, ensuring the necessary financial resources for the
preservation of man in life, self-sufficiency, selflessness,
moral integrity and education.

62 social sculpture festival



Mapia MkéAwa

MAateia Ayiou lewpyiou, Mapko Xpucoppod

«EmikAnon»
Extumwon o€ poucaud

EMIKAHZH

Mmpootd otnv MUAN g MNvwong
Amotutiwpata

Tépata mapaguiav

Kal ou 6aAacoa, pvApn pou

Maptupa Hou Tov Oupavo-kabpégtn Tou Koopou
2teveUel O Kocpog

H Zpilyya oa psyysvn HE OQIyYEL

Japavta 6popoug mépaca

Movaxog mepmatw

MeTéwpog tng ZrRong

Ztaupwvopat Kat AUtpwon yupelw

2u 6aAaccda, PvAEN Pou Kal HapTupdc Hou
EE0WwoE pe tamelva ota Bc'len T’ Oupavou
Pileq, avepd)nou avdca ot’ autid pou
KAadia ta xépla Hag padi

AvemioTpenta mavw

Maria Golia
St. George Square, Chrysorroa Park

“Invocation”
Printing on canvas

INVOCATION

In front of the Gate of Knowledge
Imprints

Beasts guard

And you the sea, my memory

My witness the Sky - mirror of the World
The world is narrowing

Your Sphinx like pliers tighten me

Forty roads | have passed

Alone | walk

Meteor of Life

I’m crucified and redemption | seek

You the sea, my memory and my witness
Humbly lift me in the depths of the Sky
Roots, human’s breath on my ears
Branches our hands together
Irrevocably up

(PETTIBAA KOWWVIKNG YAUTITIKNG
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Mapia Aoukakn R 5 e

MAateia Ayiou Mewpyiou - oty B s R
= ; ._..-* o o
«Aomida» [ T o ela,
’ ’ v = 1BV ¢ R P AT,
Kataokeun pe ote@avn kat bpaopa’ s e LA O

Xpewaldpaote tnv acmida; Mpémel va auuvopacm: SR
ya va npocpu?\agoups ™ (wn Hag; An6 mowa UAKa.

elval Kapwpévn n duuva Kat mwg nsplusvouus va pag
npoq)u?\a&a Epeig t éla?\sﬁaps N PUATWG ™ @Tiaape ot
idlol 1 pag v £dwoav N TNV Bpnkaye otov 6popo Katd
TUXN; MTTOpEl pla «tpumia» aomida va YlVEl n auuva pag;
MATWG Kamolog mou dev xpetaletal Yua TETold aomioa
oute avapwnétal yla Twv aAAwv; H acmida tou Kaesvég
(palvsrcn pE Ta patla N HATTWG £n£t6n Twv nsptocorspwv
eivat EG(JL)'L'SleI’], mapamAavei Twg oev unapxsn

‘Eva gival 6iyoupo, Twg OAOL £XOUHE «TIG APUVEG Hag» yia
Va VIKAWE TO KaKO otav pag moAlopKei. TOTe, n tpl’Jma
aomida Hou givat aurn mou dev xpelalopat. I'l auto Ba
™mv a(pnou) KpEUACPEVN oTNV no)\n NG OnBag yia va
pwTOUV 600l TN 00UV «Eival AUTO £pY0 TOU AAAOU i HATTWG
eivat 01ko pou;»

Maria Doukaki
St. George Square

“Shield”
Manufactured with rim and cloth

Do we need the shield? Should we defend ourselves to
protect our lives? Out of what material is defense made
of and how do we expect it to protect us? Did we choose
it, did we make it, was it given to us or did we find it on
the road by chance? Can a “perforated” shield become
our defense? Does anyone who doesn’t need such a shield
wonder about others? Is each one’s shield visible to the
eye or is it because maybe in most of us it is internal, it
misleads us into thinking that it does not exist?

One is certain, that we all have our “defenses” to defeat
the evil when it is besieging us. Then, my “perforated”
shield is the one | do not need. So | will leave it hanging
in the city of Thebes so that all who see it can ask “ is
this the work of another’s or is it mine?”.

o4 social sculpture festival



TCipung EuBupiou
Kevtpikn MAateia

«E@nuepida: Ta Apxaia»
Performance

Mia cupBoAkn €kdoon e@nuepidag amo to "a@?‘e_év‘_: V6
0T0 oNpEPA, N AANWG Hia SUTAOTUTIA TOU XPOVOU- & £.3

mou Trapouactdalel pUBoug Kat LoTopIKA yeEyovota oav

va cupBaivouv Twpda, avalnTtwvtag MPOEKTAGELG KAl
aVTavakAQoEelG avapeod oTn Xpovikotnta mou {oupe (Kat
TOUG Kpu®oUGg cUPBOAIGHOUC TNG Tapaywyng Tng) Kat

o€ pia apxalotnta mou OV paivetal va Xl TEAEWWOEL
TOTE.

Tzimis Efthymiou
Thebes, Central Square

«Newspaper: The Ancient»
Performance

A symbolic edition of a newspaper from the past in
today, or a duplicate of time that presents myths and
historical events as if they were happening now, looking
for extensions and reflections between our time (and
the hidden symbolisms of its making) and antiquity that
seems not to ever have come to an end.

(PEOTIBAA KOWWVIKNG YAUTITIKAG
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Mapn{uiqxapwq)
R strplkn ﬂ?\a‘rﬂa ( ©¢éon Mivdapou)

G : ;.‘-(ElKOVSQ andto oéomoleo 0To MaykAQavteg )
¢ 1109 éyxpwpsg PwToypapiec, oe popen video
~ . Slide show

= AT6 10 000LTTOPIKO TIOU éKava oTo MmavykAavtég Tov
XElpwva tou 2017.
Motelw OTL TO PWTOYPAPIKO AUTO UAIKO, TO OToi0
avtikatomtpilel TI¢ oKANPEG GUVONRKeG OlaBiwong Twy
KATOIKWYV aUTAG TNG XWPAC, AVIATIOKPIVETAL OTO EpWTNHA
mou B£tel 0 O1Bimodag yia TNV gUTUXIA WG Pld ECWTEPLKNA
umoBeon o€ €vav oKANPO Kal SlapKwe HETABAAAOHEVO
Koopo. Ot katolkol Tou MmavykAavteg pou e6eiav
ot napoAsg TIG OKANPEG Kal OlapKWG HETABAAAOHEVEG
KATAOTACELG TTOU TOUG c‘Snploupyouoav CIBEBCI[OUT[CI
dlatnpoloav TNy gUTUXia TOUG cav avamooTacto
KOHUATL TOU TOTIOU TOUG HECA ATTO TNV OLKOYEVELD Kal TNV
OUVTPOEIKOTNTA.

Mariza Sakharov
Central Square (Pindar Place)

Images from Bangladesh’s Journey
109 color photos in video slide show format
Slide show

From the trip | made to Bangladesh in the winter of
2017.

| believe that this photographic material, which reflects
the harsh living conditions of the people of this country,
responds to Oedipus’s question of happiness as an
internal affair in a tough and ever-changing world.

The inhabitants of Bangladesh showed me that despite
their harsh and constantly changing situations that
created them uncertainty they kept their happiness

as an integral part of their place through family and
companionship.
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BaoiAng Kapaptmivng
Apgeiog Adpog, Mapko Xpucoppoa

“Otepd” - “Ayyerog” (2a £pya)
AvayAugo - Muntd
2idepo

H ecwTeplk avaykn Tou avBpadmou va amodpaceLandto
adl£€000, TIOU €XEL TEPLTESEL N avOpwmvn UTTapén Kat va
PWUNBel peTagopikd tov Aaidaro Kat Tov ‘Ikapo. Emiong n
embupia yla tTnv amoKInon Hlag TautoTtnTag apxEyovng,
oTabepnGg KAl PWTEIVAG, TTOU OUCLACTIKA KpUBeTal Babid

OTO KATAKEPUATIOPEVO ATO TNV EKKOCHiIKeUon “eival”
Tou.

Vassilis Karampinis
Amfios Hill, Chrysorroa Park

“Wings” - “Angel” (2nd works)
Relief - Sculpture
Iron

The inner need of man to escape from the impasse

in which human existence has fallen and imitate
allegorically Daedalus and Icarus. Also the desire to
obtain a primordial, constant and luminous identity
which is basically deeply hidden in his fragmented, by
the “secularization “, being.

(PETTIRAA KOWWVLKNG YAUTITIKAG
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KoUkouAn AkpiBi-Mapia
MAateia Ayiou Mewpyiou, Mapko Xpucoppg

«TUPAOG TG T' (Ta TOV TE VOOV TA T' BP0
(Owimoug TUupavvog Tou ZooKAN,
ATTOXpWHATICPEVOS XAPTNG

Im oUyxpovn PntpdmoAn to unomipsvo,
a-topo dlaomdrtatl, moAutepaxiletalt, tsuvsrat oTo
KOVIOPTOTIOMNHEVO {6WAO TNG TAPANGPPWSTIG TOU.

JTEKEL WG EAPTNUA PUBULCTIKAG PNXAVAG :TTOANG,
xd)pag, Nmeipou, KOWWVIKAG Kat no)\mKr']g tc’tEng o€ €va
Xaptn ‘kaAd’ oplobetnpévo amd cuvopa Kat epdypard.

O x@ptng amoteAei PLa KATAOKEUN 0ptoBETnong Kat
TPOCAVATOAIGHOU. ...£va oNnpeio avagopag Kat «tu@AoU»
auronpoodloplopoo. Mvwon [ yAmwg ayvola,

To £pyo pou amoteAsital amo évav 6XOAIKO TTAyKOGHI0
TOATIKO XApTtn 6Bnopévo, 0Tou KAbe £vvola cuvopou,
oplou, onueiou avapopdg, aipetal.

Koukouli Akrivi-Maria
Agios Georgios Square, Chrysorroa Park.

“Blinders of these are the parts of the world.”
(Oedipus the Tyrant of Sophocles, verse 371)
Discolored map

In the modern metropolis, the a-tom is sliced, cut

in pieces, intersected in the pulverized image of its
deformation. It stands as a part of a regulator: city,
country, continent, social and political order on a map
‘well’ bounded by borders and dams. The map is a
delineation and orientation construction ... a reference
point and a “blind” self-determination. Knowledge or
ignorance?

My work consists of a school global political map erased,
where every concept of boundary, limit, reference point
is removed.

the depiction of body as a place, movement as energy-
action, rhythm as time ...
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Apyupw KoutoluméAa
ApxatoAoyilko Mouceio, Ayia Tpidda

«To mépaopa»
FAUTITO
Wnuévog TNAOG

To péoa 1o £€w

TO TIPLV TO HETA
mapoucia amoucia

0 XpPOVOG Kal 0 UCTEPA XPOVOG
TO TMapeABOV 1o Tapov

N TPOGHOVN KAl N AMWAELA UTOHOVAG
0 OHPAALOG AWPOG

n dlakormn

n avamvon

TO OWPO TNG AVATIVONG

0 APNYNUATIKOG AOYOG
T0 ouvaiocdnua

N yuvaikeia mapoucia

n mMAUpIKn Sladpoun

0 HUGCTIKOG TOTOG
OUYKIVNGOLAKEG ONUAVOELG
n petaBaon

10 {WwVTavo To VEKPO

TO VEKPO TO AYUXO
EVEPYEIOKEG HETABECELG
n UAN yevva to mvelpd..

Apyupw KoutoluméAa
Archaeological Museum, Holy Trinity

The passage
Sculpture
Burnd clay

The inside; the outside
the before; the after

the presence; the absence
the time and the after time
the past; the present

the expectation and the lost of patience
the umbilical cord

the discontinuation

the breath

the gift of breath

the narrative word

the sentiment

the womanly presence

the side route

the secret place

the emotional signalling
the transition

the living; the dead

the dead; the lifeless
energy transpositions
Matter gives birth to spirit

(PETTIBAA KOWWVIKNG YAUTITIKAG
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Audia Mapyapwvn B
MAateia Ayiou Mewpyiou W,

«Opaon n Evopaon;» ‘ Vs
Kataokeun pe Upaopa, {wypa@ikni, euppd,
KEipEvVo V0o

H tupAdtnta Oev eival avamnpia. Mmopei va sivat emAoyn
ameATOIag KAl autoTigwpiag, aAAd va eivat kat emoyn
Bfongc.

0 Owimodag tng autoyvwaoiag i oTElPESIAG TNG EvOpaAcng
Kal Tng yvwong; ‘H pnmwg o ‘Ounpog o TU®AGG oInTig, o
KAAMTEXVNG; Me TTola pdtia BAETOUE;

Ot emmtd emi ©nBag méco TuAoi amodeixTtnkav pe tnv
anAnotia g e€ouciag, wote va otpapolv adeAQog
evavtiov adeA@ou;

«Av pmopeic va Koltdgelg, 6eg! Av pmopeic va 0O€lg,
napatipnoe! Zolé Zapapdaykou»

Lydia Margaroni
Saint George Square

“Vision or Insight?”
Manufacture with fabric, painting, wire, text

Blindness is not a disability. It can be a choice of despair
and self-denial, but it is also a choice of position.
Oedipus of Self-Knowledge or Tereseas of inspiration

and of knowledge? Or Homer the blind poet, the artist?
Through whose eyes do we see?

The Seven against Thebes, how blind proven to be by the
greed of power, as to turn brother against brother?

“If you can look, see! If you can see, notice!” - José
Saramagou

70 social sculpture festival




Mapia MataAa
210nNPodpOopLKOG oTabuog, NMapko Xpucoppod.
MpoBoAsg: Kevipikn MAateia ( ©<on Mivd@pou)

«AToAAWVIA Kal OlOVUCIAKN €Kotaon»
Wnelakn eKTUTIWonN o€ HoUcapd - TPOBOAES o€
popwn video slide show

Ot gopwEg NG EAANVIKAG YEWUETPIKNAG ETOXNG

pou E]Tél’pEL]JGV va dopnow my GKéLpn Hou Kat va
ONUIoUPYRoW £pYd, EUTIVEUCHEVN ATTO TOUG ATTOAAWVIOUG
Kat Atovuctakoug EAANVIKOUG XOpoug.

0 Alovuolog, xB0viog B€0G ToU XElPWVA, VOIKAG

1 HECOTIOTAUIAKAG TPOEAEUONG, TAUTOXpOVA
CUHTTANPWHATIKOC KAl avtifetog otov OAUUTIIO QWTEIVO
0g6 AdOAAwva.

Mépa amo Tig avilBEoelg Toug, 0 AMOAAWY Kat o Aldvucog
EKTIPOCWTIOUV TNV apyovia, Tnv £KoTacn Kat tny
yonrteia.

H appovia yia toug apxaioug ‘EAANVEG Tav n eUTAKTOG
Kal EMAAANAOG £VOG I} TTEPIOGOTEPWY TOVWY akoAoubBia
Kat’ ica dlactApara.

H pouotkn, n 1epn KAnpovopld tou AmoAAwva sivat

pa y7\d)oca HUOTNPLAKD, MANUHUPLOPEVN ATTO payeia.

H pouolKn apumvilel TNV UAN Kat Oivel rra)\po Kat
opop@La oTNV {wr}. Xdpn 6 AUTHY 0 XWPOG, O XPOVOG, N
OlapKELd, N Kivnon, ol GLWwTEG Kat ot xot melbapxoulvral,
s&davmsoovral Kat ﬂVEUUGTOHOlOUVTC[l Ot pouoeg givat

TAUTOXPOVA EKTTPOCWTIOL KAl XOPNYOi TOU EPHETPOU fiXOU.

Mia amo TG TEXVEG TWV HoUCWV €ival n pouolKn

H pouca Tepyixdpn 6idae Tov uotnplako xopo. Me
rsprn Kal ayaAAiaon mapakoAouBoUpE TNV WUXIKA
avaraon Kal PEBEEN TwV PHEAWY TOU KUKAOU TOU
xopou.

Maria Matala
Railway Station, Chrysorroa Park. Views:
Central Square (Pindar Place)

"Apollonia and Dionysian ecstasy”
Digital printing on canvas - projections in video
slide show format

The forms of the Greek Geometric Age allowed me to
construct my thoughts and create works inspired by
Apollonian and Dionysian Greek dances.

Dionysus, the underground god of winter, Indian or
Mesopotamian origin, at the same time complementary
and opposed to the Olympian bright god Apollo.

Apart from their contradictions, Apollo and Dionysus
represent harmony, ecstasy and charm.

Harmony for the ancient Greeks was the orderly and
succession of one or more tons of sequence at equal
intervals.

The music, the sacred heritage of Apollo is a mystical
language, filled with magic. Music awakens matter

and gives pulse and beauty to life. Thanks to it space,
time, duration, movement, silence and sounds are
disciplined, idealized and spiritualized. Muses are both
representatives and sponsors of rhythmic sound. One of
the arts of Muses is music.

Muse Terpsichore taught the mysterious dance. With
excitement and joy we watch the mental uplift and
involvement of the members of the dance cycle.

(PETTIRAA KOWWVLKNG YAUTITIKAG
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lewpyia MmAldtoou
Kevtpikni MAateia

«TplOKEALOV>
FAUTITO
AMoupivio kat pmpoutlog

To ocUpmay eival £va KUKAoG

0 AAlog to Peyydapt givat KUKAoL.

H {wn éva eivatl KUKAoG.

Eipat pua pikpn teAeia péoa otov KUKAO.
H ©nBa eivat £va kUKAog. Bouvd, motapia yupw.

Ot TEPIOTPOWYES TwV KUKAwY dovouvtal amd Tov aépa Kat
nxouv.

Ol ouvVavTNGELG KAl GUYKPOUGELG TWYV KUKAWY

nxouv.

H eykatdotaon auth eivat oav éva KaBpé@tng.

0 Kabpégtng eipat EFQ, EXY, EMEIZ.

Eipaote ENA.

Georgia Bliatsu
Central square

“Triskelion”
Sculpture
Aluminum and brass

The universe is a circle

The sun the moon is circles.

Life one is a circle.

I’m a small dot in the circle.

Thebes is a circle. Mountains, rivers around.
Cycle revolutions vibrate from the air and sound.
Circle encounters and conflicts sound.

This installation is like a Mirror.

The Mirror | AM, YOU, ALL YOU.

We are one.
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Aé¢omoiva Mavraln o
Moupog, ApxatoAoyiké Mouceio, NMe6dpougE)

«MAEypa-ZYM-NAEypa» @
Kataokeun
a.Eikaotikn mapéuBaon og KopHoO 6avtp0u pa

dlagpavn TAACTIKO Kal (pTEPA *“., _-__J. Gy’

B.Apdon pe Kataokeun o€ KOpUO OEVTPOU LE
KOKKIVO HAAAIVO vApa K.d. UAIKA
y.Kataokeun pe EUAo, cUppa, xapti K.d. UAIKA

Av n poipa Tou pag GUYKlVEl givat snslén 6a pmopouce va
Atav kat O0wKn pag pompa eMELON TO pavrslo EXEL smta&sl
TPV amo Tn yévvnon pag tnv i0la Katdpa yla pag omwg

yL autov. MNa é?\oug pag iowg n poipa éxet opioa va
GTpEL]JOUpE NV TPWTIN 6eE0UAAIKA Hag napoppncn mpOog
NV UNTépa pag, pag meibouv yt auto ta ovelpd pag. O
Odimodag cupBoAilel Tov (010 Tov avepwno To PUCTIKO
NG {wnNg Tou, TG acUveldng Kal rpaleng, gival to 010 pe
TO HUGTIKO TNG avepwmvng (pucng, 10 omoio n ouvsldnon
aywviletal TI TEPIGCOTEPES POPEC VA KATATIVIEEL, EVW

0 pUbog To cpavspdwsl VI3 pera(popu«') Adyo. Amo ™m
cupnsplcpopq TV avBpwIwy CUVAYETAL TTWG CKOTIOG m™me
{wN¢ pag sivat n smdtw&n Kat n dlatipnon g suwxmg
Kal OUCKOAa pTmopei va apgioBntnOei. «Aev uTApXeL 61N
{wn o PeydAn amoAauon oUTe o PEYAAN eutuxia amo
TO va pnv €xelg ouveidnon ott {elg.»

Despina Pantazi
Pouros, Archaeological Museum, Pedestrian
Street

«Grid»

Construction

a.Active intervention on a tree trunk with
transparent plastic and feathers

b. Artistic action with a structure on a tree
trunk with red woolen yarn and other material
c. Fabric with wood, wire, paper and other
material

If his destiny moves us, it is because it could have been
our own destiny, because the oracle has commanded
before our birth the same curse for us as for him. For us
all, perhaps, fate has set us to turn our first sexual urge
towards our mother, we are persuaded of this by our
dreams. Oedipus symbolizes the man himself. The secret
of his life, the unsympathetic and tragic, is the same

as the secret of human nature, which the conscience
struggles most of the time to stifle, while the myth shows
it metaphorically. People’s behavior means that the
purpose of our lives is to seek and maintain happiness
and can hardly be called into question. “There is neither
greater enjoyment nor happiness in life than not being
conscious of living.”

(PETTIRAA KOWWVLKNG YAUTITIKAG
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o Adpwﬁ',‘ﬁlﬁﬁ'a@égdmu
3 #.TeC8PPOHOG, Hapko Xpucoppoa

AU SR !

"

A «0imedags

& QO Munteey

. Nétpeg ™G BAAacoag pe amoAlBwpEVa 6GTPaKd,
BOTOAAd, OPUKTA (PUOIKWY KPUCSTAAAWY

Damon Papakiriakou
Pedestrian Street, Chrysorroa Park

“Oedipus”

Sculpture

Stones of the sea with petrified shells, pebbles,
minerals

W Y -
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Aovuong Manmag p |5 ¥ g NS
Tuvedplako Kévtpo, Mdpko Xpucoppoda, A 7#S (&% A
Apxatloloytké Mouoceio [0 5% s

«Appoditn» e S0z
FAUTITO Vo ; .

ﬂoMan?\ég smuncbosng ™mg KstpaAr']g ¢ Appoditncoe ™
xapn TTOU €XOUV UTTOOTE( KATA TOTIOUG AAAOLWOELG ATIO
PWTLd, Kpspaopsvsg 0€ OLOEPEVIO OKEAETO.

Me 1o £pyo auto oxoAalw InTApATA TAUTOTNTAC,
XPNOIHOTIOLWVTAC TO npécwno g apxaiag Oeag cav
cupBo?\o ™¢ avepwmvng pOlpag H poppn tg Ocdg

gival Tapouoa Kat avavaplolpn otav npwtoavrlelCEl
10 B=atn, aAlolwvetal opoog KaBwWGg 0 EMOKEMTNG TNV
mpooeyyilel oTNV MoW TNG qun Mpokettat yia 1o OULoHO
ToU OLETIEL TNV avOpWTvN Hoipda, TNV opop@Ld Kal Tt
@Bopd, tn {wn Kat To Bavaro, To HeTaBANTO Kal To
otabepd. Mo cuyKeKPLPEVa, oTo eV AOYw YAUTITO BEAnca
va amodwow amnd Tn pia PepLd TNV avayvwplon tng
HOP@NAG KAl TNG TAUTOTNTAG TNG EIKOVI{OUEVNG Kal Ao TV
GAAAN TV aAAoiwon TNG Kat TNV amwAsld TautotnTAag Tng.
'ETOL TO £pY0 AUTO ava@EPETal 6TNV TTAPOUGIa TNG EIKOVAC
HAG OTO XWPO KAl OTn PEUCTOTNTA TNG TAUTOTNTAG, OTIC
£VVOLEG TOU (BapToU Kal Tou awbaptou, TOU TavioTivou
Kl TOU EQRHEPOU.

Dionysis Pappas
Conference Center, Chrysorroa Park,
Archaeological Museum

“Aphrodite”
Sculpture

Multiple prints of Aphrodite’s head on paper, which have
been subject to localized fire damage, hanging on an iron
skeleton.

With this work | comment on identity issues, using

the face of the ancient Goddess as a symbol of human
destiny. The form of the Goddess is present and
recognizable when it first faces the viewer, but it

is altered as the visitor approaches the viewer. It is

the dualism that governs human destiny, beauty and
decay, life and death, the variable and the fixed. More
specifically, in this sculpture | wanted to convey on

one side the identification of the figure and identity of
the depicted and, on the other hand, its alteration and
loss of identity. Thus this work refers to the presence

of our image in space and the liquidity of identity, the
notions of perishable and indestructible, eternal and
ephemeral.
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2TEAOG ZTTUPLOAKNG
MAateia Ayiwv Ogodwpwv (Kprivn Olémoéa)
Mapko Xpucoppoa

«06imodag»
Munto &
Mmetdv, oidepo, pOAUBSOC e

Eival éva cupBoOAIKO YAUTITO TTOU avA@EPETAL OTOUG TPEIC
KUKAoUG TG {wng tou O16imoda (HETAAAKA KUKAIKA
oTov 0ptfovTIo dova oXNPATA ) KAl 0TOUG OLAPOPETIKOUG
Opopoug mou Ba pmopouce va emAéEsL. ‘Oco avagopd
TOUG KUKAOUG, 6TO HUBO N Katdpa oAOKANPWVETAl OE
KaBe otadio ™g (wng ToU , BpEwog - £pnBog - svnNKag
Eivat o Tpaytkdg npwag mou EKTANPWVEL TNV TTpo@NTEia.
210 £pyo TovileTal To oupBo)\o ¢ £€ouciag Tou , To
OTEPHA aAAd Kal n amouasia Tng avepwIrvng umdotacng
TOoU, TTOU Asltoupywvrag WG KaBpétng KaAei Tov Beatn
va OTOXAOTE( Yl Ta avOpwmiva man.

Stelios Spyridakis
Holy Theodoroi Square(Oedipus Fountain),
Chrysorroa Park

“Oedipus”
Sculpture
Concrete, iron, lead

It is a symbolic sculpture referring to the three cycles

of Oedipus’ life (metallic circles on the horizontal axis
shapes) and the different roads that he could choose. As
far as the circles are concerned, in the myth the curse is
completed at every stage of its life, infant - adolescent -
adult. He is the tragic hero who fulfills the prophecy. The
work emphasizes the symbol of his power, the crown, but
also the absence of his human being, working as a mirror,
invites the viewer to meditate on human passions.
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Mwpyog Zuppakng
ApxaloAoylko Mouoceio

Avtiyovn
MAuTto
Kepapiko

George Syrrakis
Archaeological Museum

Antigone
Sculpture
Ceramic

PEOTIBAA KOWWVIKNG YAUTITIKAC
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Kwvotavtivog Ztoumdadng
Kevtpiki MAateia ( ©éon Mvddpou), Ma
Xpuocoppda .

«MNpa&ic 7»
Video

ou ta)\aw(ouv NV avOpwmivn Yuxn amo Toug

apxaioug xpovoug. Eldikotepa, Yag amacxoAei, To
TpimTUXO «Avamvong-Ymap&ng-Zwng». Ot @pAacelg

mou mpoBdaAAovtal, Tmpoépxovidal amd SlaAdyoug 6TV
tpaywdia tou Zo@okAn «Olc‘imoug Tuppavog» Mna

Toug Mubayodpetoug o aptBuog 7 eivat «apitwp», apou
Ogv gival yivopevo mapayovtwy. Eivat to cupBolo tng
TeAELOTNTAG, YiaTi eival dBpolopa tou 3 Kat Tou 4, Tou
£K@PAalouy ta 0UO0 TEAELD YEWHETPIKA GXAHATA, TO
LOOTAEUPO TPIYWVO Kal To TeTpdywvo. To 7 mou Bewpsitat
0 apBpog tng teAetotntag avamodoyupilel oto Bivteo,
OUMBOAIKA, Yla va UTTOONAWGEL TNV avOpwTIILvn TTWon wg
pia «Mpa&n~ acuvémelag kat katatpeypoU. O Owdimodag
{Atnoe v €€opia Tou OMwWg 0 cUYXpPovog avBpwog Tou
ava(nrsi rpc’moug yla va amevoxomolnfei. TouAdxiotov,
pmopoupe onmg o} Oldlnoéag va ansvsxonomeouus amoé
Ta TPOOWTIKA HAG TPAUHATA WG Hid HOPPN «ApVNOTEIag>
Kal va ouvexiooupe va ypagoupe lotopia 610t «H 1otopia
ypagetat amo tov Kabévax.

Konstantinos Stoupatos
Central Square (Pindaros Place), Chrysorroa
Park

“Act 7”
Video

The work consists of a series of questions that have
plagued the human soul since ancient times. We are
particularly concerned with the triptych “Breath-
Existence-Life”. The phrases that appear are from
dialogues in Sophocles’ Tragedy “Oedipus Tyrannus

“. For Pythagoreans, number 7 is “primary number”,
since it is not the product of factors. It is the symbol of
perfection, because it is a sum of 3 and 4, expressing the
two perfect geometric shapes, the equilateral triangle
and the square. The 7th perceived number of perfection
is symbolically upside down in the video to denote the
human fall as an “act” of inconsistency and persecution.
Oedipus called for his exile as a modern man seeks
ways to become guiltless. At the very least, as Oedipus
did, we can get rid of our personal traumas as a form

of “amnesty” and continue to write History because
“History is written by everyone”.
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oAU Zxova
210nPOOPOHIKOS 6TaOuOC, Mapko Xpucoppoda

Xwpig titAo
TAunto
Ytong

«YB MIZO: “Zoupe aKépn He TV 10€a plag otabepng
TaUTOTNTA SOUNHEVNG YUPW ATIO KATIOLEG OTABEPEG
avagopeg, YAwooa, KOWvEG Tapadocelg Kat atieg, pia
KOLVOTNTA Kdal £€va YEWYPAPIKO TEPIBAANOV. AuTtd aAlalel
olyc'l olyc'[ Ensléﬁ usraKlvoUpaors xdpn ota psta(poplkd
HEOT 1) EMTOMOU PECA ATO TNV EMKOVWVIA, TIG EIKOVEG,
Ta OlKTud, Ol TAUTOTNTEG Hag OXt povo aAAadouy,

aAAd Ba yivovtal 6Ao Kal TEPIOCOTEPO EUUETABANTEG.

Ze €va MAeovaopa eAeuBeplag Kat EMyoNTIKOTNTAG
avTIoToIXel £va mMAsovaopa aBeBalotntag. X £va
TMAEOVACHA EUKALPLWY AVTIOTOIXOUV ATEIAEG amodounong,
KATAKEPUATIGHOU Kal amodldapbpwaong».

Me ek@palel andAuTa Kal aviamoKpiveTal 6To

onpepa.

«EU€AIKTEG TQUTOTNTEG>, 0TO YAAAIKO Le Monde, 24-10-
1997.

Polina Schina
Railway Station, Chrysorroa Park

Untitled
Sculpture
Ytong

“YB HONEST:” We still live with the idea of a stable
identity built around some constant references,
language, common traditions and values, a community
and a geographical environment. This is slowly changing.
Because we move by means of transport or on the spot
through communication, images, networks, our identities
are not only changing but they will become more and
more volatile. A surplus of freedom and resourcefulness
is a surplus of uncertainty. A surplus of opportunities
represents threats of deconstruction, fragmentation and
dislocation”.

It expresses me perfectly and responds to today.

“Flexible Identities”, in French Le Monde, 24-10-
1997.

(PETTIBGA KOWWVIKNG YAUTITIKAG 79



PagpaéAa Toomton
KaotéAla, MNdapko Xpucoppda

“Emotional contact”
Munto
Awartoa kat KAwotn

H )Zxécn pag pe tov aAAo: eivat aduvartov va q)av'r'act'si'
KQVEiG pla avlpwmivn oxéon amoyupvwpévn amd kade
ouvalcBnuatiké goprio.

Ta dUo dtopa Pe TNV GXECN TOUG Kal To AGYO TOUG
onploupyolv éva vonuatiko medio mou eival oteva
oUvOEdEPEVO Kal e T AOYIKN aAAd Kal HE TO
ouvaiocdnpa.

‘Onwg €Aeye Kat o E. Mouvié “o avBpwmog eival 1000
VOUG 000 Kal 6WHd, 0AOKANPOG VOUG Kal 0AGKANPOG
owpa.”

H oxéon pe tov dAAo: H avBpwivn cUvdeon amoteAei
TNV Bdon mavw otnv omoia otnpiletal n dladikacia
avamtuéng Tou atopou, n avakAaAuyn Tou eautou Tou
Kal Twv aAAwv. H avBpwivn oxéon Katl emKolvwyvia

amoteAoUV pld KAl JOVO TPayHatikotntd pe OUO TAEUPEG.

H pia n)\supc'l avNnKEeL oTNV o@aipa tou ipat dpa kat’
authyv Tnv €vvola BETEL To npoB?\npa ™mg unap&ng
szrt(opcu pe éva npoowno cnpalvsl «{w», auto 1o
TPOCWTO av UToBEcoupE OTL gival (pl?\lKo napouotd(sl
pa 6la<pop£thn ouvalctNuAtikn TovikotnTad an’ Ot o€
pla oxeon oupcpspovrog

H aMn TMAEUPA TNG OXECNC AVAKEL OTN 0QAipA TOU £XW,
KAat’ autn TNV £vvola €xeL tn 6opn ™mg EMKOIVWVIAG.
"ETol 0 AOYOG yivetal amdAuTog wg ouctnpa VONUATIKWY
CUUBOAWY Kal Ta napay)\woolm otolxeia wg oUvoAa
UN AEKTIKWY ONPEiwY (0 TPOTIOG TTOU OTEKETAL KATIOLOG,
Ol KIVAGELG, N UIHIKN TOU TTPOCWTTOU, TO XAHOYEAO, TO
BAEpa).

H etepdtnTa €ival ouclactikn avayeoa otd Atopa oTnv
oxéon «np(’)ooono HE TPOCWTIO» £TCL WOTE VA undp&ouv
wg TPOCWTA EEXWPLOTA Kal 6lacpopetlka ‘ETol amoktd
KATOLOG TNV GUVEIONON TOU £aUTOU ToU aAAd Kal TwV
AAAwv.

2TNn TPAYHATIKOTNTA YOVO OTav 0 OMANTAG HTTOPEI

va avtiAngOei tov dAAo w¢ £va ov £EWTEPIKO Kal
Sla@opeTIkO am’ tov i0lo pmopei va avtiAngOsi kal

TOV EAUTO TOU E0WTEPIKA WG PUOIKN KAl WUXIKA
ovtotnta.

0 dlahoyog pe Tov €autd pag Osv PTopel va eivat
OUvatog POVo £av N €TEPOTNTA TAPAPEIVEL WG Yl HOVIHN
thdctaon <<évv01ag>>

H srspornra glval n mpoimobeon tng raunong £TOL OTIWG
auth Blwvetatl pe ™ OUmAR unap&taKn ™g évvola. Xapn
o€ autn avavapl(oups opmorntsg o€ €UAg Kal Kamolov
AaAAo, Xdpn o€ auti pnopoups va mpoBaAloupe Ta
ouvaloenpam pag mavtou.
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Rafagla Tsopti

"‘.‘:Kaste"l_ia.,l Chryso‘rroa Park

‘ i “Emotlonal contact”
7 Sculpture
- Linza and Thread

Our relationship with the other: it is impossible to
imagine a human relationship stripped of any emotional
burden.
Two people with their relationship and reason create a
meaningful field that is closely related to both logic and
emotion.
As E. Muniére said “man is as mindful as body, whole
mind and whole body.”

Relationship with the other: Human connection is the
basis on which the person’s development process,

the discovery of himself and others, is based. Human
relationship and communication are a single reality with
two sides. One side belongs to the sphere of being, so

in that sense raises the problem of existence . Being
related to a person means “I live”, this person, assuming
he is friendly, presents a different emotional tone than in
a relationship of interest.
The other side of the relationship belongs to sphere of
having; in this sense has the structure of communication.
Thus, the word becomes absolute as a system of
meaningful symbols and the paralogical elements as

a set of non-verbal points (the way one stands, the
movements, the facial mime, the smile, the look).
Diversity is essential among individuals in the face-to-
face relationship so that they can exist as separate and
different faces. Thus, one acquires consciousness of
himself and of others.

In reality, only when the speaker can sense the other

as an outer being and different from himself, he can
perceive himself internally as a physical and mental
entity.

Dialogue with ourselves cannot be possible only if
diversity remains a permanent state of “concept”.
Diversity is the precondition of matching as it is
experienced in its dual existential concept. Thanks to this
we recognize similarities to us and someone else. Thanks
to this we can show our feelings everywhere.
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Pascal Glissmann, Olivier Arcioli, Andreas
Henrich
KaotéAla, ApXaloAoyLlkO HOUGE(OD

®aiotog Mpotlekt - 45 cupBoAa (The Fhaistos
Project - Forty-Five Symbols)
MpoBoAn Bivteo

0 Aiokog tn¢ daiotou, o omoiog avakaAUu@OnKe to

1908 p.X. Kal Bewpeital OTL XpovoAoyeital yUpw oTo
1700 m.X., €ival éva KUKAIKO KOPPATL Kapévou TnAou

HE OQPPAYIOUEVA TAVW TOU OAPAVTA TEVTE OLAPOPETIKA
oUpBoAd. AutAg 0 KWOKAG EEGKO)\OUGEI va pnv €xet
amokpuTToYpa@nBei. Epmvéer GpHwG TOUG GUMHETEXOVTEG
oTo apyo «Paiotog I'IpOIZSKt 45 oupBoAa» va
HETAPPACOUY TIG TPEXOUCEG AVNOUXIEG KAl TITUXEG

NG TAUTOTNTAG - TTOAITIKA, OIKOVOUIKA, OLKOAOYIKA,
TOALTIOTIKA 1} KOLVWVIKA Gépata - O€ pia cuAAoyn
oapavta mEVIE HOVaoIlKWwY cUPBOAwY. Ot peBodoAoyieg
oxedlacpoU Xpnaolgomolndnkayv wg Tpomog Slepelvnong
yia my avamntugn Bvoypa@IKwy UTOKEIHEVIKWY OTITIKWY
aPnynoewy, SIEYEIPOVTAG KAl AVTAVAKAWVYTAG Hia KPLTIKA
B<on.

H peAétn plag kaywouAag xpovou amo to naps?\Gov EXEL TN
OUvapn va mPoKaA£cel veoug TPOTOUG oKEWYNG. Ducika

TA UAIKA Kal Ol CUCKEUEG €xouv e€eAIXBei. Inpepa, o
nn)\ég gival Kwolkag, ot 6laouv6écslg glval peuoTEg (kat
oxt 6l0'KOl) Kat n npooBacn otn yvooon sivat mavraxou
napouoa HEOW KlVI’]T(JL)V ouokeuwv. Qotoco: Motavou eivat
n yvwon; Molog éxel mpaypatika mpdoBaon; Moleg eivat

Ol EPWTNOELG TTOU £XOUV ol avadudpevol stélaorég yla
NV avpwmdTNTA CAPEPA KAl TTOLEG acpnynoslg agicel va
olatnpnBouyv yia Tig HEAAOVTIKEG YEVIEC;

Amo 1o 2012, 10 epyo «Datotdg Npodtlekt - 45 cupBoAa»
OUAAEYEL spsuvnrlksg Kal auto- Katsueuvopsvsg
TapATNPNOELG, TEIPAUATA KAl EIKAGIEG TTOU TTAPEXOUV
VEEC npoonthég yia tov TpoTOo e Tov omoio {oUpE, us’cw
Twv psowv onrlKng YAWGoAG. AUTO To TTAOUGLO apXeio
npoocpspsn YVWOELG GTNY TAUTOTNTA TWV OXEOLACTWY OF
OAO TOV KOOHO KABWC KAl Pld TAATPOPHd OTIG EPWTNOELG
Kdl TI avnoUXIEg TouG.

H mpoBoAn Bivieo «Daiotog Mpotlekt - 45 cupBoAa»
ouvdualel meplocotepa amo 3000 cupBoAa os mepimou
O0€Ka AETTA. ZUVEBAAQV CUHHETEXOVTEG ATTO OAO

TOV KOOWO, 0Twg TN NOTIa A@pikn, Tn Aopivikavi
Anpokparia, to AiBavo, tnv EABetia, Ttig HMA, 1o Hvwpévo
BaciAsl0 - yla va ava@Epoups HOVO PEPIKEG XWPEG.

To Bivteo (o€ €EEALEN) UTIAPXEL OTOV loTOTOTO: https://
vimeo.com/111692548

PEOTIBAA KOWWVIKNG YAUTITIKAG
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Pascal Glissmann, Olivier Arcioli and Andreas
Henrich
Kastelia, Archaeological Museum

The Phaistos Project — forty-five symbols-,
Video projection :

The Phaistos Disc, which was discovered in 1908 ahd IS‘
thought to date to around 1700 BC, is a circular piece of
fired clay stamped with forty-five distinct symbols. This
code is still unresolved. It inspires the participants of The
Phaistos Project — Forty-five Symbols to translate current
concerns and aspects of identity — political, economic,
ecological, cultural, or social issues — into collections

of forty-five unique symbols. Design methodologies are
used as a mode of inquiry to develop ethnographic visual
narratives that are subjective, stimulating, and reflect a
critical position.

Studying a time capsule from the past has the power to
spark new ways of thinking. Of course, materials and
devices have evolved. Today, clay is code, interfaces

are fluid (and not discs) and the access to knowledge

is ubiquitous through mobile devices. However: Who'’s
knowledge is it? Who really has access? What are the
questions that emerging designers have for humankind
today and which narratives are worth being preserved for
future generations?

Since 2012, The Phaistos Project — Forty-five Symbols
collects research-driven and self-directed observations,
experiments and speculations that provide new
perspectives on the way we live through the means of
visual language. This growing archive offers insights into
the identities of designers around the world and gives a
platform to their questions and concerns.

The Phaistos Project — Forty-five Symbols Video combines
more than 3000 Symbols in about ten min. They are
contributed by participants from around the world
including South Africa, Dominican Republic, Lebanon,
Switzerland, USA, United Kingdom — to name just a few
countries.

The video (in process) can be found here: https://vimeo.
com/111692548

The names of participants and the title of their work in Faistos
Project:

CHEWS A CHARACTER Patricia Grabowiez

THE PET PROOF OF IDENTITY Madelene Imhof & Franziska
Krenmayr
BAILE FOLKLORICO E. Andrade-Guerrero

Al GENERATED LANGUAGE lIsaac Sanchez
MONOCULTURE  Salome Anna Neuhaus

THE NAVIGATORS Chandelle Wilsnagh, Mmatshepo Sime-
lane,Ashir Ajudhiya, Dobyl Malubane

JURA SKYLINE Julien Rondez

SLAVIC GHOSTS & CREATURE Angelina Foos
ANOTHER WORLD Alex Thrift

TRY TO TRACE THE TRACKS Johanna Buehler
LABYRINTH Sonya Haksar & Lilian Dolder
MACRONUTRIENT PYRAMIDS Michele Rietzl

LOST IN LIGHT  Luise Kalkbrenner

HYDROPOWER  Livia Graf

FORM-MUSEUM  Lisa Hartmann

DOS MUNDOS Julio Aguirre

DELTAS IN DANGER Lena Meier

CURIOSITE KILLED DIE KATZE Camille Espinas

THE CODE OF GUMBOOT  Bryton Scott, Muhammed Modhien,
Deirdre Okumu

BEGINNERS MIND Nicole Salazar

EMOTIONAL PLANETS Lucia Delgado
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GENOMICS Sean Burgess
URBIC  Tracy Bassil
CHANGING CITIES Cole Finch

CHANGING ANIMALS Andrea Gilbert

GENDER EXPRESSION Kellee Morgado

LEGALIZING LGBT RELATION-SHIPS IN TAIWAN Aslin Yu-
Heng Lin

LIVING WITH GODS Chieh-Ting Lee

URBAN CONNECTIVITY Helen Nerio
WATCHING YOU Yoko Kristiansen
UNIQUENESS Thi Tran
LOQUI Raafia Jessa
CELESTINE REVELATIONS Daniel Cardoza
GENDER IDENTITYGrace Gossen
INEQUALITY OF URBAN SPACE Roxana Dominguez
TECHGROW Candice Cantu
ENDANGERED ANIMALS Jose Diaz
URBAN SPRAWLING Mathew Oakes
JOZI SPOTS Kimberly Gosling, Birgitta Le Roux, Kaylynne
Thompson, Zanele Mkhwanazi
SELF DESTRUCTION Danielle Rouillard, Marcel Sadowski,
Siane Power, Jessica Donner
ENERGY CRISIS Vanessa Ros
HONG KONG STYLE Vinci To
HINTER GITTERN Carolina Arciniegas
METAMORPHOSE Maria Camilla Vegas
THE ARC.GEOS Kariw Cheng
VISUAL SLANG  Sergio Mantilla

ANALOG MACHINES Wenting Zhang

HERBAL TRADITION Valentina Osorio
Aushuho

REVENGER PRO 4.5 Lo Fung Yee

CHILE STAMP Ricardo Vega

CHINESE CUISINEZhu He

THE PHAISTOS TALE Christian Kuhn

RAK’ AH Valentina Pherson

LINES Anika Gehoor

THE STONE.GEOS Sally Lau

45 COMPOSITIONS Thang Po Fan

NOMAD SCRIPT Clarisa Diaz

HANBOOK Chloe Koo

WHEN CURVES MEET COUNTERS  Anthony Law
./0 (POINT,LINEPLANE) Leung Chi Kwan
WONDERLAND  Caleb Hui

SHAN HAI CHING Li Wen Chang

OH MY HK SLANG MA PUI YING,MACHAI
THE SIXTH DAY Mirjam Leppers

PLANNED VIEW Sarah Al-Fulaij

WILD BLUE YONDER Cody Pumper

ZEN Li Chung Chang

MONSTERS Kayla Wong

ONCE UPON A TIME Kanny Yeung

DOTS AND LINES Manho, Stella, Chibi and Crystal
BLACK MATTER Regina Morgan

A KIND OF WRITING Vincent Yiu
MOTHERLAND  Daniela M. Casado

TWENTY TWO PAIRS AND ME Mally Cheung
MISSION TO MARS Myron Darlington, Daniel
Prescott

PUTIN’S RUSSIA Alexander Breyley

FLIGHT PATHS AND MOTION Sophie Green
| WANT TO EAT CHICKEN LEG MAMMY! Luna NG
KICK THE GEOS Leung Hiu Tung

IN THE BEGINNING Jiyoon Lee

SUBURBAN MIDWEST Taylor Childers

PASCAL GLISSMANN Co - Director & Jury Member
RANDA ABDEL BAKI Founding Collaborator & Jury Mem-
ber

THOMAS NGHIA NGUYEN Research Assistant 17/18

EVELYN ZHANG Research Assistant 15/16

OLIVIER ARCIOLI Co - Director & Jury Member

ANNELIE FRANKE Founding Collaborator & Jury Mem-
’ ber

= PAULA VOLCHOK Research Assistant 16/17

: DANIEL BOGRE UDELL Research Assistant 14/15

ANDREAS HENRICH Co - Director & Jury Member
MARIKO TAKAGI Founding Collaborator & Jury Mem-ber

SACHI CHANDIRAMANI Research Assistant 16/17
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®pavtléokog Kuplakog
Mapko Xpucoppoa

«H kouvia» R e
Kataokeun - EYKCITGGTCIGI‘] & QO
Navi, ewg, unxaviopdg poAoylou QC"’-“ n e

H 10¢a tou £pyou: Xpovog. H koUvia unoén)\wvsl
OlKElo, amod TNV aAAn GUwWC auth N GUVEXNG Kivnon(to
emavaAapBavopevo, n emavaAnyn) KataAnyet 6to
CUUTTEPACHA-EPWTNHA: TEAIKA TL gipaocte; Napatnpntég
amAd; H katt meploodtepo;

Francesco Kyriakos
Chrysorroa Park

“The swing”
Construction - installation
Cloth, light, clock mechanism

The idea of the project: Time. The cradle suggests the
familiar one, but on the other hand this continuous
movement (the repetition, the repetition) leads to the
conclusion-question: finally what are we? Observers
simply? Something more?
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Kika XapaAapmidou
Moupog

«TUuQAOC TG T' WTa TOV T€ VOOV TG T’ 6pqu" Ei»
Kataokeun pe vapa, xapti, EUAo, TETpQ,
yuyoyala, HETaAAo

To £pyo emXelpel va avadeifel Tov MPOBANHATIOHO"
TAvw oTa 6pla TG MPOCWTTIKAG uBUVNG Yia ayvola

Kal TNV mpoonddela ameyKAwBIoPoU amo TNy Tpaytkn
poipa.

Kika Charalambidou
Pouros

“Blinders of these are the parts of the world.”
Material: thread, paper, wood, stone,
plasterboard, metal

The project attempts to highlight concerns on the limits
of personal responsibility for ignorance and the effort of
exoneration from tragic fate.

(PETTIBAA KOWWVIKNG YAUTITIKNG
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Avva Mapia Xat{notegpavou, ©avog ZEpng Kal Anna 'l_\'g\érfia'iHadjis,'tefanou, Thanos Zeris and

Oduoctag MayouAdrog 4% | "% _0dysseas Pagoulatos

Kevtpikn MAateia 5006 Central square ¢

«AVC[KC[A(L)VTC[Q» ': . _, %) <<ReCa[ling$> ij 4

Performance 2L n 0 Performance

MTTpooTd 68 PWTOYPAPIEG TOTTOBETNUEVEG sndv'co'c‘s—ro"'"'-"‘ In front of photographs placed on the ground there is a
€0a@og yivetral amayyeAia KEWEVWY OXETIKA HE TN recitation of texts about Sphinx and Oedipus: poems by
2@iyya Kat Tov Odimoda: mojpata tou KaBdagpn kat tou Cavafy and Christianopoulos, theatrical pieces of Pontikas
Xplotiavomoulou, Beatpikd tou Movtika «O doAopovog “The murderer of Laios and the Crows, Campanelis’

TOU AdlIoU Kal ta Kopdakia», tou KapmavéAAn «Mapodog “Parodos Thivon” and Kokto’s “The Evil Machine”.

OnBwv~» Kal Tou Koktw «H datpdvia pnxavin».
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Hakan Akcura
‘'OAn n ©1Ba - TeAIKN TomoBETNON £pYoU:
Kevtplkn mAateia

“Tou eival Twpa ot 7 MUAEC TNG Oang,
Performance

‘Otav tomofetw “Tov Xdptn TNg apxaiac_; TOANG ™me™
OnBag” mavw otn “00pUPOPIKN EIKOVA TNG TPACYATNG
Or']Bag UTTApXxel pla meavomta yia elpeon Twv
EKTIHWHEVWY BECEWY TWV EMTA APXAiwWY TUAWY.
H avalntnon kat eUpeon Twv TUAWY Kal N avakdaiuyn
ekelvwy mou {ouv Twpa eKel, akOun Kat n cuAAoyn
TANPOYOPLWY Yld YEYOVOTA TToU cuvéBnoay ekei, Ba Atav
KATL MOAU svc‘ilacpépov yla péva.
Xpsla{ovml EMTA NUEPES yla to TMPOTLEKT pou Kat
OUYKEKPIHEVA EMBUN® Va €Xw Hia epTELpia e 7
OlA@OPETIKOUG €BEAOVTEC TNG OPYAVWTIKAG OpAdag
Sphinx 2018, £vav €BeAovTn yla KAbe pépa. I'Iteavo'og ol
anavrnoslg Toug yia ™ {wn toug Ba dwoouv anavrnoslg
Kal o€ Péva Kal Ba Pe odnNynoouV va avoifw VEEG TTOPTEG
otn OIKN pou Jwn.
To npér{em Hou «[ou eival td)pa ol €MTA MUAEC TNG
OnBag;» ival éva spyo xaptoypacpnong, ava&nrnong,
avaKaAuqJng, OUVAVTINONG £VA GUVAPTIAGTIKO PO
“Omapéng” yia péva. Ta amoteAéoUaTa autwy
TV EUTEIPLOY Ba amotutwBoUv 6To TEAOG of £va
olodlaotato KoAdad.

Hakan Akcura
All around Thebes - final destination of
performance: Central Town Square

“Where are the seven gates of Thebes now?”
Performance

When | overlay “the plan of the ancient city of Thebes”
upon the “satellite image of recent Thebes”, a chance
appears for finding the estimated locations of the seven
ancient ports.

Searching and finding the gates and finding out who

lives there now, even learning about what kinds of life
experiences have occurred there, would be of interest
for me.

| want to spend seven days for this experience and
exhibition and | want to be in the company of seven
different volunteers of the Sphinx 2018 organization, one
day for each volunteer. Probably their answers about
their lives will lead to some answers for me to open new
doors in my own life.

“Where are the seven gates of Thebes now?” is project
of mapping, searching, discovering, meeting and the very
exciting “being” project for me. The results of these
experiences will be represented in a two dimensional
collage at the end of the project.

(PETTIBGA KOWWVIKNG YAUTITIKAG
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Neno Belchev
Kevtpikni MAateia

“Metavaotng otn BaAitoa”
Performance

IXETIKA e TNV performance:

H mapouciaon 6a pmopolce va AdBel xwpa ameudeiag o<
éva 0popo 1 o€ pia YKaAepi: ZTo avolxtd mopTUmayKal
€VOC TTOAU HIKPOU Kat mMaAloU KOKKIVOU QUTOKIVATOU givat
opatn pla KAeloth BaAitoa. Xtn BaAitoad 1 6To KouTi
umdpxel £vag {wvtavog avtpag os spBpuakn Béon, o
omoiog gival o EUMVEUCTNG ToU £pyou - o Névo. Méoa otn
BaAitoa 1) Kouti TpaBdst Tov eautd Tou Pe Blvteokdpepa,
n omoia petadidsl onpa Bivteo os mMpoBoAéa MOAUPECWY
(beamer) i TnAgomTiKN 000vN. H glkdva Tou IOpWHEVOU
Kat ta)\ammpnpévou avepdmou HE TO OWHa ToU o€

autn Tnv aBoAn B£on csrplpooypsvo o€ MOAU OTEVO XWPO
mpoBAAAsTal 6 PHeydAAn 00ovn N Toixo i TNy 08dvn
TNAgdpaong.

JUAANWN:

Ma diagopoug Adyoug, ToAAol AvOpwTIoL ATTOYoNTEUHEVOL
amo TIg matpideg Toug whoulvtal o mKivouva Taidla

HE OKOTO va Bpouv éva KaAUTtepo PEPOC yia va {couv.
MoAAol amd autoug meBaivouv Katd tn OlapKELd TOU
tafolou, tafldelovtag pEoa os BaAiToeg, AMOCKEUEG KAl
spnopsupatomﬁdma Ma tov Névo aurr'] n napdoracn
gival pua €peuva, yua va kataAdBeu: T eivat auto

mou unoxpswval TOGOUG noMoug avepwnoug va
peTavaocteloouv og AAAN xwpa; Mola sivat r] afia g
petavdaoteuong; Motwa eivat n onpacia plag “kaiutepng”
{wNng; Me Bdon mv 10€a OTl acuvmoenta raun{opaors

HE TOUG XAPAKTAPEG GTNV TAVIA I} OTNV EWKOVA TTOU
napaKo)\oueoups n oto BiBAio mou SiaBaloupe, auth n
mapouciaocn givat amotéAecpa g emBupiag tou Névo va
TTAPOUGCLACEL TOV EAUTO TOU WG PETAvAoTn Kat va o0nynoel
Toug Beatég otnv evouvaiodnon, va tomobetnBouv dnAadn
oTn B€0n TwV PETAVAcTWY Kal va atcbavBouv ta dewva
TOUG. ‘OXt TOOO Ol KUBEPVNGELC TTOU TOUG amodEXovTal,
aAAd ol KuBepvioelg Tou Toug avaykalouv va tallosyouy
OTO £EWTEPIKO TIPETEL VA OKEPTOUV TO TPOBANUa auto,
emeldn o KUPLog AOYOG yid TN psravdotsuon Oev givai n
unap&n KAAWV CGUVONKWYV OE OPICHEVEG xwpsg, aAAd n
amoucia Twv 01wV cuvenKwv og oplopEVEG AANEG. O Névo
TMOoTEVUEL OTL UTIAPXOUV TTOAAOL AvBPwWTTOL TTOU GUHTACXOUV
Kal BonBoUuv Toug PETAVACTEG, AAAA KATA TNV YVWHN

Tou auto Oev apkei. O idlog atebdavetal Kkovtd oto Bpa
auTo, ylati mpLy amé xpovia sixe £vav iAo, o omoiog
petavdaoteuoe otn Meppavia péoa o pla BaAitoa.

Kivnuatoypdgog Zovia
“Me Bupdaoat;”
Towxoypagia

‘Eva {wypa@IoHEVO TTOPTPETO OE £vayv ONHOGCLO XwpPOo
(tmxoypaq)ia) T0 omoio anleoviCsl Xapaktnpda
MAYKOGHIWG YVWOTO PE HId OKEWN TOU GE PTAAGVL
(B£BG[CI oTo oropa Tou Ba unapxsl n OIKA pou O'KF.lpI’]) 0]
mivakag Ba €xet v Ola YAWooa £KQPAcnG UE Ta KOHIKG,
aAAd éva acuviBloto Bépa. Mpokettal meplocOTEPO

yla B€pata Pe TOALTIKE, AUTO-ELPWVLIKH, PIAOGOPIKN

Kdl XIOUHOPLOTIKA O1abeon pe mpobeon oUvOEoHG ToUg

HE OPLOPEVA XAPAKTNPIOTIKA BEPaATa TG oNUEPLVAG
EUPWTAIKAC KOIVWVIaG.
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Neno Bfelchev
'Cent‘r'a“t Square

“Immigration’in suitcase”
Performance’

About the performance:

It could be done directly on a street or in a gallery space:
in the open luggage-carrier of a a very small and old

red car, a closed suitcase is visible . In the suitcase or
box, there is a man alive in an embryonic position, who
is the author of the project - Neno. Inside the box he is
filming himself with a video camera, which broadcasts

a video signal to a multimedia projector (beamer) or TV
screen. The image of the sweating and suffering man in
a very uncomfortable position constrained within a very
tight space, is projected on a big screen, wall orona TV
monitor.

Conception

For different reasons, outcasts from their native born
places, many people undertake dangerous journeys with
the purpose to find a better place for living. Many of
them die during the way, traveling in suitcases, luggage-
carriers and containers. Neno does this performance

in search to understand: what is it, that forces so

many people to immigrate to other countries. What

is the value of the emigration? And what is the value

of the “better” life/ better? Based on the idea that

we unconsciously feel empathy with the characters in
the movie or in the picture, we watch; or in the book,
we read, this performance is a result of the author’s
desire to identify himself with the immigrants and to
drive the spectators to put themselves in the place

of the immigrants and to feel their suffering. Not

the governments, which accept them, but rather the
governments, which force them to go abroad, have to
think about this problem, because the main reason for
immigration is not the availability of good conditions in
some countries but the absence of same conditions in
some other countries. Neno believes that there are a lot
of people, who sympathize and help the immigrants, but
he also believes that this is not enough. He feels himself
close to this issue,because not long ago he had a friend,
who immigrated to Germany in a suitcase.

Open Space Municipal Cinema of Thiva
“Do you remember me?”
Mural

A painted portrait (mural) in a public space, which has
as a main character a world-known icon-face with a
thought balloon (but I’ll put in their mouth my thought).
The painting uses the same language of expression

as the comics, but they will have unusual topics. It

will be topics more in a way of political, self-ironical,
philosophically-irrational and humoristic direction and |
would like to connect them with some topics, which are
typical in the nowadays European society.
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Dellawlﬁa._ G

1]

“CHES§PHINX” J

strp{kn @nB“a‘ (Gson Mivddpou)

‘1‘..‘\ P,

gL,

%, EyKa‘mo qon Land Art

 ITpWHA aTTO KOKKIVA TOUTs EUAOU, TUTTWHEVO
XAPTOKIBWTLO

To okdkl givat éva maixvidl agnpnuévou cuvouacpou Kal
OTPATNYIKAG TTOU XpNoIUoTIolEl KaBapd UTTOAIGHO.
Eipacte 6Aol movVIa o€ auTO TO ylyavrtidio maixvidt
OoKaKloU, pe TEAKA atviypata Kat adlé€odo og Kabe
Kpiown Kivnon.

H otpatnytkn, n YuxoAoyia Kat o0 omopTouVIGHAG
£YypAa@ovTal oTo maixviol okakloU, 6TV LoTopia Kal 6To
pUB0o TNG Zpiyyac.

Mia cuvETEld TETOLWY OPOLOTATWY PTTOPEl va gival n
gUpeon evog TMovioU ogplyydg GE Pld OKAKLEPT.

To 2018, BéAoupe va BupnBoups Tov BAvato, akpiBwg
mptv amoé 50 xpovia, tou Marcel Duchamp, gvog
TPWTAOANTA OKaKLOU Kat maykoouia dloguia.

Eival onpavtiko va umevBupiooupe 6t o Marcel Duchamp,
mapoAo mou éAaBe ekmaidsucn otnv mapadoolakn

TEXVN, AVAKAAUWE OTL 0 KOGHOG TNG TEXVNG Bplokotayv oe
adlE€odo, NG YUPLOE TNV TTAATN TOU Kal TPOCPEPE GTOV
KOOHO “€Tolpa” avtikeigeva.

Dellavilla
Central Square (Pindar Place)

“CHESSPHINX”
Land art Installation
Layer of red wood chips, printed carton

Chess is a game of abstract combination and strategy
using bare reflection.

We are all pawns in this giant chess game, with eventual
riddles and dead-end at every critical move.

Strategy, psychology and opportunism are inscribed in
chess game, in history, and in the Sphinx myth.

One consequence of such similarities may be to find a
sphinx-pawn on a chessboard.

In 2018, we like to call to mind the death, exactly 50
years ago, of Marcel Duchamp a chess champion, and a
universal genius.

It is important to recall that Marcel Duchamp, although
he got education in traditional art, discovering that
the world of art was in an impasse, turned his back and
offered « ready-made » objects of art to the world.



Claudine Fournier
Kevtpikn ©nBa (8€on Mivodpou)

“Z(PiYYQ”
'Eykataoctaon Land Art
ZTpWHa amo KOKKIva totms EUAoU

H Zpiyya émeoe amo to Bpdxo tng, amo to Babpo tng,
otav o Odimodag, mou NBeAe va pmel otn OnBa, £éAuce to
aiviypd tng.

IAUEPA TAPAPEVEL HOVO OTABEPA N OKLA TNG Zpiyyag

TOU €ival KOKKLIVIGHEVN Ao TO dipd Twv BUPATwy tng,
TUTTWHEVN 0TO £0a®Og Kal 6To Ypaoidl, GTOV KOPHO Tou
OEVIPOU YEUATN o@piyog, yepdtn {wn. Autd to dévipo Ba
KpUBEL TNV OKLA oTlypLaia, pia popd TNV nuépa.

Auti n oknvn eg@avidetal wg pla acuvibilotn moinon otav
N OKLa Tou O£VTpou Yyivetal Z@iyya - éva oxnpa mou 6V
gival apketd cUPPWYO HE TO avTIKEIMEVO 1 To BEPa oto
otoio eivat cuvdedepévo.

Claudine Fournier
Central Square (Pindar Place)

“Sphinx”
Land art Installation
Layer of red wood chips, printed carton

The Sphinx fell from its rock, from its pedestal when
CEdipus, wishing to enter Thebes, solved the riddle
expressed by the Sphinx.

Today there remains only the fixed shadow of the Sphinx
reddened by the blood of his victims, printed in the
ground and grass, at the foot of this tree full of sap, full
of life. This tree will momentarily, once a day hide the
shadow.

This scene appears as an unusual poetry when the
shadow of the tree becomes a Sphinx - a shape not

very consistent with the object or subject to which it is
attached.
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Carlos Enrique Gozalo Ara
Kevtpiki MAateia (©€on Mivodpou)

“Oeoyovia”
Video Projection

0 Hpodotog avapépet dtt o Hoiodog padi ps tow-Opnpb g\,
6nuloupyn0av TOUG esoug yla toug Eansg " E)sovomtx
gival £va deiypa amd auto. Auto to moinpa Twv Bswy
TEPLYPAPEL TNV TTPOEAEUCH TOU KOGHOU, N omoia gival

n 0w e TNV mMpo€Aeuon Twv Bewv Kal To HoTiBo tng
otadoxng Oupavou - Kpdvou - Aia wg pla dtadikacia mou
TNyaivel amo to xdaog otny eUVoUn TA&n Kat TiHwpeitat
ano 6leool’Jvn Tou Aid. «Xtnv apxn ATav to xaog».
2TN OUVEXELD ysvwstal n 'n kat o ‘Epwg. AKoAouBei

Hla OELPd EVWOEWY KAL ATOYOVWY TIoU, TEPA amo
YEVId, pooTiabouy va e€nynoouy Tn oslpd Umapéng
Kal Tig Suvapelg mou KuBepvouv autdyv Tov Koopo. H
TPAYHATIKOTNTA TOU KOOHOoU g€nyeital péoa amd tov
pUBo. H «Beoyovia» (La Teogonia) Aotmov amoteAei To
TPWTO sMrwtKé noinpa mou avadntd pia Bsia s€nynon
Y1a TN 6€lpd TOU KOGHOU Kal attioAoyei To BpiapBou
Tou KaAoU évavtt Tou Kakou. H mpaypatkétnta Kat o
HUB0g Tépvovtal 0w UE TOV MO OLKED TPOTIO + yid vda
TO BE00UE O CUYKEKPLPEVA, YiveTal n cUAANYN TG
TPAYHATIKOTNTAG TOU KOGHOU HEGA aATo TNV £IKOVA TOU
pUBou. H emavaAapBavopevn emBeBaiwon cUppwva
pe TNV omoia o Hoiodog avtimpoowmeUsl TNV ApXn TNG
eAMANVIKNG @Aocowiag, pémel BEBala va yivel Oektn P
EMPUAAEN.

Carlos Enrique Gozalo Ara
Central Square (Pindar Place)

“Theogony”
Video projection

Herodotus says that Hesiod, along with Homer, has
created their gods for the Greeks. The Theogony is

a sample of it. This poem of the gods describes the
origin of the world, which is the same as the origin of
the gods and the history of the Uranus-Chronos Zeus
succession in a process that goes from Chaos to the
perfect order sanctioned by the justice of Zeus. «At
the beginning it was Chaos». Then the Earth and Eros
originate. It follows a series of unions and descendants
that, beyond generation, try to explain the order of what
exists and the forces that govern this world. The reality
of the world explained from the myth. “La Teogonia”
constitutes, then, the first Greek poem that seeks a
divine explanation to the order of the world and that
bases that explanation on the triumph of good over evil.
“Reality and myth intersect here in the most intimate
way; To put it more exactly, this time only captures the
reality of the world through the image of myth. The
affirmation, quite repeated, according to which Hesiod
represents the beginning of Greek philosophy, must be
accepted with reserve.

Q2 social sculpture festival




I'Isptp@ppavq KATACKEUNG KAl «avaKAaAuyng» tng
HOPPNG

Klaus Pinter
Pederestrian Street, Chrysorroa Park

Untitled
Graphic - sculpture - Construction performance
Paper A4

Performing the construction and “discovery” of the
form.

PEOTIBAA KOWWVIKNG YAUTITIKAG 93



Peter Reischl
KevtpikiMAateia, Nedodpdpog

“Kabpéwtn, kabpeptdakl”
Performance

To “Kaepscptn, KCIepE(pTCIKl givat €va 6la6paottKo j
YEYOVOG rsxvng, 10 oToio gyeipel {ntnpam raurornrdg,
unomtpsvmomtag Kat aurovaclag o€ €vav Koopo

010U oL léavmsg EIKOVEG TOU owpatog Kat ot acpnyncemg
ng auronpaypatwcng umayopeUovtal and ta psaa
Kowmvmnq OIKTUWONG 00NYWVTAG HAG OE ouvsxn
oUyKplon Pe Toug aAAoug. MNa va mpooeyyiow auto

10 Bpa, pwtoypailw avBpwmoug pe polaroid katda

™ 6lC1pK€lCl ™ng 6npoclag dpaong. Ztu; cpwtoypacplsg
aursc_;, YPAQW TIG smntwoslg TIOU £XOUV Ol HEHOVWHEVEG
EHPavioELg TOUG TAVW OTOUG auronpoadloplououg Hou.
(o]} avepwnm Ba Bpouv Tig (PWTOYPAPIEG TOUG PE AUTEG
TIG XELPOYPAPEG ONUEIWOELG HOu o€ pa mvakioa mou
Bpioketal to cupBav. Me tov TpoTo auto, BEAW va
Toviow TNV €€aptnon g tqurétntqg TOU arépou HE TO
mepBAAAov tou. Mwg £ylva To MPAcwWTOo Tou ijat; MNotog
Kaeopl(a Tt gipay; Eipal to amotéAeopa g ouvexoug
oUyKplong pe aAAoug; MATIWG Kat ot dAAoL avBpwot
OlAPOPPWVOUY TO ECWTEPIKO HOU, TA TEPLYPAPHATA HOU;
TU KL av Ogv uTpXav TOTE 6TNV TPWTN B£0n Hou;

Peter Reischl
Pederestrian Street, Central Sguare

Mirror, Mirror
Performance

‘Mirror, Mirror¢, is an interactive art event, which raises
questions of identity, subjectivity and self-awareness

in a world, where ideal body images and narratives of
self-realization dictated by social media lead to constant
comparison with others. To approach this subject, | take
polaroid pictures of people during the public event.

On the pictures | write what impact their individual
appearances have on my self-definition. The people will
find their photographs with these handwritten notes

on a pinboard located at the event. In doing so, | want
to highlight the dependency of one‘s identity with it‘s
environment. How | became the person | am? Who
determines what | am? Am | a result of constant
comparison with others? Do other people shape my
insides, my contours? What if they had never existed in
the first place?

QL4 social sculpture festival
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Huang Yunxuan
Kevtpiki MAateia (©€on Mvddpou), MNapko
Xpucoppoa

“Tpwyovtag, xwvevovtag, e€aieipovrac”
Video Eykatdotaon

To “Tpwyovrtag, xwvelovtag, e€aAsipovtac” sivat

Hla loTopia TPLWY OTPWHATWY YUPW ATTO TPELG ntuxég
Kal otadla Tou avlpwivou vou. Mepléxel Kopsopsvsg
EYXPWHIEG EIKOVEG KAl AOUVAICONTEG CUPBOAIKEG EIKOVE,
oupmiédovtag Tov TPIoSIAcTato KO0 og S1oIAoTATEG
EMMEDEG EIKOVEG, OTIOU O EPUNVEUTNG EKTEAECE HE
pavrtaoia Ti¢ mpoodoKisg aAAwv. Ot £1KOVEG odnyouvTatl
amo TNV YUXOAOYIKN PHETAGXNHATIOTIKNA TPOXIA ATO TOV
e€WTEPIKO £QUTO, OTNV E0WTEPLKA auTtd-ouveidnon. H
evacxoAnon agopd to B£pa tng dadikaciag eme€epyaaciag
TWV oUVAIGONPATWY TTOU KATOWKEL 0TO HUAAS Kal
evavtiov Ing avrlelpEVlKérnrag TWYV YUVAIKWY péow
plag Kaenpsplvng HIKPAG e€€yepong. Ta meplexdpeva
TWV £pYwV urrapxouv HETAEU TAIOIKNAG I‘]7\lKlG§ Kat
svnNKlwong, (PEPVOUV TTAPAEEVEC KAl OHOPPES onthsg
EUTELPIEG PE TOV KaBopLopo TnG idlag tng epyaciag.

Huang Yunxuan
Kevtpikn MAateia ( ©¢on Mvddapou), MNdapko
Xpuocoppoda

“Eating, Digesting, Eliminating”
Video Projection

“Eating, Digesting, Eliminating” is a three-layered story
about three aspects and stages of the human mind. It
contains saturated color images and unconscious symbolic
images, compressing three-dimensional world into two
dimensional flat images, performer acted out the fantasy
with other’s expected desires. Images are driven by the
psychological transforming trajectory from outer self to
inner self-consciousness. Dealing with the issue of the
processing procedure of emotions inhabits in the mind
and against the objectivity of women through daily small
rebellion. The contents of this works exist in between of
childhood and adulthood, bring uncanny and beautiful
visual experiences by the setting of the work itself.
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